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FOREWORD

I had the pleasure of exemining Dr. K. C. Pandey's

Thesis on Comparative ZLstheties for the D. Litt. degree
of the Lucknow University and | reecommended the award
of the degree. His work deals with a relatively unexplored
section of Indian thought and his handling of the original
sources apd sympathetic interpretation of Asthetic
doctrines are remarkable. No student of Indian Zsthetics
can afford to neglect this important work. When the
projected second and third volumes appear, Dr, Pandey

would have done work_of an enduring character.

23-12-1950, S. RADHAKRISHNAN.

Calcuttu.
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INTRODUCTION.

The following pages fulfil the promise, made to the
reader in the latroduction to my Abkinavagupta: Am
Historical and Philosophical Study. Here the word *Bsthe-
tics’ stands for ‘Science and Philosophy of Fine Art'.
For, the texts, on the basis of which ‘Indian Asthetics"
is presented in the following pages, have approached
the problem from both, the technical and the philosophical
points of view. Here the problem of zsthetics is studied
from the points of view of the dramaturgists)and the
poeticians. Although the School of Asthetics, represented
by Bharata and Abhinavagupta, regards all other arts,
whether fine or mechanical, as auxiliaries to the dramatic
art, yet the authorities on two arts, (i) Music and (ii)
Architecture, assert the independence of these two fine
arts in giving rise to eesthetic experience. Thus, in India,
there are three schools of the Philosophy of Fine Art:
(i) Rasa-Brahma-Vada, (ii) Nada-Brahma-Vada and (iii)
Vastu-Brahma-Vada., The latter two will be dealt with in
a subsequent volume on the subject.

In this volume also, as in the case of the previous,
Sanskrit texts have been studied from the historical and
the philosophical points of view. It is primarily concerned
with the presentation of Abhinavagupta’s Theory of
Zsthetics against the background of the History of
Asthetic Thought in India and in proper setting of the
system of the monistic Saiva Philosophy of Kashmir, as
propounded by him in his two famous and voluminous
works, (i) I§vara Pratyabhijia Vimaréini and (i) Isvara
Pratyabhijfia Vivrti Vimarsini or Brhati Vimarsini.
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The latter work is a commentary by Abhinavagupta
on Utpalacarya’s own commentary on his own I§vara
Pratyabhijia Karika. It was available only in MSS. at
the time when the present work was undertaken, though
its publication has recently been completed by the Research
Department of Kashmir. But the original commentary of
Utpalacarya seems to be irrecoverably lost. For, not
only my search for this valuable work in private and
public collections of MSS. all over India has failed to
trace it out, but also that of the Research Department
of Kashmir, with all the resources of Kashmir State at
its disposal. The published text tallies with MS. No. 464
of 1875-76 in the Bhandarkar Oriental Research Institute,
Poona, so much so that the same portions are missing
in both.

In the absence of the original, it is exceptionally
difficult to follow the commentary closely. But Abhinava-
gupta’s method of commenting is such as gives to his work
some sort of independent value. At the beginning of his
commentary on each Karika he gives his own interpre-
tation so as to bring out clearly its full meaning. On many
important philosophical points, referred to by Utpalacarya
in the course of his lost commentary, he enters into fairly
lengthy discussions. Some of these are very important for
a proper understanding of his theory of =sthetics. In the
present work they have been utilised for the first time.

The Abhinava Bharati has not yet been fully published.
Only the first two volumes, which cover first 18 Chapters,
have been brought out by our learned friend, Rama
Krishna Kavi. It is the most important and the
biggest work on Indian Zsthetics. And without a careful
study and thorough understanding of its contents, it
is not possible to write on Indian Zsthetics so as to



( xvii )

show the importance of Abhinavagupta’s Theory of
Zsthetics in a comparative light. In this work the whole
of the Abhinava Bharati has been used for the first time
to solve different problems connected with Zsthetics, such
as those of the unities of time, place and action in Sanskrit
Drama: and why is there no tragedy in Sanskrit in the
strict Shakespearian sense of it.

The scholars, who have so far written on Abhinava-
gupta’s Theory of ZEsthetics, have either completely ignored
the philosophical aspect of the problem, as Dr. Sankaran
has done in his Some Aspects of Literary Criticism, or have
attempted to present it in terms of the Vedanta philosophy,
as has been done by P. Panchapagesa Shastri in his
Philosophy of Asthetic Pleasure. Such an attempt is as
good as interpreting the ZAsthetic Theory of Hegel in terms
of the philosophy of Kant. He has, however, followed the
tradition, which developed, in ignorance of the philosophy
of Abhinavagupta, of interpreting his ZEsthetic Theory in
terms of the Vedanta.

In spite of this it would be wrong to minimise the
importance of the substantial contributions, which these
learned scholars have made to the revival of Indian
Asthetics. And it is but natural to a student of the

subject, to feel extremely thankful to them,

In presenting the views of Indian ZAsthetic thinkers,
fidelity to the original Sanskrit texts has been my guiding
principle. In order, therefore, to convince the reader
of this fact, I have not only occasionally incorporated
the relevant texts in the book itself, but also have
referred to other texts in the foot-notes, and have given
them in full in an appendix at the end of the book.
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For the information of the reader I may add here
the following few important notes :—

1. The Roman figures, coming after abbreviations,
unless otherwise indicated, stand for the number of
volume. The number, coming immediately after the
Roman figures, as in some cases, or immediately after
an abbreviation, as in others, indicates the number
of page.

2. Inthe appendix, I have given, in some cases, &
few more textual authorities than those, indicated by
foot-notes, and have not hesitated to repeat the same
authority, when necessary.

3. The arrangement of the subject-matter of the
Natya Sastra under chapters, differs with different
recensions, Even between two published editions of the
Natya Sastra, one in the Chowkhamba Sanskrit Series and
the other in the Gaekwad’s Oriental Series, there is such
difference.

The references in chapter VI ¢The Technique of
Sanskrit Drama’ to the MS. of the Abhinava Bharati are
mostly from two chapters (I) Dasarapa-vidhana and (II)
Sandhyanga-vikalpa. As the various recensions of the
Natya Sastra and the Abhinava Bhirati differ on the
numbers of the chapters, I would, therefore, suggest to
the reader to ignore the numbers. He will find it easier
to bunt up the references in the MSS. of the Abhinava
Bharati if he looks for the title of the chapter rather
than its number.

4. Foot-notes are of two kinds, (i) those the texts of
which are given in the appendix and (ih) the texts of which
are not given. The latter are marked with X"
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Here I feel in duty bound to acknowledge my
indebtedness to the authorities of the Bhandarkar Oriental
Research Institute, Poona : and the Adyar Sanskrit library,
Madras, for lending their Mss. and allowing them to be
copied.

I am deeply indebted to Prof. S. N. Dasgupta, ex-
Principal, Sanskrit College, Calcutta, for suggesting the
addition of a chapter on ‘Mahima Bhatta’s Criticism of
Dhvani’: to Prof. N. K. Sidhanta, for very helpful sugges-
tions on ‘Katharsis’: to 1'rof. K.A.S. Iyer, for the questions on
the ‘Theory of Meaning’: to Dr. Raj Narayan and to Mr.
D. Mitra, for reading some parts of the work, either in
type-script or in proofs, and suggesting some formal
modifications.

Now, the smiling image of late Dr. N. N. Sengupta
stands before my mind’s eye. I humbly bow. He was
the Guide.
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CHAPTER 1.

HISTORY OF INDIAN ZESTHETICS.

PRELIMINARY.

The problem of @sthetics or philosophy of art in India,
has been studied, not with reference to music, or plastic or
pictorial representation, but mainly in the context of the
dramatic presentation. y In the main, music and scenic
representations have been regarded as auxiliaries to the
drama. The reason is obvious. The varied situations of
life, which Art makes its province to depict, lend themselves
to a more successful representation in drama than in any
other class of art., For, drama appeals to the eye angd —the
ey./t-he senses, which are regarded as pre-eminently
«sthetic’.  Drama marshals all other arts, including that
of poetry, to its aid.

The problem has been approached from three different
points of view, namely, of the dramatist, of the actor and
of the spectator. . The study from the former two points of
view has naturally been confined to the ways and means
of presentation of drama and the latter has been concerned
with the analysis of psychological process involved in the
enjoyment of the Drama as a whole and with the interpreta-
tion of its essential nature.

THE SCOPE.

The view, presented above, is based on & study of the
available literature on asthetics. There are no doubt
references in the texts, which do not deal directly with art,
to other works on msthetics than those to which we can
have access. For instance, two works on dramaturgy in
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Satra form, one by Silali' and the other by Krsaéva, are
referred to in Panini Satras 4,3,110-111. Since their con-
tents are not known to us, we shall begin our historical
account with Bharata (Circa 500 A. D.), whose work is the
earliest available work on the subject. And we shall end
our account with Abhinavagupta, (950-1020), whose solution
of the problem has been accepted by all the subsequent
writers of repute.\

‘Thus, the history of Indian esthetics extends
over a period of five hundred years. During the
first three hundred and fifty years of this period, that is,
from the time of Bharata (500 A. D.) to that of Bhatta
Lollata (Circa 850) the problem of esthetics was mainly
one of technique. !‘ In fact, the sole aim of Bharata’s Natya
Sastra is to instruct? the dramatist, the stage-manager and
the actors in regard to the ways and means of producing
the drama, to tell them the necessary constituents of the
drama and the manner and material of their presentation./
The point is made very clear by the frequent use of such
words as “Tamabhinayet’” and “Yojyam" etc.

RELIGIOUS ORIGIN OF DRAMA,

Origin of drama is closely connected with the Hindu
Religious Trinity, (1) Brahma (2) Visnu and (3) Mahe$vara.
Bharata, in the very beginning of his Natya Sastra, pays
obeisance to Brahma® and MaheSvara for no other reason
than that he recognises the former to be the originator of
drama and the latter to be the originator of dance. This*
is a view, expressed by Abhinavagupta himself, as stated in
the course of his interpretation of the verse in question.
Bharata mentions Prajapati, the originator of drama, first,

1. S.K., 253. 2.= A, Bh. Vol. L. 7.
3. A.Bh. Vol 1l 1. 4. A.Bh. Vol, 1 2.
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because he recognises dance to be simply an embellishment
of Drama.

There is another piece of evidence also in support of
the view that Mahesvara was the originator of dance. For,
Hindu religious tradition recognises him to be the greatest
dancer. He is called Nataraja. And there is an ancient
temple at Chidambaram in South India, where he is
enshrined in the posture of the greatest dancer (Naga::ijn.).
And, as if it were, in recognition of him as originator of
dance, the various rhythmical dance poses (Karanas) stand
even to-day cut on rocks, with the appropriate verses from
the Natya Sastra of Bharata inscribed underneath each
posture in the compartments of the eastern and western
Gopuras of the temple. Similarly Visnu is recognised to he
the originator of different styles of acting.

Further, Brahm3a,! in originating the Natya Veda, is
represented to have borrowed its various aspects from
different Vedas and their subsidiary branches. Thus, he
is said to have borrowed the art of effective speech from
Rgveda, music from Samaveda, acting from Yajurveda
and Rasas from Atharvaveda. And the treatise on
Dramaturgy is called Natya Veda in order to give it the
same status as that of the recognised four Vedas., It is
called the fifth Veda and is meant not only for the
privileged three castes, but also for the fourth caste. Sadra
is as much entitled to study it as any Brahmana.

THE QUESTIONS ATTEMPTED BY BHARATA
IN His Natya SASTRA -

The following questions were put to Bharata by his

1. N.S, %2
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pupils after they had witnessed the first drama staged
by him :—

1. What! were the circumstances, which led to
creation of the fifth Veda; and for whom was it created ?
The reason why they put this question may be stated as
follows :—

The pupils had witnessed the drama and they had
analysed the effect that it had on them. They had realised
that it brings about identification with the focus of the
dramatic situation, to the effect that the audience realise
through experience (because of identification) that the four
recognised objects or goals of humanity, (1) Dharma
(2) Artha (3) Kama and (4) Moksa, ought to be pursued.
Thus, they had known that it instructs and that, therefore,
the work, dealing with the ways and means of presenting
it, was rightly called the Veda. Hence the question
arose in their minds “Why has the Natya Veda been
created ?”’ For, its purpose to instruct people as regards?
the desirability of pursuing the well recognised goals of
human life was already served by the existing four Vedas.
Creation of the fifth Veda, therefore, seemed to them
unnecessary.  Therefore, they asked the question “why
was the fifth Veda created ?" But if there be some, who
cannot be instructed through the Veda, “who are they ?”
Hence the subsidiary question “For whom is it created ?"

2. Into how many parts is this Natya Veda divided ?
Are there so many parts that it cannot be fully grasped ?

3. What arc the various arts, necessary for the
presentation of drama ? Of how many parts is drama made ?
Is it an organic whole or merely a jumble ?

1. N.5, L 2. A. Bh. Vol. I, 6.
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4. What are the various means of knowledge, necess-
ary for knowing the different parts of drama ? And if drama
is an organic whole and not a mere jumble, “Is there any
special means of knowing the inter-connection of parts ?"
And if so *“What is it ?”

5. How are the different parts of drama to be
presented. These and allied questions Bharata attempts
in his Natya Sastra or Natya Veda.

The answers to first three questions are given in the
very first chapter. The answer to the first question may
be stated as follows :—

The circumstances, which led to the creation of Drama-
turgy, were the products of time. During Treta Yuga, when
Vaivasvata manvantara was running, the gods, headed by
Indra, approached Brahma with a request to him to create
a play-thing, which may be pleasing to both the eye and
the ear and lead people automatically to follow the path of
duty, without the need of any external compulsion, such as
the order of a king. ; The reason why there arose the
necessity for such a play-thing was that Treta Yuga is
domineered over by Rajas, the quality of action, prompted
by selfish desires and emotions, and, therefore, the common
experience is a mixture of pleasure! and pain, during this
Yuga. The need for a play-thing arises only among those,
whose experience is a mixture of pleasure and pain, the latter
being proportionately more than the former. For, play-
thing is for diversion. And one desires to divert the mind
only from what is painful.

Such a diversion was necessary for humanity. For,
bumanity, being under the influence of Rajas, was deviating
from the right path, pointed out by the Vedas, and was
ignoring the rites due to Gods. They, therefore, felt the

1. A. Bh. Vol. L. 10.



6 CHAPTER 1

necessity of bringing humanity to the right path. This
coulfi not be achieved through Vedic instruction?; because
the Sudras were excluded from the circle of Vedic study.
The gods, therefore, wanted an instrument of instruction
such as could be utilised for instructing all, irrespective of
caste, and such as would be different in form from that of
categorical imperative, would not be & mere command, which
is unpleasant to hear and equally unpleasant to carry out ;
but such as would delightfully instruct, would cover the
undesirable tone of command under pleasant sights and
sounds, would administer the bitter? pill of instruction
under the sweet coating of sugar, would mix the bitter
medicine of instruction in sweet milk? so as to make it
palatable.

These were the circumstances, which led to creation of
the fifth Veda by Brahma at the request of gods. It was
created for those, who did not readily follow the path
pointed out by the Vedas,/or the Sudras, who were debarred
from reading and hearing the Vedas.

The reply to the second question “Into how many parts
is the Natya Veda divided 2" is that primarily there are four
parts, dealing with the following topics (1) Art of effective
speech (Vacika-bhinaya). (2) Art of music (3) Art of acting
and (4) Rasas. And reply to the third question “How are
the various parts connected ?”’ is that drama, with the science
or theory of which the Natya Veda is concerned, primarily
presentsRasa, and the three artsare the means of its effective
presentation. Thus, it is an organic whole. /

The reply to the fourth question is that it is apprehended

1. A.Bh,Vol. 1. 11. 2. A. Bh, Vol. 1. 10.
3. A.Bh, Vol 1. 11
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directly through eyes and ears. And the reply to the last
question covers the whole work.

ProBLEMS OF ASTHETICS SOLVED IN THE ABOVE
ANSWERS.

If we look at the traditional account of the origin of
the Natya Sastra from modern point of view, we find that
it contains relevant answers to some pertinent questions that

arise in modern minds as they approach the problem of
asthetics.

. 1. The first question, that is answered here, is *“What
are the ®sthetic senses ?’' And Bharata declares that xsthetic
senses are only two (i) eye and (ii) ear. He excludes touch,
taste and smell from esthetic senses, operating in getting
zesthetic experience from dramatic presentation, For, the
former are the only senses, which can operate in relation to
an object that is common to many. What is the object of
touch or taste of one cannot be the object of the same
senses of other persons. But whole audience! can have in
eommon what is addressed to eyes or ears.

2. Another question, that is answered here, is “* What
is the end of dramatic art?”” And the reply is that the end
of dramatic art is instruction, not directly, but indirectly,
through presentation of what is pleasing to eyes and ears.
It does not directly command, butit makes the audience
experience the goodness of virtuous path, through
identification with the focus of the dramatic situation. It
administers the medicine of instruction, but it either coats it
with sugar or mixes it up with the milk of pleasant sight and
sound so that bitterness of medicine is not experienced.

3. Bharata maintains that the aspect of sensuous
pleasure is undeniable in the experience from dramatic

1. A. Bh, Vol. L 10.
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presentation. But it constitutes only the starting point.
~Thus, he gives right place to both (i) He@ggigt_ic and (i)
Pedagogic theories of art in his zsthetics.

4, He holds that drama is simply a play or play-thing,
which is meant for diverting the mind from what worries
or troubles it.

5. The most essential subjective condition for asthetic
experience, according to him, is that the mind of the specta-
tor should not be occupied with excessive personal pleasure
or pain.

6. He recognises the importance of women on the
stage. For, the correct expression of emotion, for instance,
blush at the sight of the object of love, is not possible unless
the emotion, from which such a physical change proceeds,
be actually present in the heart. But there are certain?!
feelings, which are peculiar to fair sex only. Hence for
their accurate and life-like presentation women are necessary
for stage.

y BIRD'S-EYE VIEW OF THE NATYA SASTRA.

Bharata’s Natya Sastra is divided into thirty-six
chapters, according to some recensions, and into thirty-seven
chapters, according to others. The recension, which Abhi-
navagupta had before him, while commenting on it, had
thirty-seven chapters. And he refers to one of the thirty-six
categories of Kashmir Saiva Philosophy in the benedictory
verse at the beginning of each chapter. In the beginning of
the thirty-seventh chapter he refers to Anuttara.

The broad division of the subject-matter is into (i) what
drama presents i. e. Rasa and (ii) the means of its presenta-
tion. The latter is technically called Abhinaya (acting) i.e.
that which brings what is intended to be presented, as if it

1. A.Bh, Vol L 21-2.
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were, face to face with the spectator? : that which leads to
as certain a knowledge as that to which the directly
present leads. It is divided into four types (i) Angika
i.e. acting, consisting in the movement of the parts
of body. (ii) Vacika i.e. acting, consisting in the appro.
priate movement of speech-organs, involved in effective
recitation. ' (iii) Satvika i, acting, consisting in the
action of mind, involved in the various emotive states, such
as find expression in involuntary physical changes, such as
change of colour, tremor and horripilation etc. (iv)
Abirya i.e. all the means of presentation other than those
belonging to the psycho-physical constituents of the actors
themselves. It includes (i) all that is used for giving appro-
priate look of the characters of a drama to individual actors,
such as paints, dress and ornaments etc: (ii) all that is
necessary for presenting scene of action: (iii) all the mecha-
nical contrivances to present such means of transport and
communication as Vimana (Aeroplane) etc.,

It also deals with construction of the stage and method
of its management. There is considerable space given to
sections on dance and music, both instrumental and vocal.
Necessary qualifications of actors and the stage-manager
are also given at some length.

It discusses ten types of drama, extending from one
act plays to ten act plays. It deals with the method of
dramatisation and types of hero, heroine and adversary.
It also states the recognised types of asthetic experience,
different persisting and transitory emotions and psycho-
physical movements and situations, necessary to arouse them.

In the course of our presentation of Indian Aesthetics

we shall confine ourselves to some of the topics, mentioned
in the last paragraph.

1. N.S., 98.
2



10 CHAPTER I
LimiTaTIONS OF THE WORK

Bharata wrote his work with a view to giving necessary
instructions to dramatists and actors. Larger portion of
the work is devoted to the four types of acting (Abhinaya).
For the present we shall restrict ourselves to expounding
his view from the point of view of the dramatist. We
shall, therefore, attempt to state (i) What is it that the
dramatist presents in his drama (i) What are its consti-
tuents and how are they related. (i) What is the method
of dramatising an imaginary or historical plot. (iv) What
are the subjective conditions, necessary in the spectator,
for getting asthetic experience from dramatic presentation.

RAsa AS AESTHETIC OBJECT. ©

The word “Rasa” in Saunskrit is used in a variety ! of
meanings. In common language, which follows the Vaifesika
system, it is us:d for the quality, cognisable through the sense
of taste. As such it is of six kinds, sweet, sour and saltish
etc. In Ayurveda it is used for a certain white liquid?,
extracted by the digestive system from the food. Its main
seat is the heart. Therefrom it proceeds to arteries and:
nourishes the whole system. It also stands for liquid in
genergl, extracted from any fruit or flower etc., inclination,
liking or desire, mineral or metallic salt and mercury.

In the context of =sthetics, however, it stands for the
@sthefic object. It has a highly technical meaning,
though even in the technical sense it retains the element of
original meaping, namely, the object of relish, not sensuous

but esthetic.

1. ABb,Val.1.289. 2. S.C.IV.71L.
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IMPORTANCE oF RasA iN THE Eves OF BhHakith

We have already stated that the main topics, dealt with
in the Natya Sastra, are four only, acting, dance; music
and Rasa. The first three are the means, primary or
secondary, of presentation of Rasa., All the subsidiary
topics, on which Bharata has written, have » direct or
indirect bearing oh it, in so far as they are talked about
in respect of their relation to th: presentation of Rasa
Thus, when he recommends ths midsized theatre, thlrty-
two “Hastas” in length and sixty-two “Hastas" in bre;xdth
(i.e. 48 by 96 feet) his one concern is Rasa. For, if the
theatre be too long it will make the Rasa, that is presented
in terms of speech and various facial expressions of internall
states, indistinct to the spectator.

In his treatment of dance he recognises different kinds
of dance to be the sources of different? typzs of Rasa. He
also holds that subtle intonations in the song, which accati-
pany dance, represent what remains uapreseated it langiiige®.
Thus, according to him, dance also is a means of preseriting
Rasa.

After dealing with the importance of general introduc-
tion to drama, which consists of Nandi, a brief introduction
{o drama and songs, he gives a rule that it should not be
too long. For, if it be too long, the actors will get tired*
and, therefore, shall not be able to clearly present Rdsa;
and similarly the spectator, being bored by inordihate ength,
will not be able to relish Rasa.

Thys, most of the things, that Bharata talks of, dfe

1. A. Bh., Vol. I. 53-4. 2. A. Bh., Vol. I. 182,
3. A. Bh, Vol. 1. 175. 4. A. Bh., Vol. 1. 248.
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only the means of presenting Rasa. Rasa, therefore, being
the final end of all that he talks about, is the most
important thing from his point of view. The question,
therefore, naturally arises *“What is Rasa ?”

CONSTITUENTS OF Rasa, THE AESTHETIC OBJECT.

Rasa, the asthetic object, is essentially a product of
dramatic art and is not to be found in the creations? of
nature, It is not pure unity, but unity in multiplicity. The
unifying factor in the multiplicity is a basic state of mind
(Sthayibhava) which binds together in an organic whole,
(1) the emotive situation in human setting, consisting of the
physical cause of the basic mental state (Vibhava) (2) the
mimetic changes, which are inspired by the aroused basic
mental state and as such are indicative of the internal state
(Anubbava), and (3) the transient emotions (Vyabhicaribhava).
The basic mental state is the central and the most important
phase of this coaﬁguration.) The rest are simply necessary
accompaniments, very, much like the paraphernalia of a king.
They raise the basic mental state to prominence just as
paraphernalia does th: king. And just as in the midst of
the entire paraphernalia it is the king, who is the centre
of attraction of the spectator, so is the basic meatal state to
the audience. Therefore, when itis stated that the basic
mental statc is thc wsthetic object (Sthayi bhavo rasah
smrtah) the implication is not that other constituents of the
xsthetic configuration do not figure in the consciousness,
but simply that they appear as subordinate.

For a clear understanding of the essential nature of
Rasa it is necessary to grasp the full implication of the
technical terms, given in the brackets.

1. A. Bh, Vol. 1. 292.
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EXPLANATION OF THE TECHNICAL TERMS.

We know it on the basis of our common experience
(i) that in actual life an emotion, which is the mainspring
of a series of actions, that is directed to the achievement of an
end, is aroused by a situation with a focal point, and
therefore, situation is recognised to be the cause of emotion,
(i) that this emotion, which lasts through the series of
actions till the end is achieved, expresses itself in various
physical changes, e. g. the peculiar movements of eyes and
eyebrows, change of colour and gentleness and tenderness
in general behaviour in love; these changes, therefore, are
the effects of the emotion and (i) that the persisting emotion
is invariably accompanied by transient emotions, ‘e. g. love in
separation from its object expresses itself in the emotions,
which spring from it, such as self-disparagement (Nirveda)
languor (glani) and fear etc.: and they are recognised to be
its natural accompaniments,

But in the case of the persisting emotion, which is
presented on the stage and which is experienced by the
spectator, the situation, which the actor, representing the
hero of the piece, faces, cannot be spoken of as the cause of
his emotion; nor can it be spoken of as the causec of the
emotion, that the spectator experiences. For, neither to the
actor nor to the spectator as such, is the situation related in
the manuer, in which it was related to the historical character,
that is represented. For instance, Sita, as an historical
person, as the daughter of King Janaka, cannot be looked
upon as the object of love either by the actor or the
spectator, because the religious association with the histo-
rical character, the name of which the focus of the situation
bears, will prevent the rise of such an emotion and will, on the
contrary, arouse emotions of quite different nature from that
of lave, such as respect and veneration. The cause, therefore,
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being absert; the effect cannotjarise. Hence the fhcial and
other changes, which actor may exhibit, because of the
particular training, which he may have received, cannot be
spoker of as effects of emotion of love. Nor cau the trans-
jent states of mind, the physical signs and movemerts of
which the actor may show, be looked upon as thz invariable
accompaniments of the persisting emotion. It is to indicate
this difference in the relation of situation, physical changes
and invariable accompaniments to the emotion as presented
by the actor, that they have not been called cause, effect
and invariable concomitants (Karana, Karya and Sahacdri).
Instead they have been given technical names, Vibhava,
Anubhava and Vyabhicari bhava.

VIBHAVA.

Vibhiava stands for the emotive situation, which is
presented on the stage and which in actual life would be
responsible for the emntion, which is shown by the hero,
but the relation between situation and emostion is not that of
cause and effect. { Reason for this has already been stated
in the preceding section.) The relation is that of a medium
to a state of mind, as in the case of mystic medium and the
experience, which is got through it ,

We often sec a child riding a stick and enjoying a
horse-ridc as it were.  He shows most of the physical sigus
and motions of a rider of horse. He tightens bridle, whips
and makes it gallop. The question, that arises, is “‘Is horse
the cause of the experience of horse-ride ?"” How can it be
so in its absence ? The experience, therefore, is due to med-
ium, through which the child works ~himself up so as to
experience! horse-ride; just the same is the case with the
situation, presented on the stage. It is only a medium,

1. D.R.O7.
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through which the actor works himself up to a certain emot-
tional pitch and consequently shows the signs, which are
natural to an emotion.

Thus, the word “Vibhava” stands for the dramatic
situation, which is not the cause but only a medium, through
which emotion arises in the actor. But emotion in the specta-
tor is due to identification with the hero. Vibhava is so
called, because it arouses emotion in! a manner quite differ-
ent from that, in which emotion arises in actual Iife. ,

Two ASPECTS OF VIBHAVA,

Emotion always has an objective reference. It can
arise only in the presence of an external stimulus, As
every thing exists only in some place and at a certain time,
spatial and temporal factors are distinguished from the
object as such. Accordingly Vibhava is represented to have
two aspects (i)Alambana, the object, which is primarily
responsible for the arousal of emotion, on which emotion
depends for its very bzing and which is its mainstay : and
(i) Uddipana, the environment, the entire surrounding, which
enhances the emotive effect of the focal point, the object
which primarily stimnlates emotion. ,

If we recall to our minds the scene from the Abhijiana
Sakuntalam, in which love in Dusyanta is represented tc
arise for the first time, the distinction between twao aspects
of Vibhava will become clear. Dusyanta isin the neighbour-
hood of Kanva's hermitage. He sees Sakuntald, accompa-
nied by her two friends, watering the plants of hermitage
garden. She asks one of her friends to loosen the breast-
cover of bark, which, she complains, has been too tightly
tied by the other. The other immediately retorts in g
befitting manner: “Why do you find fault with me, when

1. A.Bh, Vol I.285.
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the fault lies, not with me, but with your rising youth ?”
Here Sakuntala, who has been brought to focus by the
aforesaid talk and becomes the object of love of Dusyanta,
is the Alambana Vibhava and the entire forest scene with
beautiful hermitage garden at its centre and pleasant
breeze, gentle sun-shine and the sweet companions, which
off-set her’ beauty and make it more bewitching, are
Uddipana Vibhava.

ANUBHAVA.

(All the physical changes, which are consequent on the
rise of an emotion and are in actual life looked upon as the
effects of emotion, are called Aunubhavas, to distinguish
them from the physical effects of emotion which arise in
real life.\)They are called Anubhavas, because they
communicate the basic emotion to the characters, present
on the stage, or make known the nature of emotion in the
hero, as also bccause they make the spectator expzrience
an identical emotion (Anubhavayati).

The physical changes and movements, which follow
the rise of an emotion, are of two kinds (i) voluntary and
(i) involuntary. There are some movements and changes,
which are definitely willed by the person in emotion, which
are wilful expressions of emotion, such as the movement of
eyes and eyebrows, which spring from the intention of the
person, swayed by emotion, to communicate it to others.
But there are other changes and movements, which
automatically follow the rise of emotion, such as change
of colour, horripilation and blush etc. The voluntary
physical changes are called simply Anubhavas; but the
involuntary ones are called Satvikabhivas. The former
can be produced by an effort of will even though the
emotion, with which they are supposed to be causally
connected, may not be present in the heart. They, therefore,
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are not the infallible signs of emotion. But the latter
can take place only when the emotion, of which they are
recognised to be the effects, is actually present in heart.
They are the infallible signs of emotion. 'They are eight?
in number. They are included in the list of forty-nine
Bhiavas, admitted by Bharata.

In regard to the presentation of Vibhiva and simple
Anubhavas, Bharata does not give any instruction; nor does
he define them. He simply says that in representing them
one has to be faithful to what is found in actual life and,
therefore, they have? to be learnt from thz same source.

Forty-nine bhavas, however, (including (i) eight Sittvika
Bhavas, which are nothing more than Anubhadvas, but are
classed separately, because they are involuntary and, there-
fore, are unmistakable reflexions of inner emotive state ;
(i) thirty-three transient emotions and (iii) eight persisting
emotions) are dealt with exhaustively, because of their special
utility in giving rise to esthetic experience. ; Let us, there-
fore, state clearly the meaning and function of Bhava.

BHAvA.

The word “Bhava”? in dramaturgy is used in the sense
of mental state only, which, as we have shown in the prece-
ding section, is of forty-nine types. And although the word
“Bhava” is used at the ends of compounds, standing for
situation and mimetic changes (Vibhava and Anubhava), yet
they cannot be put under “Bhava’, because Bharata has
used this word in a technical sense and has definitely fixed
the number of “Bhavas”,

The mental stafes are called “Bhavas” for two reasons:
() because they bring Rasa into being, make Rasa an

1. N.S. 95. 2. N.S. 80.
3. A. Bh., Vol. I 343.
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accomplished fact, by means of three types of acting (Vacika,
Angika and Sattvika) and (ii) because they pervade, inten-
sely affect, the! minds of the spectators.” The first meaning
is applicable to the word when it is used with a view to
instructing the dramatist or the actor. The second meaning
is implied when the word is used to explain how the mental
states, called “Bhavas”, affect the spectator.

The idea may be elaborated as follows : —

There are two recognised meanings of “Bhava” in
Sanskrit (i) one that causes something to be (Bhavana) and
(ii) one that affects (Vasana). In both the cases it has causal
sense. Thus, Bhavas {mental states), present in the actor,
when represented by means of three types of acting, bring
into being, produce, Rasa (relish or relishability) in the stage-
presentation. Similarly Bhavas, present in the dramatist,
when represented in appropriate language, expressive of
various physical movements and changes, in which they find
natural expression, produce Rasa. In these cases Bhava is
used in the first sense of one that causes something to be.

But if we take “Bhava” in the second sense of perva-
ding, we have to confine ourselves to the spectator’s point
of view. We know? that a sweet-smelling thing, like
musk, pervades substantially other things, which are in
contact with it. It is due to substantial pervasion by musk
that cloth, in which it is put, acquires the fragrance of musk.
This process, by which a thing, which has no strong
perceptible smell of its own, acquires the smell of another,
is known as “Bhava” or “Bhavana”. Thus, the mental
states are called “Bhavas” from the point of view of the
spectator, because they pervade the mind of spectator exactly
as does musk the cloth, with which it is in contact. .

1. A. Bh, Vol. I. 347. 2. A.Bh, Vol I 345
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VYABHICARIBHAVA.

Vyabhicaribhavas are transient emotions. They are so?
called, because they come as it were face to face with the
spectator in the course of esthetic experience of various
kinds. Inspite of the fact that they are mental states, they
appear as it were embodied, when they are acted out by
means of various types of acting in a befitting situation.
They are called Vyabhicarins for another reason also. That
is, they bring the different Rasas as if it were face to face
with the spectator. For, when a transient mental state ia
acted out in a befitting manner in a befitting situation,
there remains no doubt about the basic mental state, from
which the transient one springs. The presentation of basic
mental state in terms of the transient emotion and involun-
tary and voluntary physical changes in an appropriate situation,
raises the Sthayin from being a mere matter of inference and
brings it as it were directly before the spectator. For,
inference is inference only so long as it is drawn from the
perception of any one of the three (1} cause (2) effect and
[(3) concomitant. But when all the three are distinctly
present and perceived, the inference ceases to be inference
and bordess on direct perception in so far as the element of
doubt, which is ordinarily associated with it, disappears,
because? of the multiplicity of evidence.

It may be pointed out here that the word “brings”
(Nayati) is used in the present context, not in its literal, but
only in conventional sense, just as in the case of the state-
ment “Sun brings the day”.

STHAYIBHAVA. ¥
§ T

The reason why an emotive state of mind is called

Sthayin (persisting or basic) may be stated as follows :—

1. A.Bh., Vol L. 356-7, 2. A.Bh., Vol. 1. 285.
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Drama presents a complete action. And completeness
of action consists in its having five stages: (i) fixing upon an
objective (ii) effort to realise it (iii) reversal (iv) overcoming
of opposition and (v) achievement of the objective. But
action in its physical aspect springs from a definite state of
mind, which is aroused by a particular situation, in which
the agent finds himself. It is necessary that the state of
mind should persist through all the stages of action. For,
otherwise action would end abruptly at any one of the inter-
mediate stages and will remain incomplete. Itis also natural
that with the change in situation and reversal in fortune or
favourable turn in the course of events, other mental states
arise, but they can have no independent being; nor can
they rise inisolation from and unaffected by the original
and basic or persisting mental state, which was responsible
for fixing upon the objective. In fact, other mental states
arise simply because the basic mental state is there. They
are like waves, which rise from the ocean of the basic
mental state and subside into the same.

There are eight basic mental states. Their appropriate
situations, the mimetic changes, in which they find expre-
ssion, and the accompanying transient mental states are
given in full detail in the 7th chapter of Bharata’s Natya
Sastra.  Unfortunately Abhinavagupta’s commentary on
it seems to be irrecoverably lost.

IMPORTANCE OF RASA FROM DIFFERENT POINTS OF VIEW.

Rasa is the most important of all the constituents of
drama from the points of view of dramatist, actor and spec-
tator. For, the dramatist cannot proceed with the effective?
presentation of the situation, the mimetic changes and the
transient emotions, unless he fixes upon particular Rasa, that

1. A. Bh., Vol. 1. 273,
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he intends to present. Actor also can make choice of dress
and general make-up and can fix upon his reaction to
situation only when he knows the Rasa, which he is expected
to present. And spectator goes to theatre for nothing but
the experience of Rasa. In his mind the constituents of
Rasa, situation etc.,, do not figure independently and in
isolation from one another, but as merged in the basic mental
state, brought to a high pitch by the accompanying
transient states of mind. The end of dramatic presentation,
the instruction of the spectator, is realised through Rasa
only. For, drama does not instruct through categorical
imperative, but through identification with the focus of the
situation and, therefore, through making the spectator
experience the experience of hero, in which asthetic experi-
ence (Rasasvada) consists. Therefore, from whatever point
of view we look at Rasa, it strikes us as the most important.

BHARATA’S CONCEPTION OF RASA.

With Bharata the problem of asthetics was not a
philosophical problem. He was not influenced in his con-
ception of Rasa by the philosophical implication of it, such
as is presented in the Upanisadic passages like “Raso Vai
Sah” He was concerned with it as an object, which is res-
ponsible for wsthetic experience, with showing what are the
necessary constituents of it and their mutual relation and
with the means and methods of its presentation. No
doubt, he talks of the subjective conditions necessary for
relishing it, but that he does, because the object, with which
he is primarily concerned, is after all for the enjoyment by
spectator.

THE RELATION OF CONSTITUENTS OF RASA,

We have already stated that the wsthetic object is a
configuration of (i) situation with human focus (ii) mimetic
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changes, both involuntary and voluntary (iii) transient
emotions and (iv) persisting or basic emotion. The question,
therefore, that naturally arises is “Is the asthetic object a
mere juxtaposition of constituents : is it a mere jumble :
or, are the constituents connected with one another
in any systematic manner 7 We hinted at Bharata’s
answer to this question, when we said that Rasa, accor-
ding to him, is an organic umty. The precise nature of
relation of the constituents is attempted to be brought out
by him by means of analogy of what he calls $andava Rasa.
It may be described as follows :—

The ingredients of $andava Rasa are (i) condiments,
such as black pepper, cardamom. curd and sour gruel
(Kaiiji) etc. (i) herbs (Osadhi) such as tamarind, crushed
wheat, turmeric (Haridra) and saffron etc. (iii) substances
(Dravya) such as Guda and salt etc. and (iv) rice. We
know that each of them has a distinct taste. They are
severally sweet, bitter, astringent, sour and saltish. When
they are put together in due proportion atd cooked properly
by an expert cook, a new flavour, which is more relishable
than that of any one of them? separately, arises. This new
flavour and the juice, which has it, both are -called
Sandava Rasa.

The relation of situation and mimetic changes etc., as
presented in Drama, is similar to thatof various ingredients of
the juice, which gives the peculiar flavour, S$andava
Rasa. Just as Sandava Rasa can rise only when various
ingredients are so blended together through cooking by an
expert that they give rise to a flavour, which is distinct
from that of any one of them in itself, so Rasa, as presented
in drama, can rise only when- situation, mimetic changes,
transient emotion and persisting emotion are so harmoniously

1. A. Bh., Vol. I. 289.
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united together in due proportion by a poetic genius that
they present something that is quite different from what
each one of them is separately.

It may be pointed out here that Bharata does not
mention “Sthayin” in his aphoristic definition of Rasa.
Nor does he mention in his analogy the thing that corres-
ponds to Sthayin. This omission has been interpreted by
different commentators in their own ways. We shall
discuss this point in proper context.

ZESTHETIC OBJECT NOT AN IMITATION.

The constituents of the wsthetic configuration are
not the products of nature:! they are the creations of art,
which does not imitate nature, but reproduces, in all possible
details, a poetic vision.

Kaverantargatam bhivam
Bhavayan bhava ucyate.
N.S. 79
Trailokyasyasya sarvasya
Natyam bhavanukirtanam.
N. S., 8.

The constituents should be presented not in the actual
historical setting, but as perfectly free from all elements of
historical reality. This is the point, which Bharata has
emphasised in the reply, that he has put in the mouth of
Brahma, to pacify the demons, enraged at the presentation
of their fall in the first dramatic performance.

Naikantatotra bhavatam

Devanarm Canubhavanam.

N. S, 8,
The zsthetic object is not a product of imitation, if the
word imitation implies the production of a mere

1. A. Bh, Vol. I, 292.
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shadow or exterior, which lacks the substance of
the original, as in the case of “imitation jewel”.
The imitation jewel is an imitation of a jewel because,
while it has the look of a jewel, it lacks the substance.
Asthetic object, however, ceases to be asthetic object if it
lacks any one of the aforesdid contents, particularly the
accompanying psychic states, which are the causes of the
varying facial and other physical! changes such as horripila-
tion etc., which are directly perceptible. In fact, this is the
one reason that is adduced in justification of introduction
of women on the stage. For, no training can enable a man
to acquire that psychic frame, which is natural to a woman
in a certain situation.? The presentation, which is confined to
the imitation of the external form and movement and lacks
the usually accompanying psychic state, merely excites
laughter®. No doubt Bharata uses the words “Anukarana”*
“Anucarans”® and “Anukirtana’® etc.,, which are ordi-
narily used for imitation, But the contexts, in which these
words occur, leave no doubt that they are used by Bharata
in a special sense, as we have explained above.
DISTINCTION OF RASA FROM STHAYIBHAVA ETC.

Thus, it is clear that Rasa is the asthetic object, which,
as a configuration, is different from the basic mental state,
which is only one of its constituents. It is also different
from the @sthetic experience (Rasisvada) which is con-
sequent upon its apprehension. The latter pésition is
further supported by the fact” that Bharata stresses the
idea that jatis should be introduced to further specify the
Rasa. According to Bharata, every Rasa expresses itself
in a particular combination of tones. Such tonal associates

1. A, Bh, Vol. 1. 21-2-3. 2. N.S, 72
3. N.S, 8L 4. N.S,, 307-8. 5. N.S.. 247.
6. N.S,8 7. N. S, 330.
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of Rasas are called jatis. The former position also can
further be supported by the fact that the expressions of eyes
in representing a basic mental state, as enjoined by Bharata,
are different from! those which he enjoins to accompany
complete asthetic configuration, the Rasa.

IMPORTANCE OF RaAsA IN THE Eves OF BHARATA.
ANOTHER PoINT OF VIEW.

The “production” of Rasa, the asthetic configuration, is
the chief concern of Bharata. All the instructions, that he
has given to actors, stage-manager or dramatist, are to
enable? them to contribute their individual share towards
the same. And a person is supposed to be qualified to
become an actor in proportion to his capacity, not so much
of reproducing the physical conditions of an emotion in an
emotive situation, as of orienting® his mind in such a manner
as to have the necessary mental states, from which the
physical conditions automatically follow.

THE NATURE OF THE ESTHETIC OBJECT.

The wsthetic object, therefore, as presented by Bharata,
cannot be classed with any object that we ordinarily meet
in the world. It cannot be called real: firstly because
it is not a creation of nature and secondly because its
causal efficiency is not the same to all the percipients as it is
in the case of a jar. Nor can it be called unreal in the same
sense as that in which the sky-flower is unreal, bzcause it
has its existence. It cannot also be classed as illusory,
beca.use, in its essential nature, the illusion is n>t what it
appears to be, but the asthetic object apparently and
essentially is what it appears to be. In short, it hasits
independent being in its own world, which is different from

1. N.s., 102 2. A, Bh., Vol. L. 2734,

3. A.Bh, Vol. L 16.
4
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the world of daily life and may be called the asthetic
world.
THE SEAT OF RasA.

Rasa or the sthetic fact is a configuration or pattern,
of which Vibhava, Anubhava, Vyabhicaribhava and Sthayi-
bhiava are the constituents. Only a human being can
represent their fusion. Thus, the asthetic configuration is
in the human focus cf an emotive situation, according to
Bharata. For, he speaks of ocular expressions consequent
on the completion of Rasa-configuration (Rasaja drstayah).

Thus, the problem of Bharata is purely practical and
his solution is based upon a full analysis of all the factors
of mental life and dramatic technique. This is the tradi-
tional view of Rasa, which is found in Dandin’s Kavyadarsa.
This very view, without any modification, is maintained
by Bhatta Lollata. The criticism of it by Srifankuka from
the spectator’s point of view cannot affect its correctness
in any way.

FroM THE SPECTATOR'S POINT OF VIEW.

But Bharata has not totally ignored the spectator,
because the sthetic object is after all for the spectator.
He has, in fact, stated in detail the qualifications of the
spectator in the 27th chapter of his Natya Sastra. There he
gives a clear idea of the subjective conditions, necessary for
asthetic experience. The most important of them! are
as follows :—

1. Intellectual background, consisting in the knowledge
of arts and literature in general and of the dramatic art in
particular.

2. Knowledge of the various types of asthetic
configuration, of the accompanying psycho-physical states

1. N.S. 312



HISTORY OF INDIAN ZESTHETICS 2

and of the subtle distinctions among them.

3. Knowledge of various languages, including the
provincial dialects, which are used in drama.

4. The capacity of concentration.

5. The power of quick understanding.
. The capacity to maintain impartial attitude.

. Character and breeding.

00 N O

. Interest in the presentation.

9. And above all the capacity to identify with the
human focus of the situation so as to have the identity of
experience.

The aforesaid are the common subjective conditions,
necessary in the spectator for the wsthetic experience. But
every individual spectator, though possessed of the above
qualities, cannot get wsthetic experience from every asthetic
presentation. The age!, the inborn tendencies and the
psycho-physical conditions at the time of witnessing a
dramatic performance, are great factors in asthetic exper-
ience. An old man, for instance, cannot have the asthetic
experience, the basic mental state of which is youthful love;
nor can one, who is a coward at heart, have an empathic
apprehension of the representation of the heroic emotion ;
for the simple reason that they are by nature incapable of
identifying themselves with the presented human focus of
the situation.

Thus, it is clear that SriSarikuka's theory, that the
asthetic experience is due to inference of the basic
mental state from its external physical signs by the spectator,
is not supported by Bharata. According to Bharata, as
stated abeve, wsthetic expericnce is due to identification

1. N.S,, 313.
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with the personality in the focus of the spectator’s attention
and consists in consequently having identical experience. This
is exactly what Abhinava maintains. Thus, we find
Abhinava to be more faithful to Bharata in his exposition
of the wsthetic theory than any other commentator of the
Natya Sastra.

COMMENTATORS ON THE NATYA SASTRA

There was quite a large number of commentaries on the
Natya Sastra of Bharata. But all of them are unfortunately
lost, excepting the Abhinava Bharati of Abhinavagupta.
In fact, our only source of information about them and
their authors is the Abhinava Bharatr itself. For the available
information about them the reader may refer to pages 120
to 129 of Abhinavagupta : An Historical And Philosophical
Study.

From the point of view of our present undertaking,
the presentation of Indian /Esthetics, besides Abhinava-
gupta, there are only three commentators (i) Bhatta Lollata
(i) Sri Sankuka and (i) BhattaNayaka, who are important.
For, their theories have been presented by Abhinavagupta
at some length in the course of his exposition of Bharata's
aphoristic definition of Rasa.

BHATTA LOLLATA’S PRACTICAL POINT OF VIEW

We have discussed the date of Bhatta Lollata in an
earlier work.1* He was a contemporary of Bhatta Kallata, the
author or publisher of the Spanda Karika. He commented
not only on Bharata’s Natya Sastra but also on the Spanda
Karika. He, therefore, inherited both the dramaturgic
and the philosophical traditions from his predecessors. In
interpreting him we have to keep this fact in mind.

Therearetwo places where Bhatta Lollata’sinterpretation
of the aphoristic definition, of Rasa Satra, is given. (1) Abhi-

1*. Abh. 1269,
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nava Bharati Vol. I, 274. Here the name of the interpreter
is given. (2) Dhvanyadloka Locana (p. 68). Here the
interpreter’s name is not given. But the view is substanti-
ally the same. The relevant portion in the Abhinava
Bharati runs as follows : —

Tena Sthayyeva Vibhavanubhavadibhirupacito Rasah.
Sthayi bhavastvanupacitah. Sa ca mukhyaya vrttya
Ramadavanukarye, Anukartari ca nate Ramadirapatanusan-
dhanavalat. A, Bh, Vol. I, 274,

Here the commentator (Bhatta Lollata) is discussing
the seat of Rasa. His question is “Where is Rasa?” or
“Where does Rasa reside ?”’, And his answer is that
primarily Rasa is in the original historical character, who
is represented on the stage. Aud only secondarily it is in
the impersonating actor. The reason, which explains why
Rasa is secondarily in the actor, may be stated as follows :—

The actor identifies himself with the (dramatised ?)
historical character and, thereforc, is able to unify the
elements of his experience so as to produce the mental
construct which corresponds in every way to that of the
original hero.

We have stated above that Bhatta Lollata was both
a literary man and a philosopher. He knew the Saiva
Philosophy. It is, therefore, reasonable to suppose that the
word ¢“Anusandhana’”, which he wuses here, has the
only meaning that was recognised in the contemporary
philosophical circle. That the word “Anusandhana” was
synonymous with “Yojana” and not ¢“Abhimana” or
“Aropa” is evident from the following verse of Utpalacirya
in the Isvara Pratyabhijia Karika and Abhinava’s com-
mentary on it :—
Kadacitkavabbase ya
Parvabhisadiyojana
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Samskarat Kalpana prokta
Sapi bhinnavabhasini.
I. P. V. Vol. I- 256.

Kadacitkah  Kadacidbhavah ajiatadeSakalakarah
avabhaso yasya dehadeh svalaksanarupasya, tatra ya
purvabhasena baladiSarirabhasena yojanag Yoham Balah sa
evadya yuva styanusandhanam,

Thus, we find that Bhatta Lollata was not concerned
with the spectator’'s point of view of Rasa. In his com-
mentary, as we learn it from Abhinava’s presentation of
his view, there was no reference to the spectator. The
word, “Pratiyamanah” implying the spectator, has been
introduced by Mammata, with very slight amendation of
the text of Abhinava, which we have already given above.
Mammata’s amendation runs as follows :—

“Mukhyaya vrttya Ramadavanukarye,
Tadrapatanusandhanat

Nartakepi pratiyamano Rasal: ”
K. P. 31.

BaaTrA LoLLATA’S THEORY.

His point of view is essentially practical. Ilis purpose
is to analyse the zsthetic object into its constituents and to
point out how they combine in the production of the
xsthetic object on the stage. According to him, therefore,
Rasa (asthetic object) is nothing but the unity of a basic
mental state in the midst of multiplicity of (i) emotive
situation, (i) mimetic changes and (iii) transient emotions.
The basic mental state is the element of unity in the total
configuration of Rasa; because all the three constituents of
Rasa, mentioned above, are related to the fourth, the basic
mental state, in one way or another. The stimulative situation
is the cause of the basic mental state. The mimetic
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changes are the effects of the latter. By mimetic changes
here are meant only those of the human focus in the
stimulative situation. Such mimetic changes as arise out of a
fully developed basic mental state are not referred to in
this context.  The transient emotions are related as
subsidiaries to the basic mental state.

The besic mental state, though ordinarily it arises only
when there is & real cause, yet the actor with the help
of his training and dramatic environment on the stage so
identifies himself with the character of the poet’s conception
that he acts, moves and feels like the latter so as to have
the same emotion also as that with which the poet associates
the hero. The causal relation of the situation to the basic
menta] state is the same as that of a mystic symbol to
mystic experience. Thus, @sthetic object, according to
Bhatta Lollata, is the unity of Sthayibhava in the multiplicity
of Vibhava etc., when it is supported, strengthened, intensified
or brought to predominance by these very constituents of
multiplicity.

This is the traditional view of Rasa (westhetic object).
There is nothing original of Bhatta Lollata in it.

ITs CRITICISM.

From the practical point of view the correctness of the
above view is unchallengeable.

This view, however, has been criticised adversely upon
theoretical considerations. For a clear understanding of the
nature of the objection of the critic, it is necessary to keep in
mind the following fundamental assumptions of the
objector :—

1. sthetic experience is due to the objective percep-
tion of what is presented.
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2. Consciousness of all the constituents of the zsthetic
object is necessary for ssthetic experience, though various
methods may be employed for the purpose.

3. Mental states cannot be known directly: nor are
they directly expressible in conventional language.

The objector attributes a theoretic motive to Bhatta
Ijolla;a,while the latter’s outlook 1s essentially practical.
According to him, the view of Rasa, stated above, is un-
sound, because it does not hold good in regard to Rasa, as
appearing in the spectator’s consciousness. The basic mental
state, which is the most essential constituent of Rasa, is not
directly apprehended. How does it then find its way into
the mind of the spectator ? The coaventional language
proves inadequate for explaining how the basic mental state
of the hero is induced in the spectator’s mind.  The
conventional language can convey only the usual imagery
of daily life and not the sense of the ideal. If then the most
essential constituent of Rasa be absent in the spectater’s
consciousness, how can Rasisvada (Aisthetic experience) be
possible ?  Bhatta Lollata’s theory, therefore, is unsound.
It cannot meet the theoretic considerations, put forward by
Srisankuka, bas:d on the three assumptions, stated above.

We may point out another interesting fact in this
connection. After the central point in Bhatta Lollata’s
view of Rasa, had been misrepresented by Srifankuka,
it suffered further misrepresentation in the hands of
subsequent writers on poetics, chiefly ‘the commenta-
tors on the earlier works on poetics. They have gone a
step further and have attributed to Bhatta Lollata a theory
of asthetic experience, as a correlate of the objective percep-
tion, as follows :—
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According to this view, art creates illusion on the
stage by means of its skilful representation of what
appears in poet’s imagination. Therefore, just as at the
time of illusory knowledge of silver at the sight of brilli-
ance of mother of pearl, there is the same experience
for a moment as at the sight of real silver; so, on the
objective perception of the stage representation of the
historic, there is for a moment an extremely pleasant
experience very much the same as at the sight of the real,
For, the spectator is aware of the presence of an emotive
state in the focus of the situation, the hero, though it is
really not there.

This illusion-theory of art is also maintained by some
of the western writers on wsthetics. We shall deal with
their theory in the second volume.

And much more interesting is the criticism of the oppo-
nents of Bhatta Lollata’s supposed explanation of the!
wsthetic experience in the spectator. These late commentators
knew and had accepted Abhinava’s elaborate theory of art.
They, therefore, knew that esthetic experience is not due
to the objective cognition of a basic mental state in union
with the situation, the mimetic changes and the transient
emotions and that it arises from subjective realisation.
Their chief criticism of the explanation of zsthetic experience,
attributed to Bhatta Lollata, therefore, naturally is that
asthetic experience is not possible on the basis of a mere
objective cognition of a basic mental state. For, if it be so,
there is no teason why we should not have asthetic
experience from an emotive situation in daily life.

THE CAUSES OF THE MISUNDERSTANDING.
It is not difficult to account for the attribution of the

1. S.D. Comm., 69,
2



34 CHAPTER 1

above view to Bhatta Lollata. Bharata was a pure drama-
turgist; and as such he has defined Ruasa (@sthetic objeet)
as presented on the stage. He has, however, used the
same word for the mental representation of the zsthetic
object on the part of the spectator, which forms the objec-
tive aspect of the total zsthetic experience. For, the
constituents in both the cases, whether it be an wsthetic
object or its mental representation, are the same. But he
has not accounted psychologically and philosophically for
the appearance of all the constituents of esthetic repre-
sentation in the spectator’s consciousness, because he was
primarily a dramaturgist and not a philosopher or a psycho-
logist. The writers on poetics, who came after Bharata,
such as Dandin, their subject being poetics and not esthe-
tics, refer to the esthetic conception of Bharata, as found
in his work, only by the way. His first commentator,
whose view on Rasa is available through Abhinava's refer-
ence to it in his Abhinava Bharati, faithfully followed the
original. When. therefore, SriSanikuka, took up the problem
from theoretical point of view, i. e., Rasa, not as presented
on ‘'the stage, but as the ultimate zsthetic experience in
the spectator, he found the definition defective. For, the
appearance of basic mental state is not possible in the
spectator through objective perception of the presented.
And when the basic mental state is not there, its union
with situation and mimetic changes etc., is out of question.
He, therefore, criticised Bhatta Lollata, as he found in
the latter’s commentary the word Rasa used for both the
presentation and the experience without any distinction having
been pointed out. This naturally implied that, to Bhatta
Lollata, Rasa, both as presented and as experienced, is the
same. He, however, found that the sameness was not
accounted for. Hence he criticised it and put forth his
theory, with which we shall deal shortly.
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Similarly we can account for the attribution of an
explanation of wsthetic experience from asthetic object to
Bhatta Lollata by late compilers on the basis of early
works on poetics, such as Mammata and Vi§vanatha. From
the time of SriSankuka to the present day, Rasa has been
studied as an experience rather than as an ®sthetic object.
Most writers, led by Abhinava, have dealt with Rasa as
an experience. Out of the four theories discussed in detail
in the Abhinava Bharati,  three are primarily concerned
with Rasa as an experience. And the fourth also is criti-
cised from the point of view of experience. A tradition,
therefore, probably grew of attributing some sort of
explanation of asthetic experience to Bhatta Lollata also.
This assumed final form in the commentaries of the later
compilers of works on poetics. The attribution of a view to
the writer of the original, which the laiter did not hold,
is very common in the history of Sanskrit literature. How
otherwise Badarayana’s Vedanta Satra could be the basis of
three systems of Vedanta, Advaita, Visistadvaita and
Dvaitadvaita ?

It is noteworthy that Abhinava does not himself criti-
cise Lollata, probably because he understood his real
position. The criticism is attributed to Srifankuka.

The adverse criticism of Bhatta Lollata’s traditional
view of Rasa by Srifankuka is due to the misunderstanding
of the former’s position. He defined the sthetic object and
not the @sthetic representaticn, in the spectator, though this
definition is applicable to the latter also, if rightly understood.
The epistemological consideration, as regards the ways and
means of cognising the presented, as well as the metaphysi-
cal consideration regarding the ultimate nature of the
esthetic experience, were foreign to the minds of the
traditional interpreters of Bharata’s aphorism. But Srisan-



36 © CHAPTER 1

‘_“\k\’s criticism is based on them. In short, the criticism
18 due to the confusion of the dramaturgic point of view
with the philosophic.

ANOTHER OBJECTION TO BHATTA LOLLATA’S THEORY.

Another objection that Srifankuka brings against Bhatta
Lollata’s interpretation of the Rasa Satra of Bharata,
refers to the distinction that the latter draws between
Sthayibhava and Rasa. We know that, according to him,
the very Sthayibhava becomes Rasa,! when it is developed
by Vibhava, Anubhava and Vyabhicaribhava. The objec-
tion is that if development be responsible for converting
Sthayibhava into Rasa, there being innumerable stages in
the development, there would be innumerable variety of
each Sthayibhava. Thus it would be absurd on the part
of Bharata? (i) to talk of only six types of Hasya: for, who
can deny the innumerability of stages of Hasya or for
that matter of anything that grows and (ii) to maintain
Srigara to be of two types only (1) Sambhoga and
(2) Vipralambha, when he himself, following the authority
of Kamasatra, enumerates ten stages of Vipralambha
Sriigara; for, these stages being sub-divisible into further
stages, it would be not of two or ten but of innumerable
types. Even if Bhatta Lollata be admitted to hold that
only the highest stage in the development of Sthayin is
Rasa, the objection, that Srifanikuka raises against him,
is that in that case Karuna Rasa shall have to be rejected.
For, its basic emotion, the grief, {Soka) by its very nature
is such that it is most intense only in its first stage and
diminishes with the passage of time. Therefore, the talk of
developing it to the highest pitch and thus converting it
into Rasa is out of question.

1. A.Bh. Vol 1. 274. (2) A.Bh. Vol I, 3156.
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Similarly anger, heroic enthusiasm and love, the basic
mental states of Raudra, Vira and Sragara respectively,
weaken when the feeling of insult or injury is obliterated
due to some change in the situation, or firmness of deter-
mination is shaken or lack of devotion on the part of the
object of love is felt. Therefore, according to Bhatta Lollata,
those portions of drama shall have to be considered devoid
of Rasa, and, therefore, unfit for the place that is given to
them. But such a presentation of anger, heroic enthusiasm
and love is necessary either bscause relief has got to be
provided or because it is an important part of the original
plot, which fixes the direction of the development of plot.
And such parts are found in all good dramas. Hence
Bhatta Lollata’s conception of Rasa as the basic mental
state at a high pitch is unsound.

SR! 5ANKUKA'’S CONTRIBUTION.

By his criticism, howsoever unacceptable, he made a
very important contribution to asthetics inasmuch as he
gave a new point of view for the study of the wsthetic
problem. He may, therefore, be regarded as the founder
of wsthetics, which reached its culminating point in the
writings of Abhinava.

He was a younger contemporary of Bhatta Lollata
and belonged to Kashmir. He also commented upon
Bharata's Natya Sastra. But unlike his older contem-
porary he studied the problem of @sthetics as one maialy
of theory, i.e. he was concerned not with the production
of asthetic object but with elucidation of the manner in
which the =sthetic experience arises from the asthetic
object.

We may state at the very outset that, according to him,
asthetic experience is due to the objective perception of
the =zsthetic object and that this theory is maintained by
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some western astheticians also. We shall deal with this
theory of western sthetics in the second volume.

He is the first writer to point out the difference between
Rasa as an asthetic object on the stage and Rasa as an
zsthetic representation in the spectator’s consciousness, and
to account for the latter. According to Bharata, constituents
of Rasa, whether in the hero of the piece on the stage
or in the spectator, are the same; for, he uses the same
word without pointing out any distinction. Sankuka’s
problem, therefore, was: how does a complete @sthetic
representation arise in the sp.ctator ? For, the basic
mental state is a purely mental state and as such it
canuot be cognised in the same manner as other constitu-
ents of the asthetic object. He, therefore, put forward
the theory of inference. According to him, the basic mental
state is inferred from the situation etc., which are directly
perceived, much as fire, hidden in a cluster of trees at the
top of a mountain, is inferred from the rising smoke.
But the basic mental state in the actor is a matter of indirect
imitation. For, while other constituents of wsthetic object can
be presented very clearly by the actor-; the situation, for
instance, through vivid poetic? description, mimetic changes
because of their display through training and transient
emotion by somehow reviving one’s own past experiences;
the basic mental state cannot be presented by any of these
means. And because it is a matter of indirect imitation,
therefore, it is given a different name, Rasa, to signify
the fact of indirect imitation.

His theory may briefly be stated as follows :—

The scenic arrangements together with skilful acting
give rise to the consciousness of identity of the actor with
the hero, he impersonates. This consciousness is not of the

. 1. A.Bh., Vol. L. 274
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nature of an illusion. For, illusion is quick to disappear.
Nor is it of the nature of a doubt. For, the spectator’s
mind does not oscillate between the personality of the
actor and that of the hero. The experience cannot be
classed as either true or false. It is similar to one that
we have at the sight? of a lifelike picture of a particular
horse and formulate the judgement, “It is that horse.”
The appreciating spectator thus, taking the actor to be
the hero, infers the basic mental state from the situatioa
etc., as stated above. This inferred basic mental state,
because it is simply an imitation of a real basic mental
state of a real hero, such as Rama, and because it is
associated with the enchanting situation, it adds to itself a
peculiar charm and develops into an enjoyable condition
of the spectator’s mind. It is called Zasa because of its
enjoyability.

SRi§ANKUKA'S PSYCHO-EPISTEMIC APPROACH TO THE

PROBLEM OF AISTHETICS.

Srisankuka approaches the problem of asthetics from
the psycho-epistemic point of view. He is, therefore,
naturally concerned with (i) the nature of the object of
the wsthetic experience (ii) the means of knowing it and
(i) the final judgement and its nature. According to this
(i) The basic mental state in wsthetic object is an imitation
(i) The means of its knowledge is inference (iii) The
judgement is an unanalysed flood of conflicting judgements
such as cannot be brought under any one of the judge-
ments of the well known accepted forms, though it is
mainly recognitive, and (iv) The experience is due to objective
cognition of the presented. His exposition of Bharata's
aphoristic definition of Rasa is based on (i) illusion and
(ii) inference theories of art and (iii) the analogy of painted

1. A.Bh, Vol. 1. 275,
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horse, He divides the contents of the zsthetic object into
two classes (i) illusive and (ii) inferrable. Situation, mimetic
changes and transient emotions are illusive, because their suc-
cessful artistic presentation on the stage illudes the spectator
to take them to be real. The indirectly imitated basic mental
state, however, which does not admit of direct perceptible
presentation, is inferred from what is directly perceived, but
it is wrongly taken to be real. In his exposition of theory
of zsthetics he adopts the technique of the ancient Logic
(Pracya Nyaya). It is, therefore, necessary to have a clear
idea of the following conceptions of the Nyaya :—

(i) The conditions of knowledge.
(ii) Means of right knowledge.

(iii) Theories of error, doubt and knowledge based
on similarity.

(iv) Theory of recognition.
I. CONDITIONS OF KNOWLEDGE.

The Nyaya is a realistic system. 7The objects of
experience, according to it, are not mere illusions or subjec-
tive ideas in the mind of knowing subject. They have
existence and reality independently of the subject. It
upholds the point of view of common sense. It makes use
of logical methods to establish the reality of external
objective world. It examines the objects of knowledge by
means of the cannons of logical proof. It describes the
mechanism of knowledge at great length and shows the
hollowness of sceptic conclusion that nothing is certain.
It holds that the individual souls are substantial beings and
that subject and object interact on each other.

All knowledge, therefore, according to Nyiya, implies

the following conditions. (i) cognising subject (Pramaita),
(ii) the object of cognition, to which the cognitive activity is
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directed (Prameys), (iii) the resulting state of knowledge
(Pramiti) (iv) means of knowledge (Pramina), and (v)
connecting links between the subject and the object. For,
the soul does not come into immediate contact with the
object. Its contact is mediated by (a) Manas and (b) Senses.

INDIVIDUAL SOUL OR SUBJECT.

There are as many individual souls as there are cogni-
sing subjects. Each is an eternal and all-pervasive substan-
tive being. It is pure substance, possessing the qualities of
desire, aversion, volition, feelings of pleasure and®! pain
and knowledge. It cannot be directly apprehended. It
is only inferrable through its transient qualities. For
instance, when a person has known from experience a certain
object to be source of pleasure, there arises in him at a
subsequent time desire to acquire it. This can be explained
only on the basis of assumption of a subject that persists
through the fleeting time, retains the idea of pleasantness
of the object and longs for it. It experiences the external
world when it comes into contact with it through the
mediating links of Manas and senses and consequently
quality of cognition is produced in it.

MANAS AND SENSES.

If the soul is all-pervasive, it is always in contsct
with everything and, therefore, it should always know every-
thing. It should be omniscient. To get out of this difficult
situation, into which Nyiya is landed, because of its
admission of the all-pervasiveness of the soul, it admits
that objective cognition is dependent on two additional
factors () Manas and (i) Senses.

Manas is atomic and eternal. It is a mediating link
between the soul and the senses. It is the means of kaow-
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ing internal states and external objects. . Its atomicity
accounts for limited knowlcdge in the knowing subject.
For, the soul, inspite of its all-pervasiveness, can know
only what comes to it through the Manas. AY the Manas
is atomic and the soul is entirely dependent oy it for all
knowledge, it can know only that with which Yt is put
in indirect limited contact by the Manas. It also acclounts
for succession in sensuous knowledge. For, the senses;
though five in number, each having a distinct object of
its contact, cannot convey their impressions simultaneously
to the soul, because only that sense can communicate its
impression to the soul, which is mediated by Manas. And

Manas, being atomic, can link up only one sense with
the! soul.

THE OBJECT OF KNOWLEDGE (PRAMEYA).

Generally speaking, all that is not the means of knowle-
dge is the object of knowledge. Thus soul, body, senses,
the objects of senses, knowledge, Manas, physical, mental
and vocal action, attachment and aversion, rebirth?, pleasure
and pain as the fruits of action and liberation are all
objects of knowledge. Taking, however, the word “object”
in a restricted sense of the world of nature, Nyaya, like the
Vaisesika, holds that it is made up of eternal, unchanging

and causeless atoms and that it exists independently of
thought.

MEANS OF KNOWLEDGE (PRAMANA).

Nyaya admits four means of knowledge (i) Direct
perception (Pratyaksa) (ii) Inference (Anumina) (iii) Com--
parison (Upamana) and (iv) Verbal testimony (Sabda). -

Direct perception, Pratyaksa, as a means of knowledge, is

1. N.D. 2213, B

2. N.D, 18
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nothing but direct contact of a sense-organ with its respective
object. The knowledge arising from it is inexpressible! in-
words, unerring and well-defined.

Inference (Anumana) as a means of knowledge neces-
sarily presupposes direct perception. It consists in knowing
indirectly what is not directly present to senses from the
directly perceived. This rise to the knowledge of what is
not perceived from the perceived is, according to Gautama,
possible in three ways (i) Parvavat (ii) Sesavat and (iii)
Simanyato drsta (1) Parvavat consists in inferring the
imperceptible effect from the perceptible cause e.g. when we
see dark and thick clouds in the sky we infer that there
shall be rain.

(2) Sesavat consists in inferring the unperceived cause
from the perceptible effect, e.g. when we see a river in flood,
we infer that there has been heavy rainfall in upcountry.

(3) Samanyato drsta? consists in inferring one of the
concomitants that is imperceptible from the other, which is
generally experienced as concomitant with it : e.g. we know
from ordinary experience that every horned animal has a
tail. Therefore, when we see the horned head of an animal
we infer that it has a tail. We may add here that
Vatsyayana gives a different illustration of Samanyatodrsta.
It may be stated as follows :—

We know from ordinary experience that change of
place of a body is preceded by movement. Therefore, when
we see that the sun changes its place we infer the movement
of the sun, which is not directly perceived by us, But we
have given a different illustration to bring out that Sa-
mianyatodrsta inference is not based on causal relation as

1. N.D. 13
2. N.D.15.
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Parvevat and Sesavat are. It is based on uniformity of
experience.
ERROR OR ILLUSION (VYABHICARI JRANA)

«Unerring” (Avyabhicar) is an essential part of
Gautama’s definition of valid perception. It is, therefore,
in the commentary on definition of valid perception that
Vatsylyana discusses the Nyliya Theory of error. Error?
consists in taking an object to be what it is not; taking
“got-a'' to be “a”. For instance, when the hot rays of
the summer sun come into contact with the sands of a
desest and beat, rising from the heated sands of
desest, vibrates, and comes into contact with the eyes of a
person at a respectable distance, there arises the perception
of water. This perception is an error, because in this
case the percipient takes a thing to be what it is not.

The causes of error may be stated as follows .—

Every perception involves (i) the object (ii} the exter-
nsl medium such as light in the case of visual perception.
(iti) the sense-organ, throwgh which the object is perceived,
(iv) Manas and (v) the cognising subject or soul. If any
one of them does not function properly or be defective in
any way, illusion arises. Thus the defect in the case of
the object may- be that it has close similarity with something
else. For instance, mirage, because of its close similarity
with water, is taken to be water : or mother of pearl, because
of its similarity in respect of brilliance with silver, is taken
ta be silver. The defect in the medium, such as light in
the case of visual perception, may be its dimness, because
of which we cannot see clearly. Thus & person in
dim light takes the dry trunk of a tree to be a man. The
defect in the case of an organ of sense-perception may be
that it suffers from some disease. A person, suffering

10 N. Dv, 14‘
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from jaundice, perceives even conch to be yellow. The
defect of Manas may be that it is preoccupied with some
ideas. Thus it happens that when we have lost a com-
psnion in a fair and are looking for him, we mistake &
person with slight resemblance with one, we are searching
for, to be our companion, because our minds are preoccu-
pied with the lost friend.

The defect of cognising subject may be that beis
swayed by an emotion. Thus we find Kalidasa's Yaksa
in Meghadata, taking the insentient cloud to be a sentient
being, capable of taking his message to his darling.

Error is subjective. It does not lie in the object. Feor,
the object remains what it is even when it is taken to be
something else. The flickering rays of the sun, which are
taken to be water, are the same at the time when they are
mistaken to be water, no less than when they are viewed
correctly as rays. And error exists! only so long as it
is not set aside by valid knowledge. For instance, when
a person takes mother of pearl to be silver and proceeds
to pick it up, the error exists till the moment when he
comes close enough to discover the true nature of the
object and finds the object to be incapable of serving
the purpose that be thought it would. Thus, error is
error only when it is discovered to be so, at least from
the point of view of the erring subject. For, if he had
known it to be such, his erroneous knowledge would not
have been followed by activity towards the object of
error. It is the practical point of view, the utilitarian
attitude, which expresses itself in action, that destroys
the error.

The Nyaya theory of error, technically called Anyatha-
khyati is distinct from (i) jianakara khyati of yogicara.

1. N.D. 290.
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(ii) Asatkhyati of Madhyamikas. (iii) Anirvacaniyakhyati
of monistic Vedanta and (iv) Vivekakhyati of Prabhakaras.
In fact, all other theories of error have been adversely
criticised by the authorities on Nyaya. The Nyaya theory
of error is logical and free from metaphysical bias.

DOUBT (SAMSAYA).

There are many situations, in which doubt arises. But
there is only oue, which 1s relevant to our purpose. We
may state it as follows :—

A person sces an object possessing qualities, which are
common to more than one object. Accordingly more than
one image, torrespouding to two objects, which can possess
the qualities, directly apprehended, arise in the mind of
the percipient. He is not able to decide whether the
stimulating object is this or that. His mind oscillates
between two images. This state of oscillation is doubt.

RECOGNITION (PRATYABHIJRA).

Recognitive form of consciousness, “This is the same
man as that I saw before” is admitted by all systems of
thought. They, however, differ as regards its nature,
whether it is simple or complex. Buddhists hold it to be
a mechanical compound of presentative and representative
states of mind. Prabhakaras look upon it as one cognition,
which is partly perception and partly memory. The Nyaya
combats both the views as follows :—

The view that it is a single compound of presentative
and representative mental states is not sound. For, it is
neither due to sense-impression alone, as there can be no
sense-contact with the past object : nor is it due to residual
trace (Sarhskara) only, as recognition involves the conscious-
ness of “Thisness’”’. It cannot be maintained to be a
combined product of the two. For, each of them operates
separately and produces a distinct form of consciousness.
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Nyaya, therefore, holds that recognition is a kind of
qualified perception. It gives us knowledge of the present
object as qualified by the past. When we see an object,
discover it to be the same as that which we saw on a
previous occasion and fuse the two images together much
as we do the perception of a jar with that of blackness,
recognitive form of consciousness arises.

Now that we have given a brief account of the rele-
vant Nyaya technique, which Srisankuka adopts in the
course of his exposition of the wsthetic theory, let us
elaborate it.

The basic mental state, (Sthiiyibhiva) known through
inference from an imitative presentation of the real, not
cognised as such, is called Rasa for the simple reason that
it is an imitation.

He applies the inferential technique of ancient Nyiaya
in inferring the basic mental state. We have already
stated that the Nyaya accepts three methods of inference.
(@) of effect from cause (Parvavat) (i) of cause from
effect (Sesavat) and (ili) of one of the two concomitants
from the other (Samanyatodrsta). He, therefore, main-
tains that the inferential knowledge of the basic mental
state arises in the spectator, when he is aware of
three types of inferential reason (Hetu), presented on
the stage.

(i) Situation with human focus (Vibhiva)! the cause
of the basic mental state.

(i) Mimetic changes, the perceptible physical changes,
voluntary or involuntary, the effects of basic mental
state (Anubhava).

1. A. Bh, Vol L 274.
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(iiiy Transient emotions, the invariable concomitants of
the basic mental state.

THE NECESSITY OF INFERENCE.

The chief content of Rasa, according to this theory, is
the basic mentsl state. But it is beyond the reach of the
imitative art to present it directly.! The imitative art
has only two means of presentation.

1. The literary language, which is the primary
means of presentation of the situation. The stage-limita-
tions are such as do not allow the scenic presentation
to go as far in the representation of the real as the
language can.

2. The psycho-physical training to bring about physi-
cal changes, in which an emotion expresses itself, or which
invariably accompany it. By this means the effect of the
basic mental state, the mimetic changes, and the invariable
concomitants of it, the transient emotions, are presented.
The basic mental state does not admit of presentation
even in words, hence the necessity of inference.

Thus, according to $ii Sankuka, the basic mental
state is known through inference only. And he holds that
in maintaining this view he has the support of Bharata
himself. For, Bharata, in his aphoristic definition of
Rasa, does not mention the word “Sthayin” though it
is the most important, inasmuch as Rasa is nothing but
Sthayin itself inferred from situation, mimetic changes and
transient emotions. He interprets the aphorism of Bharata
to mean that the basic mental state, inferred from Vibhava
etc., is Rasa. (Vibhavanubhavavyabhicaribhyah (Sthayinah)
Samhyogat—Anumanat, Rasasya nispattih—anumanajanya
pratitih). The dissolution of the compound makes it clear

1. A.Bh. Vol. L 275.
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that the word “Sthayin”, if it had been used by Bharata,
would have been put in a different case from that of
vibhava etc. For, while the latter would have been in
oblative case, the former would have been in the genitive.
But inspite of the! different case, in which it was to be
used, and consequent necessity of using it, he omits it
altogether. The omission is not without its significance.
It implies that, according to DBharata, Sthiyin, as a
content of spectator’s consciousness, appeared in a cogni-
tive form different from that of vibhdva etc. The latter
are known through direct perception, but the former is a
matter of inference only.

Thus, according to this theory, the basic mental® state
is known through inference only. But this inference may
be called erroneous inasmuch as the basic mental state
does not exist in the imitating actor. The @sthetic
experience, however, results from it exactly as does fear
from a rope mistaken for a serpent.

NATURE OF THE INFERENTIAL JUDGEMENT.

The judgement is reached through inference. There-
fore, both the place where the thing is inferred and the
thing itself figure in the judgement. Further, the judge-
ment tends to be of recognitive nature. Naturally,
therefore, both the imitated and the imitating figure in it.
In the case of inference of love from imitative presentation
on the stage, the form of judgement, therefore, tends to
be *that happy being (e. g. Rama) is this":

We have given in a previous section the Nyiya view
of recognition. It is qualified perception. It is fusion of
two images, the one stimulated by the stage-presentation

1. A. Bh, Vol. L, 275.
2. A.Bh. Vol. 1. 275.
7
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and the other, that was constructed by the spectator, when
he heard or read about the hero, who is now artistically
presented on the stage. The latter fuses with the former
and figures in the consciousness as a quality of the same.
Hence there arises qualified perception ‘““that happy Rama
is this.”

UNCLASSIFIABILITY OF THE RECOGNITION IN ART.

But! recognition ordinarily involves the element of
certainty. It is certain knowledge, such as prevents the
recognition of the same in many. I[f one has recognised
«X" in “A”, recognition of the samein “B” is out of ques-
tion. For, in the latter case the former recogntion shall have
to be declared invalid. The fact, however, according to the
exponents of the imitation theory of art, is, that the imitated
is recognised in all successful imitations. The recogniton in
art, therefore, is devoid of that element of certainty,
which would prevent the recognition of the imitated in all
successful imitative presentations.

RECOGNITION IN ART Is NoT ERRONEOUS,

While discussing the Nyaya theory of error we stated
(i) that error may be due to some defect in the object such
as close similarity with something else, (ii) that it consists in
taking the directly perceived to be something that it is not,
(iii) that it is subjective and does not lie in the object. (iv)
that error is error only when itis discovered to be so, at
least from the point of view of erring subject and ( v ) that
it is the practical point of view, the utilitarian or purposive
attitude, that destroys the error.

If we keep these points in mind, we can understand
why Sri Sankuka holds that recognitive zsthetic judgement
is not an error. He is concerned with explaining the essen-

1. A. Bh. Vol. 1. 275.



HISTORY OF INDIAN XESTHETICS 51

tial nature of sesthetic experience. He, therefore, confines
himself to the psychological process, which is involved in the
course of its rise. He has nothing to do with the point of
view of unzasthetic observer of the asthetic object. Thus,
according to him, the spectator, when he comes to theatre,
has either got the image of the hero in his mind, if the hero is
an historical character, or such an image is generated in his
mind by description, contained in the general introduction to
the drama, if the herois an invention of the genius of drama-
tist, as in the case of Carudatia in Sadraka’s Mrcchaka-
tika. Therefore, when the dramatic hero appears on the
stage, the spectator mistakes him for the historic or fictitious
character, because of close similarity batween the mental
picture in the spectator and the stage-presentation.

But the spectator’s attituds is not practical; on the
contrary, it is esthetic. His psychic activity does not pass
into physical. He does not verify facts. He does not put
himself in practical relation with the presented. Therefore,
error is no error to him, because it is not contradicted by any
subsequent cognition that he, asan asthetic observer, has.
His recognition may be erroneous from the point of view of
unasthetic observer, but surely it is not so to him, because
his attitude is not practical. Hence Sri Sankuka holds that
aesthetic recognitive judgement is not erroneous.

ASTHETIC JUDGEMENT NOT DuBIOUS.

We have stated in a preceding section that the charac-
teristic feature of doubtful cognition is the oscillation of
mind between two images, one that is generated by the
object, which is directly present; and the other, which
arises because of similarity with it, in consequence of de-
fective perceptual condition, such as dimness of light etc. As
in the case of recognitive asthetic experience there is no
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oscillatton of mind between two images; on the contrary,
there is fusion of them, it cannot be said to be doubtful.

IT Is Not A CoGNITION OF SIMILARITY.

In the cognition of similarity there are two distinct
images in the mind of beholder, one that serves as standard
of comparison and the other, which stands as subject of
comparison. As in the case of recognitive wmsthetic appre-
hension, the two images do not stand apart from each
other, but fuse together as substance and its qunhty, it
cannot be spoken of as cognition of similarity.

INFLUENCE OF PAINTING ON His ASTHETIC THEORY.

It appears that at the time when Sri Sankuka wrote
his commentary on the Natya Sastra of Bharata, there
was a recognised view of experience, got from painting. For,
he cites the analogy of experience, arising from a horse,
painted by an expert artist, to explain the nature of sthetic
experience from dramatic presentation. And only a wel
known fact is cited as analogy. The analogy of painted
horse implies that the sthetic cognition is unique in itself
ond, therefore, is different from every accepted type of
cognition in the system of Nyaya, which presents common
sense point of view; that it is a special type of recognition,
which caunot be classed as true, false or dubious; that it
is not a mere consciousness of similarity of the artistically
presented with something that is already well known, but
“fusion of the image, already in the mind, with the one that
is generated by artistic object and that such a recogaition
yields artistic satisfaction. Sri Sankuka, therefore, holds
that asthetic recognition is an unanalysed flood of cog-
nitions of the opposing nature and, therefore, no question
about its nature can be raised. It is a unique experience.
The consciousness of the imitated arises from an imitative
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dramatic presentation exactly as does that of a horse from
B pictorial or plastic presentation of it.

CoNTRIBUTIONS OF THIS THEORY :—
1. Indefinability of the experience.
2. Unpresentability of thebasic mental state in language.

3. The doctrine of contradiction in experience.

ITs CRITICISM.

The imitation and inference theories of art cannot ge
together, if the inference has reference to the basic mental
state, that is, if Rasa be held to be due to objective con-
sciousness of an imitated basic mental state, got through
inference from three types of reasons, cognised as imitations.

The imitation theory of art is maintained by some of
the western mstheticians also. 'We shall discuss the western
point of view in the second volume. Here, therefore, we
shall confine our attention to Sankuka’s theory only. His
imitation theory aroused immediate opposition from Abhina-
va’s teachers in poetics and dramaturgy, Bhatttenduraja and
Bhatta Tauta, who were probably his younger contempora-
ries, because Abhinava clearly attributes the criticism to his
teachers!. It can briefly be stated as follows :—

Critics? raised the question of the point of view, viz,,
from whose point of view is art an imitation ? Is it from the
point of view (1) of spectator (ii ) or that of actor (1iii) or
that of a disinterested analyst, who aims at finding out the
real nature of dramatic presentation (iv ) or is it that it
is the view of Bharata himself, as expressed somewhere in
his Natya Sastra ? Let it be remembered that Srisankuka’s
imitation theory of art refers to the basic mental state ouly.

1 A.Bh. Vol I, 275.
2. A. Bh. Vol 1, 275-6.
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(i) Imitation theory cannot be maintained from the
spectator’s point of view. Firstly, because consciousness of
imitation presupposes direct perception of what is spoken of
as an imitation. As for instance, when a certain person
drinks milk in a certain way, and says “Thus X drinks
wine”’, drinking of milk, which is directly perceived by the
spectator, is taken by him to be an imitation of wine-drink-
ing of X. Now, in the case of asthetic object, what is
there in the actor, who is considered to be imitating, that is
directly perceived and is taken to be an imitation of Sthayi?
His body, various kinds of mimetic changes and physical
states that he exhibits and variety of articles of dress that he
wears, are the only things, which are directly perceptible.
But nobody will be prepared to accept them as imitation of
a basic state, because of essential difference in their nature;
the former are physical, but the latter is primarily mental.
There is difference in the means of their cognition also. In
the one, eyes play an important part, but the other is purely
the work of mind.

And secondly, because the consciousness of imitation
presupposes the knowledge of both the imitated and the imi-
tation. But the basic mental state of the imitated historic
person, the spectator cannot be supposed to know, because
of his being very far distant in time. As for its knowledge
through literature, Srisankuka himself holds, as we have
already stated, that language can give only a conventional
image of basic mental state of ordinary run, but not the
ideal one.

(ii) The second argument disposes of the second
question, namely, does the actor imitate ? For, just as a
spectator requires the knowledge of the imitated to have
the consciousness of imitation, so does the actor to imitate.
But just as the one cannot have it so cannot the other either.
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Leaving aside the external factors, which are respon-
sible for the consciousness of imitation, if we analyse spec-
tator’s consciousness of basic mental state, caused by dra-
matic presentation, we find that consciousness is not of an
imitated emotion, but that of real one. For, if we take
the inference of the basic mental state as the inference of
an effect from the cause, the situation; or as of a cause
from the effect, the mimetic changes, or as of a major term
from that which is invariably concomitant with it, the
inferred mental state would be the real basic mental state
and not an imitation of it.

It cannot be urged that the situation etc., are real only in
the case of the historic, the imitated, but in that of the hero
on the stage, they are only creations of art. Therefore,
the basic mental state also, that is inferred from them,
would bz only that of the artistic imitation of the real.
For, then the exponent of the imitation theory will be asked
whether the situation etc., as artificially presented on the
stage, appear to the spectator to be artificial or real. In
the former case, inference of basic mental state will be im-
possible. In the latter, the consciousness of the inferred
being an imitation will be out of question.

Nor can the exponent support his position as follows :~

It is a well known fact that scorpions come into being
in two ways, They are not only born but also spring
from cowdung, preserved under certain conditions. The
two, the one born and the other sprung from cowdung,
differ in certain respects, so that an expert eye can know
the origin from appearance. Thus, from effects, apparently
similar, different causes are inferred by experts. Therefore,
in the same way, from the artificial situation presented on
the stage the inference of an artificial basic mental state is
hut natural to a man of critical judgement.
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For, this is an indefensible position. The possibility of
inference of different causes from two effects apparently
similar, we do not dispute in those cases, where there is
real material causal relation, as between scorpion and
cowdung. But where there is no causal relation of
what is similar to the effect with what simply has similarity
with the cause, the inference is not possible. A heap of
China roses (Japa kusuma), for instance, looks very much
like fire; so does the mist like smoke. But does a man,
knowing the mist as such, infer a heap of China roses from
it 7 The inference, therefore, of basic mental state, as an
imitation, from perception of artificiality of the situation
etc., is impossible.

(iii) From the point of view of an impartial analyst of the
dramatic presentation also the basic mental state is not an
imitation, but is an identical reaction to the situation etc.
(Anuvyavasiya), due to identification with the historic
through the irstrumentality of the situation etc., as we
shall show in the following pages, dealing with Abhinava’s
esthetic theory.

(iv) As! regards the alternative that the imitation
theory is based upon the authority of Bharata, we have
to say only this, that there is no passage in the Natya
Sastra, which, taken in proper context, supports the imi-
tation theory. All relevant passages establish the identical
reaction (Anuvyavasiya) theory. Thus, Sri Saknka’s theory
that zsthetic object is an imitation is unsound from all
points of view.

CriITICISM OF THE IMITATIVE JUDGEMENT :—

In? respect of the asthetic judgement, consequent upon
cognition of the asthetic object also, his theory is equally

1. A.Bh, Vol. 1. 277-8. 2. A.Bh,Vol. I, 278,
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unsound. According to him, “Rasa’ is a judgement. Itis-
an expression of the consciousness, which cannot be claszed

with any one of the well known different forms of cons-
ciousness. But this is an indefensible position. For, if

consciousness of the asthetic object, as expressed in judge-
ment, implies consciousness of presence of Rama at the
time of presentation only, it is a valid cognition, because
it is not coutradicted by any subsequent cognition. But
if it is subsequently contradicted then certainly it is wrong
knowledge. Aund even if there be no contradiction, it will
in reality be only wrong knowledge. Therefore, the judge-
ment, as stated above, cannot be expression of consciousness
of a peculiar type, because there is no such consciousness.

ARGUMENTS AGAINST IMITATION OF STHAYIN
SUMMARISED.

Sr1 Sankuka’s theory in the main is that Sthayin is
imitated by the hero, who repiesents an historical character,
such as Rama. And because it is imitated and not actual,
therefore, it is called Rasa. The difference, according to
him, between Rasa and Sthayibhava is only this that Rasa
is only imitated Sthayibhava, while the real Sthayibhava
is actual and not imitated.

The argument against this view is that imitation has
two chief characteristics (i) it presupposes the direct percep-
tion of the imitated and (i) it is a presentation of the original
in a medium different from the material, of which the
original is made up. As there is no possibility of direct
perception, on the part of actor, of the historic person, who
is far removed in time, no imitation of him and much less
of his basic mental state is possible, If it be said that it
is imitated in terms of situation and mimetic changes etc.,
the position is untenable, because they belong to a category
different from that of the Sthayin, inasmuch as they are

8
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directly perceptible while the Sthayin is not so. But if it be
said that the actor has actual emotive state such as that of
love, through imaginary identification with the hero, the
image of whom he is able to construct with the help of poetic
presentation of him, as given by the dramatist: in that
case there being no difference in the medium, there being
the absence of distinct object of imitation in the actor’s
consciousness, his emotive state cannot be spoken of as
imitation (Anukarana); on the contrary, it is identical
reaction (Anuvyavasiya).
CRITICISM OF ANALOGY OF PAINTED HORSE.

It appears that soon after Sri Sankuka, the illusion
theory of art of painting was substituted by that of simili-
tude. Possibly the latter was contemporaneous with the
former. Abhinavagupta and his teachers accepted the latter.
Hence the criticism of Sri Sankuka’s analogy is based on
it.  According to the theory of similitude, the paints repre-
sent the various parts of the body of the original in such a
manner that they, taken together, look very much like the
original and give rise to the consciousness of similarity of
representation with the original.

Accordingly criticism? of Sri Sankuka’s position is that
painted horse is an imitation of a living horse, because the
former bears similarity with the latter : but Vibhava etc.
cannot be taken to be imitation of the basic mental state,
because there is no similarity between them in any way.
Therefore, Sankuka’s theory, that Rasa is nothing but
imitated basic mental state, is wrong, because no imitation
of the latter (basic mental state) is possible.

SANKHYA THEORY OF ZESTHETICS.

Another? theory, that is summarily treated, is the one

1. A. Bh.,jVol. 1, 278. 2. A. Bh, Vol]L 278.
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that was advanced in the light of the Sankhya philosophy.
According to this, there is causal relation between the
situation etc. and the basic mental state. The former cons-
titute the sum total of external causes and are responsible
for the being of the latter, which is essentially an inner
state of pleasure or pain. Obviously the exponents of this
theory took the basic mental state to be identical with
asthetic experience. Hence they have gone not only
against the fact of experience but also against the textual
authority of Bharata, according to whom the two are very
distinct from each other.

CRITICISM OF THE EARLIER THEORIES.

We have so far discussed two theories (i) the theory
of inference, which is apparently from the point of view of
the Naiyayika, and (ii) the Sankhya theory of esthetics.
The common question which can be raised about them is
whether the basic mental state (Sthayi), according to them,
is cognised in the actor or arises in the spectator. Neither
of the two positions is defensible.

For, in the former case, this cognition, being in no way
different from ordinary wordly cognitions, will naturally
arouse ordinary! attitudes and responses. And admission
of this will mean denial of an independent value to art.
In the latter case, that is, if we admit the rise of basic
mental state in the spectator,it will mean condemnation of
all tragic presentation, for, we will have {o admit the rise
of the tragic feeling of sorrow in the spectator, which, as
such is not relishable. In fact subjective rise of a basic
mental state from the art-presentation is not possible.
The reason may be stated as follows :—

Suppose we are attempting psycho-epistemically to
account for the rise of Rati (love) from the presentation of

1. A. Bh,, Vol. I, 278.
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Rama and Sitd on the stage. How can love arise in the
spectator ? For, Sita has not the same value to him as she
had to Rama. The spectator does not look upon Sita as an
object of love. In fact the historical and religious associa-
tions, which surround the personality of Sita, will prevent
the rise of such feeling from such a presentation.

INTELLECTUAL BACKGROUND OF BHATTA NAYAKA.

Bhstta Nayaka was an immediate predecessor, or an
older contemporary, of Abhinava : for, he was king Sankara
Varman’s contemporary (883-902 A. D.). He, therefore,
lived in the same literary atmosphere as that in which
Abhinava lived. By his time the two important factors
in the evolution of the form, which the zsthetic theory
assumed in the hands of Abhinava, had come into being.
(1) Ananda Vardhana had propounded the theory of Dhvani,
the power of language to convey the spiritual meaning
(Dhvani) and (2) Saiva metaphysics also had been well
systematised by Utpala in his detailed commentary, the
Vivrti, on his own I§vara Pratyabhijia Karika. But Bhatta
Nayaka did not come under the influence of either. He was an
avowed opponent of the spiritual meaning theory and wrote
a work, Hrdaya Darpana, with the expressed object of
demolishing it. And he seems to have simply ignored the
Saiva Philosophy. He followed the Vedanta school and
based his theory upon the same school of philosophy.

VEDANTIC TENDENCIES OF BHATTA NAYAKA.

Bhatta Nayaka’s date and place we have discussed in
in an earlier work. (Abh. 128-30). He had Vedantic
tendencies. For, in the course of his commentary on the
very first verse of Bharata’s Natya Sastra, he refers to the
Vedantic conception of the phenomenal world. He points
out its similarity with the dramatic presentation. Accor-
ding to him, the activities of Raima and Ravana etc. (in stage-
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presentation) shine wonderfully, though they are actually non-.
existent. They are mere creations of imagination and
therefore, are without any fixed form and are capable of
millions of imaginative additions. They are different from
objects of dream and illusion etc., and therefore, are capable
of fully captivating the heart. They are products of actors,
who in the course of production do not abandon their essen-
tial wnature, exactly as Brahman does not give up his essen-
tial nature when he creates the phenomenal world. But
inspite of all this they are capable of giving rise to asthetic
experience and thus serve a human purpose. Just so this
phenomenal world, which is nothing but mere name and
form, which really do not exist, serves the highest human
purpose,! through reflection and contemplation.

He also makes use of the Vedantic conception of
Ananda, as predominance of pure Sattva, free from all
admixture of Rajas and Tamas. He represents the sthetic
experience to be akin to the mystic realisation of Brahman.
He, however, doesnotthoroughly stickto Vedantic technique
in his exposition of the @sthetic theory. We shall briefly
give an account of Vedintic and allied conceptions, utilised
by Bhatta Nayaka, in proper context.

BHATTA NAYAKA'S CRITICISM OF OTHER THEORIES.

He rejects the theory that dramatic presentation gives
rise to emotive experience in the spectator as related to their
individuality. For, in that case presentation of sorrow shall
have to be admitted to arouse an unpleasant experience.
Further, the experience of personal emotion is not poss-
ible, because histeric character, such as Sita, is not related
to him as a stimulus to his personal emotion. The personal
emotion cannot be said to be due to recollection of the object
of his own love, at the sight of stage-presentation, on the

1. A.Bh Vol. L5
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part of the spectator, for, it is against the fact of experience;
there is no such remembrance.

He also rejects the theory that the cognition of emotion
in the presented is due to inference or Verbal presentation.
For, such a cognition cannot give rise to asthetic experience.
On the contrary, it will give rise to the feelings of envy,
shame and hatred etc., just as such sights do in actual world.
He equally rejects the theories that Rasa is effected or that
it is suggested.

His NEw TECHNIQUE.

Common criticism of the above theories is that even if
the psycho-philosophical objections be waved aside, no man,
who has bad the wsthetic experience, will agree that they
give a true picture of the experience. isthetic presentation
is never the cause of painful feeling, Tragedies also enliven.
It does not arouse those responses, which the real does.
This needs explanation. Hence the adoption of a new
technique, not applicable to ordinary worldly experience.

This new technique was adopted by Bhatta Nayaka.
According to him, as according to all his predecessors in
the field of esthetics, asthetic experience is due to objec-
tive cognition of the presented. Unlike, however, his
predecessors, he maintains, and rightly tco, that both, the
cognising self and the cognised object, are free from all
limitations, which give individuality. And the resultant
subjective state is, according to him, a state of perfect
rest of the self within itself because of the predominance
of the quality of Sattva and total relegation of the qualities
of Rajas and Tamas to the background. Hence that
state is characterised by the absence of all conscious physical,
psychological and vclitional activities and so by freedom
from all attachment to and aversion from all that can cnter
into consciousness.
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The reason! is obvious. All volitional and s> conscious
psycho-physical activities are due to predominance of
Rajas. Similarly all lack of consciousness is due to Tamas.
All knowledge, however, and consequent state of rest of
the self, in which Bliss consists, is due to Sattva. Rajas
and Tamas being overwhelmed by Sattva and so volitional,
psychological and conscious physical activities being out
of question and the state of ignorance being impossible,
there arises a state of the self as described above.

His BAsIC ASSUMPTIONS i—
He maintains that the poetic language has three powers.

1. Abhidha, the power to arouse the conventional
image, associated with a word in the mind of the hearer.

2. Bhavakatva, the power, which frees the presented,
the msthetic object, from all relations, in which a similar
object in ordinary life stands, and so universalises it.

3. Bhojakatva, the power which throws the two qua-
lities of the percipient of the zsthetic object, namely, Rajas
and Tamas, into the background and brings Sattva to
the forefront.

The quality of Sattva is thus brought to predomi-
nance, according to Bhatta Nayaka, by the last of the
said prowers, technically called ‘Bhojakatva. The last
two powers he attributes to the poetic language in addition
tothe generally accepted Abhidha, the power of giving
rise to the conventional image. The second of the said
powers, namely Bhavakatva, also cooperates with the
last in bringing about this state, inasmuch as it frees the
presented from all limitations and so universalises it.
Thus, Rajas does not work, because the presented is free
fromall limitations and is universalised. The presented is

i. A.Bh, Vol L 278-9.
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thus incapable of giving rise to any desire to gain or shun
it. And desire being the motive force of all psycho-phy-
sical activities, the latter cannot take place. Rajas is thus
relegated to background. As for the Tamas, it can be as
little effective at the time when the Sattva is working as
darkness can be in the presence of light. Hence there
arises a state of simple awareness or consciousness of the
presented, which is akin to the mystic experience of the
Brahman in so far as it is a conscious state but free from
all volitional, psychological and physical activities. It is,
however, different from the mystic experience of the Brah-
man, because it is a limited experience, though without
the consciousness of limitation at the time when it takes
place; because the universalised zsthetic object still affects
the universalised subject. It cannot be classed with the
ordinary experiences, got through perception or remembrance
etc., because it is not a determinate cognition, inasmuch
as there is no determinative activity of carving an image
out of the presented. Nor is it indeterminate, because
there is the subsequent recollection of the wsthetic experience.

Thus, according to this school, the wsthetic experience
is the experience of the universalised asthetic object by
universalised subject in the state of perfect bliss, due to
the predominance of Sattva.

ITs CONTRIBUTION.

The problem aroused by the imitation-inference theory
was “If the basic mental state is known objectively as associa-
ted with the imitated individual on the stage, why is there
no rise of the natural attitudes and responses due to the
objective cognition ?” This new theory explains the non-
rise by presenting the cognising subject above the response-
level, inasmuch as the power to respond, the Rajas, is per-
fectly inoperative, because of the universalisation of the
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presentation by the assumed particular power of the poetic
language, called Bhavakatva. Response is due to the
cognition of the particular, that being absent, it does not
arise. Hence there arises the state of the subject with
the predominance of Sattva, m which the Bliss consists.
The constituents of the experience, therefore, according
to this theory, are the universalised subject and the universal-
ised wsthetic object.

The following question arises here :—
“How are the subject and the object related ?”

To answer this he postulates a new cognising activity,
called Bhoga, and the erperience, he represents to be
Ananda. Let us, therefore, see what are the implications of
these expresstons in the known schools of philosophy.

VEDANTA METAPHYSICS AND ANANDA.

The variety of ordinary experiences can be brought
under three heads, (i) pleasure (i) pain and (i) insensi-
bility. Similarly states in the life of a conscious being can
be put under three heads, (i) the state of knowing
(i) of acting and (iii) of senselessness. But in ordinary life
pleasure, pain and insensibility are not unmixed, nor are so
knowledge, action and senselessness.

The ultimate cause of both the sets, mentioned above,
is the triad of qualities, Sattva, Rajas and Tamas, which

constitutes the Avidya or ignorance.

There is no moment in the life of an individual, in which
they are inoperative. There is no determinate knowledge,
which does not arouse attitudes and responses. And deter-
minate knowledge of one thing means the ignorance of
others. At some moment, however, one is predominantly
operative and at others another. Thus in ordinary life one

9
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of them is always shrouded by the other two. Still occa-
sionally one of them attains predominance over the rest.
Predominance of Sattva is pleasure, of Rajas pain and of
Tamas insensibility. Bliss (Ananda), therefore, in its technical
restricted sense is not possible to an individual so long as the
individuality persists.

The? universal self, as admitted by the Vedanta to
explain the phenomenal world, is also associated with the
Avidya, but that is not individual, that is sum total of all
the individual Avidyas, that is the root cause of every
thing which is the object of experience. The universal Avidya
also is constituted by the same three qualities. But in this
triad there is the predominance of the perfectly pure
Sattva. This perfect purity is due to the fact that Rajas
is totally inoperative, because the field of its operation, the
limited objective world in its full development, does not
exist for the Self: and the Tamas, being the opposite of the
Sattva, is as inoperative as the darkness is in the presence
of light. This universal Avidya with the predominance of
pure Sattva is Anandamayako$a of the Universal self. Bliss
(Ananda), therefore, as distinct from pleasure (Sukha),
according to the Vedanta, is predominant and perfectly
pure Sattva, as related to the Universal self. The predomi-
nance is due to inoperation of the other two, because of
absence of the limited phenomenal world.

SANKHYA CONCEPTION OF BHOGA.
Bhoga? involves the following four :—

(i) Purusa, identified with its reflection, falling on the
Buddhi.

(ii) Buddhi, which receives the reflection of Purusa
from within and that of the object from without.

1. Ved. S. and Comm. 9-11. 2. LP.V.V, Vol L, 153.
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(iiiy The reflection of object on the Buddhi.
(iv) Ahankara! which is responsible

(8) for the unification of the two reflections of the
subject and the object,

(b) for identification of the reflection of the
subject with the subject itself,

(c) for the use of this union of the subject and
the object for practical purposes,

(d) for the rise of consciousness *“I know this'’.

THE PROCESS.

1. The Buddhi receives reflection of object from
without.

2. The reflection of the subject comes from within,
3. Ahankara unites them.
4, The two reflections merge into each other.

5. The object shines. This shining of the object,
because of union with the subject, 1s the culminating point
of the process, described so far. Hence it is spoken of as
the froit of the cognitive activity. It iscalled Jiana.

Union of reflections of the subject and the object,
when used for practical purposes by Ahankara through giving
rise to the consciousness “I know this", which refers the
object to the subject without recogunising the difference
between the subject and its reflection, is called Bhoga.
Because it involves union of the two reflections in the
common ground of the Buddhi and also because the
consciousness, that has been aroused by Ahankara, has
the common substratum with the reflection of the Purusa.

1. LP.V.V., Vol I, 155.
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THE CONCEPTION OF BHOGA, ACCORDING TO
YoGA SysTEM.

“Sattvapurusayoh atyantasankirpayoh! PratyayaviSeso
Bhogah”. Sattva in Yoga terminology means Buddhi. It
is insentient. And Purusa is sentient or sentiency itself.
They are thus of opposite nature. Therefore, no such
union between them is possible as between lotus and blue.

In intellectual reaction to a stimulus, however, in practical
life, there is no consciousness of difference between them.

This consciousness of identity of Buddhi and Purusa in
practical life is technically called Bhoga.

VaI1$SEsIKA CONCEPTION OF BHOGA.

Accooding? to the VaiSesika also, knowledge (Jiiana)
is distinct from self. Bhoga, the reference of knowledge
to the self, therefore, is explained in terms of relation of
inherence. Thus, according to the VaiSesika also, relation is
involved in Bhoga, though not Sarhyoga, as according to
the Sankhya, but Samavaya.

THE CRITICISM OF THE NEW TECHNIQUE.

From the above explanations of Bhoga and Ananda it
is clear that the two cannot go together. Bhoga, accor-
ding to all systems of thought, involves subject-object
relation. But Anpanda, which is nothing but the predomi-
nance of pure Sattva, is not possible so long as the subject-
object relation persists, Bhoga is the opposite of Moksa,
which consists in Ananda. Thus the new theory is unsound,
because it brings 1u the contradictory conceptions to explain
the asthetic experience.

It may be stated hcre that there is no essential
difference in the conception of zsthetic experience, admitted

1. LP.V.V., Vol. I 1567,
2. LP.V.V. Vol. I 155
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by Bhatta Nayaka, as stated in the preceding paragraphs, and
that, admitted by Abhinavagupta, as dealt with in all details
in a subsequent chapter. In fact, according to Abhinava's
own statement in A. Bh. Vol. I, P. 280, his theory is
not different from that of Bhatta Nayaka, but simply
an improvement upon it in the following respects : —

1. sthetic experience is rot due to an objective
perception of the presented, but to the identification of
the spectator with the human focus of the situation. The
spectator consequently has almost the same psycho-physical
conditions as those of the hero of the piece.

2. Abhinava accounts for the universalisation of the
presented in terms of psychological factors and does not
explain it away by simply assuming an additional power
of poetic language, called Bhavakatva.

3. Abhinava admits that the cognitive process leading
to the ultimate asthetic experience is different from that
involved in ordinary perception and remembrance etc.,
bat he psychologically accounts for it and maintains that
assumption of the third power of the poetic language,
called “Bhojakatva’ is unnecessary.

BHATTA NAYAKA'S POSITION EXPLAINED.

The history of Kashmir literature of the period, to
which Bhatta Nayaka belonged, clearly explains the influ-
ences which were responsible for the new turn that he
gave to the theory of Indian asthetics. For five hundred
years, from the time of Bharata (circa 500 A. D.) to that
of Bhatta Lollata, (the latter half of 9th century) sthe-
tics was studied purely from the artist’s point of view.
The problem of the writers on @stehtics during that period
was, therefore, practical. Their task was to show how to

1. A. Bh., Vol.1, 280.
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present dramas so that the audience might have the desired
xsthetic experience. Sriéankuka, a younger contemporary
of Bhatta Lollata, took up the study of zsthetics from
the spectator’s point of view. He was a follower of the
Nyaya school, and therefore, did not himself have the
esthetic experience.(?) Or rather, he could not haveit, because,
he approached the problem of asthetics from the point of
view of laymen, represented by the Nyaya. His theory,
therefore, is very unsatisfactory, because it is not based
on experience and, what is more, is against the facts of
experience. This point was noticed and criticised by Bhatta
Nayaka (close of the 9th and beginning of the 10th
century A.D.)

At this time the monistic Saiva philosophy, technically
called “Trika”, or Realistic Idealism, as I have called it
elsewhere, had just arisen. Utpal@earya had just systema-
tised the Pratyabhijia system, and Abhinava had not
spoken on the subject; the Sankhya philosophy was still
dominant in Kashmir. Ananda Vardhana’s theory of Dhvani,
the spiritual meaning of langnage, as different from both
the conventional and the secondary, had not yet been well
established. It was rather being vehemently opposed by
a set of learned scholars, Bhatta Nayaka kimself probably
being the leader of the opposition, as is testified by his
work, the Hrdaya Darpana, which was written with
the avowed object of demolishing the theory of Dhvans.
Bhatta Nayaka’s theory of @sthetics, therefore, could not be
other than what it was.

Every advance on a theory is an outcome of the pro-
gress that is made by all allied branches of learning at a
particular period of the literary history of a country.
And every important period in the literary history develops
certain characteristics, which distinguish all the literary
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productions of that period. The rise of Saiva philosophy
in the 9th century marks the beginning of a tendency to
give an important place to personal experience in the
formulation of a theory, and to interpret the literary autho-
rity in the light of the same Thus a new point of view
for looking at the asthetic problem having been given by
Srisankuka, Bhatta Nayaka attempted the problem m
accordance with the new tendency and formulated his own
theory. [t is correct in respect of the essentiul nature of
asthetic experience. But th: techuique that1s adopted to
account for it, is defective. The defect was due to the
fact that the tendency for phenomcnological observation,
which culminated in the peculiar theory of ‘Abhasavada’
of the Saiva philosophy, had not fully developed. Bhatta
Nayaka, therefore, was naturally under the influence of the
Sankhya and the Vedanta systems of philosopliy. He failed
to explain the cssential nature of the subjective and objective
aspects of the wsthetic experience aud to account for the
essential nature of the experience, for the obvious reason that
the Sankhya and the Vedanta systems do not supply the
neceswary principles, point of view and mechanism of psycho-
logical analysis as 1s necessary to explain the sthetic
experience in all 1ts details.

THE NEW FACTORS, WHICH INFLUENCED ABHINAVA-
GUPTA’S /ESTHETICS

The two scholastic generations, which intervened
between Bhatta Nayaka and Abhinava, prepared the ground
for Abhinava’s @sthetic theory, which, because of its sound-
ness, has well stood the test of the long time of more than
one thousand years. This was a period of intense psycholo-
gical study. During this period the psychological analysis
of human experience became the basis of all theories and
postulates. The literary authority was relegated to the
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background. Even reason was given only a secondary
place as the basis of a theory. What more, even metaphy-
sical conclusions were based upon the same psychological
analysis of human experience. In fact, the chief charac-
teristic of the ¢Trika’ school of Saiva philosophy is that its
metaphysics, in marked constrast with that of the Vedanta
and other schools of Indian philosophy, i1s based, not upon
an ancient authority, but on a very accute psychological
analysis of the same human experience. Utpalacarya's
Isvara Pratyabhijia Karika is an unmistakable proof of it :
for, in this he declares and proves that without All inclusive
universal consciousness. technically called Mahe§vara, neither
perceptual experience nor remembrance is possible. This
school gave a new point of view, viz., the phenomenological,
that of Abhasa, for studying the outstanding problems of
experience. Utpalacarya is primanly responsible for it.

Utpalacarya's method and point of view was followed
by the next generation not only iun the sphere of philosophy
as did Laksmanagupta, Abhinava's teacher in philosophy,
but also in the sphere of poetics, when any problem
relating to human experience had to be attempted, as did
Bhatta Indurdja and Bhatta Tauta, Abhinava’s teachers
in Dhvani and Natya Sastra, respectively. No doubt, we
have not got any literary record of the views of these
scholars, but Abhinava’s own statements in the introduc-
tions to his three works, (i) I§vara Pratyabhijia Vimar-
§ini (ii) Abhinava Bharati (i) Dhvanyaloka Locana, make
it perfectly clear that much of what he gives there, is what
came to him as literary inheritance from his teachers.

At this time in the literary history came Abhinava-
gupta, with a rare combination of gifts of both poet and
philosopher and with no other interest in the world but the
literary. He specialised in three branches of learning,
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philosophy, Tantra and poetics and acquired all that the
tradition had. With this intellectual equipment he was
able to appreciate better and to follow the new point of
view to attempt the asthetic problem and to ultimately
formulate a new @sthetic theory from the phenomeno-
logical point of view of the Saiva Philosophy in such
details that it is really difficult to substantially improve
upon i1t. For a proper understanding of Abhinavagupta’s
asthetic theory it is necessary to have full knowledge
of his philosophical background. We shall, therefore, in
the next chapter, give a brief account of the philosophical
doctrines, which influenced his @sthetics.



CHAPTER II.

THE $AIVA BASIS OF ABHINAVA’S
ZASTHETICS

IMPORTANCE OF ABHINAVAGUPTA.

Abhinavagupta is of main importance to us, because our
object in the present volume isto present his asthetics,
as we know it from his writings, both in print and in Mss.
If we have discussed other theories, that is because they form
the necessary background and show the various stages in
the evolution of the crowning phases of Indian ZEsthetics.
He gave the final shape to the philosophy of beauty. And his
views are followed by all subsequeat writers on the
subject, with the exception of just a few, who attack him
on isolated points, such as Mahima Bhatta and Pandit
Jagannitha. His theary stands to gain and not to lose
importance, if it be compared with that of any ancient
or modern asthetician in the West. To bring out the
full importance of his theory in the light of comparison
with those of the Western AEstheticians, we are devoting a
separate volume to a presentation of the allied zsthetic
currents in the West ; and another to a detailed comparison
of the views of Indian and European Astheticians.

He was an encyclopzdic thinker. We know of forty-
five works from his pen, of which we have given an
account in the Second Chapter of our earlier work, entitled
“Abhinavagupta”. Though mainly a commentator on
earlier works, he has shown great originality and founded
new schools of Metaphysics and Asthetics. His ZEsthetic
theory is based on the Saiva Metaphysics and epistemology.
He was not a follower of the Vedinta, as has wrongly been
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thought by some. He was a critic of the Vedanta. His
@sthetic theory accordingly is not based on the Vedanta
but on the Saiva Philosophy. We shall, therefore, give
a brief account of his general philosophy, with a little
detailed exposition of those points which have a direct
bearing on his sthetics.

RATIONAL MYSTICISM OF ABHINAVAGUPTA.

Abhinavagupta may be spoken of as a mystic in so far as
he discards all pluralism in his system and holds the Reality
to be Absolute unity, thoroughly indescribable, identical
with the equally indescribable essence of human soul and
to be realisable through intuition, attainable through
disciplined life. But heis a rationalist also, inasmuch as
bhe rationally justifies what mystic vision reveals. Thus he
is a rational mystic, because his philosophical ideas are
based not only on super-sensuous experience bnut also on
Reason.

His IDEALISM.

He may also be called an idealist in so far as he holds
(i) that Reality is ideal and not sensuous, (i) that all
knowledge is conceptual ; that the object of knowledge is
nothing more than a mere configuration of universals, (iii)
that the universal is real; itis not subjective; it is not a
product of individual mind; it has an indepsndent being and
is known through reason alone, (iv) that Reality is distinct
from appearance, the former has absolutely independent
being, but the latter depends upon the former, (v) that
thought and being are identical; there is nothing apart from
thought; thought itself is thing, (vi) that objective and
subjective reasons are identical; the process of the world-
reason is identical with that of the reason operative in the
individual mind.
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PLACE OF OTHFR SCHOOLS OF THOUHT IN ABHINAvVA'S
SYSTEM.

Like Hegel, Abhinavagupta also assigns definite places
to other systems in his philosophy. Thus he holds that the
highest spiritual principle, grasped by the Vedantins, the
Brahman, is nothing but the SadaSiva, the third category
of his system. Buddhism in general, he places at the level
of Buddhi Tattva. The highest principle of Nihilistic
Buddhism he identifies with Sinya Pramata. And the
ultimate principle of the Sankhya he holds to be the same
as the Purusa Tattva, as couceived by him. The fact is
that he has incorporated in his comprehensive system, the
fundamentals of both the Sadkhya and the Vedanta
systems. Thus he borrows twenty-four categories and
Purusa from the Sankhya, the Maya from the Vedantin
and adds to them ten more categories; five of which are
transcendental and the remaining five are limitations of
the individual subjects. Thus we have the thirty six categories
of his system. At the top of them all he places his Absolute
(Anuttara), of which the categories are mere manifestations.

MysTiC CONCEPTION OF THE ABSOLUTE (ANUTTARA).

We have already said that Abhinava is a rational
mystic. His Absolute is not only what reason by its very
nature is forced to admit, but also what pure spiritual
experience reveals. From mystical point of view it is the
Reality, beyond which there is nothing. It is, therefore,
free from all limitations. It is indefinable in terms of
ordinary everyday life. It cannot be spoken of as ¢this”
or “that” or as “not—this” or “not-that”. The limited mind
cannot grasp it, and, therefore, no talk about it is possible.
It is not a thing to be perceived or conceived, but simply
to be realised. Whatever word or words we may use to
indicate its nature, we fail to c6uvey the idea of its real
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nature. For, words stand for definite ideas, but it is
indefinite, not in the sense that it is shadowy nothing or
nihility but that language cannot udequately present it.

The western mystics also such as Plotinns, talk of
the Highest Reality in the same tone, as we shall
show in the fourth Chapter of the Second Volume.

This Reality can be realised through spiritual discipline
only, which leads the follower of th: mystic path through
regular stages to the final goal. The discipline is meant
for freeing the individual soul from various impurities,
which attach to it and constitute the limiting conditions,
which alone differentiate the individual soul from the
Absolute.

TRE IMPURITIES OF THE SOUL.

There are three impurities, which attach to soul and
constitute its bondage.

1. Innate ignorance (Anavamala). It conceals the real
nature of soul. It consists in the loss of universality and
consequent forgetfulness of its true nature. It is mere
conciousness of supposed imperfection. Itis beginningless,
though destructible.

2. Indefinite desire (Karmamala). The former, the
impurity of innate ignorance, is the condition of indefinite
and limitless desire. Perfect soul, for which nothing apart
from or outside it exists, can have no desire. For, desire
has objective reference and, therefore, presupposes some
imperfection and limitation in the desiring subject.
Karmamala, therefote, is potential desire, which, as such,
has no definite object, but, when it actualises, is responsible
for countless associations of the self with creations of Maya.
It is distinct from Karma Sarhskara, which is nothig but
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an effect, left on the mind by various mental and physical
actions of the limited self.

3. Psycho-physical limitation (Mayiyamala). All that
the self is associated with, because of the aforesaid two
impurities, which limit its psycho-physical capacity, is
technically called Mayiyamala. This 1s constituted by five
limiting conditions of the individual subject: (1) Kala,
(i) Niyati iii) Raga (iv) Vidya and (v) Kala and the
categories from Mahan to Prthvi. We shall discuss them
in a subsequent section.

SPIRITUAL DISCIPLINE For FREEDOM FROM IMPURITIES.

Just as there are three impurities, so there are three
distinct types of spiritual discipline to get purified from
them. We have stated the impurities in descending order.
The purification, however, takes place in ascending order.
We shall, thercfore, state the means of purification in the
same order.

1. Kriyopaya is that path of liberation, in which
external things, such as repetition of a certain religious
formula (Mantra) is used as means of self-realisation. It is
called Kriyopaya, firstly because the follower of this path
has clear consciousness of both the self and the objective
world, and secondly because the physical activities, such
as repetition of a Mantra, are very importantinit. It is
the means of freedom from gross impurity of Maya.

2. Path of contemplation (Jianopaya). It consists
in making repeated attempts at realisation of the Ultimate
Unity through contemplation. Thus a man may begin
with contemplation “The self alone is all this”: and by
repeated attempts at elimination may be able to rise to the
unshakable consciousness “The Self”. It is called
JAaanopaya, because the mental activity of contemplation is
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the most important in it. It is the means of freedom from
the impurity of potential desire. For, it destroys the
duality of subject and object and thus leaves no field for
operation of desire.

3. Path of will {Icchopaya).
It consists in the exercise of will-power, without any serious
effort at contemplation, to realise the Ultimate reality. [t
is the highest means and is respousible for freedom from
the greatest impurity.

4. Path of grace (Anupaya).
For fuller information about these the reader may refer to
“Abhinavagupta” (182-190.)

BACKGROUND OF His METAPHYSICS.

Rationalism is concerned with the explanation of the
why, the what and the wherefrom of the entire field of
experience. Abhinava is not a rationalist of the Kantian
type, according to whom metaphysics is not possible. On
the contrary, he belongs to the Hegelian type and devotes
serious attention to the problem of ultimate origin and
nature of the world of experience.

He completely rejects logical realism of Nyaya and
atomistic pluralism of VaiSesika both in details and funda-
mentals. He holds that these systems present only the
layman’s point of view. His difference from the Realistic
Dualism of the Sankhya, the subjective Idealism of
the Bauddha and the monistic Idealism of the
Vedanta, is confined to the fundamentals only. He incor-
porates in his system the twentyfour categories and the
Purusa of Sankhya, the doctrine of momentariness of the
Bauddha and the Maya of the Vedantin with suitable
modifications.

He rejects dualism and pluralism in all forms, because
they present an unbridgeable gulf between the self and the
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not-self. If the subject and the object are completely cut
off from each other, are of nature, cssentially different from
each other, and have mutually exclusive and independent
existence, they can as little meet each other as can the two
logs, which are being carried by two currents, which sepa-
rately lose themselves in the sands.

In regard to the Buddhistic doctrine of momentariness
his position 1s shghtly different. He accepts Buddhistic
doctrine of momentariness of ideas, but rejects the doctrine
of momentarmess of the subject. For, if there be no perma-
nent subject, capable of retaining the memory of objective
ideas, it the subject be momentary and, therefore, were to
disappear with the disappearance of each idea, the unifica-
tion of ideas, unecessary for consciousness of a combined
whole, would be impossible.

Similarly in regard to the Vedautic conception of the
Maya he holds that 1t is wrong to say that Maya is
neither of the nature of being nor that of not-being and,
therefore, indcfinable. For, the Vedantin lands himself into
contradiction when he says that this indeiinable is the cause
of the phenomenal world. Is not the assertion that Maya
is the cause of phenomenal world, in itself a definition ? He.
therefore, holds the Maya to be real, as power of the Ulti-
mate, and maintains ideutity of power and its possessor.
We will deal with this point in detail in its proper context.

He was very much influenced in his conception of the
transcendental categories by the Indian Philosophy of
Grammar. He recognises Bhartrhari, the author of the
Viakyupadiyam, a very authoritative work on the Philosophy
of Grammar, to be a great authority and frequently quotes
from this work to support his own views. He, however,
naturally follows the view of Somananda, as presented in
the third chapter of the Siva Drsti that Para is distinct from
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and not identical with PaSyanti, as Bhartrhari maintained
in his Vakyapadiyam. For, Bhartrhari admitted only three
aspects of speech (Vak) (Trayya vacah param padam. V.P,
115) and recognition of Para, as distinct from Pasyanti,
by Niage$a Bhatta and his followers, was due to the influence
of the Saivagama, as pointed out by Professor Surya
Narayana Shukla in his commentary on theVakya Padiyam
P. 97. Accordingly Abhinavagupta uses the word ‘Para’ as
synonymous with Svatantrya Sakti, Pratyavamara, Vimar-
$a, Sphuratta and Mahasatta. Hc identifies Maya with
Para Vak and calls it Mahamay# at the transcendental level.
Similarly he identifies PaSyanti with the third category
“Sadasiva” of the monistic Saivaism.

RATIONALISTIC CONCEPTION OF THE ABSOLUTE.

Abhinavagupta was a mystic. And the tradition, as
recorded by his followers and commentators, tells us that he
had realised the Absolute. And the spiritual discipline, as
we have stated already, was concerned, according to him,
only with the removal of impurities. Mystic experience,
therefore, he held to be nothing but realisation of the Self,
free from all impurities, which constitute the individuality
of the individual self.  This implies the identity of
the individual and the universal in essential nature. This
means that the universal is essentially the samec as the
individual. His conception of the Universal, the Absolute,
is therefore, based upon the analysis of human mind.

The analysis of human mind reveals two undeniable

aspects of it.

1. It receives reflection of, or is affected by, external
object, no less than by the residual traces of past experience.
In this aspect, it is simply a substratum of the psychic

11
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images, which are merely its modes or forms, due to either
external objects, as at the time of perception, or the revived
residual traces as at the time of remembrance, imagination
and dream. Abhinavagupta is not an Empiricist ; the effect
of an external stimulus on-the mind, therefore, according to
bim, is not like that of seal on wax. On the contrary, it is
like that of an external objcct on a clear mirror. The point
that the analogy of mirror is intended to bring out, is that
mind shows the affection as one with itself, without losing
its purity or separate entity. The point of distinction,
however, between the mirror and the mind is that the former,
in order to receive reflection, requires an extercal light to
illumine it. A mirror in darkness does not reflect any
image. DBut the latter is self-luminous. It receives reflection
independently of external illuminator. Thus the first aspect
of mind is that it is a self-luminous entity, which receives
reflections and makes them shine as identical with itself,
This aspect is technically called *Prakasa’.

2. The other aspect of mind is that it knows itself in all
its purity, as in the case of mystic experience; it 1s free to
analyse and synthetise the varying affections; it retains these
affections in the form of residual traces; it takes out, at
will, anything out of the stock of memory to reproduce a
former state, as in the case of remembrance; it creates an
altogether new construct, as in the case of imagination.
This aspect is technically called “Vimar$a”. This is the
characteristic aspect of human mind. For, it is this which
distinguishes mind from such self-shining things as crystal
and Mani etc.

Thus human mind is self-luminous and self-conscious.
It shines independently and knows that it so shines. And
because there is identity of the individual and the universal
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mind or the Absolute, the Absolute, therefore, is Self-shining
and Self-conscious.

Admission of Vimarsa or self-consciousness in the Absoe
lute by the Saiva, is the point of distinction between the
Saiva and the Vedantic conception of the Ultimate Reality,
The latter holds that the Brahman is Santa i. e. without
any activity. Itis static and not dynamic. It is self-shin.
ing but not self-conscious. For, all consciousness is activity
and, therefore, self-consciousness also is an activity and as
such would disturb the peace, (Santi) perfect restfulness,
the inactivity. The Brahman is indeterminate (Nirvikalpa)
And, therefore, thinking that admission of self-consciousness,
would mean admission of dcterminacy, the Vedantin holds
the Brahman to be self-shining only (Suddha Cinmatra).

The Saiva maintains that the Absolute is not only self-
shining but also self-conscious and at the same time mainta-
ins it to be indeterminate (Nirvikalpa). He explains his posi-

tion as follows —

Determinacy (Vikalpa) consists (1) in unifying a
multiplicity into anity, as when a person combines a number
of simple percepts into a complex whole (i) in contradistingui-
shing the object of cognition “this” from “not this” (iii) in
interpreting a stimulus in a variety of ways and accepting
one interpretation to be correct' and rejecting others as
incorrect. Thus determinacy in all cases is dependent on
the consciousness of multiplicity either for unification or for
consciousness of distinction. Therefore, in the case of
absence of consciousuess of multiplicity determinacy is not
possible. Since in the case of transcendental self-consci-
ousness there is nothing to be contradistinguished from Self,

1. B.V.Mss. 477. (1,6,1.)
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as there is no “not-being” from which ‘being” is to be
distinguished, it cannot be spoken of as determinate
consciousness.

But one may say that the conception of determinacy,
as given above, is not traditional but original. For, tradi-
tion recognises determinacy to consist in the use of
expression (Sabhilapath Vikalpakhyam). And because in
the case of transcendental self-consciousness there is the use
of the expression ““Aham” or ©1”, how can its determinacy
be denied ?

To this the Saiva replies that it is only the gross ex-
pression, which is consequent on the movement of speech-
organ, or the clear and distinct consciousness of expression,
which brings in determinacy. But expression is not neces-
sarily always gross. Expression (Vak or Abhilapa) in its
ultimate form is the subtlest. This is what the grammarians
speak of as “Para vak” and as such, identical with the
Ultimate Reality. The self-consciousness that the Saiva
admits is not gross, but identical with “Para vak” and as
such is frez from all determinacy.

The Saiva position in regard to the Absolute is that it
is Unity as grasped in mystic experience. But this unity,
when viewed by the eyes of logic for a rational grasp and
intelligiblc interpretation, is conceived as it were a duality
consisting of self-luminosity and self-consciousness. 1In
reality, however, self-consciousness is as identical with self-
luminosity as fire is with its so.called capacity to burn.
The two arc inseparable. Self-luminosity (Siva or Prakafa)
is never without self-consciousness (Sakti or Vimarsa).

From the rationalistic point of wview, therefore, the
Absolute is not pure identity but identity-in-differenge. . This
conception of the Absolute is represented in Art by a figure
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one half of which represents Siva and the other half repre-
sents Parvati (Ardban#ri Natesvara).

CONCRETE MONISM OF THE SAIvVA.

The Absolute of Abhinavagupta is not a pure unity.
For, such a conception of the Absolute, would make the
manifestation of multiplicity impossible. If there is no
multiplicity in any form in the Absolute, how can it proceed
from it? The multiplicity, however, which is admitted in
the unity of the Absolute, is not gross or actual, but subtle
or potential. It is in the form of absolute Free Will
(svatantrya Sakti), which, in the state of non-manifestation,
is simply subtle self-consciousness (Suksma Aham Vimarsa).
The multiplicity of the manifestable, is in as potential iden-
tity with the Absolute as the images, which figure in the
dream of an individual subject, are with him in the
wakeful state. Or if we take up a more reahstic analogy,
the potential manifestable multiplicity is as identical with
the Absolute as the creation, that a great Yogin brings
about, 1s with him before he actually creates.

VOLUNTARISM OF THE SAIVA.

Saiva Voluntarism (Svatantryavida) holds that the
Ultimate,! as universal free will, manifests all from
itself, in itself and by itself.  All that constitutes
the world of experience whether unity or diversity or
upjty in diversity, whether subjective or objective or the
relation between them, such as that of causality or action
etc., is the manifestation of the Absolnte free will. The
Free Will is the ultimate reality of all.

Thus the position of the voluntarist comes to this :—
1. The entire world of esperience is in identity with

1. LP.V.V,VolL3.
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the Absolute, just as the object of desire of an individual
subject, who is responsible for initiation of action, is identi-
cal with him.

2. What is identical with the Absolute is manifested
as distiact frcm the same.

3. The so-called cause of manifestation in diversity
and distinction is the Will,

4. The manifested diversity rests in the Ultimate itself
and is essentially identical with it.

This position gives rise to the following questions :—

1. How do we know, how can we prove, that the
entire world of experience rests in the Ultimate, as the
voluntarist holds ?

2. If the Will manifests the world of experience
externally from itself, the statement that it manifests the
diversity in itself or that diversity rests on it, ceases to have
much meaning. For, is it not self-contradictory to say that
the world of experience is manifested as external to the
Ultimate and yet it is within the Ultimate or rests in
the same ?

3. The voluntarist maintains that the manifested
diversity is in essential identity with the Ultimate Unity.
But how can that, which has diversity, be in the relation
of identity with that which is essentially a unity ? For,
unity and diversity are fundamentally opposed to each
other.

4, Why does the Will manifest the subjective and
the objective variety ? Is the manifestation due to some
cause ? If not, the diversity of manifestation should be
endless or it should not at all arise. ' )
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The voluntarist answers these questions from a strict
logical point of view.

1- The question “how can we get over the contradic-
tion involved in the voluntarist's position that the Ultimate
manifests the diversity externally from itself but still the
diversity is within it and restsin it ?”" is answered as
follows : —

Consciousness of both “being” and *“not-being” of the
object of consciousness depends upon its being a fact of'
consciousness. Unless the object be a fact of counsciousness,
there can be no determinate cognition either of its being
or of its not-being. And being a fact of consciousness
means identity of the object with consciousness.

The statement that objects shine (Prakasante) means
that they are in the same relation with the consciousness as
the individual subject is with the universal. Just as the
individual subject, though in relation of idenlity with the
Universal, is yet theindividual, so the object of conscious-
ness, though in identity with the consciousness, is yet an
external object. Externality does not mean not-conscious-
ness. For, that would mean its essential difference from
consciousness and landing into the difficult position of the
dualist : because what is not-consciousness and, therefore,
does not shine, can never be made to shine. The essential
nature never changes: and if it changes it is not essential.
Hence, according to the voluntarist, external manifes-
tation of the objective world does not mean that it is not-
consciousness. And if it is essentially non-different from
consciousness how can the essential identity of the Ultimate
and its manifestation be denied ?

Thus the objective variety is represented to rest in the
Ultimate conscious principle, because it shines as related
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to, resting on, consciousness. It does not shine indepen-
dently.

2. The manifested variety is maintained to be within
the universal consciousness, because every experience is
unity in multiplicity and the unification of multiplicity into
unity presupposes a common basis. The Saiva, therefore,
holds that just as the objects of dream constitute a unity,
only because they are within a single dreaming subject,
though manifested externally from him ; so the objective
world of multiplicity is a unity, because it is within one
consciousness, though it is manifested externally from it.
The universal consciousness is the p:rmanent substratum
of all that is objective. The objective world can have
no more existence apart from it and independently of it
than a reflection can from a mirror, or a dream can from
the dreaming subject. The manifestation is connected
with the manifesting universal consciousness exactly as
rays are connected with flame. This is very much like
what Plotinus says about the relation of the Ultimate
Reality and its manifestation. For, he also believes that
the manifested world of multiplicity is connected with the
Ultimate exactly as rays are with the sun, as will be shown
in the Second Volume Chapter V. ’

3. As regards the question, “How can the manifested
diversity be in relation of identity with the Ultimate and yet
not destroy its unity?”’ the reply of the voluntarist may be

stated as follows:—

The Ultimate Unity is not an abstract unity! but &
concrete unity. It is not only the unity of opposites, as Hegel
maintains his Absolute to be, but also the unity of distincts,
as Croce, improving upon Hegelian position, maintains his

1, LP.V,Volll, 26 ;
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Absolute to be. (Second Volume, Chapters XI nnd XII)
If the Absolute be pure unity, the deduction or manifesta-
tion of multiplicity from it would be impossible. If there
is no multiplicity in the Absolute, how can it be deduced, or
proceed from it? The Saiva rejects the pure monism of
{he Vedantin on the same ground as that, on which Hegel
rejects abstract monism of Spinoza.

4. Inreply to the question, “Why does the Will mani-
fest the subjective and the objective variety ?” or “Is the
manifestation due to some cause?”’ the voluntarist
says that causality explains nothing. The causal explana-
tion is pure dogmatism. Ior, the first cause is itself an
inexplicable mystery. In fact, the voluntarist admits free
Will, simply because he finds causal explanation extremely
unsatisfactory. It is the essential nature (Svabhava) of the
Will to manifest itself.

ABHASAVAD.A.

Just as the Saiva metaphysical theory is called volun-
tarism (Svatantryavada) from the point of view of the
Ultimate principle, so it is called Abhasavada from the point
of view of manifested variety. In the Absolute, the entire
variety, that we find. in the objective world, is in a state
of perfect unity, exactly as the whole variety of colours
that we find in a full-grown peacock is in a state of perfect
identity in the Yolk of peacock’s egg. This analogy, which
is very frequently employed in the Saiva literature to explain
the absolute unity of all variety in the Ultimate, is
technically called “Mayqgranda rasa nyaya’.g

All that emanates from or is manifested by the
Absolute is called Abhasa, for the simple reason that it is
a manifestation and, therefore, has some sort of imperfec.

12
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tion or limitation. Thus even the highest category Siva”!
or “universal being” is an Abhasa, because it has limita-
tion, inasmuch as it represents a disturbance in the absolute
unity of the Absolute. It represents coming into predo-
minance of one aspect. It represents the “Prakasa’’ aspect
of the Absolute. It is self-luminous mirror, in which
everything is reflected. It is the background of the entire
variety that can ever come within experience. It is
the “I” in relation to which alone things, that shine in
consciousness, can do so. This is an undeniable presupposi-
tion of all experience. 1t is the presupposition even of its
denial.

But this light, the “I"" is only self-luminous. It repre-
sents an analytical view of the Absolute. It represents only
self-luminosity of the Absolute and not 1ts conscious
aspect. It represents Self in Self-consciousness.  “Self”
and “Consciousness”, however, ate iuseparable. There can
be no self without consciousness, nor can there be
consciousness without self. The two are always in union,
just as fire and its capacity to burn arc. The category
of “Being” is accepted by Hegel also as the highest cate-

ory, because the idea of “Being” is the most common
g g

idea, that the logical mind can think qf. The Saiva,
however, admits it to be the highest category, because
it represents the highest level of mystic experience. Itis
a level at which conscionsness also is merged in the Self.
There is no consciousness, self alone shines. It is light
or flame, without the least flicker.

But there can be no self without at least potential
consciousness. There can be no light without the capacity
to go into waves. Consciousness, the capacity of aware-

1. LP.V,Vol1,1.
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ness of the Self, technically called *Sakti”, is therefore
admitted to be the second category.

Abhinavagupta puts the asthetic experience at this
level. We shall, therefore, deal with it in detail, in
order to show what is the essential nature of the zsthetic
experience and how it cannot be explained in terms of
the Vedanta, in the light of which its explanation has
been attempted by scholars, who have written so far on
the subject. The fact is that the tradition of the Monistic
Saivaism died out very early outsile Kashmir and the
Vedanta acquired supreme position in the philosophic
thought of India. In ignorance of Abhinava’s system,
therefore, scholars attempted to interpret Abhinavagupta’s
asthetic theory in the light of the system, which was
known to them as the best. The main object of the
volumes, which are being written on Abhinavagupta, is,
therefore, to revive the Monistic Saiva tradition and to
put his zsthetic theory in the proper perspective of his
general philosophy.

THE CATEGORY OF SAKTI (CONSCIOUSNESS)
AS CAMATKARA

Abhinavagupta, in the course of his presentation of the
essential nature of the @sthetic experience, says that it is
nothing but the basic mental state (Sthayin) which-figures
in the consciousness, which is free from all impediments
(Vitavighna pratitigrahyo bhava eva Rasah). And while
explaining the implication? of “consciousness, free from
impediments”, he adds that it is nothing but “Camatkara’.
He explains “Camatkdra” as an activity of the subject
which has got merged into “Spanda”, which is essentially
a wonderful ¢‘Bhoga”.

1. A. Bh, Vol I 281,
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Bhuiijanasya-adbhutabhogatmakaSpandavistasya'

(1) Camatkara (2) Bhoga and (3) Spanda are very
important technical terms in Abhinavagupta’s philosophy.

1. He deals with the conception of “Camatkara’ in the
proper contexts in his commentary on the Vivrti of Utpala-
carya on the ISvara Pratyabhijia Karika at three
places, in the course of his exposition of (1) “Svabhavama-
vabhasasya” (I, 5, l1). (2) «Citih pratyavamar§atma
para vak” (1, 5, 13). (3) Prthagdipaprakasanam (11, 3, 8).

2. On the conception of “Bhoga* he writes in the
course of lhis exposition of “Svasvarupaparijidnamayo’
(1II. 1, 30). But he draws distinction between ordinary
“Bhoga'’ and wonderful “Bhoga.” The latter he calls
the highest Bhoga (Paramabhoga) also. He deals with it
in his Brhati Vimar$ini on 1,5, 11 and 1, 5, 12.

3. And the philosophical implication of “Spanda” is
fully brought out in a branch of the Monistic Saiva system,
called by the same name “Spanda’”. The works on this
subject are (i) Spanda Karika (i) Spanda Sandoha etc.

We shall take them up one by one in the order,
in which they have been mentioned here.

THE CONTEXT OF THE PROBLEM OF CAMATKARA

The problem of Camatkara is discussed in the context
of the metaphysical theory of the Saiva. We know that
the Saiva voluntarist holds that the entire limited world
emanates from the Absolute exactly as the creation of a
great Yogin is manifested by him from within ; that it is
perfectly independent of any material cause such as atoms,
admitted by the Nyaya and the VaiSesika ; that all that is
manifested is potentially within the Absolute exactly as
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the ideas, which figure in dream, are within the limited
individual dreaming subject and that it is the Will, which
is responsible for external manifestation of what lies within
the Absolute. Further, the voluntarist maintains that
the manifestable variety is within the Absolute, exactly as
the jar that is intended to be produced by a potter is within
him in the form of an idea. For, it is this idea which is
responsible for directing his physical activity towards the
production of the jar, to the exclusion of everything else.
The only point, that has to be remembered in this connec-
tion, is that before the risc of the Will it is in a state of
identity with the Absolute in the former aud with the
limited subject in the latter case.

Thus the voluntarist holds that the objective world
is a manifestation of the Absolute-will. This Will, however,
is nothing but the “Vimar$a” or “Amar§a” as we have
discussed in the preceding pages. The question, therefore,
arises that if the Will has objective reference and as such
is presentable in linguistic terms, is not this position incon-
sistent with the admission of the Absolute as free from all
determination ?

The wverse 1, 5, 11, 1w which the conception of
Camatkara is discussed, is a reply to the above question,
which may be stated as follows :—

The Absolute is not only self-shining or self-luminous
but also conscious of its luminosity. It is the consciousness
that constitutes its essential nature and distinguishes it
from such things as quartz (Sphatika) and other self-
shining gems.

This “Vimarsa” is characterised by “freedom’ (Sva-
tantrya) And the Will, that the voluntarist admits, is
nothing but this very Svatantrya, the perfect independence
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of anything external to it, the freedom to manifest what
lies potentially within it or to bring back to state of poten-
tiality what has been actually manifested. This freedom
is the essential nature of the Absolute. And the Will is
nothing but this freedom. It is nothing but emergence
of this freedom of the Absolute to manifest itself. At
this stage, there is yet no reference to anything external.
It is only a little growth in the unbroken and eternal
universal Self-consciousness, ina-much as its aspect of
freedom comes into predominance. It is, therefore, not
possible to attribute any determinacy to it. For, deter-
minacy is limited consciousness, which has reference to an
object with spatial and temporal limitations, as distinct
from the subject. As spuce and time are the creations
of Maya and Freedom transcends Maya, and as the
“This” is not yet distinct from the “I” but identical with
it, detcrminacy at this stage is out of question.

Now in this context, Utpalacarya, while stating that
if the Absolute be without “Vimar§a” (freedom of Will)
and be only self-luminous (Praka$a), it would be insentient
like quartz, (Sphutika mani), instead® of using the word
“VimarSa’ uses the word “Camatkrti”. This gives Abhina-
vagupta an occasion to discuss the conception of Camatkara
in its metaphysical and wsthetic implications.

He starts the discussion by referring to the ordinary
use of the word “Camatkara” in the sense of Ananda, which
consists in the action of the experiencer on attaining to an
enjoyable experience. And he distinguishes the technical
sense, in which it is used in the Saiva philosophy, from
the ordinary. He points out that “Camatkara” in its
technical implication is nothing but perfect self-conscious-

1. B. V. (Mss.) 407. (1-5-11.)
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ness; i.e. consciousness of the Self, free from all limita-
tions; it is nothing but “Vimarsa” in its universal impli-
cation, which is the most essential aspect of “Prakifa’ and
which distinguishes it from self-luminous substances like
gem. As such it is also called Ananda.

The point may be elaborated as follows :—

A person, who identifies his whole being with his body
and, therefore, is a limited subject, has empty stomach,
is extremely hungry and is completely overwhelmed by
intense desiie for some eatablc, which is not yet within
his reach. The mental energy, the thought-power, of such
a person naturally runs to eatables and cannot be centred
on his personality. He is, therefore, without “3nanda”.
But as soon as his belly is full, his mental energy turns
back to himself and he experiences freedem from want and
desire. Such a person, in ordinary language, is said to
be full of “Ananda’, happiness, But human nature is
such that its thought can never rest on itself. It always
has some unfulfllled desire and runs after its object in
order to secure it. TFor instance, the person, whose belly
is full, will naturally think of a beautiful woman to
embrace. Thus the attainmznt of thz worldly objscts of
desire never brings peace, happiness, rest on one’s own self
or “Ananda”. For, the attainment of object of one desire
either leads to a desire for another, or anxiety for its preser-
vation, or fear of itsloss. Hence the so-called “Ananda”
that a person gets on acquisition of a worldly object of
desire is imperfect, becausz it immediately leads to other
states of mind, such as that of anxiety for its preservation
or desire for something else. An iota of bliss, however,
which is experienced in the attainment of an object of
desire, is due only to consciousness of Self for a moment,
e.g. a man of fine sense of taste, when he relishes a deli-
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cious dish, and does not simply devour it, but rests on the
pure subjective aspect of himself as affected by particular
flavour ; i. e. primarily experiences the subjective aspect,
is happy, has “Ananda” for a moment. A person in such
a state of rest on his subjective aspect is technically
called “Bhuiijana”.

Similarly a man of fine aesthetic susceptibility, attains
to the state of rest on Self, when he seesa good drama
presented on the stage. The distinction of the state of rest
on Self in @sthetic expericnce from a similar state in the
experience of flavour by a man of fine sense of taste, lies in
the following facts :—

1. In the experience of taste the objectivity of flavour
persists.

2. The object of taste is related to the individual
subject as identified with sensitive aspect.

3. But in the case of @sthetic experience at the
highest level, the objectivity is totally absent. The basic
mental state (Sthayin), which is only in the sub-conscious,
has no objectivity. It is not related to the hero of drama.
It is simply a revived “Vasana” which has sunk back into
the sub-conscious. Itisfree from all relations, which involve
duality.

4. The experiencing subject also in @sthetic experience
is free from all limitations of individuality. He is univer-
salised. His experience is free from all impediments
(Vighna) which are discussed by Abhinavaguapta in the
course of his presentation of his asthetic theory in his
Abhinava Bharati and which we shall present in the next
chapter,

5. /Esthetic experience involves complete elimination
of objective consciousness and is characterised by predomi-
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nance of the “Vimar§a”, the continuous realisation of univer-
salised ‘“‘consciousness”, which is called “Rasana” “Carvana”
“Nirvrti” or “Pramatr visranti’”. ¢Camatkara”, therefore,
according to Abhinavagupta, is the realisation of **Conscious-
ness” or ‘Vimar§a” which is inseparable from ¢Self.
luminosity” or “Prakasa’” in its vniversality and, therefcre, of
freedom from all limitations, not once for a moment but
continuously and without any impediment. This ‘“Camat-
kara” is synonymous with -Rasa”, “Ananda” and
“Paramabhoga”.

In conclusion, therefore, we may say that while in the
case of the experience of flavour, the impediment in the form
of object of experience is thete ; in the case of the @sthetic
experience such an impediment is totally absent. Though the
residual trace of what is presented on the stage and occasions
@sthetic experience is undeniable ; yet the person, possessed
of fine wsthetic susceptibility, rises above such residual
traces, does not let them remain in the fore-ground of
consciousness and, therefore, is able to experience “Param-

ananda’’.

We know that the second category of the Saiva is
characterised by predominance of “Vimar§a’ and that
Vimar$a is synonymous with “Ananda” and ‘Parama-
bhoga”. Now that the preceding discussion has shown
that ‘Camatkara” and “Rasand” are identical with
“Vimar§a’ the view of Abhinavagupta that asthetic ex-
perience belongs to the level of the second category of the
Saiva, the Sakti, is beyond doubt. That this was the
philosophical background of his theory of zsthetics is made
clear by himself in the course of his exposition of Camat-
kara, where he explicitly refers to the Abhinava Bharati and
his view on Rasa, presented in it.

13
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Sava CONCEPTION OF BHOGA.

The Saiva conception of ¢“Bhoga” is discussed in the
Tattva Sangrahadhikara of (i) the I§vara Pratyabhijia
Karika (ii) & commentary thereon, called Vivrti, by Utpala-
carya and (ili) two commentaries on the above, called
Vimargini and Vivrti Vimarsin1, by Abhinavagupta. In this
section, as the title indicates, a bird's eye view of the system
is given. It begins with the presentation of the Absolute
in relation to the conditions of -“Bhoga”, the experience of
pleasure and pain, by individual subject. It discusses
(i the rise of individual subject (i) the qualities (Gunas)
which  characterise it and (i) the experiences, to
which it is subjected as a consequence of the limitations,
“Bhoga”. We shall take up these points one by one.

THE ABSOLUTE IN THE CONTEXT OF “BHOGA”.

The Absolute in the context of “Bhoga” is technically
called “Mahesvara”, “Supreme Lord”. He is one. Heis
the self-consciousness of all the sentients. As such He is
not a totality of individual self-consciousnesses. On the
contrary, He is the one unbroken Self-Consciousness that
experiences all the forms of “this” as reflected on Himself
and, therefore, as shining identical with Himself. He
experiences all the variety and multiplicity as identica’ with
Himself. His experience is “I am this” “Ahamidam”. He
experiences “This” not as something external to Himself but
as His own manifestation. He is identity in difference,
unity in multiplicity and Universal in individual. He is the
manifester of the manifested in the field of knowledge and
action. All the multiplicity is in Him exactly as are the
ideas in the individual mind.

The fact that He is the self-consciousness of all
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sentient beings is established as follows :—

It is a fact of experience that the insentients do not
shine independently. The supposition that they do so is
beyond experience and as such it is inadmissible. When-
ever and wherever the insentients shine, they are related to
self-consciousness, they rest on it. The insentients, there-
fore, are without self-consciousness. The sentients alone
possess it. This self-consciousness, as such,isidentical with the
universal and is free from temporal and spatial limitations ;
for, they apply to what is objective in nature, such as body
and vital airs, which, as we have just stated, do not shine
independently. How can they, which have no independent
“‘being”’, delimit that, on which their being depends ? Thus,
the Absolute, the universal self-consciousness, Mahegvara,
is the self-consciousness in all the sentients. He is ¢free”,
He manifests within Himself all the multiplicity that is
referred to as “this” and, therefore, He is perfect (Parna),
because the whole of “This” is within Him and shines as
identical with and not as external to Him.!

THE INDIVIDUAL SUBJECTS.
Here the following question arises :—

If the Absolute (MaheSvara) is the self-consciousness in
all the sentients and is free from limitation, there is no
question of bondage, for liberation from which the Saiva
system is propounded ?

This is replied as follows :—

The process of mahifestation is the process of concreti-
sation of the Universal. And concretisation means the rise of
distinction, differentiation and limitation. It means splitting
up of the unity into multiplicity, breaking of “this” into

1. LP. V., Vol I, 250-1.
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“thises”. Amongst ¢Thises” there are body, intellect
(Buddhi) and vital airs (Prana). The concretisation of the
Universal self-consciousness consists in identification with
the multiplicity of -'thises” severally and consequent
rise of multiplicity of self-consciousnesses as limited by
different bodies, intellects and vital airs. It involves
ignorance of the essential and true nature of self-conscious-
ness. It is what is technically called “Svarapakhyati”.
This ignorance of the essential nature of Self-consciousness
and identification with body etc., constitutes the indivi-
dual subject. As there is multiplicity of objects of identifi-
cation so there is multiplicity of individual subjects. They
are in bondage, because they are ignorant of the real
nature of self-consciousness. The system, therefore, is
meant for their liberation.

THE QUALITIES OF INDIVIDUAL SUBJECTS.

We know that, according to the Saiva, the
Absolute, in the context of knowledge and action
(Jiana and Kriya), has three powers (i) of knowledge
(i) of action and (iii) of obscuration or concretisation (Jiiana,
Kriya, Maya). When, therefore, the universal individua-
lises or concretises, as we have explained in the preceding
section, these universal powers also get delimited and are
called not powers but qualities (i) Sattva (ii) Rajas and
(iii) Tamas.

POWER AND QUALITY DISTINGUISHED.

If Sattva, Rajas and Tamas are nothing more than
the powers of Mahesvara, with the only distinction that
they are limited in the case of the individual subjects, the
question arises ‘“Why are they looked upon as distinct from
the individual subject, and are not called powers (Saktayab)
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but qualities! (Gunas) ?”’
Reply may be stated as follows :—

While the Naiyayikas maintain the power and its posses-
sor to be essentially distinct from each other, the
Saivas hold them to be identical (Sakti Saktima-
torabhedah). Further, the characteristic lof the powers of
knowledge and action is that their manifestations are not
distinct from but identical with them. It is their essential
nature to manifest their objects without any gap or intermis-
sion and their objects are identical with them. Therefore, if
Sattva, Rajas and Tamas were accepted to be the powers of
individual subjects (i) their knowledge and action would
have to be admitted to be eternal and without any gap,
but they are not so, (ii) freedom of the individual subject
from them would have been impossible, because power and
its possessor are identical and inseparable (iii) The last twenty-
three categories of the Saiva (Manas, Buddhi, Ahankara,
ten senses, five subtle and five gross elements) are the
effects or manifestations of Sattva etc. But if the Sattva etc.
were powers of the individual and as such identical with him,
the world of nature would have been regarded as mani-
festation of the individual and would have shone as identical
with and not as distinct from him. In such a case he would
cease to be individual and would bz Mahe$vara. The
Saivas, therefore, admit Sattva etc. to be qualities and
not powers. The distinction between them consists in this
that while the latter are identical with the possessor,
the former are distinct or separate from and external to the
subject; they are only the means (Upakarapa). In the
context of discussion on the individual subject, whose
individuality is due to non-recognition of his true nature,
Sattva etc. are to be regarded as qualities and not as powers.‘

1. LP.V, Vol Il 255-6
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SATTVA, RAJAS AND TAMAS AND PLEASURE, PAIN
AND SENSELESSNESS.

We have stated in an earlier section that the powers
of knowledge, action and obscuration (Jiana, Kriya and
Maya) of the Absolute appear in the case of the individual
subjects as Sattva, Rajas and Tamas. This point is presented
in a subsequent verse in another way as follows :—

The Supreme Lord is free to be! (Bhavane
Svatantrah). This freedom to be is technically called
“Satta’” “Sphuratta” and is inseparable from cons-
ciousness ‘““Vimarf§a” which refers to nothing else than
this very freedom to be and, therefore, may be called
“gction” (Kriya). Action in this context includes the activity
of knowing also. For, the difference between Jiina and
Kriya is confined to greater predominance of the objec-
tive manifestation in the case of the latter than in that of
the former. This very VimarSa is called Ananda also,
inasmuch as it refers to nothing external and is character-
ised by the rest on the inseparable aspect of itself, '‘Prakasa’”
or “Sattd”.

Now in the case of individual subject, the in-
separable ‘Prakasa” and Vimar$a” or “Satta” and
“Apnanda” appear as its qualities, because they are
obscured by Maya, so that there is negation of both
“Satta” and “Apanda”. The limited appearance of Satta
and Ananda in individual subject is the quality of Sattva.
It is limited light of knowledge. It has limited objective
reference. It illumines some object to the exclusion of the
rest. This much is due to the limited *“Praka$a” aspect.
But “Prakasa” is inseparable from Vimar$a : and Vimar$a,
resting on “Prakasa”, is “Ananda”. Therefore, the other

1. L PV, Volll 257-8.
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aspect manifests itself in the form of rest of the conscious
aspect of individual on his limited self. This rest is
distinct from that of the Supreme Lord on Himself, which
is technically called “Ananda”. To distinguish it from
“Ananda” it is called “Sukha”. Thus “Sattva’ is limited
self-luminosity and limited illumination of the objective
world. In so far as it represents the aspect of “Prakasa”
and “Sukha”, it represents the aspect of *Ananda’’.

“Tamas” is complete obscuration of both, “Satta”
and “Ananda” in their limited manifestation. It 1s, there-
fore, characterised by absence of both the limited light of
knowledge and Sukha., It is utter darkness, total
ignorance. It is a negative quality. It is negation of both
pleasure and pain. It is utter senselessness.

Rajas is the mixture of the two. In it light and
darkness are in union. In it being and not-being shine
together exactly as do light and shade in a picture or as
various colours do in the plumage of a peacock. Itis charac-
terised by restlessness and therefore, it is of the nature of
pain. For, pain is nothing but absence of rest. It is not
purely negative. It has positive element also init. It is
action inasmuch as itis a combination of being and not-
being and, therefore, involves succession, which is the chief
characteristic of action.

Pleasure and pain have objective reference. In pleasure
the object shines in all its aspects, desired by the perceiving
subject. Thus we are pleased when we see our sons possessed
of all the qualities which we desire in them. But when
we see them suffering from some ailment and do not find
them in perfect health, as we desire them to be, we are
pained. In the former case there is the consciousness of
“being” only. In the latter case consciousness of ‘“being”
is mixed up with that of “not-being”.
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QUALITIES OF INDIVIDUAL SUBJECT AND “BHOGA".

Thus “Bhoga' is nothing but experience of pleasure,
pain and senselessness, which are forms of Sattva, Rajas
and Tamas respectively. It is due to the ignorance, on
the part of individual subject, of his essential nature, of
his identity with the Supreme Lord. The Saiva draws a
distinction between “Bhoga” and “Parama Bhoga”. The
former is the experience of limited subject and consists in
pleasure, pain and senselessness. The latter is the experience
of universal subject. It has no objective reference, It is
perfect rest of the Universal within Himself.

THE CONCLUSION.

The aim of our presentation of the Saiva conception
of the Absolute and its first two manifestations, Siva and
Sakti, was to determine the spiritual level at which Abhi-
navagupta places the wsthetic experience. These dis-
cussions justify our position that he was influenced in his
exposition of the theory of ZEsthetics by the Saiva system
and not by the Vedanta. And our object in presenting the
Saiva conception of qualities of Sattva, Rajas and Tamas
was to show that Bhatta Nayaka, who explained =sthetic
experience in terms of predominance of *“Sattva” and
identified it with “Ananda” failed to grasp the true nature
of Zisthetic experience. For, if his conclusion be accepted
the zsthetic experience would belong to the sphere of Maya,
because the qualities, Sattva, Rajas and Tamas, are the
constituents of Maya, according to the Vedantin, whom

he follows.

~” According to Abhinavagupta, asthetic experience is a
transcendental experience. It does not belong to the sphere
of Maya, It does not admit of explanation in terms of
qualities of individua! subject. It is beyond Sattva and its
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predominance, It is free from all qualities. It is the
experience of itself by the Universal. It is the rest of one
aspect of the Absolute on the other. It is consciousness,
free from all external reference and resting on its in-
separable aspect, the “Self”, and as such it is “Ananda”,

LIMITATIONS OF INDIVIDUAL SUBJECT.

In an earlier section we have stated that individuality
is due to identification of the Universal Subject with the
limited objective manifestations, such as body, vital airs
and intellect (Buddhi) etc. and that the powers of the
Universal are obscured by Maya. The question, therefore,
that arises is “How can the individual know and act if the
powers of knowledge and action are completely obscured ?"’
To answer this the Saiva admits five limiting conditions of
the individual subject (i) Kala (ii) Vidya (iii) Raga (iv) Niyati
and (v) Kala.

1. Kala. (Limited power of action.)

Maya obscures the true nature of the subject. It brings
about the state of deep dreamless sleep as it were in him.
Under its influence, therefore, his powers of knowledge and
action are as it were non-existent. But this would mean
reducing him to the level of the insentient object and, there-
fore, reign of complete darkness in the world. The Saiva,
therefore, admits five categories, which we have stated
above. They are the limited powers of individual subject
and constitute his limiting conditions. Kala is the first
of them. It is the limited power of the subject to act.
The subject and his limited power to act are not in
inextricable union with each other. They simply embrace
each other, so that when a person rises to a higher spiritual
level through spiritual discipline, this embrace is relaxed
and he attains freedom from it. Kala can, thus, operate only

14
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in connection with the subject, exactly as a seed can develop
only in contact with earth, air, and water etc. It is a pro-
duct of Maya alone and not a joint product of both Maya and
limited subject. For, the subject as such is changeless and
the material cause! can produce an effect only through a
modification of itself. It is the causal agent which prompts
the limited subject to definite acts. Dawn of knowledge
of distinction between this limiting condition (Kala) and the
subject that is delimited by it, enables the latter to
transcend ' the level of Maya and to attain freedom from
the bondage of Karma. The knowledge of distinction
between Kala and the limited subject is distinct from that?
between *Buddhi and ¢Purusa” as conceived by the
Sankhya. The latter, according to the Saiva, does not mean
freedom from the bondage of Karma and attainment of a
spiritual level beyond Maya.

Kala, as accepted by the Saiva, is the mztaphysical
recognition and explanation of the limited reach of human
action. Man, howsoever great, can accomplish only certain
things and not all. This fact, in Saiva terminology, is due
to the limited power to act, because of the limiting condition
constituted by Kala, which partly restores to the limited
subject his power to act, which is at first campletely
obscured by Mays. The word “Kala"” in Sanskrit means a
part. It is, for instance, used for the sixteenth part of the
total luminosity of the moon. It is used by the Saiva to
signify a part of the total wsal power of action °Ef’ffi‘,ve

in humanity. SN Ve,

2. Vidya (LIMITED POWER OF KNOWLEDGE)

But action has objective reference. It presupposes a
knowledge of the object, towards which it is directed. The

1. To A- Ah- IX- 138; 20 Tv Av Ah-’ IX. 140'1v
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Saiva, therefore, admits another limiting condition of the
subject, which restores to it the limited power of knowledge,
technically called “Vidya”. It distinguishes the technique,
which the Saiva adopts for explaining the phenomenon of
knowledge, from that, followed by the Saukhys, which may
be stated as follows :—

The Saﬁkhya explains the phenomena of knowledge in
terms of (i) Purusa (ii) Buddhi (iii) senses and (iv) external
objects.

1. “Purusa” the sentient subject, is the principle of
pure sentiency. It remains unaffected by the affection of
Buddhi It is inactive. It simply shines. \

2. Buddhi is made up of three qualities (Sattva, Rajas
and Tamas). It is like a mirror, which is capable of receiving
reflection on both sides, so that reflection on one side can
meet that on the other. Buddhi, thus, is the meeting ground
of the light of Purusa,! coming from one side, and of the
reflection of the external object coming from the other.
But external objective reflections fall on Buddhi only in
succession. Because Buddhi is enveloped in the dark-
ness of Tamas. And Rajas is able to remove the veil
only partly, so that Sattva, though in itself luminous
all round, is able to receive the reflections of external
objects only in succession, according as they come within
the focus. Thus knowledge, according to the Sankhys,
is nothing but reflection of external object on Buddhi,
illumined by the light of Purusa, coming from within.

But the Saiva admits vidys, because the technique of
the Sankhya, cannot explain determinacy in knowledge,
or consciousness of distinction of one affection from anotber.
For, consciousness of distinction presupposes a comparison

1. L. P. V, Voll, 72-6.
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of the présent” affection with  the past. Buddhi,
however, being insentient, cannot do this, The reflection
of the light of Purusa on it cannot be supposed to bring
sentiency to it, exactly as the reflected fire cannot bring to
mirror the capacity to burn. It is Vidya, the sentient
principle of limited knowledge, which alone can explain
the consciousness of distinction and determinacy. It is an
active principle and not passive like the mirror of Buddhi.
It apprebends what is reflected on Buddhi. It revives
the residual traces of similar past experiences, compares
them with the! present, recognises distinction of the
latter from the former and thus brings determinacy and
certainty toit. It is the subjective means of discrimination
and determination of the affection of Buddhi.

3. RAGA (GENERAL OBJECTIVE DESIRE)

We have shown above that “Vidya” is accepted asa
limiting condition of the individual subject to account for
the objective reference, involved in his limited action. But
individual act  has definite objective reference. It implies
choice of one object to the exclusion of the rest. To
explain this the Saiva admits another limiting
condition, called “Raga”. It is innate tendency to objective
relation. The idea will become clear if we draw a distinction
between Raga? Tattva of the Saiva and Raga, as admitted
by the Sankhya.

(i) Raga Thattva, as the Saiva admits it, is desire with
general objective reference and without reference to any
specific object. It is a mere feeling of want in general,
without clear consciousness of the wanted. It expresses
itself as “May something happen to me” (Kificin me bhayat).

1. T.A.Ab. IX,, P. 151.
2. T.A.Ah IX. P. 157-8.
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(11) But “Raga’” as admitted by the Sankhya, is merely
an attribute of Buddhi (Buddhi Dharma). It is negation
of freedom from attachment to the objective world. It
is attachment to definite objects. It has direct reference
to definite things so as to be responsible for definite desire,
such as desite for food, water, wine and woman etc.

Thus, Raga of the Sankhya is a further stage in the
development of Raga Tattva of the Saiva, which itself
grows out of Icchamala. The relation of the three concep-
tions with one another may be stated by means of the ana-
logy of seed, sprout and plant. The first is the seed, the
second is the sprout and the third is the full grown plant.

This conception of Raga Tattva is closely related to
the Saiva conception of final emancipation (Moksa). Accor-
ding to the Saiva, detachment from the objective world
(Vairagya) is also an attitude of the subject and, therefore,
it is Raga and not true Vairagya. It does not mean true
or perfect emancipation, but only partial. It raises the
individual above the level of nature (Prakrti), but it does
not mean freedom from all limitation<. True freedom is
realised only when the individual is free from even the
Icchamala. This point we have discussed in Abhinava-
gupta: An Historical and Philosophical Study.

All emotions, of which Bharata talks, whether they
be basic or transient, arise from! this innate tendency or
inclination towards the objective world.

4.  Niyati (SUBJECTION To CAUSAL LAW).

Human action always aims at an effect. But in the
production of the intended, humanity is not free. Man
cannot produce any efféct out of any thing. He is
subjected to causal law. This subjection to causal law
is technically called Niyati and as such if is a limiting
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condition of the individual subject. Thus, if he desires to
have a mango he has to look for mango-seed, and to grow
it in accordance with the causal law, before he can have
the desired fruit.

(v) KALA (TIME).

The word kila 1s used in Saiva philosophy for (1) An
aspect of the omnipotence of thz Absolute, (2) A limiting
condition of the subject and (3) A standard of measure. As
an aspect of the omnipotence of the Absolute, it is the power,
which is responsible for succession or simultaneity in the
manifested. As such it is called! Kala Sakti. This philo-
sophical conception is represented in Hindu religion as
goddess Kali. As a limiting condition of individual subject,
it is his limited power, which experiences succession? at first
in what he identifies himself with, such as body, vital air and
Buddhi etc., and then attributes succession to external objects
of experience, according as they happen to be apprehended
together with a certain link in the chain of subjective
consciousness. It is very much like “time” which Kant
represents to be a form of sensibility. It is a determinatioa
or relation, which is inherent in the form of intuition only
and, therefore, in the subjective nature of our mind.
Without it such a predicate as time would never be ascribed ‘
to anything. It does not have an independent objective
existence. It is not a determination or relation of things such
as would belong to them even if they were not perceived.

TIME AS A STANDARD OF MEASURE.

Time, as a standard of measure, is merely a concept,
which is based on & construct, that is unity in multiplicity.
We observe certain phenomena happening in a regular

1. B. V., (MSS). 864. 3--1--9,
2. T.A.,Ah VI 6.
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order. We accept them as standards of measure. There
are other things which happen without any regularity.
The latter we measure in terms of the former. The
judgement consequently reached is “A is six years old”.
Taking a concrete instance to make the point clear, we
would put the proposition as follows:—

X sees the sun rising at a particular spot and setting at
another. This happens with absolute regularity. He
sees other events which lack this regularity. For instance,
he sees a student going to college. It means his seeing
the student as associated with different places. This
lacks regularity. But he wants to get a correct idea of
the irregular succession, involved in going. He, therefore,
puts it before his mind’s eye by the side of the regular
successioa, involved in the movement of the sun, measures
it in terms of the latter and says: “He takes two
hours to reach college.” Thus we find that the concept
of time is based upon & construct, which is unity in
multiplicity ; the latter inasmuch as it is made up of
the successive manifestations of the sun, as associated
with different spots, and those of X as appearing at
different points of space; and the former because the
whole forms one object of apprehension. Thus we find that
in the case of time, only multiplicity exists outside but the
unity exists only within,

We talk of time in a number of ways, We talk of hours,
days and weeks etc.. We also talk of quicknessand slowness,
priority and postecriority, and present, past and future.
These sub--concepts are also, like the geaeral concept of
time, based on a meatal construct of the same nature.
For instance, when a person says: “X studies for 2 hours”
be is calculating the activity of X in terms of that of the
sun. The only thing to be remembered in this connection
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is that because of long established convention, the movement
of the latter over a fixed distance is called ‘hour’. Similarly,
when one says, “X will go”, one relates the possible
activity of one’s own vital airs with that of the possible
movement of X. Thus in all experiences of time, it is
found that the activities of two things are related.

LevELs OF EXPERIENCE.

We have shown that Asthetic experience, according
to Abhinavagupta, belongs to the second level of spiritual
experience, the level of Sakti, Ananda, Vimar§a or Spanda.
In order to show the comparative distinction of sthetic
experience from others, it is necessary to state briefly what
other levels are recognised by him. Broadly speaking
he recognises five levels. (i) Wakeful (Jagrat) (ii) Dream
(Svapna) (iii) Deep sleep (Susupti) (iv) Transcendental
(Turiya) and (v) Pure (Turiyatita). Distinction of one
level from another depends primarily upon the experiencing
subject (Pramata). Of these five levels of experience,
the last two belong to the universalised subject; and the
first three belong to the individual subject.

We have shown (1) that the individual is essentially
the Universal, but for the ignorance of its essential nature
and the consequent loss of the universal powers of knowledge
and action, the loss of perfect freedom (Svitantrya) (ii)
that this does not mean fall to the level of insentiency,
but that the universal powers of knowledge, action and
obscuration or ignorance (Jiana, Kriya and Maya) are
manifested in limited form as Sattva, Rajas, and Tamas,
which account for experiences of pleasure, pain and sense-
lessness (Sukha, Duhkha and Moha.) and (iii) that the
limiting conditions of individuality are the five covers or
sheaths, Kala, Vidya. Raga, Niyati and Kala, which account
for its limited powers of action, determinacy in experience,



SAIVA BASIS OF ABHINAVA'S ASTHETICS 113

attachment to the objective, consciousness of and obedience
to causal law and consciousnsss of temporal succession
respectively.

SUBJECT IN DEEP SLEEP: (SUNYA PRAMATA).

The constitution of the subject is different at different
levels. The most simple and undzniable experiencs, that
the limited subject has, is that of d:ep sleep (Susupti).
And as the distinction of the transcendental state (Turiya)
from deep sleep is just on ore point, let us discuss the
constitution of the subject in the experience of deep sleep.

We know that when a person wakes up from deep
sleep, he recollects his experience and expresses it as “I
knew nothing” “I had good sleep” (Na kiiicidavedisam:
Sukham aham asvapsam). These are two distinct expzriences
and, therefore, are related to two personalities, which are
merged into one. This fact will at once be recognised
if we distinguish between deep sleep and faiuting fit. For,
in the latter case there is no experience of pleasure (Sukha).
It is on the basis of duality of personality and consequent
duality of experience that deep sleep is recognised! to
possess two aspects (i) total negation of objective experience
and (i) experience of pleasure. Let us first consider the
negative aspect in terms of the constituents of personality.

Personality that experiences the negation in deep sleep
is limited. The limitation is constituted by an impurity,
which is technically called Anavamala. There are two
aspects of it (i) loss or complete obscuration of freedom
of will (Svatantryahani) and (ii) ignorance of it also. Each
of the two is responsible for the rise of a separate
personality. ~ We remember that the Absolute has
two aspects (1) Self and (2) Consciousness or freedom

1. B.V. (Mss). 878. 3-2-1. B
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of will (Prakasa and Vimar§a or Svatantrya). When
the Absolute free will, which in the sphere of duality is
technically called Maya, obscures its aspect of consciousness,
there remains only the self or Prakasa without consciousness
or Vimar§a i.e. freedom of will. There is multiplicity of
such selves. They are not universal, but limited beings.
These beings correspond to the Buddhistic conception
of the subject, technically called Alaya Vijiana. And
because they are ¢Prakasa’” without “Vimar§a”, they are
technically called “Vijiana kevala”. At this stage there
is no consciousness of loss or obscuration of the power of
free will. Attainment of this stage is recognised by the
Bauddhas to be liberation (Moksa or Kaivalya).

But when the other aspect of Anavamala, the ignorance
of freedom of will, is operative, there arises a diffcrent
personality, which is characterised by negation of
knowledge (Ajiiana or Abodha). It is completely dissociated
from the objective world, and, therefore, it is contentless,
empty or blank. And as such it is called ‘Sanya Pramats,
It is constituted by the Self as identified with absence of
knowledge (Ajiana),

The idea of ‘Sanya Pramata’ will become clear to
the students of the western philosphy, if we compare it with
Hegel’s conception of natural soul which may be stated as
follows :—

Hegelian system is a system of triads: but the whole
system itself is concerned with a single triad of (i) Idea (ii)
Nature and (iii) Spirit. This triad represents three stages
of the mind.

1. The primal mind, the mind as it is before the
manifestation of the world, the mind, which is entirely
abstract, is the subject matter of his Logic.
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2. Nature, which is the expression or manifestation of
the Mind into its opposite, the mindless, the irrational, the
crude external world, is the subject matter of his Philosophy
of Nature. ’

3. The Spirit, which has three stages, (a) Subjective
(b) Objective and (c) Absolute, is dealt with in his
Phenomenology of Mind.

In his Phenomenology of mind he takes up the problem
of soul. According to Hegel, soul is the first manifestation
of Spirit. It is the first stage of the subjective spirit, the
human mind, viewed subjectively as the mind of an indi-
vidual Subject. It is a stage that precedes both *“Conscious-
ness’”” and “mind”. It is the lowest conceivable phase
of the Spirit. It is a stage that manifests itself into three
stages. (I) Natural soul (ii) Feeling soul and (iii) Actual soul.
It is so rudimentary a stage that it has not yet reached
sense-perception. It is hardly recognisable as human., It
is hardly above the level of mere animality.

Hegel seems to start the analysis of the human mind
at the point where life for the first time becomes manifest
in the human body in mother’s womb. His soul represents a
stage just above that of mere animality and just below
that wherein the perception develops. The soul level in
itself involves three levels, as has just been stated. Its
position in the Phenomenology of mind is just like that of
“Being” in the Logic and of 'Space” in the Philosophy
of nature,

The first starting point of the spirit is the Natural soul.
It is immediate and, therefore, can be characterised as mere
“being", free from all determinations. Nothing can be said
of it excepting that it “is”. If we remember the instance
that Hegel gives of the second stage of the soul, the fecling
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soul, namely, that of the child in mother’s womb when its
feelings are not its own but those of the mother, we may
justly say that Hegel had the child in the womb before the
development of feeling as his illustration of the first stage.
At the first stage, the soul is entirely empty and homogeneous.
It has no distinction of any kind. It is mere homogeneous
Blank. It has no distinction within itself. It has no
conscious relation to anything. It is undifferentiated unity.
No category is applicable to it, excepting that of being.
There is no consciousness of anything external toit. It
is for itself the totality of all existence.

At the next stage, however, there is the slight rise of
distinction within it. The mode, in which it is affected by
the environment, appears within it as the mode of its
being, as the quality which it has.

But thc mode of affection may change. The conscious-
ness of this change in the mode of affection is the third,
the stage of physical alteration. Hegel compares the first
stage in the appearance of the soul, with the next
two. While in (he former case the soul is entirely empty,
& mere blank, in the latter case there is implicit distinction
between the soul, as mere blank, and the affections of the
environment, which appear first as physical quality and
then as physical alterations within it. The former is the
state of deep dreamless sleep, and the latter is the state of
waking. As the distinction between the empty, or blank,
and the affection of the environment grows, there is the
rise of sensations and feelings, of course, in a sense different
from that in the ordinary use.

Thus the soul is distinguished into (i) immediate being,
blank and undifferentiated homogeneous universality and
(ii) content, sensations and feelings, a multiplicity of diversi-
fied particulars. The coalescence of these two is the actual
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soul. It arises from realising by the soul of distinction
between itself as such and what belongs to its environment
and regarding the content as not something alien to itself
but itself.

The soul, therefore, according to Hegel, in its immediacy,
is a mere blank, an undifferentiated homogeneous univers-
ality. The question, therefore, of plurality in regard to it
cannot arise. As such it is the same in all without any
distinction. The apparent plurality of souls is due to the
coalescence or identification of the blank with the limiting
conditions.

INCONSISTENCY OF HEGEL.

Hegel seems to be inconsistent in his conception of
the first stage of the soul. On the one hand he speaks of
it as immediate and, therefore, having no characteristic
except that of being; having no distinction within it; not
mediated by anything outside it and, therefore, free from
all relations. On the other hand, he talks of it as blank and
empty. “Being” and '‘Blank” or “empty” are ideas of the
opposite nature. “Being” is positivity; blank or empty is
negation. The former is immediacy, The latter is media-
tion. Negation without reference to something negated
is meaningless and inconceivable. Negation has both a
substratum and a positive counterpart which is negated.

Further, if the natural soul be immediate, how can
it be distinguished from the Absolute ? And if it be non-
different from the Absolute, how can the various modes in
which it is affected by its environment, appear in it as
qualities which it has ? How can there be the awareness
of distinction of one mode of environmental affection from
another, so that at a subsequent moment there be the
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awareness of physical alterations ? On the contrary, there
should be the experience of perfect identity with all.

Two points have to be carefully noted here.

() In the context of the Natural soul, Hegel is dealing
with only an abstract state of mind. Itis an abstraction
of the same type as ‘“bare sensation” of the psychologists.
It is rather a thinner abstraction than even ‘“bare sensation'’.
It does not exist in men.

(iiy Hegel’s dialectical method means that higher
stages are implicit in the lowest. Hence all the later stages
of spirit, even the highest, are implicit in the Natural soul.
Thus all the future stages such as those of sensibility, feeling
consciousness, intellect, self-consciousness, appetite, represen-
tation and recollection etc. are implicit in the natural soul.

As a logical assumption, it contains an illogical element.
What is immediate cannot at the same time be
blank or empty. Aund the conception of the presence of
future states, implicitly in the first, cannot explain the
attribution of blankness or emptiness to it. Emptiness and
blankness presuppose duality, the substratum of negation
and the negated.

SONYA PRAMATA OF ABHINAVA.

Abhinava also speaks of a stage in the spiritual
manifestation of the Absolute, which he represents to be
empty, blank or Sanya. But, according to him, it is not
the first stage, nor is it immediate. It is, on the contrary,
the seventh stage and it is mediate. In fact it is to remove
the doubt about the immediacy of Sanya® that he empha-
tically asserts it to be mediacy.

The experience of Sanya Pramata is a negative

1. L P. V, Vol. I, 246-7.
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experience and as such is determinate experience. For,
negation involves duality. It is elimination of something.
The meaning of Sanya in the present context, therefore is
not absolute not-being but relative not-being. In the case
of the negative experience of deep sleep (Apavedya
Susupta), negation refers to all that is apprehended through
internal or external senses. “The I", the self, is related
to or identified with something thatis not the object of
internal sense, such as “Prana’ and ¢Sukha” nor with that
which is the object of external sense, such as body and
other physical objects. It is identified with mere limitation,
the Anavamala, inoperation of its power of knowledge and,
therefore, negation of knowledge. (Sankocamatra rapam
eva cidrapam Sanyam B. V. 496).

The word ‘Sunya’ is used in this context on the
analogy of “AkaSa”. Just as Aka§a is not absolute not-being
and is yet spoken of as Stunya, so is the case with Sanya
Pramata. There is another point also on which analogy
with Akasa holds good. It is all pervasive. Just as there
is nothing with which Akafa is not related, so there is
nothing, that is objective, to which this limitation, Ajiana,
does not refer.

Now the question arises ‘‘Is there any object to which
the inoperation of power of knowledge refers?” The
Saiva replies to it as follows: —

The state of deep sleep is the state of emptiness of the
subject, becauss in that state there is absence of what is
called object in the wakeful state ; there is negation of the
common object. But negation is always on the basis of
something that figures objectively in consciousness; because
it is determinate cognition and, therefore, refers to two
(i) that which is eliminated and (ii) that from which
something is eliminated. The Saiva, therefore, holds that
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there is rudimentary consciousness of the residual trace
(Samskara) of objectivity in general, which was experienced
in the wakeful state, and that negation refers to gross
objective variety of waking experience. Apavedya Susupta,
therefore, is not total negation of objective consciousness,
but only that of well differentiated and gross objective cons-
ciousness. Accordingly the difference between the experience
of Vijiianakala and that of Sanya Pramata is only this that
in the former case “I”, self-consciousness, predominates and
the negative consciousness occupies a subordinate position
to it ; but in the case of the latter the position is reversed.

The personality in deep sleep (Apavedya Susupta) is,
therefore, constituted by the Prakasa aspect of the Absolute,
with Vimar$a aspect obscured by the principle of ignorance,
the Maya. But this does not mean total negation of
Vimar§a. It is partly restored to the subject in the form
of vidya, the power of limited objective knowledge. This
personality, though limited by all the five limiting conditions,
imposed upon it by Maya, is characterised by inoperation
of three (i) Kala (i) Niyati and (ii) Raga, because they
presuppose the existence of definite object, which is absent
in deep sleep. There are, therefore, only two powers of
the limited subject (i) Vidya and (iiv Kala, which function
in deep sleep. The first is responsible for consciousness of
negation of the gross objective world and the second
accounts for consciousness of time, because of which ths
negative experience of deep sleep is referred to the past time,
when it is recollected in wakeful state.

This negative experience (Sunya) characterises three
types of experience (i) Universal annihilation (Pralaya) (ii)
intense concentration on negation (Na iti abhava samadhi)
and (iii) deep sleep without gross objective consciousness
(Apavedya Susupta).
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These types of experience are due to the absence of
gross objectivity because (1) objective world has not yet
risen (ii) it! has been negated by intense concentration (iii)
it has been disregarded, respectively. When “The I"”, the
subjective consciousness, is related to this general negation
of objectivity, which is without any distinction in itself, is
devoid of all forms, cognisable in the objective world, and
is a mere affection of the subject and, therefore, does not
touch the ordinary level of objectivity, it is called Sunya.

APAVEDYA SUsUPTA AND TURIYA DIFFERENTIATED.

But if the absence of gross objectivity is the common
feature of? the experience of Sanya Pramiata in (i) Pralaya
(i) Apavedya Susupta and (ili) Samadhi; what is the
distinction between Apavedya Susupta and Turiya ? The
level of Turiya is distinct from that of Apavedya Susupta
in this that while in the latter case “The I'", ¢“The Self”
is identified with ‘negation” (Sanya) and, therefore, is
limited and accordingly does not shine in its transcendental
light; in the former case this identification ceases. In
Turiya, therefore, the self shines in its true light. This
difference is also stated in terms of qualities (Guna). In
the case of Susupta “The [” is obscured by Tamas. But
in Turiya the veil of Tamas disappears and the Self shines
in the light of Sattva.

The distinction between Apavedya Susupta and
Turiya3 depends on the predominance of objectivity and
subordination of subjectivity in the former. In the latter,
however, the position is reversed. In the former case the
Anavamala persists. But in the latter it disappears
temporarily.

1. B. V. (Mss). 897. 3-2-13.

2. B. V,(Mss) 878, 3-2-1.

3. B. V. (Mss). 893-4. 3-2-12.
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DisTINCTION BETWEEN TURIYA AND TURIYATITA.

We have shown that in the case of Turiya the objec-
tivity is subordinated to subjectivity, which is conscious of
jts true essential nature of being eternal, self-luminous
and perfect. In the case of Turiyatita, however, the
subjectivity does not simply predominate, but rises as it
were above the objectivity. But Turiyatita is of two types
(i) in which the objectivity persists in the subconscious and
(i) in which there is total absence of objectivity. The
first is called ‘“Vyatireka Turiyatita” and the second is
called “Avyatireka Turiyatita”. The latter is the highest
stage, from which there is no descent.

The distinction between Turiya and Turiyatita is
tried to be brought out by means of the analogy of chemical
process by which gold is melted. We know that gold,
when it is subjected to chemical process along with another
metal, silver for instance, there is a stage, at which it is
penetrated by the lineal forms of chemical or the other metal
that is put with it in fire and that the final stageis a
homogeneous liquid, in which the distinction is lost to the
extent that one remains only as an affection of the other.
The stage, in which the lineal form of melted silver enters
into melting gold so that the distinction between the two
still persists, is the stage to which Turiya is comparable.
For, in this, distinction between the subject and the object
still remains. But Turiyatita is comparable to that stage in
which the two are so melted together that they form a
homogeneous unit and one remains only as an affcction of
the other. This statement applies to Vyatireka Turiyatita

in which objectivity remains, though only as sub-conscious
affection.

SAVEDYA SUSUPTA AND PRAnA PRAMATA.
We have discussed in the preceding pages the nature
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of Apavedya Susupta and have explained how the experience:
of absence of all knowledge arises there. But we have
divided Sugupta into two types (i) Apavedya and (i) Saver
dya. Let us, therefore, take up the second now.

The experience of Savedya Susupta, which finds expression
as “I had good, sound or pleasant sleep” *Sukham aham asv-
apsam” is closely coanected with Sanya Pramata. We re”
member that Sanya Pramata is nothing but “The I" identi-
fied with negation. Now the pure subjective aspect, which is
an element in the constitation of Sanya Pramata and as such
is above the physical vital air, intellect and body (Prana,
Buddhi and Deha), descends to physical level and manifests.
itself as general internal power or activity (Sadharani antari
vrtti), which 1s distinct from the powers of senses of percep-
tion as well as from those of the organs of action, which
operate in the perception of external objects and in moulding
them according to individual desire This power is responsi-
ble for division of the air in the physical system into five
types such as Prana and Apana etc. It is this power, which,
through internal air, inspires life into senses of perception
and organs of action, which in themselves are insentient and
lifeless. Thus the pure subjective aspect of Sanya
Pramatd, manifesting! itself as general activity or power
in the physical system is called Jiva.

Therefore, when “The I' identifies itself with the
general' internal power, which is responsible for what we
call life? in the physical system and as such is ordinarily
called “Priana”, it is called Prana Pramaita.

The canception of Prana Pramata, is occasionally based
upon the identification of the Self with vital air, which is

1. B.V., (MSS). 899, 3-2.14.
2. 1. P.V. Vol 1L, 236.
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known through the subjective power of internal touch or
organic sensation. (SparSanendriya gamye). This power is no-
thing but particularisation of the general power, of which we
bave spoken above. It pervades all the centres of sensation
and organs of action and is at the basis of specific! sensation
and action. It is responsible for the awareness of feeling
of pain in back-bone, which is due to strong strokes of
internal wind.

When this power of organic sensation is identified with
the wind, that functions in heart, and the self is identified
with the latter, it is called Prana Pramati. Thus
when in deep sleep this power senses, experiences, the
smooth? working of the physical system we have Savedya
Susupta. The second type of Susupta, therefore, is due
to Prana Pramata of the latter type.

Dream and wakeful states are too well known to
need any explanation. We, therefore, now proceed to show
what are the various levels of experience, through which
we pass to the culminating point of aesthetic experience and
locate it definitely in one of the levels, which we have
discussed above.

ASTHETIC EXPERIENCE FROM SENSE-LEVEL TO
OBJECTLESS LEVEL.

Abhinavagupta’s treatment of the problem of wsthe-
tics is very comprehensive. He analyses asthetic experience
into different levels, each of which leads to what follows,
and allocates various conceptions of esthetic experience at
separate levels. His analysis begins at the sense-level. He
admits that wsthetic experience begins with direct perception
of the pleasant objects of sight and hearing, the two

1. B.V.(Mss)495. 1-64.
2. LP.V., Vol II 238.
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senses, which alcne are accepted by him to be asthetic.
But he recognises the @sthetic object to be only a medium
and not the object of @sthetic experience. For, @sthetic
experience is not merely a mental picture of the obejcts
of asthetic senses, related to an empirical subject, who
evaluates it in terms of pleasure and pain. A layman may
be satisfied with pleasant sensation and may identify
®sthetic experience with it, but a real @sthete will never
recognise an object to be beautiful if it simply pleases the
senses and does nothing more.

A true asthetic object dozs not simply stimulate
the asthetic senses. It primarily stimulates imagination, of
course through senses. It simply presents only broad outline
of a picture, which has to be completed in all necessary
details by the imaginative power of the spectator. The
second level of @sthetic experience, therefore, is imaginative.

As the wsthete rises from the level of sense to that
of imagination, his personality changes. He is concerned not
with the sensibly present but with the imaginatively
grasped. He has his being in a world, different from the
gross. This world is his own creation. In it he meets with
a dramatic personality, which is the focal point in the
whole. He finds in it nothing to disapprove. It is the
ideal realised. He, thercfore, slowly and gradually identi-
fies himself with it. His personality is substituted by that
of the focus. He views everything as does the hero. He
incipiently reacts to the situation exactly as does the
hero. He looks upon the deeds of hero, in a variety of
situation, as his own and derives tke same satisfaction
from them as does the hero. Thus, if the hero acts in
strict accordance with a moral principle in a situation,
that would tempt an ordinary person away from the
right path, though it means great suffering and sacrifice
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of what is near and dear, and feels inner satisfaction in
suffering and distress, the spectator also feels the same. At
the level of identification with anideal hero, there is the expe-
rience of moral satisfaction. Drama, therefore, improves the
spectator morally, not through sermons, but by making him
experience moral satisfaction and realise its superior value.

But the situation, in which hero is called upon to act,
is emotive. It arouses an emotion in him and develops it
to a high pitch, And because spectator is identified with
hero, therefore, there is identity of emotion of the former
with that of the latter. This constitutes the emotive level
in asthetic experience. Here the msthete experiences an
emotion at a high pitch.

It is, however, an undeniable fact that an emotion at
a high pitch makes the emotively affected person completely
forget himself. It deindividualises the individual. It frees
him from those elements, which constitute his individuality.
It raises him to the level of the universal. This may be
spoken of as the Kathartic level, not in Aristotelian but in
Hegelian sense. At this level, emotive experience is compl-
etely freed from all objective reference as also from temporal
and spatial relations, which are due to limitations of indivi-
duality. Emotive experience at this level consists in nothing
more than the condition of heart and mind of the deindivi-
dualised sthete.

This is the stage of zstheic experience, of which
Dhanaiijaya talks, in his Dasarapaka when he says :—
“Just as the verb, whether spoken? or understood, when
cambined with noun etc., is the essence of a sentence, so the
basic mental state, (Sthayibhava) when combined with situa-
tion etc., is the essence of drama. This very basic mental

1. D. R. 95
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state is Rasa, because? it is relishable. This relish consists
in the experience of blissfulness of the subject, that is free from
limitations of individuality; it arises from the realisation of
the full meaning of the presented, whether it be expressed,
indicated or suggested. Although Rasa is only one, because
the universal subjective? blissfulness has no variety, yet,
because of variety of emotive affections of mind as also of
accompanying conditions of heart, it is divided into four
primary Rasas. Thus the blissful state of universalised subject
is accompanied by blooming (Vikasa) of heart in Sragara, by
broadening of it (Vistara) in Vira, by tossing of it (Ksobha)
in Bibhatsa and by violent agitation of it in Raudra”.

Aisthetic experience, accordingto Dbanaijaya, who
follows Bhatta Nayaka, consists in the realisation of bliss-
fulness of the universalised subject, affected by an universa-
lised basic mental state and accompanied by a correspond-
ing condition of heart.

The emotive nature of @sthetic experience is emphasi-
sed by Pandita Jagannathas also in his Rasagangadhara,
when he states Abhinavagupta's view of Rasa and points out
how his view differs from that of Abhinava gupta. Asthetic
experience, according to Abhinavagupta, Pandita Jagannitha
holds, is the experience of a basic mental state such as Rati,
with the universalised Self (i. e. Cit freed from all obscuring
limitations) as its attribute. His own view differs from the
above irasmuch as he maintains that the Self is not an
attribute of the basic mental state; on the contrary, it is the
substantive of which the Sthayin is an attribute.

Abhinavagupta’s view of asthetic experience, which
marks the culminating point, is not what has been attributed

1. DR, 9%.
2. D. R 97,
3. R.G. 223



128 CHAPTER II

to him by Pandita Jagannatha. He does not hold that
®sthetic experience is the experience of Sthayin, related to
the Self, (Cit) as the attribute of itself (CidviSistah Sthayyeva
Rasal). He holds that substance-attribute relation cannot?
be attributed to the Self. (Vis:sanavidesyabhava mukhena
yo vyavaharah sa atmani nopapadyate). He comes to this
conclusion as follows :—

The Saiva view of the Self is that it is introvert and not
extrovert. It is neither both, as the Baudhas maintain that it is
introvert, because it is self-shining and it is extrovert, because
it illumines external objects. For, then it will be difficult to
account for the objectivity of object and its externality from
the subject. Hence it is introvert only. It is neither objec-
tive nor external. There is nothing which can be put on a
par with it. And the relations of predominance and
subordination, of substance and attribute and of adjunct
and noun depend on the consciousness of both being on the
same par. Thus we say “This cloth is white” meaning that
the latter is an attribute of the former, because both of them
shine on the same par of objectivity. Therefore, it is wrong
to talk of the Self in terms of relation of substance and
attribute, for, it is an attribute of none: and none is its
attribute. In fact he points this view out as a mark of
distinction between the Saiva and the Naiyayika conception
of the Self.

He states his own view, clearly asserting that® this
view is his own. (Asman mate tu Saravedanam evananda-
ghanam asvadyate). He holds that &sthWrience at
its highest level is the experience of the Self itself, as pure
and unmixed bliss. And in rem& Sthayin

in it, he maintains that it is in the sub-conscious and that it

1, LP.V.V. 147,
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is on the basis of this varying sub-conscious element that it
is divided into various types, such as Sragara and vira etc.
The function of drama is only to awaken this sub-conscious
element.

He admits that there! is a stagein the process of msthetic
experience, in which the Self expetiences itself as affected by
the Sthayin ; but asserts that it is not the final stage. In the
course of discussion on Camatkara, on which we have al-
ready thrown a little light in an earlier section, he definitely
asserts that sesthetic experience, which arises from witnes-
sing a dramatic performance or reading a good poem, is
distirct from the experience that we get from objective
perception of a pleasant cbject : because esthetic experience
is characterised by freedom from all elements of individua-
lity. It is an experience, in which the self-luminous aspect
of the universalised subject is thrown into background.
Hence wsthetic experience is the experience of Ananda,
VimarSa or rest of universal subject in itself.

Here he distinguishes between two levels in asthetic
experience and refers to Abhinava Bharati, in which he
discusses the problem in detail.

1. The level, at which the universalised basic mental
state is apprehended, as it were objectively, the so-called
objective apprehension is due, not to the inference of a
basic mental state in the focus of the dramatic situation,
the hero, but to the fact that it is awakened from the sub-
conscious (Sathskira) by dramatic presentation. It awakes
because the msthete has completely identified himself with
the hero.

2. The other level is that, in which the duality of

1. B.V.,(Mss),408. 1-5-11.
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subject and object disappears through intenss introversion
and utter disregard of the basic mental state. At this level,
the basic mental state sinks back into the subconscious. Thus,
the final stage in asthetic experience, according to Abhinava-
gupta, is that in which there is the experience’of Paraminanda
and even the basic mental state, awakened by dramatic
presentation, sinks into the sub conscious. Asthetic experience,
therefore, according to Abhinavagupta, in its final stage,
belongs to the level of Vyatireka Turiyatita, in which all
objectivity merges in the sub-conscious and the Subj.ct, the
Self, shines in its Ananda aspect.

MEANING OF RAsA,

In the course of his treatment of the problem of asthe-
tics, he chiefly centres his attention on the first of the two
levels, which we have just mentioned. The second he
discusses only occasionally and so briefly that, unless the
reader be very careful, it is likely to escape his notice.
The following points have to be carefully noted in this
connection :—

1. He uses the word “Rasa’’ in both the cases, but
with a different meaning. 1n the case of the fiist level, in
which the universalised basic mental state is realised objec-
tively as it were by the universalised subject, Rasa means
“The object of relish (Rasyate iti Rasah): because it is the
basic mental state that is relished and, therefore, it is Rasa.
In the case of the second level, in which the basic mental
state sinks into the sub conscious, and there is the experience
of the Ananda aspect of the Self consisting in its introversion
and, therefore, rest within itself, (Niravacchinna svatma
paramarSa ; Svitma viSranti) Rasa means the act of relishing
(Rasanam Rasah).

2. Although the basic mental state is predominantly
experienced at the first level, yet he holds that it is a mistake
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to say that it is experienced in isolation from situation,
mimetic changes and transient emotion. He, accordingly
maintains that Srisankuka was wrong! in saying that basic
mental state, inferred from situation etc., is Rasa, because
of its relishability. He definitely states that Rasa is
different from the Sthayin. (Sthayi vilaksano Rasah).
Its distinction from Sthayin is due to the fact that it is not
Sthayin as such, which is the object of experience, but
Sthayin harmonicusly mixed up with situation etc., in the
same manner, in which various ingredients of Panaka Rasa
mix with one another so as to give rise to a flavour, different
from that which each ingredient has in isolation.

In dealing with the philosophical back-ground of
Abhinavagupta’s theory of @sthetics, we have so far confined
ourselves to the discussion of such metaphysical doctrines
as explain the final phase of @sthetic experience. But, as
we have already stated, @sthetic experience, according to
him, begins at the sense-level and it is only through i ima-
gination, emot1on and Katharsis that it rises to the
transcendental level. To explain the entire process, that is
preaupposed in the realisation of the final phase, it is necessary
to deal with the epistemic technique of Abhasavada.

Epistemic approach of the Abhasavadin to the pheno-
menon of knowledge is concerned with its analysis into its
elements. This analysis reveals the following four :—

1. Means of knowledge (Pramana).
Subject of knowledge (Pramata).
Knowledge itself (Pramiti).

Object of knowledge (Prameya).

B D

bhasavadin’s conception of these elements is different
from those of other systcms. Let us, therefore, state

1. A. Bh. Vol. 1. 285,
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briefly what these terms signify and imply in the Saica
system.

EPISTEMIC TECHNIQUE OF ABHASAVADA.

Pramana :—Abhasavadin’s conception of Pramana, the
means of knowledge, is different from that of the Sankhya.
It is not, as maintained by the Sankhya, the Buddhi, which
is perfectly independent of and different from the sentient
principle (Cit or Purusa) and is simply the insentient meeting
ground of the light of Purusa, coming from within, and the
reflection of external object, coming from without. The
means of knowledge, admitied by the Abhasavadin, is not
devoid of self-luminosity. For, how can that, which in
itself lacks luminosity, illumine another, Ou the contrary, it
is sentient. It is the light of Cit itself, as a limited mani-
festation of the Universal conscionsness. It proceeds towards
the object and receives its reflection.

2. Pramatd:?—Cit has two aspects (i) It sends its
light towards the object and, as such, it is the means of
knowledge. (ii) But it is self-conscious also and as such
it is the subject of knowledge, the knower. It persists even
when there is no cognitive activity going on, when there is
no objective world to cast its reflections. As such it is
self-luminous. It is like a flame, which keeps burning
irrespective of the fact whether there is anything to illumine
or not. Kala, Niyati, Raga, Vidya and Kala are its limiting
conditions.

3. Pramiti:®—When this steady flame reacts on the
reflection of the object, when there arises the inner

1. LP. V., Vol Il 64
2. LP.V., VollIL 67.
3. LP. V., Vol ll 68.
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expression in it, it is called knowledge (Pramiti).

4. Prameya :—Metaphysical implication of the episte-
mic technique of Abhasavada is that everything, excepting the
Ultimate is Abhasa. All Abbasas are the manifestations of
the Ultimate. Thus, the sabject, the object, the means of
knowledge and knowledge itself is an Abhasa. Abhasa is
an isolated? muuifestation, for which, in practical life, a
single expression is used.

In the light of the above metaphysical implication, let
us see what is the object of the cognitive activity (Prameya),
The cognitive activity is of two kinds : (i) the primary and
(1) the secondary.

i.  The primary :—The primary activity begins with the
movenent of the light of the limited self towards an isolated
objective Abhasa. The light receives the reflection. The acti-
vity terminates with the mental reaction, which consi:t in the
rise of the inner expression.  (Pratyabhisam pramana-
vyaparah). Thus, the object of primary cognition is very
much like the universal, which the Vaiyakaranas hold to be
the mearing (Artha) of an expression. As such it is free
from hmitations of time and space. It is not primarily
given in objective time and space. The isolated Abhasa,
which is the object of ptimary cognitive activity, is real ;
(i) because it is the object of the primary cognitive
activity only (ii) because it alone is the object of mental
reaction, and (iii) because the causal efficiency of an object in
practical life depends entirely on it.

i, The Secondary :—The? secondary cognitive activity
consists in mere unification of the various Abhasas, separa-

1. 1.P.V. Vol I 70-1.
2. LP. V., Vol Il. 72-3.
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tely cognised by the primary activity. It is responsible for
bringing about a configuration of Abhasas, which is the
object of action, (as distinct from that of mere knowledge,)
inspircd by the purposive attitude of the cogniser. An
object of action is not an isolated Abhasa. It is a con-
figuration of innumerable Abhasas. It is made up of as
many Abhasas as may be the words, used by different
cognisers from different points of view.

The causal efficiency?, or the use of an object for
practical purposes, depends on the unification of some of
the constitucnt Abhasas of an object into a whole. This
whole is called by a word, standing for the most needed or
desired Abhasa.

T he? constituents of an object are not always the same
to eveiy person. They differ with the difference in indivi-
dual (i) predilection (Ruci) (i) purposive attitude (Arthitva)
and \iii) the capacity to know (Vyutpatti).

Time® and space are not always the necessary
constituents of an object of cognition. Everything is not
always necessarily cognised in temporal and spatial relations.
(i) Fire and smoke, for instance, at the time of the acquisi-
tion of the idea of their invariable concomitance, are not
associated with external time and space. (ii) Nor is the object
of apprehension so associated at the time of acquisition
of the conventional expression. The object, which is the
meaning of conventional expression, is a universal.

The* Abbasa, as an object of primary cognitive activity
is as good as a universal (Samanyayamane Pramana-Vya-
parah). But object, the configuration of. Abhasas, is related

1. LP.V.V., Vol L 130.
2. 1 P. V., Vol. II. 86-7.

3. B.V.23-7. (MSS). 713.
4. B.V.2-3-3. (MSS). 704.
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to time and space, when it is desired to be made an object
of practical utility. Hence, when there is no such desire,
it is free from the external time and space.

The Abhasavadin holds that, in ordinary life, an expres-
sion such as “jar’” is used for an external object, which is a
configuration of many abhasas looked upon as one. Itis
unity in multiplicity. Its apprehension as unity presupposes
perception of multiplicity and is due to appearance of all,
that is separately cognised, on a common basis. The
configuration is called after that particular constituent of it,
which, because of the attitude of the perceiver, figures as
the most important.

Thus, according to him, ordinary object of cognition
is a whole. But this whole admits of analysis. Analysis,
however, will reveal only a whele within a whole, Abhasa
within Abhasa. And the constituents so revealed differ,
according to the aunalysing individual’s inclination or ten-
dency, attitude and knowing capacity.

For instance, if we analysc our evperience of a jar, we
find that though ordinarily it s taken to be one Abhasa,
the object of knowledge, 1t embodies as many Abhasas
as there are words, which can bz used with referencz to it
by various analytical perceivers, looking at it from different
points of view. To an ordinary pcreeiver it is a combination
of Abhasas of roundness, materiality, esternality, blackness,
existence and so on. But if a scicntist were to do an
atomic or electronic analysis of the same, how many percep-
tual acts will he have to do and how many words will he
require to describe the results of his analysis 7 Can any
body say that the atoms or electrons are not the constituents
of what is ordinarily taken to be one thing ? The
Abhésavadin, therefore, holds that ordinary object of
cognition is a collocation or configuration of a certain



136 CHAPTER II

number of Abhasas, each of which requires a separate
mental process to cognise, and that its causal efficiency
(Artha-kriya-karitva) depends on its determinate cognition
and the latter also depends upon the inclination, immediate
need and coguitive capacity of the individual. Abhasavadin
holds that human mind is so coustituted that it begins its
cognitive ectivity with apprehension of and reaction to
isolated constituents of the presented. Each constituent,
as it is apprehended separately, is an Abhasa, a universal,
which marks the farthest limit of cognitive activity,

But practical? life 1s entirely dependent on the unitica-
tion of Abhasas. Ihe isolated Abhasa has no practical
utility. In order that it may be an object of action, as
distinct from that of mere primary cognition, it must
be united with some other Abhasas, at least the external
time and space.

UNCHANGING NATURE OF THE ABHAsA

The? Abhasa does not change even when it is united
with others. It is of generic form. TFor instance, the
Abhasa, for which tke word “Jar" is used, does not imply
any matter, such as clay or silver, of which it may be made.
Therefore, even when it is united with other Abhasas e. g.
red, earthen and high etc. and appears as distinct from the
generic form, because it 1s looked upon as the substantive
of the attributes ‘‘red” etc., it,does not change its essential
nature of generic form.

TIME AND SPACE AS THE BASIS OF PARTICULARITY.|
The common basis, on which the constituents of multi-
plicity unite when the object is purposively viewed, is
constituted by external time and space. They do not figure
1oL PV, Vel
2. B V.23-7.
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in free and conventiomal cognitions (Yatharuci, Yatha vyut-
patti). They figure only in the purposive cognition. They do
not figure when we are visualising the conventional meaning
of a linguistic expression, for, according to the philosophy
of grammar, the linguistic symbol stands for the universal
alone. Even the word ¢“this” (Ayam) stands for the
universal *This’ which is common to all that is objective
(Sarvabhavagatedanta samanya) and not for the particular.
And the free cognition would cease to be free if it be limited
by time and space.

THE IMPLICATION OF UNIVERSALISATION (SADHARANI-
KARANA), ACCORDING TO ABHASAVADA.

We have discussed above, the essential nature of the
universal and the particular. Particularity consists in the
temporal and spatial relations of the Abhasa. And the uni-
versal, the isolated Abhasa, is free from such relations. The
particlar is & configuration, a unity in multiplicity, (Ekaneka-
raporthah). And the Abhasa is the universal, not such as is
due to the generalisation, based on the perception of a persis-
tent element in a number of different objects, but such as,
united with others, constitutes the very being of a particulas
object,

But, we have shown above, that unification of an
Abhasa with temporal and spatial conditions, is due to the
purposive attitude of the cogniser. Therefore, if the cog-
niser is free from such an attitude, bis cogpitive activity
will terminate at its primary stage and will not proceed to
relate the apprehended to temporal and spatial conditions..
Thus, the zsthetic object, as it figures in the consciousness
of an esthete, is universal, because he approaches it disin-
terestedly, because his attitude is not practical but esthetic.

18
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KATHARTIC LEVEL IN THE LIGHT OF EPISTEMIC THEORY
OF ABHASAVADA.

Abhzsavadin rejects the two powers of language, which
were admitted by Bhatta Nayaka to explain the subjective
and the objective Katharsis (Universalisation) in asthetic ex-
perience. His epistemic technique is such as explains it with-
out recourse to such powers. He holds that subject and object
have no fixed constituents. Their constituents are different
in each separate type of experience. Thus, not only the
subject and the object are different in sthetic experience
from what they are in ordinary worldly experience, but
the reaction of the subject and consequent form of
experience also are different. We may summarily state the
difference as follows :—

1. Thesubject is free from practical attitude. His atti-
tude is not utilitarian, but asthetic. He is not interested
in those aspects of the presented, which make it useful for
practical purpose. He is, therefore, free from all those
aspects of individuality which come into play in practical
life. He is free from the limiting conditions of individuality.

2. The wsthetic object also has its own peculiarities.
It is free not only from temporal and spatial limitations but
also from all that gives particularity to the object.

3. The subjective reaction also to the presented is
different inasmuch as it is not determined by the subjective
categories, because the subject is free from all limitations.

4. Hence the resultant experience also is different
from what we have in ordinary life. We shall elaborate
these points in the next chapter.
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ABHINAVAGUPTA’S THEORY OF ASTHETICS.

We have dealt with the@ighest level of Aisthetic
experience, according to Abhinavagupta, in the preceding
chapter and have shown that 1tc'§ nothing but Ananda.
'Thxs conception of Rasa is in perfect harmony with the
asseruon made in the Taittiriya Upanisad (II, 7) “Raso vai
Sah”. At this level the Self shines in its aspect of Ananda,
Vimar$a, or Sphuratta. Here there is no affection of even
the basic mental state in its universality. Here even the
universalised asthetic object sinks back into the subcons-
cious. This level is recognised to be *“Rasa’, not because
@sthetic object figures as an affection of the self, but
because it emerges from the one where the self is so affected:]

KATHARTIC LEVEL

The level, at which the self is affected by sthayin, is
lower than that of Ananda. This is what we have called
“Kathartic level”. Because, though there is duality, though
the object shines as distinct from the subject, yet both are
free from all elements of individuality, both are universals.
Here universalise d}% penences universalised object.
Here the process niversalisation of subject and
object is complete. Here the object is apgr:eﬂeﬁ‘aed but
not determined! Here the cognising subject is not
conscious of “not this”. It is, therefore, the level of
indeterminacy so far as the objective aspect of ex-
perience is concerned ; because the object is not contra-
distinguished from anything else. But it is not the level
of complete indeterminacy or immediacy, because the
object, though completely universalised, yet stands against
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thing essentially different from it, something that the mind
constructs with the help of what is presented to optical
sense, something?, in the determinate apprehension of which,
the directly present image, statue or picture, is only a
medium. Similarly in the case of asthetic experience, the
@®sthetic object which is presented on the stage, does not
figure in the spectator’s consciousness in the form, in which
it is directly presented, but in one, which is essentially
different from it, which the imaginative mind of the spec-
tator, stimulated by artistic presentation, constructs.  The
&sthetic object is only a medium, which helps the imagi-
native mind to have free play in the world of imagination.

This is the view of the asthetic object, which Bharata
himself held, as we have already stated in the first chapter.
It is on the basis of recognition of the constituents of
eesthetic object as a medium to the rise of basic mental
state that they have been called Vibhava, Anubhava and
Vyabhiciaribhava,

We stated that, according to Abhinavagupta, universali-
sation of the asthetic object and subject is effected through
dramatic technique. Let us, therefore, find out what are
the constituents of the subject and the object in the zsthetic
field, and what is that particular method of presentation of
the object, which leads to the universalisation.

CONSTITUENTS OF THE ZESTHETIC OBJECT AS A

CONFIGURATION.

We have presented Bharata’s view ‘of the =sthetic
object. Abhinava simply polishes it. The constituents of
=sthetic object, as polished by Abhinava, may be
presented as follows :—

A.(1) The sthetic object is necessarily a situation, in
which one or more human beings are involved.

1. A. Bh, Vol. I. 288.
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(i) Though from the point of view of a disinterested
observer of the whole situation, there is a general stimulus
situation, yet to the human beings involved in the situation,
its power to affect is limited to the eyes and the ears by
the artist’s skill in the piesentation. For, the tactile and
other affections immediately precipitate the motor tenden-
cies and thus make the universalisation of the presented
(Sadbarapibhava), on which the wsthetic experience chiefly
rests, impossible.

(iii) The stimuli in most cases have a spiritual meaning
(Dhvani) in addition to the conventional or primary and
the secondary.

(iv) The situation has a focus, on and around which
every thing else revolves.

The entire situation, as emotively affecting the central
figure in it and arousing a basic mental state in him, is
technically called Vibhava.

B. (vy When more than one human being is involved
in an emotive situation, each human being is & stimulus
to others. The human personality, either as a whole or in
any of its aspects, gives rise to social consciousness,
which leads to the expression of the emotive effect of the
total situation by means of the mimetic changes These
serve to stimulate other beings and establish mental commu-
nication between individuals so that all become parts of one
situation. The mimetic changes are technically called
Anubhava.

C. (vi) As these changes take place and the situation
develops, transient emotions arise and find expressions in
characteristic deeds and apparent involuntary physical
changes. These transient emotions are technically called
Vyabhiearibhavas,
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D. (vii) In every situation there is a habitual set to
react. And because it is the determining factor of all the
varying psycho-physical responses to the subsequent changes
in the situation, 1t is called basac mental state, techmc_a.lly
Sthaytbhava T T

N~ o e T

Thus the zsthetic object as a configuration is made up
of four principal constituents, (i) the situation with a focus,
(ii) the mimetic changes, (iii) the transient emotions and
(iv) the basic mental sts:te. (Vibhava, Anubhava, Vyabhi-
caribhava, and Sthayibhava).

THE ESSENTIAL NATURE OF THE ZASTHETIC OBJECT AS
REVEALED BY PSYCHOLOGICAL ANALYSIS.

In order to ascertain the essential nature of the =sthe-
tic object through psychological analysis, one has to look
at it either from the point of view of the artist or from that
of the spectator, who possesses zsthetic susceptibility
(Sabrdayatva). Further, while judging the @sthetic object
from the former point of view, both the internal and the
external aspects of the presentation have to be taken
into account. For, the presentation consists, not only of
what appeals to the eyes and the ears, the emotive situation
and the mimetic changes, but also of the transient emotions,
which cause the latter, and the basic mental state, which
directs all psycho-physical reactions to the emotive situa-
tion. In fact the internal aspect, consisting of the
transient emotions and the basic mental state, is. more
important than the external, because the asthetic experience
depends more on the realisation of the former through em-
pathic reaction than on the perception of the latter.

The Indian writers on dramaturgy have acknowledged
that dramatic presentation to be the best which represents
a well known event. Let us, therefore, consider the. basis
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of the representation, that is, what the actor does when
he represents an historical character. Does he imitate ?
Is the dramatic presentation an imitation of the real?

To answer this question let us consider the nature and
the constituents of imitation.

(i) It presupposes a knowledge of the original.

(i) It is always a partial representation of the original
i.e. it lacks the essential or spiritual elements
of the imitated.

(i) The most successful imitation at its best is only an
illusion, so that the knowledge of it that we get at first sight
is contradicted by a subsequent one on closer observation.

(iv) When one human being imitates another, the
former is aware of the latter as totally distinct from himself.
Hence the imitator can never succeed in completely repro-
ducing in himself the mental states of the original.

If we accept this view of imitation as correct, we
cannot maintain the dramatic presentation to be an imita-
tion.? Firstly: the actor can never have the direct know-
ledge of the historic person that he represents, because of
his being too far removed from the latter in time. His
acting at best is based upon what in itself is a representation,
namely, the acting of the predecessors. Secondly: the
®sthetic object is _a configuration of all the essentials of
the emotive life, the emotive situation, the mimeti¢ changes,
the transient emotions and the basicmental state. Bu
the idea of imitation implies lack of inner essence. For,
one, who imitates, is an imitator only if he lacks thef
spirit of the character whose external look he assumes.|
Hence the actor cannot 'be said to be imitating an
historic person, because he does not lack the spiritual

1. A.Bh. Vol. 1. 3.
19




146 CHAPTER 11

elements of the latter. Thirdly: the consciousness, that
is aroused by it, is not contradicted by a subsequent one.
And fourthly and lastly : in the actor there is no conscious-
ness of the imitated as distinct from that of himself. For,
in that case the acquisition of the psychic state of the
historic person, which is the most essential constituent of
the asthetic configuration, would be impossible.

DRAMATIC PRESENTATION IS NOT AN ILLUSORY OBJECT.

That object is illusory which, because of the possession
of some quality, which is common to another object of
greater value, gives rise to the consciousness of the latter,
because of the needy attitude of the observer. Every
determinate consciousness is made up of the objective and
the subjective elements, i. e. partly of the stimulus received
from outside and partly of the material from the stock
of memory. Hence the difference between the right
knowledge and illusion lies in this that, while in the fermer

the objective elements predominate, in the latter, the
subjective elements preponderate.  Hence the latter
is negatived by a subsequent closer observation, as
in the case of consciousness of silver at the sight af brilli-
ance of mother-of-pearl. Therefore, when the question,
whether the dramatic presentation is illusory, is raised,
the point of inquiry is, whether the dramatic presentation
as an esthetic object 1s an object, which, because of the
possession of some external quality, the look, for instance,
of the represented historic person or scene, gives rise to
the consciousness of the latter, exactly as mother-of-pearl
does that of silver. The spectator with sesthetic suscepti-
bility will at once say ‘no’ to it. For, he does not
supply & greater portion of what forms ssthetic conscious-
ness from the stock of memory. He is simply 8 passive
recipient of all that enters into conscigusness. Further,




ABHINAVAGUPTA'S THEORY OF ESTHETICS 147

the consciousness, aroused by the ssthetic object, is not
negatived by any subsequent observation or reflection.

Is ZASTHETIC OBJECT A "“REFLECTION" (PRATIBIMBA)?

Here we are using the word ‘reflection’ in a special
sense. Ordinarily it means an image that is cast by
a certain object in a mirror or any other smooth surface,
Here, however, we are using this expression in the sense of
total reproduction of an historical character in respect of
paraphernalia, speech, situation, mimetic changes, transient
emotions and the basic mental state. The question,
therefore, is whether the dramatic presentation is a correct
representation of historical event in all its aspects. Ta
this question also reply would be in the negative, whether
we look at it from the point of view of the actor or that of
the spectator.  The reason is obvious : neither the actor,
impersonating the hero of the piece, Rama for instance,
looks upon the person representing the heroine, Sita, as the
historic Sita : nor does the spectator look upon the presenta-
tion as reflection; because in that case consciousness
of the reflected as distinct from the reflecting being
necessarily there, the presented would look unreal, and,
therefore, the identification with the presented and
consequent empathic reaction would be impossible.

IT Is NoT A PARTIAL REPRESENTATION.

That the dramatic esthetic object is not a partial
representation of the historic goes without saying. It
is not, for instance, a representation of the external
appearance only, like the pictorial or plastic representation :
nor is it a reproduction of the set words only, like recita-
tion. We can neither class it with the production of magic
nor with the feat of jugglery.
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ESTHETIC OBJECT FROM SPECTATOR'S POINT OF VIEW.

Looking at the sthetic object from the point of view
of the spectator, we find it difficult to class it with any
object of the ordinary world. We can get an idea of the
essential nature of the object from this standpoint, only if
we analyse the true nature of his experience. Let us,
therefore, suppose that the spectator is seeing a drama,
the hero of which is Rama and try to find out what his
experience of the presentation of Rama is.

1. The figure that appears in his consciousncss is
neither exclusively of the historic Rama nor that of the
actor as ‘X’, or Devadatta; for, the former is inhibited
by the time factor and the latter by the external look
and paraphernalia. It is, therefore, a ig@ of
some elements of the one and some of the other.

2. The content of spectator’s experience is not ‘“‘the
actor in the guise of Rama,” because such a consciousness
would make the identification with the focus and so the
empathic reaction and zsthetic experience impossible. For,
this consciousness depends upon an objective perception of
the presented.

3. The object dces not figure in the spectator’s
consciousness as an error, because of the exact external
similarity between the presented and the historical, asin the
case of the twins in the Twelfth Night. For, the
presence of a subconscious idea, that there is an_actor
acting a part, cannot be denied.

4. Nor does the figure, appearing in the spectator’s
consciousness, involve any kind of superimposition of the
historic on the actor, because of the qualitative similarity,
as .at the time when a person is addressed as “*Ass” on
account of his stupidity. '



ABHINAVAGUPTA'S THEORY OF ABSTHETICS 149

5. Nor is the actor imagined to be the historic person
because of the causal attributes, just as a poet imagines a
lovely face as the “moon” because it gives the same
delight to the percipient as does the moon. The reason
for not classifying the spectator’s consciousness of the
object with the last two is again the same, namely, that
they involve an oww _presented.

UNWORLDLY NATURE OF THE ESTHETIC OBJECT.

L

The question that arises now is, if the asthetic object
cannot be classed with any real or illusory object of
ordinary experience, what is it ? The answer that the
majority of wstheticians have glven is that it is unworldly,
(Alaukika). It does not mean that it is transcendental
supernatural or shadowy nothmg What is meant by this,
is that the essential nature ‘of the sthetic object is such
as does not allow it to be classed with any one of the
accepted types of the objects of the world of daily life.
It is an object/of the zsthetic world. apd as such_has only
msthetic_reality( and that too for those only who breathe
and have their being in that world. It is a world, which
is a creation of poetic genius. Its subject and object
both, as configurations, are very different from those
of the common world. The objects are neither pure
creations of mind nor reproductions of the historic facts;
but a harmonious mixture of both. Similarly its subjects
are those to whom such objects appeal, when presented, as
having a peculiar reality of their own ; & reality which is no
less a reality than the common world reality, simply because
it is esthetic reality.

THE CONSTITUENTS OF ZASTHETIC PERSONALITY.
1. Taste or Rasikatva.
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Taste is the inborn faculty of discerning the asthetic
elements in a presentation and of finding great satisfaction
in aesthetic contemplation.

II. Sahrdayatva or @sthetic susceptibility.

The asthetic experience at the second level is the
realisation of a basic mental state at a high pitch due
to the identification with the focus of the presented. It
presupposes, therefore, an experience of the emotive situations,
similar to those presented on the stage, in ordinary life,
on the part of the spectator. In the absence of similar
emotive experiences in ordinary life, the &sthetic presenta.
tion will have as little meaning as the sight of a very
delicious fruit has to one who sees it for the first time and
is perfectly ignorant of its taste. A love scene, for
instance, will have no meaning to a life-long celibate. The
following few lines will make it clear how practical experi-
ences, similar to those sthetically presented, help in
sesthetic experience :(—

Every! group of sensations, apart from the transient
immediate effect in leading to a certain experience, has
more lasting effect on the percipient inasmuch as it affects
his vitality, the power to react, so as to make it better
fitted for reaction to a similar stimulation in future. Thus,
after a few experiences of the same kind, the nervous
system, like a trained body of soldiers, gets ready for all
the appropriate responses at the stimulation by any part of
the total situation. Let it be clearly understood that this
response is involuntary and more or less mechanical, because
it does not presuppose any psychic function. When the
vital forces are so affected by a series of practical
experiences, the response to the stimulation by any part
of an emotive situation is such as if the whole situation

1. P.V, 479,
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had stimulated it. The constituent of personality, which
is responsible for this type of reaction is technically called
Sahrdayatva. It brings about identification? with the focus
of the situation. It presupposes close and frequent appli-
cation to the study of drama and poetry and occasional
visits to the theatre.

111. POWER OF VISUALISATION.

But the @sthetic susceptibility can supply only one
side of the total emotive state, namely, the physical,
which is responsible for the physical reaction to the
stimulating situation. But the experience is essentially
psycho-physical. Auother subjective pre-requisite of the
@sthetic experience is, therefore, the power of visualisation.
The real esthetic image 1s not what is given, The given
is only one third of the total. The suggested elements:
and the spiritual meaning, which are nat given, are supplied
by this power of visualisation which partly removes the
shifting opaque barrier which divides the unconscious from
the conscious and brings about the union of the suggested
elements and the spiritual meaning, which come from the
unconscious, with the given and thus completes the image.
This image is different from that which arises in a determi-
nate cognition, inasmuch as the latter is determined by
the purposive attitude of the percipient. But in the former
case, the asthetic attitude, which is characterised by free-
dom from all individual purposiveness, is the determining
factor. Hence the zsthetic image has life, which a mere
cognitive image totally lacks. This power of clear visuali-
sation of the asthetic image in all its fullness and life is
technically called ‘Pratibha®’.

1. Dh L., 11.
2. Dh. L., 29 and B. V. (MSS. 785) 2-4-11.
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IV. INTELLECTUAL BACKGROUND.

But the power of visualisation, in order that it may
function and complete the asthelic image, presupposes the
unconscious. Aand the unconscious is only what was once
experienced. Therefore, asthetic experience is not possible
unless the spectator has had the consciousness of all those
elements, which are necessary to complet: the image, in
some form.

V. CONTEMPLATIVE HABIT. (BHAVANA OR CARVANA)

Asthetic experience, in respect of the process involved
in its acquisition, is very much like the religious
mystic  experience, got through contemplation. The
elements of the mystic experience, resulting from con-
templation, are not exclusively or entirely those which
constitute the object of contemplation, but are rather thoss
which ‘are mostly subjective, but appear objectively because
of the force of contemplation. The contents of the asthetic
experience also are similar and similarly they become
objectified. Further, one or two days’ religious contempla-
tion does not result in mystic experience : nor does the very
first aesthetic contemplation lead to @sthetic experieace.

The contemplative process, involved in the rise of
®sthetic experience, is conceived on the analogy of chewing
the cud by an animal, a cow for instance, (Romantha).
It consists in calling back the experiences, which an ®sthete
has from an @sthetic object, but which, as they come in
succession, sink into the sub-conscious. It consists in reflec-
ting over what has been so called back to conscious level;
in holding up before the mind’s eye these experiences
separately; in realising their true nature as such and in
grasping the whole, which because of mutual affection of

1. Dh. L., 30.
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experiences by one another, appears as something different
from what each isolated experience is separately.

VI. PsyCHO-PHYSICAL CONDITION.

Every experience presupposes a certain psycho-physical
state. The charming music, which is ordinarily pleasant, is
positively unpleasant when gloom sits on the heart. The
sportive movements of a beautiful lady similarly do not
give rise to that experience in an old man which they
naturally arouse in a young man. ZBsthetic experience,
therefore, because it is a result of contemplation and is
consequent on identification with the focus of the presented
Gituation, requires the absence of all deep rooted ideas
which the music may not be able to drive away, whether
they be pleasant or unpleasant. A man, for instance,
who has just lost a relative or is arm in arm with his
beloved, cannot have @sthetic experience.  Further,
sthetic experience of all types cannot be got at all times
of life. Experience of perfect tranquillity (Santa) is not
ordinarily possible in youth, nor that of the erotic (Srugira)
in old age. Hence suitable psycho-physical conditions
are also necessary for aesthetic experience.

VII. CAPACITY TO IDENTIFY.

Identification consists in the unification of the self-
forgetful self of the percipient with the human focus of
the situation, which, being freed from the elements of time,
place and all that constitutes individuality, is a mere set
of certain psycho-physical conditions. We shall discuss
this topic in detail in a subsequent section.

We have presented above the two aspects, the objec-
tive and the subjective, of aesthetic experience. We have
now to show how these two aspects play their part in giving
rise to sthetic experience at the second level, which

20
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Abhinavagupta recognises to be similar to the level of “I$vara”
which is characterised by the experience of universal “This”
by universal “I"” and which is presented in Sanskrit as “*Aham
Idam.” At this level the “This” is the predominant
element in the experience as a whole. Att he empirical
level this type of subject—object telation is found in
identification, in which the subject merges in the object,
loses itself in the object, and becomes the object. This
appearance of the universalised subject so related to the
universalised object as to shine as the latter is the charac-
teristic of aesthetic experience at the second level. Let us,
therefore, find out how we ascend from the sense-level
to this: what are the other levels through which we
pass to this ?

We have stated that Abhinavagupta recognises five
levels :—
1. Sense,
2. Imagination,
3. Emotion,
4. Katharsis,
5. Transcendency.

He psychologically explains how we rise from the
empirical level to the @sthetic level as follows :—

I. ZASTHETIC ATTITUDE.

v The mental process, involved in the rise of sesthetic
experience from a dramatic presentation, begins with the rise
of the attitude of play at the time of determination to go to
the theatre. This attitude differs from the practical attitude
in ordinary life inasmuch as it is marked by total absence of
expectation of being called upon to act in reality. It
consists in the expectancy of a short life in the ideal world
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of beautiful sights and sounds. This attitude is respon
sible for the percipient’'s self-forgetfulness as soon as the
music starts. All ideas, therefore, connected with worldly
life are inhibited. The introductory scene further deter-
mines his attitude. The determination consists in (I)
the supervention of the basic mental attitude, with which
he is to face the entire preseatation (II) tendency to
identify with the focus of the situation and to perceive
the presented through the eyes and ears of the latter.
Thus, when the presentation of the plot begins, the elements
of time and place, the idea of reality or unreality of the
presented, and all those meatal processes, which are in-
volved in the rise of consciousness of right, wrong, dubious
and possible, are inhibited from the intellectual apprehension
of the presented.?

II. FROM SENSE—LEVEL TO SELF-FORGETFULNESS.

With an attitude of play the @sthete reaches the
theatre. But still the ideas, connected with the world,
haunt him to some extent. As he sits down, looking on the
outer side of the stage or something else and expecting the
commencement of the drama, music starts. His attention is
fixed and other ideas automatically tend to disappear.
Soon after the music the stage-manager comes with his
wife and attendants and announces the play that is going
to be staged, introduces song, dance and music so as to
bring about a state of self-forgetfulness in the audience
and retires announcing the arrival of the hero or some
other character. That the music in the introductory scene
in a drama, transports the audience from the ordinary
world to that of the art, is the opinion of no less an
authority than Kalidasa, who puts the following statement

1. A.Bh. Vol. I, pp. 36-37.
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in the mouth of the stage-manager in the introductory
scene of his Abhijiana Sikuntala.

~ %My mind has been forcibly “carried away' by your
beautiful song, like king Dusyanta by a swift-running deer.”

The psychic effect of such an introductory precedure
1s obvious. The music at the beginning draws the oscilla-
ting attention of the audience to the stage and fixes it
there. The appearance of the stage-manager prepares
the audience to receive what is coming, as a work of art
() by giving rise to the nccessary attitude; (i) by
making a habitual set ready to react to the situation
that is arising; (iii) by telling the essential nature of
what is before, namely, that the presented is not a fact
of the ordinary world but that it is an artistic fact, and
(iv) finally by removing all possible affections of conscious-
ness by an interesting musical performance.

III. FrRoM SELF-FORGETFULNESS TO IDENTIFICATION.

ZBsthetic experience at the second level is essentially
an experience of a basic mental state which, being affected
by situation etc., is different from what it is in its purity.
It is due to empathic reaction through identification. But
idantification consists in the merging of one's individuality
into that of another and so in having another's emotive
experience. Let us, therefore, analyse the process of
identification.

PROCESS OF IDENTIFICATION.

The presentation of the plot begins, when the asthete
is at the level of self-forgetfulness, which has been brought
about through an appeal to asthetic senses. The asthete
sits charmed by what has been presented to his eyes
and ears. Thus, when the hero appears in the midst of
an extremely interesting situation, with his artistic external
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look, paraphernalia and the psychic state, as indicated by
the gestures and grimaces, no element of the actor’s
personality is distinctly perceptible. Therefore, we cannot
recognise the actor in the presented figure. The figure to
all intents and purposes is an historical figure. But the
time and some other factors do not permit the recogni-
tion of the historic person in him. The presentation is
thus made up of the conflicting elements.

What happens then is this. The mind by its nature is
so constituted that once it is drawn to a situation and
feels pleasure in it, it ignores all that is dull and conflicting
in it. ‘There is the famous saying ¢there isno rose with-
out its thorn.” Does it, therefore, follow that there is no
beauty in nature ? No, the mind that loves natural beauty,
while appreciating the rose, ignores the thorn, though both
are presented simultaneously. Hence at the presentation
of an asthetic situation, the mind, because of the msthetic
attitude of the audience, rejects all that is conflicting in
the presentation and retains the rest.

Thus the three conflicting elements in the presented, the
time, the place and the person, as has already been stated,
are inhibited aund the rest affects the consciousness of the
audience. In short, the wsthete is affected by the presented
psycho-physical condition of the hero, free from all elements of
individuality, time and place. This freedom of the presented
from the above three elements is what is technically called
universalisation or Sadbaranibhava of the objective aspect.

But identification is the union of the self-forgetful
self of the percipient with the psycho-physical conditions
of the hero.\ How this happens in the case of an
xsthetic observer is not difficult to explain. We have
already stated that the state of self-forgetfulness is brought
about in the spectator, possessed of asthetic suscepti-
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bility, by the charming music of the introductory scene,
In other words, the consciousness is freed from the elements
of individuality. We have also explained the reasons of
the inhibition of the individual, time and place elements of
the presented from coming into the spectator’s consciousness.
Thus the self-forgetful self on the subjective side and the
psycho-physical conditions of the hero on the objective side
united together bring about a state which is known as the
state of identification, tcchnically called “Tadatmya’.

But identification is a slow process- It does not take
place all at once. The process of identification begins at
the moment of freedom of the self of the spectator from
everything that constitutes individuality. At this moment he
has no purpose, no bodily or mental attitude, no disposition
and consequently he is not making psycho-physical
responses. When at this stage the hero appears in certain
psycho-physical conditions in the midst of a befitting situa-
tion, the first thing that he does is to draw the entire
attention of the audience to himself. He then inspires
the spectator with his purpose. This leads to the forma-
tion, on the part of audience, of mental and bodily
attitudes and so of disposition towards the rest of the
presented exactly like those of the hero. Then, the zsthete
sees and hears all that is going on, on the stags, as if
it were through the eyes and the ears of the hero. Thus
the level of identification is reached when the asthete
evaluates the entire situation in which the hero is placed,
exactly as does the hero himself. The following two points
have to be remembered in this connection :—

(1) Identification is a state of oneness in duslity. It is
a state of oneness inasmuch as the constituents of both
the experiencing entities, the asthete and the hero, are the

same. But duality still persists. For, otherwise the
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association of the experience, consequent upon identification,
with the individual self and subsequent remembrance of
the aesthetic experience, will not be possible,

(2) We are talking of the identity of the actor and the
spectator only in reference to @sthetic experiencs, but the
actor is not simply an asthete like the spectator. Hence,
while they are identical as experiencers, the former differs
from the latter inasmuch as one is what the other is not.
This difference is constituted by the consciousness of a
task and the consequent aetion attitude in the actor. Hence
all the above processes are involved in the experience
in the actor; but they are only incipiently aroused in the
spectator. Firstly, because they come upon the mind of
the latter without preparation ; and secondly, because while
the former identifies himself with the historical character
primarily through organic feelings, action attitudes etc., the
lattcr does so primarily through visual and auditory
experiences, which give rise to the organic attitudes.

PHILOSOPHICAL EXPLANATION OF ELIMINATION OF
TiMe ETcC.

We have said that, according to Abhasavadin, every
object is wunity in multiplicity. It is made up of a
number of Abhasas, “the universals”. Every Abhasa,
that figures in the consciousness of a particular cognising
subject, need not necessarily appear in every other percipient.
The constituents of the objective aspect of experience
differ with the difference in the attitude, that the subject
takes towards the object. The attitude is the main factor
in apprehending the contents of the objective aspect of
experience. The objective time, the time, the consciousness
of which depends upon viewing the given in relation to a
standard of measure, such as the sun, is not necessarily &
content of every objective experience.
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The elimination of the given objective time relation is
recognised by the Mimarhsakas also. Abhinavagupta himself
refers to this view in the course of explanation of the
process of universalisation. The Mimaisaka! admits that
from such statements as ¢ Tam agnau pradat” and ‘“Ritrim
asata’, the hearer, with a certain attitude and inclination,
has finally an experience, from which the time, given in
the statements, is eliminated. The final form of hearer's
consciousness, has no reference to the past time indicated
by the words “Asata” or “Pradat”. On the contrary, it
is the present timc that figures in his consciousness, as is
indicated by the cxpression “Pradadami”, in which the
final form of consciousness, aroused by the said statement,
is expressed. It is not only the elimination of the given
time element, which the Mimarhsaka admits: he admits
the elimination of p:rson also that may be given in a
statement. For iustance, in the above statements it is the
third person that is given. Butin the final experience of
the hearer, with requisite attitude and inclination, it is elimi-
nated, it is substituted by the first person as indicated by the
words “ase”” and “Pradadami”.

Abhinavagupta, therefore, holds that the elimination
and substitution of the given objective elements is not a
peculiar doctrine of the Abhasavada. It is admitted by other
systems also. Therefore, just as, according to the Mimarh-
saka, the experience of the hearer is differeat in form from
that which is presented in a statement, which stimulates it,
as in the case of “Tam agnau pradat”, so from a poetic
statement also there arises in the hearer, with @sthetic
attitude, an expeiience, which is characterised by climina-
tion of temporal and other elements and substitution of
some and addition of others.

1. A, Bh, Vol L, 280.
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IV. FROM IDENTIFICATION TO IMAGINATION.

In the preceding pages we have dealt with the process,
which is involved in the wsthetic experience, up ta the point
of identification with the human focus of the presented
situation. Identification, as has already been stated,
consists in the unification of the self-forgetful self of the
percipient with the human focus of the situation, which,
being freed from the elements of time, place and all that
constitutes individuality, is a mere set of certain psycho-
physical factors. Let wus, therefore, now analyse the
coustitucnts of this set and find out how they are respon-
sible for the peculiar nature of the wsthetic experience,

As a rule, the appearance of the hero on the stage ig
never without a well defined purpose. As every purpase
has an objective reference, it naturally involves a certain
psycho-physical attitude. When, therefore, the spectator,
identified with hevo, faces a situation, the disposition comes
to the forcfront and the following constituents of the
@sthetic personality are evoked ,—

1. Taste not only keeps the attention fixed on the
presented, but also does not allow any idea, that might
arouse the consciousness of individuality in the spectator,
to come to the foreground.

II. THE PowgER OF VISUALISATION (1) partly
removes the shifting opaque barrier that divides ¢the
unconsetous from the conscious: (2) unites the given
with what is exposed from behind the barrier: and
(3) puts the image so formed against the intelleotyql
background and so constructs the world of imagination,
THE DEVELOPMENT OF ASTHETIC IMAGE.

It may be pointed out here that the dramatic presen-
tation is but an idealised representation of historical or

21
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some other events. Therefore, as in the case of history
50 in that of drama, the sitnation, which leads to the chief
or central event, develops but slowly. The completion
of the msthetic image is accordingly reached by a slow
process. It develops as the dramatic presentation proceeds.

A state of self-forgetfulness having been brought about
by the extremely interesting dramatic preliminaries and
identification with hero having taken place at his appearance
in the aforesaid manner, the situation affects the audience
exactly as it does the hero. This kind of affection of the
audience with the presented is what may figuratively be
spoken of as the first strokes in the making of an asthetic
image:! This, with additional strokes in the form of
empathic reaction and emotive responses, reaches the state
of fully developed asthetic image when the dramatic
climax is reached. Asthetic experience, therefore, does not
persist throughout the presentation because the aesthetic
image, on which it depends, slowly develops. Hence
it is a climactic_experience. It arises when the image
r‘e:cmﬁdeswzompletion, when the basic emotion rises to the
highest relishable pitch.

L]

V. FROM IMAGINATION TG EMOTION.

All the three, the poet, the a;gt;j and the spectator
have, according to [ndian wstheticians, almost the same
experience (Samanonubhavah). The process involved in the
rise of the experience and its subjective and objective consti-
tuents also, therefore, must be almost the same. We have
already stated that zesthetic experience is due to identification
with the focus of the presented situation. The psycho-
physical condition of the asthete in wsthetic experience is
similar to that of the actor himself. Purpose, mental and

" 1. Dh L. 57
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bodily attitudes and dispositions are inspired directly by the
actor, and the given also is received through him.

L. 2,
Thus when the asthete, assisted by taste, intellectual

background and power of visualisition arranges and moulds
the sensations, unites with the given the necessary elements
from the unconscious and so builds up a world of imagina-
tion in which he lives and has his being, another subjective
power, the esthetic susceptibility, is evoked and requisi-
tioned. Its harmonious working and arrangement with
other subjective constituents leads to the formation of
complete zsthetic image. Appropriate responses follow.
And emotive state is the result.

VI. From EmoTioN TO COMPLETE KATHARSIS.

While the experience of the spectator on the physical
plane is identical with that of the focus of the situation,
because his heart is beating and so nerves are responding
to the situation exactly like those of the focus, for the
reason that he is possessed of @sthetic susceptibility ;
and the same is the case with the experience on the
intellectual plane, because the ‘pratibha’, assisted by
intellectual background, has populated the field of imagina-
tion with more or less the same figures; another and the
most important aspect of the esthetic experience also
develops along the same line to the same pitch, on a higher,
the spiritual, plane.

How the presented situation with a focus together
with automatic physical changes is responsible for the
development of the spiritual suggested meaning on a higher
plane, is explaiced by Abhinavagupta in his Abhinava
Bhiarati. He takes the illustration from Kilidds<a’s fimous
drama, Abhijiana Sakuntalam.
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The process may be explained as follows {—

The asthetic personality has been ptepared by the
introductory scene to receive the presented in the asthetic
manner. It has been freed from the elements of indivi-
duality by the preliminary music. A state of self-forgetful-
ness exists. At this stage presentation begins.

The scene is a part of the holy fores! in the vicinity
of Kanva's hermitage. A hermitage-deer appears, pursued
by King Dusyanta in his chariot. It is ruuning for life
from the arrow of the king. Itisin very great fear. As
such, it is represented to be responsible for the develop-
ment of the suggested spiritual meaning “Terror”’, Bhaya-
naka, in the king and through him in the spectator, who
has identified himself with the former.

The process begins with the intellectual apprehension
of the presented.) The contents of consciousness are
beautifully put in the following verse :—
Grivabhangabhiramam muhuranupatati syandane

baddhadrstih,
Pascardhena pravistah Sarapatanabhayad bhayasa
parvakayam.
Darbhairardhavalighaih §ramavitatamukha-bhrarhs§ibhih
kirnavartma.
Pasyodagraplutatvadviyati bahutaram stokamurvyam
- prayati.

[The spectator hears it. The consciousness of the mean-
ing of the verse as a whole arises in him through conven-
tional and intentional powers of language (Abhidha and
Tatparya). The inner visualisation of the whole takes
place. The elements of time, place and so forth are inhibited.
The time is the chief factor in the causal efficiency of the
individual.? That having been inhibited, the inhibition of the

Wt

1. A. Bh., Vol I, p. 36
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individual naturally follows. The consciousness at this
stage may be spoken of as “Terrified’”’ (Bhitah). The
“Terrified"’ presupposes the cause of the terror. That in
the present case being without any objective reality
and, therefore, the ““Terrified” being free trom the objective
relation, is reduced to “terror’” (Bhayam). This terror,
appearing in the consciousness of the spectator, who is free
from all elements of individuality, affecting his heart so
as to seem penetrating it, and being visualised so as to
seem to be dancing as it were before the eyes, is the
spiritual suggested meaning, technically called Bhayanaka
Rasa which develops on the spiritual plane.? ’

THE SOURCE OF TERROR.

Here it may naturally be asked, where does this terror
come from? In reply to this, Abhinava says that it does
not come from outside. It springs from within the self.
The soul is beginningless and the tendencies of love and
fear etc. (Vasanas) are innate in it. These tendencies
manifest themselves in such a way as to get clearly
visualized within, when a man, possessed of zsthetic
susceptibility finds bimself in a situation which pleases the
eye and the ear. When this happens in un =sthetic
situation, it constitutes the suggested spiritual aspect
of the meaning of @sthetic situation. In support of
this view he cites the authority of no less a person than
Kalidasa.®

Thus we find that at the Kathartic level the process
of universalisation is completed and that asthetic experi-
ence at this level is nothing more than the experience
of the universalised object by the universalised subject.
The objective aspect, however, predominates, just asin

1. A. Bh, Vol L. p. 280. 2. A.Bh, Vol. L, p. 281.
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the case of the fourth spiritual category of the Abhasavada,
“I$avara”. The experience at this level is “I am this”
(Aham idam).

IMPEDIMENTS TO ASTHETIC EXPERIENCE.

There are seven impediments! to the asthetic
experience. The co-operation between the subjective
conditions of the spectator with the peculiar nature
of the @sthetic presentation, removes them all. They
may be stated as follows : —

1. [Inabiliity to get at the meaning (Pratlipattavayo-
gyata Sambhavana virahah).

It arises from the idea of impossibility of the presented
To get over this two things are necessary :
(a) Sahrdayatva on the subjective side and

(b) on the objective side, the presentation of a well-
known event in the case of the social drama and in
that of the transcendental (lokottara) the name of a person,
the idea of the historic reality of whom has taken deep
root in the hearts of those who are secing the presentation,
because of the persistence of the tradition. Such a name
has the capacity to arouse a flood of associated ideas,
which prevent the rise of the idea of impossibility
of the presented.

(2, 3) Subjective and objective limitations of time and
space.

(Svagata-paragatatva-niyamena desakalaviSesive$ah).

The means of eliminating the objective and the
subjective limitations :—

(i The dramatic technique, (followed in the presenta-
tion of the introductory scene, which introduces the actor

1. A. Bh. Vol. I. 281-85. T
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as such and then concealing his identity with suitable
dress, paints and speech with peculiar intonation, such as
fits in with the historic associations of the name, that
is given to the hero,) is the means of universalising the
presentation. (ii) Similarly music etc., which are well
known to bring about the self-forgetfulness in the hearer,
are the means of subjective universalisation.

4, THE INFLUENCE OF PERSONAL JOYS AND SORROWS.
(Nija-sukha-duhkhadi-vivasibhavah.)

Self-forgetfulness, brought about by music etc., is the means

to get over it.

5. LaAck OF CLARITY DUE TO INSUFFICIENT STIMULUS.

(Pratityupdya-vaikalya-sphutatvabhavah).

The mind does not get restful satisfaction if the
knowledge is due to the inferential signs or linguistic symbols.
To bring about the sufficicncy in the stimulative capacity
of the dramatic presentation, acting is introduced which

has the stimulating effect almost as good as that of the
really directly present.

6. SUBORDINATION OF THE PRINCIPAL.
(Apradhanata)

The mind does not get the restful satislaction in what
occupies a subordinate position. Its natural tendency at
the presentation of the subordinate is to seek for or run
to the principal,

In order, therefore, to give the restful satisfaction,
the Sthayi is given the predominant position in the midst
of the situation etc.

7. DUBIOUSNESS OF PRESENTATION,
(SathSaya-yogah.)



168 CHAPTER III

The situation etc. have no fixed definite meaning in
isolation from other constituents of the dramatic presenta-
tion. In order to obviate this dubiousness, the situation,
mimetic changes and transient emotions are presented
together.

THE CONCLUSION,

The asthetic experience at the Kathartic level in the
light of Abhasavada, is not the objective cognition of a
basic mental state in the hero, but the self-experience of
the self, free from all limitations, as identified with the
basic mental state b:coming patent through the rise of
Vasana due to identification with the focus of the situation.

THE AiM OF THE DRAMATIC PRESENTATION.

The Indian dramatist aims at presenting an emotive
experience and not action, as do the European dramatists.
This experience is not an ordinary daily experience of the
common run of men, but that of an ideal man in an
ideal situation. And because experience is an inner state
of the self and as such does not admit of being directly
presented, the physical situation, mimetic changes and in-
voluntary physical states are introduced as the only means
of presentation of the inner state. Further, the experience
that the dramatist attempts to present, being essentially
emotive, presupposes a situation, without which the presen:
tation would be but partial. Hence the situation 1s
introduced not as an independent centre of attention but
only as a means of realisation of the emotive exnerience.

Full appreciation of an Indian drama is, therefore,
not possible through objective perception of the external
situation and physical states, because they are only means
to an end, So far as the experience itself is concerned,
its objective perception is a psychological impossibility ;
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because experience is never objective; it is esseutially
subjective. And how can this be known but through 1denti-
fication, as stated before? Hence there is fundam-ntal
difference between the point of view of the school of Indian
dramaturgy, that we arc p esenting here, and that of some of
the European dramatic theories. We can bring out the
difference by stressing the sp:clator’s point of view
according to each of these.

To the LFuropean spectator the whole of the presented,
including the hero, is an object of perception from the point
of view of an unprejudiced and impartial spactator ; and so
there arise feeclings of pity and sympathy for the hero in
his trials and sufferings. The Indian spectator identifies
himself with the focus of the situation, on and around
which everything else revolves, and sces the rest of the
presented as does the hero and has the smrzenco
as the latter. The feelings, therefore, which characlerise
the Ituropean dramatic experience, are different from

those aroused by an Indian drama.

JISTHETIC EXPERIENCE NOT TRULY EMOTIVE “

It is a little misleading to call aesthetic experience
at the Kathartic level, with which we are dealing here, an
emotive exp:rienc:. For, in what 1is understood as
s“emotion” the physical aspect is very much emphasised ;
in any case, much more than the psychological. The
organic changes are more intense in it.  But in the @sthetic
experience at the Kathartic level, it is the mental aspecct
which is more emphasiscd, Further, in the emotive experi-
ence it is the directly perceived, which serves as the
stimalus ; but in the asthetic, the directly perceived is
simply a medium, through which the real object of
experience is conveyed, much in the sam: manner as that
in which the object of mystic expesrience of a devotee is

22
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brought before his mind’s eye through the medium of a
statue or something similar to it.

It is different not only from the ordinary emotive
experience in ordinary life but also from the experience of
another’s emotion by a yogin at a lower level. (yogi-
pratyaksaja-tatastha-parasamvittijiana).! R

According to Patafijali, there is a spiritaal discipline,
which brings to a yogin the power to know the states of
mind of another person.? This power is got through
coucentration and contemplation on and merging in the
state of mind, which is known through external expressions
of it Aund we kaow that asthetic expsrience at the
Kathartic level is experience of a state of mind of the
hero of the piece. Oue may, thercfore, ask “Is it of the
type of experience of anothcr’s mintal state by a Yogin ?"
That it is not so will become clear, if we remembar
that =sthetic experience at Kathaitic level is the experience
of the universaliscd mental -tate by universalised subject.
It is, therefore, distinct from the knowlelge of another’s
mental state by a yogin. For, in the latter case both the
subject and the object are individual. In the former
both are universal. In one case the mental state is
definitely associated with another individual, In the
other case it is free from such relations.

In one case the mental state is known as such, free from
all associations with its cause.® In the other case the
mental state is not experienced as such, but as something
different from itself, because of its transformation into
something else by relation with Vibhava etc. In a@sthetic
experience we do not experience Sthayin but Rasa.

1. A. Bh, Vol L, 286.

2. Y.S, 319.

3. Y.S, 3-20.
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ABHINAVA’S APPROACH TO THE PROBLEM OFf
NUMBER OF RASAS.

1. Bhanudatta in his Rasa Tarangini maintains the
number ‘of Rasas to be nine. But he holds that Nirveda is the
Sthayibhava of Santa and that Santa with Nirveda as its
sthayibhava, does not admit of stage-presentation. He also
mentions four more Rasas (i) Vatsalya (ii) Laulya (iii) Bhakti
and (iv) Karpanya, but only as a prima facie view
(Parva paksa). He does not accept these additional
Rasas as independent. He asserts that (i) tenderness
(Ardrta) (i) yearning (Abhilasa), (iii) faith (Sraddha) and
(iv) desire to acquire (Sprha), which are accepted to be
the basic mental states (Sthayibhdava) of the said Rasas,
are not independent: on the contrary, they are identical
with Rati, when it appears as a Vyabhicaiin {2 transient
state of mind that accompanies the basic) in some other
Rasa than Srngara. He holds that () Rati is called
Vatsalya, when it appears as Vyabhicarin and expresses
itself in tenderness in the context of Karuna; (ii) it is
called Bhakti when it figures as Vyabhicarin and manifests
itself as faith in the context of Santa; (iii) it is spoken
of as Laulya, when it figures as Vyabhicirin of Hasya
and shows itself as yearning for an object of desire,
which is yet to be acquired: (iv) if, however, Rati
appears as Vyabhicari of Hasya and expresses itself in
intense desire for preservation of what is in one’s possession,
it is called Karpanya.?

His view in regard to Santa may be stated as
follows :—

He holds that Santa admits of the stage-represen-
tation also; but the situations etc. in this case are different.
In the case of dramatic presentation of Santa, its

1. R. T, 33.
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sthayibhava is the wrong knowledge that has been
revived (Prabuddha mithyajiana). The implication of this
assertion is that the hero in the context of Santa has
to be one, who has reached the transcendental level,
but has temporarily descended to the empirical level,
because of the revival of ignorance, due to Karma-
sarhskara. Its Vibhiava can be any worldly situation, in
which the hero may be pursuing any worldly objective,
irrespective of the fact whether it brings to him merit
or demerit,

But in the case of poctic presentation of Santa, its
Sthayin 1s Nirveda; its Vibhava is freedom from evil
effects of surroundings; its Anubhivas are tears of bliss
{Anandasru) and horripilation ctc.?

(1) Kiug Bhoja, in  his Srogira Prakisa, admits
Srigara  to bhe the only Rasa, according to a quotation
fiom the first chapter, given in the summary of the work,
in the intrcduction.  Here he mentions ten Rasas, including
(1) Vatsala and Santa, as maintaincd by others.?

In his Sarusvati Kanthabharans, however, he admits
tvelve Rasas, Here hce recognises (i) Preyas (i) Santa
(ii) Udatta® and (iv) Uddhata, in additon to generally
accepted eight Rasis.  According to him (i) Sneha,
(i) Dhbrti (i) Tattviibbinivesini mati and (iv: Garva are
their Sthayibhavas respectively. IHe holds that Sama,
which is maintained to be the Sthayin of Santa by some,
is but a form of Dhrti.*

(I1T) Dhanaiijaya, the author of thc Da$arapaka and
his brother-commentator, Dhanika, admit the number of
Rasas to be nine, including Santa. We shall state in
detail the difference of opinion between Dhanaiijaya and

1. R.T., 49 2. S.pP, VL
3. S.Ka., 595. 4. S.Ka, 598-9.
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Abhinava on Santa in a separate section.

(IV) Abhinavagupta maintains that the number of
Rasas is .only nine. Of these, four are the principal and
the rest are subordinate. Thosz Rasas are principal,
which are duz to bisic mental ctates, which lead to
any one of the four recognised aims of human life.
Thus, Srigara has Rati as its basic mental state, which leads
to the attainment of Kama and consequently to Dharma
and artha; Raudra springs from Krodha and leads to
Artha; Vira is based upon Utsaha and leads to Dharma
and Artha; Sauta is based upon Tattvajiina and leads
to Moksa. These four, therefore, are the principal Rasas,
Though occasionally they may b feund to occupy a subor-
dinate position, yet it is an undeniable fact that there
are dramas, in which each of them is separately found to
be the principal.  As Ha-a etc. do vot independently lead to
any Purusirtha, but do sy only as parts of Rati etc.,
they are recognised to be subordinate.!

Abhinavagupta admits only ecight Sthayibhavas. For,
they are such mental states that no human being can be
without them; they are basic and do not presuppose any
other mental state for their being; they are natucal; we
canuot qu.stihn “why do they rise? ¢, g. we can question,
why is a person tired; but can we similarly question
why is he enthusiastic ?

He definitely asserts that there are no more than
nine Rasas. These are the only Rasas fit for exposition.
For, they are related to objectives of human life and are
extremely interesting to human mind. He admits Rasas
to be nine, not b:cause this number was recognised in
the literary circle,? to which he belonged, but because no

1. A, Bh, Vol. L, 283-4. 2. A.Bh., Vol. I, 341.
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other mental state admits of so interesting a presentation,
nor is so closely connected with the objectives of human life.

He refutes the view of those who admit Vatsalya,
Laulya and Bhakti etc. to be independent Rasas. His
refutation is based upon his conception of Rati. He draws
a clear distinction between Rati (love) in crdinary life and
that which art presents. It may be presented as follows : —

There are three distinctive features of love in ordinary
life NS IAAAA A

¥/\§
1. It is between two persons of oppositc sexes, each
being the object of desire and so of enjoyment to the other,

2. The judgement of the on-looker about the couple
is “She is his wife”, The resultant feeling, therefore,
that is aroused by such Rati in the spectator, is that of
yearning for the cnjoyment, which the couple is imagined
to have,

3. It does mnot persist It lasts only so long as
does the state of infatuation and the judgement, therefore,
about it is ‘it is a transient state”.

Rati in poetry is of essentislly diferent nature. The
characteristic features of it may be statel as follows :—

1. It persists through all states, presented poetically
or dramatically, till its fruition.

2. The ultimate fruition of 1t is perfectly free from
all elements of pain and sorrow. Its fruition is in perfect
happiness.

3. Its fruition is in the erotic wsthetic experience,
technically called Sragara. While in the experience of the
Rati in ordinary life the most important constituent is
the external objective fact; the crotic esthetic experience
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is characterised by total absence of such a fact. It is
purely subjective.

This point may be clarified as follows :—

Amorous sport, in the world of reality, is a thing
between two persons of opposite sexes in a state of infatua-
tion. It represents the culmination of the stream of pleasaut
experiences. The brautiful world, presented by a poet, has no
reality of the ordinary world inasmuch as it is purely imagi-
nary. In this world of imagination there is no insentient
object of enjoyment as in the ordinary world of reality. The
culminating point in the stream of enjoyment is presented,
not by physical union of the two in love, but in the
spiritual union of two groups of ideas, which consists
in mutual' merging of the two in each other so asto
lose duality. It is such a love as makes the couple look
upon each other as the very life. It is just what Rama
says in separation from Sita “My cffort of breahing is a
mockery, Janaki is my hfc”. It is dedication of the whole
being of the lover to his object of love.

If we keep this conception of Rati in mind, we shall
at once realisz that Vatsalya, which is admitted by some to
be an independent Rasa, with tenderness as its basic mental
state, is nothing but Srigara and tender ssis nothing but
Rati, inasmuch as Sneha consists in completely merging
one’s being into another and, therefore, is essentially
Rati. For instance, a son, towards whom his father
has tenderness, if it is true, will ultimately express itself in
looking upon the son as the very life of himself and in deny-
ing to himself everything for the sake of the son i.e.
completely merging his whole being into that of the son.

1, A.Bh, Vol L, 303,
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Similar is the case with Lanlya and Bhakti. For,
their basic mental states are only subvarieties of Rati,
Hasa or som: other basic! me:atal state.  Their mutual
diffcrence is duc to the obj:ct of thzir rospective psycho-
physical activity. Thus ou closer annlys's we find that
Laulya is nothing but Rati expre.sing its:If as intonse desire
for acquisittion of a certamn object in the coutet of Hisya,
Similarly Bhalti is nothing but extrem: devotion to an
object that is held in high estcem and dedication of the
whole being to 1t.

Abhinavasupta summarly dism’sses the views of those
who admit more than nin: Rasas H: gives only one
paragraph to thewr criticism. He, however, d:votes a
whole seztion to the discussion of the ezsential nature of
Santa Rasa and its cstabli:hment as the most important
and independent of all Rasas. e crit cises a view, which
i3 very st‘lar to what Dhanaijaya ho ds o Sdata, thoagh
he does not mention any name. \We sinll thorfore, Jdeal
in some de'ail with his theory of Sinta and his crit:cism

of a view allied to that of Dhanaijaya.

DHANARJAYA AND ABHINAVAGUPTA ON SANTA RASA.

Dhanaiijaya and Abhinavagupta were contemporaries.
The former was older. IFor, he and his brother graced the
Court of King Mudja (971-995 A D.), while the earliest
dated available work of the latter, the Kramastotra, belongs
to 990 A.D.

The former did not come under the influence of the
latter's @esthetic theory. For, the Dhvanyiloka-Locana
and the Abhinava Bhirati belong to the second period of
his literary activity and, therefore, could not have been
written before the commencement of the 11th century,

10 A- Bh. Vol‘ I», 341'2-
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Dhanaiijaya partly followed Bhatta Nayaka, who
belonged to the close of the 9th and the beginning of the
10th centyry A.D. and had written a commentary on the
Natya Sastra of Bharata. In this section we shall discuss
how Dhanafijaya differs from Abhinavagupta on two
fundamental points, on one of which undoubtedly he
follows Bhatta Nayaka.

Both, Dhanaijaya and Abhinavagupta, have written
on dramaturgy. Both follow the authority of Bharata.
The former has simply summarised the views of Bharata
in the DaSarapaka. The latter has written an  extensive
commentary on Bharata’s Nitya Sastra, known as Abhi-
nava Bharati. Both kucw the views of ecarlier authorities
on dramaturgy. Though in the case of the former there is
only indirect evidence in support of his knowledge, because
these earlicr views are quoted by bis brother, Dhanika,
only in his commentary on the DasSarupaka. Dhanaiijaya’s
attitude townrds the theory of Dhvani was antagonistic.
He, thercfore, gencrally criticises the views of Ananda-
vardhana, presentc d i . the Dhvany#loka.

The differencs b tween Dhanaiijaya, as interpreted by
Dhbanika, and Abhinavagupta is very pronounced on the
two fundamental points.

1. The number of Rasas. The former admits only
eight Rasas and refutes the view that Santa is the ninth
Rasa such as could be presented on the stage. The latter
takes particular pain to establish it as an independent ard
the most basic Rasa and holds the number of Rasas
to be niue.

2. The former does not accept the theory of Dhvani
and, following the authority of Bhattx Nayaka, holds that
the rise of the basic meuntal state (sthayin) in the spectator
is due to the contextual power of the language. (Tatparya
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natirekiacea vyaiijakatvasya) and that the universalisation
(Sadharanibhava) of the subjective and the objective aspects
of the msthetic experience is due to the two powers of the
poetic or dramatic composition, which had becn assumed
by Bhatta Nayaka for the first time.

There are many other minor points, on which they

differ, such as the conception of Natya, Bindu and
Pratimukha etc.

THE TEXT OF THE NA1TYA SASTRA.

A careful study of the Abhinava Bharati clearly
reveals the fact that there were two recensions of the Natya
Sastra (i) earlier and (ii) later. In the former, Bharata’s
text on Santa did exist. In the latter, it did not. These
two recensions are clearly reflected in the two published
texts of the Natya Sastra.

(1) Published along with the Abhinava Bharati in the
Gaekwad’s Oriental Series and

(2) published in the Chowkhamba Sanskrit Series. In
the former we find the text on Saata. In the latter
we do not,

In both the recensions, however, somz stray remarks
on Santa were present, as we know on the authority of
Abbinava Bhirati, such as, “Kvacicchamah” and “Mokse
Capi Viraginah”. DBut they are so few and short that
they did not draw the attention of thz less careful and un-
critical readers.

EVIDENCE OF THE ABHINAVA BHARATL
The text of the Natya Sastra of Bharata, as given at
the top of each page of the Abhinava Bharati, published
" int the Gaekwad’s Oriental Series, does not present correctly
the text of the Nitya Sastra as Abhinava had before hin
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while writing his commentary. The reasons in support of
this view may be stated as follows : —

1. The introductory portion of the text on Santa
“Sama sthayibhavatmako moksa pravartakah,” was not there
in the text that Abhinava had before him. Becaunse on
page 340 (A.Bh.) he says :—

Tatha ca cirantanapustakesu Sthayibhavan
Rasatvam upanesyimah ityasyanantaram
Santonama §amasthayibhavatmaka ityadi
santa laksanam pathyte”

The Vibhava, Anubhava and Vyabhicaribhava, as
given in this edition, were omitted in Abhinava's text.
Because, the Vibhaya elc., as givenby him in his commentary,
are very different from those given in the published text.
It runs as follows :—

Sa tu tattvajuina-vairagya-asayaSudhyadi-
bhilh vibhavaih samutpadyate—-.—
Vyabhicarina$casya nirveda-smrti-dhrti-
sarva§ramaSauca-stambha-romafcadayah”.

Abhinaya states the Vibhava etc. of the Santa as follows;—

#“Tattvajiana-laksanasya ca sthiyinah

samastoyam laukikalaukika-cittavrtti

kalapo vyabhicaritameti— ——

vibhava api kathami§varanugraba prabh;tayah”.

II. If the subsequent portion of the prose passage of

the Natya Sastra, as given in G. O.S. existed in the
manuscript that he had before him, he would not have
mentioned other Vibhava etc. of Sama, than those given
in the original. ‘

I1I. Ile quotes two of the Sangraha Karikas in full
in his commentary, namely, “Moksadhyatma Samutthah”
and “Svam Svam pimittamadaya” which are found as



180 CHAPTER 1II

No. 104 p. 334 and No. 108, p. 336 of the G. O.S. If
these karikas had been in the manuscript before him, he
would not have quoted them in full.

IV. It was only the last karika “Evam ete Rasah”
which was there in his manuscript. To it he refers and
comments on it *A. Bh. 342).

1. OprosITION To SANTA ON TEXTUAL BASIS.

Orthodox followers of Bharata, to whom ouly the
later recension of Dharata’s text was available, rejected
Santa on the basis that Bharata does not define Sdnta, nor
does he state the situstion (Vibaava) etc. in the context of
which it is to be presented. This view is referred to in the
Locana (176) and the Avaloka ou the DaSarapaka (92).

ITs CriTICISM.

In the latter it is simply stated but not criticised. In
the former, the untenability of the opponent’s view 1s shown
(i) on the ground of experience as well as (i) on the textual
ground, allowing the opponent the advantage of maintaining
that the later recension only is authoritative, In the first
place, 1t does not matter it says, if Bharata does not define
and state the situntion etc. of 1it. We have to admit it
because we experience it when all the desives for the woildly
objects ccase. In the second place there is the evilence of
Bharata’s text also to show that he accepted it, for, he
says “Kvacicchamah”,

II. OPPOSITION TO SANTA INDEPENDENTLY
OF THE TEXT.

There is just one view, mentioned in the Avaloka (92)
but not directly referred to by Abhinava, which denies
Santa independently of Bharata's text. It says that therc
is no such @sthetic experience as is assumed by some under
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the name of Santa, because attachment and aversion, which
have been associated with the self from time immemorial,
cannot totally be uprocted. The statement is so brief that
its imph:cntion is not quite clear. If, however, it be supposed
te imply that in no case and under no circumstances can
they be totally uprooted. it would mean that the fourth
object of human life, the final emancipition, is impossible,
a view which no follower of the orthodox systems of Indian
thought, ¢xcepting of course the (arvaka and to some extent
the Mimamsaka can accep!, much less can a Saiva like
Abhinavagupta.  But il it means that such a state of freedom
from all desires and aversions is not possible in the spectator,
it would m2an that no asthetic experience is possible,
because such a state of freedom is involved in all, a position
which the opponcnts themselves will be most unwilling
to hold.

I1I. OPPOSITION ON 1IIE D3ASIS OF THE INDIRECT
EVIDENCE OF BiIARATA.

Bharata, while defining Dima, one of the ten types
of drama, =ays that in it only six Rasas ouzht to be
presented and that Srivgiira and Hasya have to be totally
excludel from it. Dccause Bharata mentions only eight
Rasas here, six to b: presented and two to be excluded,
some opponents take icas an evileiwce of Bharata’s
non-admission of Sinta. They argue that if Bharata had
accepted Santa as an independent Rasa, he would have
surely included it in the list of either presentable or
unpresentable Rasas in Dima. Hence they conclude that
there is no Santa Rasa.

ITs CRITICISM.
Abhinava refutes this view as follows :—

Bharata's definition of Dima, rather than being an
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evidence against his acceptance of Santa, is in favour of
it. The mistake of thz opponent is due (o his having
taken only a part of the definition into account. He
ignores the two important parts of the definition.

1. It originates from a composition, wherein a
Rasa, involving excitement, predominates (“Dipta rasa
Kavyayonih").

2. It is written in styles technically called Satvati
and Arabhati (“Satvatya-rabhativrtti Sithyuktah”). The
first part excludes the possibility of the introduction of
Santa in Dima wherein a Dipta Rasa predcminates. If
there had been no Santa Rasa what could it have
meant to exclude? 1f, on the other hand, Santa be
accepted, then and then alone, after the statement that
in Dima there are to be presented only six Rasas excluding
Sragara and Hasys, the question arises “what about
Santa” ? And the first part is meant to exclude it.

It cannot be urged here that that part is meant to
exclude Karuna, Bibhatsa and Bhayanaka. For, they are
excluded by the second part.

IV. SeMI-TEXTUAL OPPOSITION TO THE SEMI-TEXTUAL
EXPONENTS OF SANTA.

It is difficult to say what were the contents of
Bharatla’s text on Santa Rasa, as discovered by Abhinava
in the earlier recension. Two things, however, are clear
from Abhinava’s own statement. (i) Whatever else may or
may not have bcen the content of Bharata’s text on
Santa, it surely stated the Sthayibbava of it. (i) The
statement came before the exposition of all other Rasas.
It is, therefore, impossible to say how far the first and
probably the earliest view of the exponents of Santa, cited
by Abhinava in the Abhinava Bharati, had the support
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of Bharata’s authority. One thing, however, is clear,
namely, that 1t had the support of Bharata i the
admission of Sama as Sihay:bhava. For, a reference to
it is found even in the later recension, as has been
stated above.

According to this view,

1. Samal is thc basic mental state of Santa.

g g

2. TItis to be pusented in thc context of the situation,
constituted by practice of austenty aond contact
with yogins etc.

3. Its action is counfined to the presentation of not-
being of all such passions as those of love and
anger etc.

4. Tts transient emotions are paticnce etc.

ITs CriTICiSM BY ABHINAVA'S PREDECIESSORS

(a) The? acceptance of Sama ns a basic meutal state
P

T s e T e e T e

is contrary 1o ll)urat:h view, ncmrdm;3 to whom_the

number of Bhavas is only forty- iine ; while if Sama be
a0 o a AV N

accepted las Sthafbh,nva, the number would come up

to fifty.
(b: The situation of a basic mental state constitutes the
fringe-experience in the case of the accept! Rasas such as

the Srigara. But such is not the case with austerity etc.
in relation to Santa.

If it be said by the exponeats, “we specak of austerity
etc. as the cause (Vibhiava) of Sama, not because of

~ v

their immediate causality to Sama, but because of their
causality to the realisation of tke Ultimate, which cousti-
tutes an element in the experience of $;‘mta:” the reply

1. A, Bh., Vol. 1. 333.
2. A. Bh, Vol. 1. 3334,
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is that in that case the causality of the austerity etc.
to Suma will bz iulircet and as such uafit to be repre-

sented as the Vilhava of Sauta.

(¢) The abscnce of passions such aslove and anger,
cannot be spoken of as thc Anubhavas of Sinta, because
it caniot b: distmguished from Sama, which is sup-
posed to be the cause and, therefore, different from
Aunubhava, which is its cffict.  IFurther, the abscnce, being
of the negative 1rature, cannot be pre;eated and, there-
fore, cannot serve as the sign thicugh wheh Sama could
be known. As to the picsentation of deep sleep  and
senselessuess, they are presentable through deep respira-
tion, fall and lymng on the ground ctc.

(@' The transicnt emotions of Sauta, such as Dhrti,
which consists in the use of the available, are impossible

in the context of Sinta

(¢, Turther, drama ssupposed to have a moral purpose.
It is meant to instruct the spectators such as the princes.
But what instruction can the presentation of the ways and
means of the realisation of the Ultimate impart to them ?
For, if they attain a state, akin to what one gets threugh
the realisation of the Ultimate, they would transcend the
empirical level and so would become indifferent to sufferings
of others,

Therefore there is no such Rasa as Santa.

CriticisMm OF THE \BOVE.

Abhinavagupta takes up the problem of Sinta Rasa
at this point. He replies to the point, mentioned in the
last paragraph, as follows :—

The audience is to be instructed not only in regard to
the empirical and scmi-empirical aims of human life, such
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as the triad of Dharma, Artha and Kiama, but also in
regard to the transcendental and highest aim, namely,
the final emancipation. In fact, it is well known that
all the systems of philosophy no less than the various
Smrtis and Itihasas are primarily meant to instruct people
in regard to the highest aim of human life. Therefore,

just as the basic mental states necessary for the attainment
of the first three objects of human life, such as Rati etc,,
if well presented on the stage, are responsible for the
®sthetic experiences, known as Srﬁgﬁra etc., so the basic
mental state, necessary for the attainment of the highest
aim of human life, if equally well presented, is responsible
for the arousal of the corresponding eesthetic experience
in such spectators as are possessed of the necessary aesthetic
susceptibility.

Having thus established Santa to be a Rasa, he raises
the question “what is its basic mental state ?”

V. EXPOSITIONS OF SANTA ON THE I3AS1S OF INDIRECT
EVIDENCE OF BHARATA,

I. Nirveda as Sthayin of Santa.

Some maintain Nirveda to be the Sthayin of Santa
as follows :—

They? distinguish Nirveda, that is due to poverty etc.,
from that which is due to the realisation of the Ultimate.
The difference, they hold, is due to difference, in the
causes. They maintain that Bharata intended Nirveda
to be taken as a Sthayin, as is clear from the fact
that he mentions this as the first of the Vyabhicarins.
But for this intention he would never have begun his
list of Vyabhicarins with such an inauspicious word.
Further, Bharata excludes Jugupsi as a Vyabhicarin from

1. A.Bh, Vol L 334,
24
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the presentation of Vipralambha Srigara. This makes
it clear that Bharata intended all the Bhavas to be used
as either Sthayin or Vyabhicarin. Hence there can be
no textual objection to presenting Nirveda as a Sthayin.

That Nirveda, which is due to the realisation of the
Ultimate, is more permanent than the directly mentioned
eight Sthayins, b:cause it is capable of driving them all
away. How could it do so unless it were more pzrmanent
than the accepted Sthayins, as has just been stated ?

ITs CRITICISM.

According to those who hold that Nirveda, due to
the realisation of the Ultimate, is the Sthayin of Santa, the
realisation of the Ultimate should be the Vibhava of Santa
and not the causes of Vairagya, as pointed out in Y. S. 1-15.
(Drstanu$ravika visaya vitrsnasya vaSikarasarhjia vaira-
gyam) For, the causality of Vairagyabija to Nirveda is
indirect and admission of the indirect cause as Vibhava will
make the conception too wide. And even if the realisation
of the Ultimate be accepted to be the cause of Santa Rasa,
it would cease to be presentable, because its situation, the
realisation of the Ultimate, is unpresentable.

Further, the causal relation between Nirveda and
Tattva Jiana has been totally misconceived. For, what
is Nirveda after all ? Is it not complete indifference to all
the worldly objects ? If so, it is rather the cause of Tattva
jiana, the chief characteristic of which is the freedom from
all attachments. Far, a person, who is free from all
attachments, makes such efforts as lead him to the reali-
sation of the Ultimate which is responsible for liberation. It
is never the case that a person realises the Ultimate first and
then comes to the realisation of the futility of pursuit of
all worldly objects, which ultimately leads to liberation.
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PHILOSOPHICAL CONCEPTION OF VAIRAGYA AND ITS
RELATION TO SELF-REALISATION (TATTVAJRANA),

According to the Yoga system, the mental attitudes
towards the objective world are datermined by predominance
of any one of the three qualities (Gunas). 1. Sattva
2. Rajas and 3. Tamas.

1. When Sattva predominates over Rajas and Tamas
and the latter two are in the condition of equality with
each other, the mind? is drawn to the acquisition of super-
natural powers and sweet sounds etc.

2. When Tamas predominates over Sattva and Rajas,
the mind is drawn to acts, based on lack of faith in religion
and ignorance. It is then excessively attached to the worldly
objects (Avairagyopagama) and cxperiences disappointment
evetywhere.

3. When, however. darkness of Tamas disappcars
and Rajas co-operates with Sattva, the position is reversed.
The mind then is drawn to the acts, based on faith in
religion and true knowledge of facts, It is then indifferent
to the objects of the world (Vairigyopagama) and feels
no disappointment.

4, But when the Sattva is perfectly free from the
impurities of Rajas and Tamas, the consciousness of
distinction between Buddhi and the Self dawns.

5. The consciousness of distinction between Buddhi
and Purusa consists in perfect freedom of the Sattva
from the impurities of Rajas and Tamas, and, therefore,
is identical with it. The Self-realisation, however, is
different from it. For, in perfect self-realisation, even
the consciousness of Buddhi, involved in the consciousness
of distinction (Vivekakhyati) must disappear : the conscious-

1. Y.S.(M,P)5
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ness of distinction between Buddhi and Purusa also,
therefore, has to be discarded. When, therefore, a Yogin
becomes indifferent even to this distinction 1. e. rises above
the level of all affections, attains the higher Vairagya or
Gunavaitrsnya, he attains perfect Self-realisation,

Vairagya, therefore, is of two kinds (i) lower and
(i) higher. The former consists in the indifference to the
objects of the world even when they offer themselves for
the enjoyment and is due! to the disappearance of Tamas
and consequent co-operation of Sattva and Rajas, It is
a means to control the affections of the mind and to
concentrate the mind on the object of meditation to attain
Samadhi. The Samiadhi so attained is technically called
Samprajiiata, inasmuch as it involves objective reference.
The object of concentration in this case may be gross
or subtle.

Samprajiata Samadhi, the concentration with objec-
tive reference, has four well defined stages (i) Savitarka
(2) Savicara (3) Sananda and (4) Sasmita. (i) When the
concentration is on gross matters and involves organisation
of the sense-data together with the consciousness of
expressions, standing for the different constituents, and
their meaning, as when a person concentrates on a certain
deity, with definite form, such as four-armed Vispu, the
Samadhi is technically called Savitarka. But when concen-
tration involves neither the organisation of sense-data nor
the consciousness of expressions and their meanings, it
is called Nirvitarka.

(i) When the concentration is on the subtle objects
such as the internal sense (Antahkarana) and the subtle
elements (Tanmatras) involving the consciousness of the

1. Y.S., (N.V.)20.
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temporal and spatial order, it is technically called Savicara.
But when the consciousness of the temporal and spatial
order is not involved, it is called Nirvicira.

(iiiy When the concentration is on the Sattva, tinged
by Rajas and Tamas, and Sattva predominates and the
self is thrown into the background, it is called? Sananda
Samadhi inasmuch as the predominant Sattva, on which
the concentration is practised, is essentially 6liss and light
(Sukhaprakasamayasya Sattvasya bhivyamanatvat). The
persons, who firmly stick to this samadhi, do not realise the
higher objects, the Pradhana and the Purusa. They,
however, cease to identify themselves with their bodies and
hence are called Videhas.

(iv) When the concentration is on the Sattva, per-
fectly free from the impuritics of Rajas and Tamas, the
Self predominates, and the Sattva is thrown into the back-
ground, the consciousness is limited to mere Being (Satta-
matra). Hence it is called Sasmita. The yogin, who finds
satisfaction in this Samadhi, is not able to realise the Self.
His Buddhi, however, merges into its origin, the Prakrti.
Hence he is called Prakrtilaya.?

In the Samprajiita Samadhi, therefore, there is no
self-realisation. The final stage of it is simply responsible
for the merging of the Buddhi into its origin. The lower
Vairagya therefore, is not the direct cause of the Self-
realisation. It leads to the Samprajiata Samadhi only.

Therefore, the position of those exponents of Santa, who
hold Nirveda, the realisation of the unfitness of the worldly
objects as the objects of human pursuit, to be the basic
mental state of Santa, and maintain the Self-realisation to be

1. Y.S.(Bh. V.)20-1. 2. Y.S. (M. P.) 24-5.
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the cause of Nirveda, is not sound. For, what is Nirveda
after all ? Isit not the realisation of the unfitness of the
worldly objects as the objects of human pursuit ? If so,
such a realisation (Vairagya) is the cause of the self-realisa-
tion (Tattvajiana) rather than the effect of it. For, a
person who has become indifferent to the worldly objects
makes such efforts as lead bim to the Self-realisation.
Further, the lower Vairagya is the cause of Prakrtilaya
only, as explained above. It is never the direct cause of
Self-realisation.

Para orR HIGHER VAIRAGYA

When a yogin, after learning the essential nature of the
Self from teacher or scripture or through inference, makes
persistent efforts to concentrate on it, his Sattva gets purity
through freedom from the impurities of Rajas and l'amas
and, therefore, there* ariscs in him the knowledge of dis-
tinction between the Buddhi and the Self. Thus, when
after the rise of consciousness of the distinction, the yogin
realises the rejectability of the Buddhi and becomes indiffe-
rent to it, he attains the higher or para Vairagya. This
Vairagya has no objective rcference whatsoever. It is simply
a higher stage of purity of cousciousness.

Hence the position of those who maiutain that Nirveda
(Vairagya) which is due to self-realisation, is the basic
mental state of Santa and cite the authority of Patafijali’s
aphorism (Tatparampurusakhyaterguna vaitrsnyam) is not
sound. For, in this aphorism the author is not talking of
the lower but higher Vairagya, which has no objective
reference and which is simply a higher stage of purity of
consciousness.

1. A. Bh. Vol. L, 336.
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RELATION BETWEEN NIRVEDA AND TATTVAJRANA IN
THE LIGHT Or NYAYA SYSTEM.

It is! also wrong to seck the support of Gautama’s
aphorism “Duhkhajanma” etc. to assert the causality of
Tattvajiana to freedom from attachment to the worldly
objects (Nirveda) on th: ground (1) that it mentions
Tattvajiana (Mithyajiandpaya) as the cause of Vairagya,
(Dosapaya) and (2) that Vairagya is notbing  but Nirveda,
and therefore, to maiztain Nirveda to be the Dbasic mental
state of Santa. For, Nirveds, according to Bharata,
is nothing but a continuous flow of the current of grief
and, therefore, is a distinct state of mind and as such is
very different from Vairdgya, the destruction of all mental
affections such as Raga and Dvesa.

Even if Nirveda be taken to be synonymous with
Vairagya it would sull be not right to maintain 1ts causality
to the final emauncipation. Ior, though Nirveda may thus
be said to come after Tattva jiiana, yet, even according to
Gautama, it is not the dircct cause of Moksa. There are
other causes of Moksa, mentioned in the Sutra itself. Hence
Nirveda cannot b> accepted to be the Sthayin of Sinta.
Another fact that may be pointeld out, is that the opponent
confuses the Vedantic conception of Tattvajiiana with that
of the Nyaya. For, acrordmg to the Nyaya, Tattvajnanu is
not self realxsatlon but knowmg different (hi ; 22s in 1 the true
perspectlve [f, “however, he were to take it in Vedantic
sense his position is reduced to sxmply ﬁghtmg for the word
“Nirveda” irstead of $ama, thhout _any dxfference in
meaning, inasmuch as he will have to admit Nirveda as
due to TattvaJndna, the self- reahzatlon.

DHANAﬂ]AYA ON NIRVEDA AS STHAYIN OF SANTA,
He rejects Nirveda as the ninth Sthayin. In so doing, he
1. A. Bh. Vol. 1. 336.




174 CHAPIER [11

seems to have ignored the realisation of the Ultimate as its
cause. He seems to have taken it in the strict sense of the
term i.e. self-dissatisfaction, self-disrespect or self-contempt
(Svavamanana). For, Dhanika, in thc course of his inter-
pretation, talks of anxiety (Cinta) etc. as its Vyabhicarins,
which are impossible in a state of mind, caussd by the
realisation of the Ultimate. His reason for the rejection is
that the definition of Sthayin, as a state of mind, the
continuity of which is not broken either by such states of
mind as harmonise with it or even by those which are
antagonistic to it, does not apply to it, because its continuity
is really broken by anxiety etc. He definitely refutes the
view, according to which the ground for its rejection as a
Sthayin is its incapacity to lead to any one of the well
recognised goals of human life. For, then, he says, we will
have to reject Hasa etc. also to be the Sthayius, because

they also do not directly lead to any goal.

2. ANY ONE OF THE EIGHT ACCEPTED STHAYINS
AS THE STHAYIN OF SANTA.

Others hold that any one of the eight accepted basic
mental states can be the Sthayin of Santa. Any one of
these if presented in the context of a situation different
from that to which Srngara etc. are due (i.e. in the context
of the means of the realisation of the Ultimate, such as
hearing of the lectures on the nature of the Ultimate) will
arouse a different zsthetic experience, called Santa. Thus,
uninterrupted devotion to the Self, to the exclusion of all
the rest, may be the means of liberation. Hence Rati may
be presented to be the Sthayin of Santa. Utsaha etc. alsocan
similarly be treated. Their view is supported, its exponents
maintain, by the Gita, which says ¢“YaScatmaratirevasyat'.
The view that such Vibhavas were meant to be introduced
in the context of Rati etc. is attributed by the exponents of
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the theory to Bharata, who, they hold, implied them by
the use of the word “Adi” at the end of the enumerated
Vibhavas.

This view Abhinava criticises as follows :—

This means that there is no definite Sthayin of Santa.
And multiplicity of Sthayins would involve the multiplicity
of Rasas also. The identity of effects of all these cannot be
advanced as a reason for the identity of Rasas arising
therefrom. For, in that case Vira and Raudra also will
have to be looked upon as identical, because of the identity
of their effects.

3. ALL THE EIGHT TOGETHER AS STHAYIN
OF SANTA.

Still others hold that all the Sthayins, unified in the
manner in which the different ingredients are unified in
the Panaka Rasa, are the Sthayin of Santa, This view also
is untenable. For, the different basic mental states do not
occur simultaneously, because of their being of essentially

opposite nature.

VI. THE VIEW ON SANTA WITH SLIGHT DIFFERENCE
FROM THAT OF ABHINAVAGUPTA.,

(1) Sama as Sthayin of Santa.

Some maintain that Sama, the absence of all affections
of the mind, is the Sthayin of Sinta. But this view also is
not sound. Because the total not-being of yearning, being
of the nature of total negation, cannot be rightly spoken of
as a Bhiva, If, however, the exponents mean by “Tpsna
asadbhiva' not total absence of yearning but the presence
of a state of mind, which in its nature is quite opposite to
yearning, we-perfectly agree with them,

25
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DHANARJAYA ON SAMA AS STHAYIN OF SANTA,

He holds that though h Sama as the basic mental state
P e TN — M
of Santa may be presentable in poetry ; it is certa.mly not
“presentable in drama. Because drama is prlmarlly meant
to be presented in action. Such a presentation, however,
is not possible in the case of Sama, beeause it consists in
cessation of all activities.

According to him, there is no drama wherein Sama is
represented to be the basic mental state. The position of
those who maintain that in the Nagananda, a drama from
the pen of Harsa, Sama is the basic mental state, is, accord-
ing to him, untenable: (i) because such a view is inconsistent
with the love for Malayavati and the attainment of sovere-
ignty of the Vidyadharas: and (i) because there is no
instance of a drama, wherecin both, the attachment to and
aversion from the worldly objects, are represented as due
to one and the same situation in which the original hero,
represented in the drama, is involved. Hc holds that in the
Nigananda, the basic mental state is Dayavirotsaha : beca-
use only in relation to such a Sthayin, the erotic sthetic
experience can occupy & subordinate position and also beca-
use with it alone attainment of sovereignty harmonises.

ADDITIONAL REASON FOR UNPRESENTABILITY OF SAMA,

According to him, Sama, the basic mental state of
Santa at its hxghest pitch, is not presm ?or, suchwa
state of mind is reachernly atﬁl emancnpatlon,
which’ consxsts m “the mei-gmg of the md1v1dual into_the
Universal. It is a state, which, according to the well-known
authorities, is characterised by freedom from pleasure and
pain, attachment and aversion, and anxiety and desire, It
is of the nature of negation of all, for which the words

stand, No linguistic presentation of it is, therefore, poss-
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ible. Even if it be somehow presented, no ®sthetic experi-
ence from it is possible. For, there is no person possessed
of the necessary @sthetic susceptibility for Santa,

If, however, Santa be identified with the means of
attaining it, such as Mudita etc., it implies the admission
that the asthetic experience of Santa does not involve a
state of mind distinct from those involved in the first four
primary Rasas such as S,rﬂgﬁra etc. Therefore, the nature
of its experience being included in those of the first four, it
does not require a separate statement.

These views are refuted by Abhinava in the course of
exposition of his own theory.

2. Tue VIEW OF SANTA BASED ON ANOTHER
CONCEPTION OF SAMA.
NPt e P N

N~
Still others, who have noticed the verse of Bharata “Svarh
Svarh nimittam" etc. (Dh. L. 177) assert that nature of Santa
is common to all Rasas. For, all other Rasas arise from
the unaffected state of mind. They are due to the specific
causes e.g. Sriigara is due to beautiful women in befitting
situation. According to them, therefore, the basic mental
state of Santa is the state of mind before the rise of any
affection due to external causes.

This view, Abhinava says, is not very different from
his own. There is just a slight difference. It consists
in the fact that while, according to the opponent, it is the
absence of affection preceding all affections. According
to Abhinava, it is the freedom from affections consequent
on the destruction thereof. The latter position is sound
inasmuch as it has the support of Pataiijali, who says
“Vitaraga janmadarSanat.”
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ABHINAVAGUPTA’S THEORY OF SANTA.
SANTA STATE.

It is a state of mind or Buddhi. It consists in the
continuous flow of the current of pure Sattva, perfectly
free from the tinge of impurities of Rajas and Tamas. It
is reached through the following stages:—

1. Reslisation of unfitness of the worldly objects as
objects of human pursuit.

2. Indifference to the worldly objects.

3. Concentration of mind on gross elements and
gross senses.

4, Concentration on the subtle elements.

5. Concentration on the predominant Sattva, tinged
by Rajas and Tamas.

6. Concentration on the predominating self with pure
Sattva in the back-ground.

7. Dawning of the consciousness of distinction be-
tween the Sattva or Buddhi and Purusa.

8. Realisation of rejectability of Buddhi.

9. Merging of pure Buddhi Sattva into its origin i. e.
its being reduced to a mere residual trace.

10. Subordination of the residual traces of the objective
cognitions by the residual trace of the pure Buddhi Sattva.

11. Attainment of the State of total unaffectedness
(Asamprajiata Samadhi).

Thus when a yogin is in Asamprajiata Samadhi, he is
Santa inasmuch as his Buddhi Sattva, which has now
merged into its origin and is, therefore, no better than a
mere residual trace, has continuous uninterrupted flow of
pure Sattva. His Buddhi is perfectly free from the impurities
of Rajas and Tamas as well as from a!l external affections
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whatsoever, not excluding the affection by the consciousness
of distinction between the pure Buddhi Sattva and the Self.
Continuity of this state depends on the depth of the effect of
Asamprajiata Samadhi' consequent on its continuous
practice. It is a stage in the Self-realisation, which im-
mediately precedes Kaivalya, the perfect Self-realisation.

SANTA IN PRACTICAL LIFE.

This continuous flow of the under-current of the pure
Sattva in residual trace (Sﬁnta) is possible only so long as
the Asamprajiata Samadhi lasts in initial stages. But
when a yogin steadily repeats it, the effect of it on the
current of Buddhi Sattva is so great that it continues to
flow in the same manner even after the Samadhi has been
broken and the Yogin enters the practical life. This flow,
however, is occasionally? interrupted by the residual
traces of the objective experience when they assert
themselves. A yogin then behaves like an ordinary man
in practical life.

THE HERO OF SANTA RASA.

The asthetic experience at the Kathartic level, according
to Abhinavagupta, is the experience of the Self free from all
limitations, but affected by a basic mental state at a high
pitch, through identification with the focus of the situation,
the hero. ~ Santa, as has been shown above, is essentially a
transcendental state of mind. The Drama, however, is
primarily concerned with the presentation of action. Santa,
therefore, being cessation of all physical and mental activities,
does not admit of dramatic presentation. Hence some have
rejected Santa as the ninth Rasa.

Abhinavagupta’s exposition of Santa is based on deep
insight, close study and practical experience of Yoga,

1. Y.S., (Bh V.) 123, 2. Y.S., (Bh. V.) 205.
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According to him, Santa is never to be presented as the
principal Rasa. It has always to occupy a subordinate
position to either Srgara or Vira. For, Bharata enjoins
that in Nataka only such action is to be presented as leads
to prosperity and happiness, because the presentation of such
a life only as is occupied with the action of the said type, can
bring about identification of all classcs of people. But if so,
the question arises where is the room for the presentation of
Santa ? His reply is that a dramatist, who mtends to
present Santa Rasa, has got to be very careful in the
choice of the hero of the piece. The hero ought to be a
Yogin, who has practised Asamprajidata Samadhi and is
at the stage, immediately preceding the Kaivalya, the
perfect Self-realisation. For, such a hero will naturally
have the flow of the current of the pure Sattva (Prasinta
vahita) even after the rise from Samadhi. The dramatist
has to take further care to choose ovly that portion of
hero's life for dramatisation wherein the flow of the
current of pure Sattva in the residual trace is temporarily
checked by the revival of the residual traces of the objecti-
ve experience ; when he lives the life of a prrctical man
pursuing a practical goal. In such a presentation Sragara or
Vira is related to Santa exactly in the manner in which

Hasya is related to Srigara.
THE SELF AS THE STHAYIN OF SANTA.

The realisation of the Ultimate is the only means to
liberation. Therefore’, when the latter is to be presented
as the hero's object of attainment, the former has necessarily
to be presented as the Sthayin. The realisation of the
Ultimate is nothing but the realisation of the Self. In the
realisation of the Self, the latier (Self) does unot appear as
a distinct object, as in the case of the objective cognition

1. A. Bh, Vol. 1. 337.
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through senses at the empirical level. This point is dis-
cussed in his commentary on ‘“Matrispat§astu’’ etc. (Bh. G.
Ch. 2, V. 15). The word Tattvajiana, therefore, according
to him, meaus nothing but the Sclf itself as pure knowledge
and pure bliss and free from all determinate experiences.
Such Self is the Sthayin of Santa.

He replies to an anticipated objection that it will mean
going against the authority of Bharata, who does not
mention the Self in the list of Sthayins as follows :—

It should not be mentioned as Scthaymn like Rati etc.
For, the latter are spoken of as Sthiyins, because they are
comparatively more permaunent than the transient emotions,
inasmuch as they affect the self so long as the situations
responsible for their rise persist. They are to the Self
what a picture is to a picturz-board. The Self as such
is the most permancut of all the Sthiyins. This relegates
all the basic meatal states such as Rati to the position of
the Vyabhicirins. Its permancnce is natural and real
but not comparativz. It 13, therefore, winecessary to
mention it separately in the list of Sthayins. For, nobody
includes the genus in counting the parts of a thing which is

subsumed under it.

The aforesaid argument disposes of the objection
that the assumption of a scparate S':iyin of Santa will
increase the accepted number of forty-nine Bhavas.

WHY 1S TATTVAJNANA (SAMA) MENTIONED SEPARATELY ?

As to the question, “why is Sinta and, therefore,
Sama counted separately”, he replies that because it is
®sthetically experienceable in a manner distinct from that
in which Rati etc. are experienced. It is separately
mentioned for the additional reason that just as Rati etc.,
in all their purity, are experienceable at the empirical



200 CHAPTER 111

level so is not the pure Self. Even that indeterminate
experience of the Self, that a Yogin has after the rise from
Samaadhi, is not altogether free from all kinds of affection.
It is, however, unimportant to discuss this question here.
For, even if we accept the Self in its purity as experience-
able at the empirical level, it doas not affect our position.
Bharata! in his enumeration of the basic permanent states
of the mind does not mention all such mental states as can
possibly be represented as permanent, because all of them
are not necessary in the rise of the accepted types of the
®xsthetic experience. His object in mentioning them
separately as Sthayins is only this that they may not be
misconceived as definable in terms of the definition of the
Vyabhicarin. In the case of the Sama however, there is
no possibility of such a misconception. Hence it is not
included in the general list of Sthayins. This justifies the
text of Bharata which mentions the Bhavas to be forty-nine.

WHY DOES BHARATA USE THE WORD SAMA AND NOT
TATTVAJNANA ?

As? to the question why does Bharata substitute Sama
for Tattvajiana as the Sthayin of Santa, his reply is that
it is not because there is the possibility of the pure Self
being looked upon as transient, nor because it is incapable of
giving rise to distinct aesthetic experience, nor even because
1t is not fit to be presented as Sthayin ; but because he wants

to point out that Sama is not a distinct state of mind, but
e e N e e T e T
the Self itself.

P

The case with the word ‘Nirveda’ is, however, diffe-
rent. In the context of Santa Nirveda cannot be similar in
its nature to that which arises from such a distinct situation
as poverty. And only that which is similar in nature to the

1. A Bh, Vol I, 337. 2. A Bh, Vol 1, 338.
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original conception of a word, though it may be due to a
different cause, is to be represented by the word standing
for the original conception. For instance, Rati, etc. which
are similar in nature to the original conceptions of these
words, though due to different causes, are represented by
the same words. Nirveda, therefore, because it is intended
to mean a very different thing from what it originally
means, is not the right word to stand for the basic mental
state in the context of the Santa. Hence it is not men-
tioned by Bharata as a substitute for Tattvajiiana.

Thus Tattvajnana. and Sama mcan the Self itself,
because they represent ‘the very nature of the Self. Tha.t
Sama\&ihg\%ﬁr nature of the Self i is made clear by the

fact that a MS reahsed the Snlf in all its purity

through undisturbed S@gdhl, experiences Sama even after
the rlseﬂ\Trom Samzzllll, flréi)lte of the rise of impurities in
the form of mﬁ_xtal affections. This view is supported by
Patanjull who says ¢Tasya PraSantavahita Sarhskarat”.
(3-10).

OTHEKR CONSTITUENTS OF SANTA.

As for the constituents of Santa other than the Sthayin,
Abhinava holds that all the transient states of mind,
whether empirical or not, may be represented as its
Vyabhicarins. All the Anubhavas of the said mental
states, coupled with Yama and Niyama may be presented
as its Anubhivas, as also those which are spoken of as
Svabhavabhinaya in the thres chapters dealing with the
Angikabhinayas of Upangabhinayas. Such Abhinayas are
given the epithet “Svabhava’” for the simple reason that
Santa only is their sphere. Its Vibhavas are the favour
of the God and so on.

OTHER STHAYINS IN THE CONTEXT OF SANTA.

Rati etc. are experienced in the context of Santa as
26
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being on the verge of destruction. But they are never so
predominantly experienced as is eagerness in the context of
love in separation or’even in union and so on. For, just as
in disgust, which involves a state quite opposite to that
involved in attachment, eagerness etc. are never experi-
enced, so cannot be the growing love in Sama.

There is, however, closcr relationship between Santa
and Utsaha, consisting in the effort, a1ising from desire to
do good to others, and, therefore, synonymous with pity
(daya). For, a person who has attained all that is attain-
able, is naturally to work for others. It is because of this
that some speak of it as Dayavira and others as
Dharmavira.

DI1SCUSSION ON RasA IN THE NAGANANDA.

It cannot be objected in this context that enthusiasm
(Utsaha) arises from egoistic consciousness, but Santa is free
from such consciousness. For, even the opposite is not
altogether unfit to be presented as the Vyabhicarin, as for
instance, Nirveda in Rati. In fact, in the Nagananda, Santa
is found together with Utsaha, as in “Sayyasadvala” etc.
There is no condition marked by total absence of enthu-
siasm. For, in the absence of will and effort a person
would be no better than a stone. And just because the
persons, who have attaincd the highest peace and have
realised the Highest, have nothing more to do for themselves,
therefore, their parting with all their possessions is not
inconsistent with ama.

As for the teaching “Protect thy body”, it enjoins
the protection of such bodies as have still to attain their
objectives. So far as the men of renunciation are concerned,
they have nothing to do with the protection of their
bodies. They have somehow to give up their bodies.
For, the instruction to a man of renunciation is that he



ABHINAVAGUPTA’S THEORY OF ASTHETICS 203

should end his body by falling into fire, water or pit.
The best thing to do for him is, therefore, to sacrifice
his body for the sake of others.

The objection that Jimatavahana etc. have no perfect
self-control, does rot affect our position. For, what we
are trying to establish is that they had realised the
Ultimate. And this they had surely done ; for, those
who identify themselves with their bodies and so prize
them above all things, can never sacrifice them for the
sake of others as a matter of religious duty.

As regards the sacrifice of the body in the battle-
field, it may be said that it is not totally selfless. For,
a warrior is prompted to do so with the object of defeat-
ing the enemy. Similarly in the case of the ending of the
body by fall from a cliff, the desire to get a very much
better body is predominantly present. (A. Bh. Vol. I, 339).

Hence all the self-less efforts for the good of others,
from imparting instructions to others to the sacrifice of the
body for the sake of others, are not inconsistent with
Sama. Jimatavahana etc., therefore, were men of self-
realisation. And such men, according to both Sruti and
Smyiti attain liberation, irrespective of the stage of life
in which they may be. There are, however, to be
found instances of men of self-realisation such as
Bodhisattva who, because of the intention of doing good
to others with the object of attaining religious merit
therefrom, have got the befitting bodies.

It cannot be said that if in the Nigananda also
it is Vira that is primarily presented, Santa ceases to be
a Rasa. For, the asthetic experience is possible from a
Sthayin, even when it is presented as occupying a be-
fitting subordinate position, as for instance, from thc
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obedience to father's order by Rama, which occupies a
subordinate position to Vira. In the Nagananda, there-
fore, Santa is a subordinate Rasa, because the objectives
attained by the hero are Dharma, Artha and Kama, With
this very object in view the sage, while defining Nataka
as “Rddhivilasadibhirgunaih”, has said that in drama
prosperity and enjoyment are to be primarily presented
as leading to one of the two objects of human lfe,
Artha and Kama, which bring about the identification
of all. This is also the reason why the sage does not
mention the physical action accompanying the Santa.
The view, therefore, that there is no Santa Rasa, be-
cause the sage does not mention any jatyangakas of
it, is not sound. Thus it is proved that in the Nagananda
the enthusiasm characterised by pity is the chief Sthayin.

That Vyabhicarins come in the context of Sama
according to the occasion, is a view, which has the
support of Pataijali, who says “Tacchidresu” etc. Thus
tbe view, that Sama is characterised by freedom from
action and, therefore, there can be no Anubhavas of it,
has been refuted.

No doubt Sama at its highest stage is not fit for
presentation, Dbecause then the mind is free from all
affections. DBut the same is the case with Rati and
Soka etc.

As for the identification of the audience with the
focus of the situation of Santa, there is no doubt about it
that those who have the residual traces of the Tattvajiiana
get identified. This is supported by the authority of
Bharata who says “Mokse capi Viraginah.

The question “how could the asthetic experience of
Vira, etc. be possible on the presentation of Santa” is
baseless. For, whenever Sama is presented Singira or
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Vira, as leading to the attainment of one of the objects
of human life, has necessarily to be presented along with
it. The =sthetic experience of Srngara etc. therefore,
depends upon that of the Santa. Even in the case of
Prahasana, wherein Hasya is primarily presented, the
experience of MHasya depends upon that Rasa which
is presented along with it.

Thus the existence of Santa Rasa is established in
every way.

MANUSCRIPT AUTHORITY.

The view that Santa is the ninth Rasa is supported by
old manuscripts wherein after “Sthiayibhavan rasatvamupa-
nesyamah” Santa Rasa is found defined as “Santo nama
Samasthayibhavatmakah” ectc. Every Rasa-experience is
very much like that of Santa. For, it is nothing but the
experience of self, free from all limitations. And Santa is
nothing more or less than that. The empirical objects are
never the contents of asthetic experience, because it consists
in the predominance of Self-consciousness, free from all
limiting conditions. This freedom comes from freedom
from objective affections. The difference between Santa
and other asthetic experiences at the Kathartic level is only
this that in the latter case the Self is affected by the innate
tendencies such as love etc. It is just because Santa is in-
volved in all Rasas that it is mentioned by the sage first
of all.

THE NATURE OF ASTHETIC EXPERIENCE OF SANTA.

Just! as the white string, whereon gems of different
kinds are loosely and thinly strung, shines in and through
them, so does the pure Self through the basic mental states

1. A. Bh, Vol. L. 341.
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such as Rati and Utsaha, which affect it. The @sthetic
experience of Sinta, consists in the experience of the Self
as free from the entire set of painful experiences, which
are due to the external expectations, and, therefore, is
blissful state of identity with the Universal. It is the
experience of Self in one of the stages on the way to perfect
Self-realisation.

Such a state of Self when presented either on the stage
or in poetry, and therefore universalised, is responsible for
the arousal of a mental condition which brings the transc-
endental bliss.



CHAPTER IV.
ABHINAVAGUPTA'S THEORY OF MEANING.
[LANGUAGE AND /ESTHETIC CONFIGURATION.

Aisthetic configuration has been described in the
preceding pages as a configuration of the emotive situation,
the mimetic changes, the transient emotions and the basic
mental state, not as they are ordinarily met with in every
day life, but as they figurs in a poetic vision. The coasti-
tuents of the configuration in the poetic vision differ from
those of daily experience because of their ideality. Language,
by common consent, is admitted to be more expressive
than paint, lime or marble. Hence Indian sstheticians
from as early a time as that of Bharata have acknowledged
it to be the only medium of externalisation of a poetic
vision. The stage, with its scenic arrangem=nt and
presentation of different actors in proper form and with
necessary accompanying mental statcs, simply serves to
clarify the meaning of what they speak with proper accent,
intonation! and emphasis.

The question that will naturally arise here in the
reader’s mind is “what is that in the poetic vision, which no
other expressive material can externalise aud why is it that
language alone can do so ?”’  And the reply is, that it is the
ideal element in the poetic vision, which no other expressive
material can express, at least so well as can the language.
And the language is capable of doing so because of its sugges-
tive power, the power that conveys the suggested or spiritual
meaning, the meaning which represents the very soul of the
poetic vision and without which the presentation would be

1. N.S. 169.
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like & body without the enlivening soul. This meaning and
the power of language that gives rise to it, both are techni-
cally called Dhvani.

We shall discuss this question in detail under the
following heads :—

1. History of Dhvani.

2. Distinction of the suggestive power of language
from its other two powers, namely (i) the power to convey
the conventional mecaning and (i) that to convey the
secor dary meaning.

3. Tts distinction from the expressive power of
different figures of speech (Alankara).

4. Justification of its independent being.

5. The essential nature of the constituents, supplied
by the suggested meaning to the wsthetic configuration.

6. The necessity of such constituents for asthetic
exper:cice.

7. Its different varieties.

History or DHVANI.

Poetics and linguistics are allied sciences, because both
of them deal with linguistic expression. The difference
between them is only this, that while the latter deals with
the linguistic expression in gencral, the former confines itself
to the poetic expression only. In fact, some of the problems
are common to both the sciences, the problem of meaning,
for instance. This problem was first studied as a purely
linguistic problem. It was only about the 8th century A.D.
that it was taken up as a poetic problem.

Poetics is an embodiment of the discoveries of the ways

and means of the linguistic expression of the ideal contents
of a poetic vision, for which the conventional language is
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inadequate. The progress of this science has, therefore,
been marked by the discoveries of more and more ways and
means of this type of expression. It began with the discovery
of some figures of speech. They have the capacity of
adding to the conventional image certain attributes, which
it lacks, by putting one conventional word in some relation
with another, the meaning of which possesses those attri-
butes, which that of the former lacks.

Let us, for the sake of convenience of exposition, call
the one *Main"” and the other “accompanying”. Thus, only
that part of meaning of the accompanying word is joined
with that of the “main” which is necessary for the com-
pletion of the incomplete image conveyed by the conven-
tional meaning of the latter. The two mental images fuse
together and so completely represent that aspect of the
poetic vision, which the conventional meaning is inadequate
to represent. In simile, for instance, what happens is
that only some attributes of the standard of comparison e.g.
the capacity of the moon to give intense delight etc. figure
in the consciousness on hearing the word ‘moon’. The
appearance of other things is inhibited by the word *“like".
These attributes fuse with the *face’’ and thus add to the
latter the element that it lacks standing by itself, and
make the configuration exactly correspond to the image
of the face in the poetic vision.

Every discovery of such means marks the progress of
poetics. Every poetician of repute has made some such
contribution to it. It is thus that the number of figures of
speech has increased from four?, of which Bharata talks,
to 124, as discussed by Appaya Diksita. The discovery of

the power of language, which arouses the suggested meaning,
is the last contribution to the science.

1. N.S., 206.
27




210 CHAPTER 1V

THE PRESENCE OF THE SUGGESTED MEANING IN THE
EARLIEST POETIC PRODUCTION.

Every theory is based on facts, which it tries to
explain. The facts exist even when their existence is not
recognised. The exponents of the theory of the suggested
mesning, maintain that the fact, of which they talk, has
been the most important in all poetic productions from the
earliest times, though it was not recognised by early literary
critics. And, what is more, its existence, even when pointed
out by later critics, was denied by those who followed the
earlier school of literary criticism.

The Ramayana by common consent is admitted to be
the earliest work of classical Sanskrit. Its author, Valmiki,
therefore, is recognised to be the first writer of the classical
poetry. In fact he himself narrates in the Balakanda of
the Ramiyana, the incident which was responsible for the
poetic inspiration and consequent utterance in well formed
metre. It is as followes :—

Once Valmiki went to the river, Tamasa, for his
mid-day bath, He was pleased at the sight of clear water.
He took the bark-garment from his pupil, who was carrying
it, and began to walk in the beautiful forest. As he! was
roaming about in the forest, he saw a couple of birds, called
Kraufica in Sanskrit. It was mating season for them.
They were, therefore, enjoying amorous sport. As the
sage stood gazing at this interesting sight, Lo! there came
an arrow from behind and killed the male bird. What a
bad luck! What a terrible shock to the surviving female !
But what could she do ? The intensity of grief at this
.sudden change of fortune and her state of utter helpless-

_ness, changed her twitter into shriek. The pleasant sight
was, in a moment, changed into a pathetic ene. The

1. V.R, 172, 4-15.
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change was so sudden and touching thst the sage could
not but be moved by it. He was moved and moved to
the very depth of his heart. His basic mental state of
grief was aroused. He was so touched that he completely
forgot himself and was for the moment completely identi-
fied with the helpless sorrowing female. Then spontaneously
flowed forth the expression of grief as follows :—

“Hunter, may you never get any peace. You have
killed one of the pair of Krauficas in the state of in-
fatuation with love.”

Here the following questions may be raised :—

1. How can Valmiki's experience be called ‘asthetic
experience’ ? Because it is due to the facts of nature and
not to a work of art, presented in any artistic medium, such
as paints, lime, stone, musical sounds or words of a
language ?

2. 1f Valmiki identified himself with the female
Kraufica, how 1is it that this identification did not find
expression in words such as female Kraufica would have
spoken ? Why did he say “you have killed one of the pair
of Krauiicas” and not “You have killed my mate ?"”

3. Are there any texts to show that these objections
had been anticipated and answered ?

In reply to the first question we may say that the view
that asthetic exparience is possible from a work of art
and not from nature (Natya eva rasah na loke) refers to -
actor and spectator only and not to the artist himself. .
The original experience of au artistic genius, which he
represents in a work of art, is not from art itself.
It is from a fact of life and nature, which the genius
transforms into an artistic fact with his imaginative and
other gifts. That this is the view of Abhinavagupta
himself, is made clear by his use of expressions “Vibhava”
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and “Anubhdva” for the directly perceived, in the following
statement :—

“Sa eva tathibhita-vibhavataduttha-krandadyanubhava
carvanay3d hrdaya sathvada tanmayibhavana kramadasva-
dyaminatim pratipannah.” Du. L, 27.

This view is further supported by the admission of
Indian astheticians that the experiences of the poet, the
actor, representing the hero of the piece, and the asthete
are identical. If the experience of the poet also had
been due only to a finished product of art and not to
nature looked upon as art, separate mention of the poet
would have been unnecessary and superfluous.

In reply to the second question we may say that
asthetic experience involves universalisation. In it the
individuality of the focus of the situation also disappears.
The expression ‘my mate” would have been indicative of
the individuality of the focus of the situation being in tact.
Hence it is substituted by ‘““one of the pair of Krauficas’,
which is more general than “My mate”.

In reply to the third question we may say that so
far we have not discovered any texts, which show that
these questions were directly raised and answered, and
that replies to such questions are to be found in the
existing text through implication, as we have stated in
reply to the first question.

Valmiki himself has stated the basic mental state, which
was responsible for the said utterance, as follows : —

“Metrical utterance proceeding from me, over-powered
by grief, could not be other than this.”

The above narrative makes the following two points
clear :—

{ 1. The inspired poetry is an expression of a basic
mental state, aroused because of identification with the
focus of the situation.
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2. In the utterance this basic mental state is not
directly expressed but is simply suggested. The afore-
said utterance of Valmiki, for instance, though an
expression of grief, does not contain any direct expression

of it in the conventional language. There is only a
suggestion of it.

He speaks, not as Valmiki, but as female Krauiica
universalised. He views the situation as the latter. He,
therefore, experiences the loss of what was the dearest and
the most precious. This has meant to him the irrecover-
able loss of the peace of mind. He looks upon the
hunter as the author of his perpetual grief. He feels
his helplessness against the enemy. And, therefore, in the
characteristic manner of a widowed woman, whose husband
bas been killed, in the course of amorous sport with her,
by a cannibal simply because of his cannibalistic tenden-
cies, he curses the hunter with a lot very much worse
than his own.

Thus we find in the aforesaid lines of Valmiki an
expression of grief without the use of the word ‘grief”
or any one of its synonyms. Such an intensity of
grief cannot be conveyed directly by means of conventional
language. This kind of expression is technically called
Dhvanikivya, because of the presence of the suggested
or spiritual meaning therein. This meaning, in different
contexts, is conveyed by a full sentence, a phrase, a word
or even a particular affix to it, as we will show later.

The exponents of the theory of the suggested meaning,
therefore, maintain that the basic mental state has been the
most important factor in poetry from the earliest times and
that it has always been conveyed through suggestion,
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THE PROBABLE TIME OF THE DISCOVERY OF THE
SPIRITUAL MEANING.

Every theory presupposes the facts, on which it is
based and which it tries to explain. And the exponents of
the theory of the spiritual meaning of the poetic language
maintain (i) that the fact, which they account for by
their theory, is the soul of the poetic language (ii) that a
poem without this element is like a body without soul; and
(iii) that this fact constituted the essential element of the
first utterance of the first poet, Valmiki, and has always
characterised the poetic works of all the subsequent poets
of repute.

Who was the first person to discover this distinctive
element of the poetic experience, we have no evidence to say
anything. But it would not be unreasonable to suppose
that thic distinctive element of the poetic experience was
vaguely marked by some ore, po:ssessed of the power of
poetic visualisation (Pratibha), some time in the first half of
the 8th Century A.D. He must have talked of it to his
contemporaries, some of whom must have agreed with him
and others must have diffeted from him.

Thus the controversy must have started. This is the
probable explanation of its representation as identical with
the secondary meaning by Udbhata and Vamana in the
later half of the 8th century.

THE CHIEF EXPONENT OF THE SPIRITUAL MEANING
OF LANGUAGE OR DHVANI.

As in the case of the wsthetic experience or Rasasvada
so in that of the spiritual meaning or Dhvani, Abhinava
has spoken the last word and has been followed by all
the subsequent writers in the field of Sanskrit poetics.
No doubt Mahima Bhatta, who was ptobably a younger
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contemporary or immediate successor of Abhinava, wrote
the Vyakti Viveka, in which he does not accept Abhinava’s
view. But nobody has taken him seriously. The reason
why Abhinava’s theory of the spiritual meaning of the
poetic language found general acceptance is that it is
based upon acute psychological analysis of the different
types of mental images, which the poetic language arouses.
The mental presentation of the spiritul meaning, as we
understand, according to its psychological analysis by
Abhinava, is so different in its essential nature from those
of the conventional and the secondary meanings, techni-
cally called the Vacyartha and Laksanikartha respectively,
that it is impossible to identify the former with either
of the latter.

Thus we find that the history of Dhvani covers
a period of about three hundred years, i.e. from about the
first half of the 8th century A.D. when some predecessor
of Udbhata discovered the suggested or spiritual meaning
for the first time, to the middle of the ilth Century
A.D. when Mahima Bhatta made a futile attempt to
demolish the Dhvani theory.

It was during this period that Ananda Vardhana
wrote his famous Dhvani Karika and a commentary on it.
He was the first to give a systemat.c [orm to the theory
of Dhvani. Abhinava’s contribution to this theory consists
in offering psycho-philosophical explanation. We are
attempting the problem of asthetics primarily from the
philosophical and psychological points of view. We have,
therefore, to refer to Abhinavagupta more often than to
Ananda Vardhana. We find the material for our work
almost exclusively in the Locana, we have accordingly
represented Abhinava, as the chief exponent of the theory
of Dhvani. We do not. however, mean to minimise the
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importance of Ananda Vardhana, but for whom probably
there would have been no Abhinavagupta's theory of
meaning. Just as probably there would have been no
Monistic Vedanta of Sankara, but for Badarayana’s
Vedanta Satra.

The writers of this period can be divided into three
groups as follows :—

1. The supporters of the theory.
2. Its opponents.

3. Those who considered it to be identical with
Laksana.?

Among those of the first class are included also those,
who believed that there was something like Dhvani, though
they could not properly define it.

Before the writer of the Dhvani Kariki, there was no
book presenting the views of either the exponents or the
opponents.? This, however, does not mean that the
earlier thinkers of Sanskrit poetics had no idea of Dhvani.
The fact, on the contrary, is that the theory was well
formulated and had its opponents too, long before the
time of the Karikia, but all that was simply a matter of
oral tradition, handed down from generation to generation.?
The thinkers of the third school, in marked contrast
with the above two, more or less, recorded their views
in the books, which we still possess, To this class belong
such early writers on poetics as Bhatta Udbhata, and
Vamana.* The view of the school of opponents also
had begun to be systematised before Ananda Vardhana

1. Dh,L,3. 2. Dh. L, 3.
3. DhL,3. 4. Dh. L., 10.
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wrote his works, as is apparent from a quotation attributed
to a poet, Manoratha, who, according to Abhinava, was
Ananda Vardhana's contemporary.! But it appears from
Abhinava’s wording that only stray verses were written
by one writer here and another there, and there was no
book presenting the opponents’ views systematically. For,
he seems to have purposely used the word “Sloka’.
It was only after Ananda Vardhana's learned exposition
of Dhvani in his Dhvanyaloka, that there appeared two
books of the opponents’ school, one from the pen of
Bhatta Nayaka, whom Abhinava so much criticises, and
the other from that of Mahima Bhatta, who was probably
Abhinava’s successor or younger contemporary.

THE THEORY OF MEANING BEFORE THE ACCEPTANCE
OF THE THEORY OF DHVANI.

Before the theory of Dhvani was finally established
by Abhinava, only three powers of langnage were admitted.

1. Abhidhasakti or the power of word to arouse a
conventional image of an object in the mind of the
hearer, because of the age-long association of that parti-
cular set of sounds with that image.

2. TatparyaSakti. The individual words of a sentence
arouse individual images completely cut off from one
another. In the speaker’s mind these images, of which the
words are symbols, are connected with one another in a
certain way. This relation is partly indicated by various
case terminations and other affixes. For instance when a
man says :—

“Potter makes a jar.”
«Kulalah ghatarh karoti”

1. Dh.L,8
28
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the relation of jar with the potter's act of making is
indicated by the case termination “am” in Sanskrit,
thodgh in English this s indicated simply by the position
of the word. This rélation is the relation of an object
with the subject, the potter. Now a further question
atides; how is this relation related with the jar ? Therefore,
the followers of the Nyaya philosophy and Bhatta Mimar-
sakas maintain the additional power of the word, namely,
the Tatparyaakti, that is, the power which establishes the
relation of ebjectivity with the object (vrttita) and similar
other relations nécessary for the conception of the ideas,
conveyed by different words of = sentence, as & united whole,

It may be added here that some philosophers, the
Prabhakaras for instance, maintain that the conception of
such 4 power! of words is unnecessary. Hence they are
technically called Anvitabhiihdnavading as distinguished

from the Naiyayikas and Bhatta Mimarhsakas who are
¢alled Abkihitanvayavadins.

3. Laksanasakti or the secondary power of words.

Often we find in the existing literature linguistic con-
structions, which convey a complex of ideas, which the two
aforesaid powers of words cannot explsin. The following
illustration will clear the point in hand :—

Gangayam ghosah
(Hamlet on the Ganges.)

Here the aforesaid powers of words, Abhidha and Tit-
parya Saktis, are too insufficient to arouse the inteaded
complex idea in the hearer's mind. The former power will
srouse the image of the current of water and that of 2
hamlet, for which the words Ganga and Ghosa stand
respectively : and the latter (TatparyaSakti), together with

1. K. P, Comm., 6-7 and K. Prad. 20.
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the aqase terminations, will put the two immges in the
necessary relation. But the complex would be a meonning-
less jumble of ideas and not a harmonious whole, because
it would stand for what in actual experience is not possible.
For, a hamlet cannot exist on 8 current of water. Such
sentences are, however, found in the standard works, not
only in Sanskrit but in other languages also. And tradition
finds a meaning, and a good one too, in them. For
instance, when the saforesaid sentence is used, it is under-
stood to mean that the hamlet is situated on the bank of
the Ganges and that it is cool and holy. To explain this
the third power of words, the LaksanaSakti, is postulated.!
When some such words are intentionally used as deo not
arouse & harmonious complex of meanings in the mind of
the hearer by means of conventional power of langusga:
on the contrary, the meaning of one oppases that of anotber ¢
under such circumstances the functian of the secondary
power of language (Laksanasakti) is to arouse sych additional
ideas as are necessary to put them in harmanious relation
and to reveal the purpase of such use by the spssker. Thus
the additional idea of the bank, aroused by this power,
removes the lack of hasmony; and the purpose of the spea-
ker in using such coustruction is understood to be to convey
the idea of coolness and holiness of the hamlet.

AN JLLUSTRATION OF DHVANI

There is a garden oun the bank of river Godavari,
It is far from public haunt. A pair of lovers fixes it
for a secret meeting at a particular time. One of the
pair comes to this place a little before the fixed time, She
sees a religious minded man going about here to collect
flowers for worship. His sight is not quite welcome. She

1. S.D, 36-8.

—
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wants to drive him away without letting him know her
intention.

A ferocious dog used to be kept here. She knew that
the man was very much afraid of it. This dog, for some rea-
son, is away from this place. She cleverly tries to explain
the absence so as to scare him away and says:—

“Q religious minded man ! you can now roam freely
over this place. For, the dog, of whom you were so afraid,
has been killed to-day by the proud lion, who, as you know
very well, livesin the impervious thicket on the bank of
Godavari.”

It is not difficult to understand what meaning such a
statement will have to such a person, as above described.
Will the man, who fears a dog, freely move about ata
place, where a lion, which bas given a positive proof of his
ferocious nature by killing the dog, is abroad ? Will he,
after hearing the above statement, stay onin the garden,
or will he run away as quickly as possible ? If the latter,
is it not because of the negative meaning understood by
him in a positive statement ? And if so, the question arises ;
why does a positive statement have a negative meaning ?
The expouents of the fourth power of the language maintain
that the negative meaning, which the hearer gets, is due
to Dhvani. In the following pages, therefore, we shall
attempt to explain how yielding of such meaning by the
language canuot be explained by the aforesaid ordinarily
accepted three powers of language.

In Sanskrit the statement is worded as follows :—

Bhrama dharmika visrabdhah

Sa Sunakodya maritastena

Godavarikalalatagahanavasina drptasimhena.
DR. L., 16.
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Can Laksana explain the negative meaning, conceived by,
hearer on hearing the positive statement under discussion ?

The opponents of the theory of Dhvani maintain
that it can, as follows:—

The statement contains expressions such as “proud
lion” (drptasihha) and ‘religious man” (Dhirmika).
The meanings, conveyed by these, cannot be so related as
to form a harmonious whole, if they be associated with
positive assertion *“roam about frcely’”. For, how can a
religious man freely and fearlessly roam about at a place
where a lion has come in place of the dog, which he used
to fear, and has given a proof of his ferocious nature
by killing the dog? The incongruity in the ideas so
conveyed will, therefore, by the force of Laksand, convey
the idea of negation instead of that of assertion and
thus present the complex as! a harmonions whole.

UNSOUNDNESS OF THE OPPONENT'S POSITION.

Let us take the two instances, (i) the classfcsl
instance of Laksana “Gangayam Ghosah” and (ii) the
one, under discussion, together and see il the impossibility
of any harmonious mutual relation of the ideas, conveyed
by them, is the same in both the cases. No doubt it
is impossible to relate the hamlet with the current of
water in terms of the relation of location and located
(Adharadbeyabhava). But can any body say that the
roaming about of pious Brahmana is equally impossible
when the dog, of which he was afraid, has been killed ?
Are the primary meanings, as they arise in the conscious-
ness after hearing the words, as impossible of being
put in a harmonious relation as Gangayam and ghosah ?

1. Dh. L., 16.
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Is there no power of visualisation involved in getting the
idea of negation ?

After disposing of the opponents’ criticism of the
theory, we shall discuss the necessity of the additional
power of language, Dhvani, to explain how a negative
meaning arises from a positive assertion.

REVIEW OF THE POSITION O THE OPPONENTS OF THE
THEORY OF SUGGESTED MEANING.

The various poetic theories 1n general are the results
of a critical study of existing literature. The creative
period in every literary history precedes that of the
critical study, for the simple reason that critical study
requires facts and they aie supplied by the creative minds.
As the facts are studied more and more thoroughly and
from different points of view, more and more accurate
conclusions are reached. Accordingly different theories
are formulated, one improving upon another, according as
they arc based upon new facts, discovered by their
exponents, as a result of moreinteusive and extensive study
with different intellectual equipments and gifts of nature.

But when a theory is formulated by a genius, who
discovers certain facts uuknown before, and reveals them
to others, who are less gifted than himself, he gets a follow-
ing. Thus a tradition is formed and is followed till a greater
genius comes, finds out fresh facts and formulates a
theory which, though apparently different from those of his
predecessors, is yet simply an improvement upon theirs,
inasmuch as it has to take those facts also into consideration,
on which the previous theories were based. Thus every
later writer is substantially helped by the discoveries of
the earlier workers in the same or similar fields of literary

activity.
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Some of the literary facts, however, are not like thescienti-
fic ones, For, while the latter are objective and their existence
can be demonstrated to the naked eye by various scientific
appliances, the former are purely subjective and can be
known through introspection only. And the introspection
also can reveal those facts, if it is helped by necessary
psycho-physical conditions and the proper intellectual back-
ground. Further, these facts, in order that they may be
recognised, require an appreciative attitude. For, unless
the mind s free from previous intellectual bias, it is not in
the necessary condition to see them. Hence it is that there
is always a great controversy when a new theory, based
upon facts, which are purely subjective, is promulgated for
the first time.

Who was the first discoverer of the suggested meaning
in the total experience, stimulated by a poetic composition,
we do not know. But the theory was well known and had
its opponents also, long before the time of the Dhvani karika.
But it was simply a matter of oral tradition. It had no
systematic form. It was probably based on insufficient
data. The theory, asfound mn the Dhvanyaloka of Ananda-
Vardhana, is, however, fully developed in all details after
refuting all the possible objections of the various types of
opponents, It is, therefore, natural to believe that Ananda
Vardhana took up the problem of Dhvani after all other
poetic theories, which are taken into consideration and
refuted, had been formulated and well established. Appar-
ently, therefore, the facts, which enabled him to give such
a fine systematic form to the Dhvani theory must have been
of the latest discovery.

The earlier poetic theories were based upon objective
facts and therefore, could establish themselves easily and
had a wider appeal. The earliest opponent of the theory
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of Dhvani, whom Abhinava takes into consideration, is the
one, according to whom the following four are the only
constituents of both, the poetry and the poetic experience.

1. Word.

2. Meaning.

3. Attributes of words an'! meanings (Sabdarthagunas)
4

Embellishments of words and meanings
(Sabdarthalankara).

This theory represents a very early stage in the develop-
ment of the art of literary criticism. It is based on the
objective perception and all the facts, taken into account by
it, are objective. It was well established before the Dhvani
theory was able to win for itself the position of supremacy.
It had its staunch followers, who maintained that (i) either
there were no elements other than the four mentioned
above or (i) if any, they could be categorically brought
under the above. For, the difference between other elements
and the aforesaid, could not be such as wonld justify their
being categorised separately. (ii)) But if there be really
any such poetic element, noticed by some, which is essen-
tially different from the above, that, heing different from
the traditionally recognised ones, had to be dismissed as
unpoetic and, therefore, not essential.

These are just the three positions of the opponents
of the Dhvani theory, who totally deny the existence of
the Dhvani element in poetry, as we have stated above.
Evidently their cpposition was based upon the ignorance of
the most important subjective fact. And their inability to
realise it in the experience was due to the bias of the earlier
traditional poetic theory, which they were following.

The first and the third of these positions do not
require any separate criticism. The establishment of the
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suggestéd element as the central fact in the poetic experi-

ence would naturally mean their demolition. But the

second does. It is represented by the Alankarika school

of poetic criticism, which maintains that the poetic embellish-

ments are the most essential elemeuts of poetry and, there-

fore, holds that the suggested meaning (Dhvani) is nothing

more than a subordinate element in an embellishment, called .
Rasavat Alusikara. We will deal with it in a separate

article, The distinctive spheres of Upama and Rasavat
Alankara on the one hand and that of Rusa-Dhvant on the
other. But before doing so let us summarily state the views
of the opponents belonging to different schools.

THE VIEWS OF THE OPPONENTS OF THE THEORY OF
SUGGESTED MEANING SUMMARISED.

The objections of the three main schools of opponents
can be summarily stated as followsi—

J) A word, in order that it may convey some meaning
to the hearer, presupposes an established convention as to
its siguificance. As there is no convention regarding the
suggested meaning, no word can serve as its vehicle. Hence,
there is nothing like the suggested meaning.

(i’ No doubt often, on hearing a word, we grasp a
meaning which is not quite conventional.! But that is not
the suggested meaning. That is the secondary meaning.
Otften a couple of words is employed to convey a unitary
meaning. And because the primary meaning of the first
word is inconsistent with that of the following, it forcibly
gives rise to the secondary meaning in the hearer’s conscious-
ness. Hence it is technically called Bhakta, A classical
example of this is Gangayam Ghosah. In strict accordance

1. Dh L, 4.
29
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with convention this means, “Hamlet on the Ganges”. But
as the word *“Ganges” conventionally means “current’” and
as the existence of a hamlet on a current is not possible, the
word “Ganges” forcibly arouses the additional, the secon-
dary meaning, the bank of the Ganges.

(i) The words stand as symbols of certain ideas. In
order that they may serve their symbolic purpose, it is
necessary that the ideas should be familiar to those, to
whom the words in question are intended to serve as sym-
bols. If there be no familiarity with the idea and the rela-
tion between the symbol and the symbolised be unknown, the
word fails to arouse any meaning. As for instance, the
words expressive of amorous joy cannot convey the desired
meaning to a girl, tco young to know the joy of conjugal life.

It has to be pointed out here that the secondary mean-
ing also, in order that it may be conveyed to the hearer,
presupposes some kind of convention ; though not so com-
mon as that which is responsible for the arousal of the pri-
mary meaning. It must, however, be very well recognised
among those in whom its consciousness isintended to be
aroused. It may, therefore, be called literary convention
or secondary convention. Thus the opponents of the theory
of the suggested meaning have been divided into the follow-
ing three classes:—

i. Those who totally deny it.
2. Those who include it within the secondary meaning.
3. Those who maintain that it is not communicable.

Those of the first class can further be subdivided into
the following three classes:—

1. The suggested meaning is maintained to be the
main source of the literary beauty by the exponents of the
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theory. But the opponents of the first class maintain that
the beauty of a literary piece consists in the beauty of words
as sounds, and of images, simple or complex, that they
arouse in the hearer’s mind. Beauty of both, the word and
the meaning, is due to the qualities (Guna) and the embel-
lishments (Alankara) of words and meanings. They,
therefore, maintain that there is no source of literary
beauty other than those recognised by them. The opponents,
who hold this view, represent the first subdivision of the
first class.

2. Others among them, however, hold that they have
said the last thing on the sources of literary beauty and that
what they have not included in the list of such sources does
not at all add any beauty to literary work. They represent
the second subdivision.

3. Still others maintain that if there be something,
which is not included in their list of the sources of literary
beauty, it will fall under something or the other in their list.
Even if there be some difference from what has been menti-
oned by them, that is bound to be as insignificant as the
difference between one kind of metaphor and another.
Therefore, there is no justification for mentioning it as an
independent source under a different name. They represent
the third subdivision. Thus there are five views against
the theory of the suggested meaning.

THE ARGUMENTS OF THE OPPONENTS OFF THE THEORY
oF DHVANI

A literary work is distinguished from a scientific by its
beauty. Dhvani, therefore, in order to justify its accep-
tance, must be proved to contribute to the literary beauty
in some way or another. But we find that it is not admitted
to add to the literary beauty. For, the generally accepted
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definition of poetry (Kavya) is that it is a body of words
and meanmgs.

«SabdarthaSariran Kavyam.” (Dh. L., 5.)

Therefore, if the exponents of the theory were to accept
this definition, their position would amount to nothing
more than giving the body of the words and meanings s
peculiar name *“ Dhvani.”” But if the position of the exponent
be that Dhvani, though it stands for word and meaning
yet, being an essential element of poetry, is the main
source of a separate literary beauty, he will find it
difficult to establish the eatity of Dhvani as distinct from
that of the literary qualities and embellishments of words
and meanings (Sabdarthagunalaikara). The literary beauty
lies either in words and meanings as such, or in a number
of letters of a certain sound value properly arranged. The
former is due to embellishments of words and meanings
and the latter arises from the qualities of the letters.
Thus there is left no source of literary beauty which could
distinctly be referred to by the word Dhvani.

As for the diction (Vrtti) and the style (Riti), they also
do not have an independent individuality of their own,
because diction (Vrtti) is nothing but certain types of verbal
embellishments collectively so called. For this reason it
is that in Bhamaha’s works this word is not found. And
although Udbhata uses it, yet he also does not imply thereby
anything very distinct from verbal embellishment. And
the style (Riti) also is nothing but a harmonious blending of
such literary qualities as are necessary for the production of
the intended affections of mind (cittavytti). As such it does
not have an independent status of its own.

Thus literary production, even when analysed for the
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sake of analytical study, does not reveal anything, which
could distinctly be called by the separate name “Dhvanj’.?

Even if, for the sake of argument, we were to accept
the Dhvani as something different from literary qualities
and embellishments, the exponent will find it impossible to
establish the Dhvani as he conceives it. According to him,
it is the soul of poetry. In order that his view may be
accepted, his conception of poetry must conform to what
is established by age-long tradition. But the tradition does
not recognise any other element as the essential of peetry
than the words, the meanings and their qualities and
embellishments.

Sabdartban tadguna-lankarasca. .
Dh. L., 7.

Dhvani, therefore, as conceived by its exponents,
is not identical with any one or more of the essential ele-
ments of poetry, (as it is maintained that it is not,) and,
therefore, cannot be accepted by those who uphold the
traditional view of poetry.

Further, even if we were to set aside the traditional
view and analyse our poetic experience, we would not find
anything in it, corresponding to what is spoken of as
Dhvani, the soul of poetry. It may be that the expo-
nents do recognise some element in the experience, which
they cell Dhvani, but so long asit is not recognised by
those also who are born and brought up in the tradition,
its being cannot generally be accepted.

The position of that section of the aopponents, who
hold that Dhvani represents just a subordinate element in
some of the literary embellishments, which has not so far

1. Dh. L- ) 7"8.



230 CHAPTER 1V

been recognised, and, therefore, is without sufficient justi-
fication to be given a big name and to be represented as
the soul of poetry, will be elaborated when we shall
point out the distinctive spheres of the embellishments like
the Rasavat and the Rasadhvani.

THE POSITION OF THE EXPONENT EXPLAINED.

In order to help the reader in easily understanding
the refutation of the views of the opponents, we may
state the position of the exponents of Dhvani briefly but
clearly as follows ;:—

1. Words and meanings, (Sabdarthau) their literary
qualities and embellishments Sabdartha gunalankara) and
style and diction (Ritivrtti) are all necessary, according to
the need of the occasion. But the most essential thing
in a literary piece, the very soul of it, is the suggested
meaning (Dhvani).

2. The secondary power of the language (Laksana)
cannot account for the rise of the suggested meaning in the
reader’s consciousness.

3. Nor can the Prabhakara theory of Anvitabhidhana-
vada explain it.

4. The explanation of it, offered by Bhatta Nayaka,
is equally unsatisfactory.

5. The sphere of the suggested meaning is distinct
from that of such embellishments as Rasavadalankara.

But before we dilate on these points, let us give a very
clear idea of the different meanings, in which the word
“Dhvani” is used by Abhinava and state the source of his
inspiration.
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THE VARIOUS MEANINGS OF THE WORD DHVANI
AND THEIR ORIGIN

The word Dhvani was first used by grammarians in
the following meanings for the following reasons:—

1. It was used for articulate sound becaus: of its
producing sound waves very much like the ring of a bell.
The grammarians explain the sound sensation as due to the
contact of one of the sound-waves, proceeding in a regular
series from the source, withthe drum of the ear. Theexponents
of the theory of the suggested meaning have used the word
for the suggested meaning, because of the similarity in the
process, involved in the coming of this meaning to conscious-
ness. Just as sound comes to the hearer’s consciousness
through a succession of sounds, the sound waves, so the
suggested meaning comes to the literary critic’s conscious-
ness through succession of meanings, the conventional, the
conteXtual and the secondary.

2. Very much like the Saiva’s all —inclusive Universal
Consciousness, the Vaiyikaranas believe in thz universal
sound, called Sphota. There are various subdivisions of it,
such as Pada-sphota etc. According to them, the awareness
of the Sphota of a word, is necessary for the conscious-
ness of meaning of a word, exactly as the consciousness
of a genus (jati) is necessary for 1cc.gnising the indivi-
dual belonging to it. In fact, the “Puada-Sphota” of the
grammarians 1s very much like the generic concept
(Jati) of the Naiyayikas. This sphota is an essential part
of the universal sphota, and is manifested or revealed
by the consciousness of the last sound of the group of
sounds, of which a word is made, when this last sound
is grasped in association with mental impressions of
the sounds immediately preceding. They use the word
Dhvani for the last sound of the word, which is primarily
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responsible for the manifestation of the Sphota, The
exponents of the theory of the suggested meaning, follow-
ing this use by grammarians, have used the word Dhvani
Sfor both the suggestive word and the suggestive meaning,
for the simple reason that just as the last sound brings
the Sphota to the hearer’s consciousness, so does the sugges-
tive word or the suggestive meaning the suggested meaning.’

3. We hear the same word uttered by two persons ;
the constituent syllables in both the cases are the same.
The effort, therefore, required for utterance is the same
in both the cases. But one moves the speech-organs
slowly and the other quickly. Counsequently we have
the consciousness of the syllables, having come to our ears
slowly in one case and quickly in the other. The activity,
which is responsible for slow or quick succession of
syllables in speech, is called Dhvani by the grammarians,
because it is an additional activity. The exponents of
the theory of Dhvani have called the widitional funetion
of word to arouse the suggested meaning by the same name,
because certain words discharge this function in addition
to those of arousing (i) conventional (ii) contextual (iii) and
secondary meanings.

4. This? word is used for a literary work also, which
contains this element, and, as a whole, serves as an
instrument of conveying the suggestible meaning.

Thus the word Dhvani is used for (i) conventional
symbol, ithe articulate sound (ii) conventional meaning
(iiiy the power of word to convey the suggestible meaning®
(iv) the suggestible meaning itself and (v) the poetic work,
containing the suggestible element.

1- Dh' L-, 47. 2. Dh» L-, 47.
3. Dh. L, 48
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ABHINAVA'S CONCEPTION OF POETRY.

The suggested meaning is undoubtedly maintained to
be the soul of poetry. It would, however, be a mistake
to think that it alone is poetry. The presence of a
suggestible element in a statement provides as little justi-
fication for calling it poetry, as the presence of the all—
pervading Self in a jar does for calling it a limited self or
jiva. Logically there is nothing to prevent us from
calling a jar a jiva, because Self within certain limita.
tions is so called. And, as the Self is all-pervading, its
presence must be admitted within the jar as much as it is
admitted within a human body. However, the latter alone
is so called and not the former. Therefore, just as a
buman or any other living body in a certain condition,
with the presence of the Self within, is alone called jiva
and not everything wherein the Self is present, so, that
body of words and meanings alone, with a suggestible
clement in it, is called poetry, which possesses the beauty
lent to it by the suitable qualities and embellishments
cf words and meanings? {Sabdartha gupalankira). Hence
it is that Gangayarm Ghosah or Sirhho manavakah (the
lion boy), inspite of the presence of the suggestible
element in them, cannot be looked upon as poetry. The
relation between the suggestible element in the literary
production and the words and meanings, their qualities
and embellishments and the style and diction, is very much
like that which exists between the body and the soul.
Just as human qualities and ornaments are not necessary
for the very being of a man, so are not the poetic
embellishments and qualities for poetry. And just as the
different human qualities and ornam:nts add to the
personal beauty of a man only if they fit in with the

1. Dh.L, 17,
30
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time, the place and- the state of the self or mental state
of the individual,.so do the linguistic qualities and embellish-
ments, The former, if manifested at a wrong time and
situation or used at a wrong place, positively destroy the
personal beauty, so do the latter the poetic beauty. But just
as soul is necessary for the very being of an individual,
so is the suggestible element for a poetic production.

"THE POSITION OF THE LAKSANAVADIN EXPLAINED.

We have stated in a preceding section the various
meanings, in which the word Dhvani las been used by
the exponents of the Dhvani theory. There it has been
made clear that this word is used not only for the suggested
meaning but also for the power of the language that arouses
it. The Laksanavadins do not deny the existence of the
so called suggested meaning. Their opposition to the
Dhvani Theory is chiefly agamnst the acceptance of the
Dhvani as a separate power of language. They maintam
that the arousal of the so called suggested meauing can also
be explained by Laksana, the secondary power of language.
They also admit the difference between the power
of language to arouse a meaning and the meaning
itself. The former they call *Laksiza” and the latter
¢ Laksanikartha’.

If we analyse the position of these opponents, we
find that their opposition is based on one of the following
three assumptions :—

1. Dhvani is identical with Laksana, i. e. the words
“Dhvani” and “Laksana” are synonymous and, therefore,
refer to the same thing.

2. The secondary meaning is the characteristic mark
of Dhvani, the suggested meaning, i. e. wherever there is
the former, the latter has necessarily to be there.

3. Laksana implies the Dhvani also.
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-LLAKSANAVADINS' POSITION !CRITIGISED.

1. The identity of Dhvani as .a power. of language
and Laksana is indefensible, because they are essentially
different from each other. Their spheres are different. The
sphere of Dhvani is that where both, the word and the
meaning, are mainly intended to convey .the suggestible
image, as in the illustration discussed above. The sphere
of Laksani, however, is that where a certain point is
exaggerated or greatly emphasised as in “Ganhgayam
ébosal)" or “Sihho manavakah”. In the former case
it is the nearness of the hamlet to the Ganges that is,
exaggerated and in the latter the similarity with a lion
Further, it often happens that when a certain statement
is made, the fourth power of the language, namely,
that of conveying a suggested meaning, which is different
from the third, namely, that of Laksana, does not operate,
though its operation is possible. The fourth meaning, the
suggested, though it can be got from the statement, yet,
being unnecessary, it is totally ignored, so that it does
not figure in the hearer’s consciousness. The interpretative,
process stops immediately after the consciousness of the
secondary meaning. Thus, if one power of linguistic
expression can operate while the other is inoperative ; if
Laksand can operate and give rise to the secondary
meaning while Vyaiijana is perfectly inoperative, though
there is room for it to operate, how can then the two be
identical ?

2. The secondary meaning cannot be represented
to be ;a -characteristic matk of Dhvani, For, there are
innumerable instances in the existing  literature, wherein
the words sre ysed.in the secondary sense simply because
of the established usage, but there is no suggestible

1. Dh L, 3l

e
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meaning conveyed, because none is intended, as for instance,
“Facts speak for themselves.”

Here no suggestible meaning apart from the secondary
is intended to be conveyed. The word *speaks” is used
simply because the usage requires it. And in the
not at all enter into consciousness, because the sugges-
tible meaning rises in consciousness immediately. Hence,
because there is no general concomitance between the
suggestible and the secondary meaning, the latter cannot
be regarded as the characteristic sign of the former,

3. The distinction of Dhvani from Laksana as an
idependent function or power, has been pointed out above
in respect of the sphere, that is, the meaning aroused
by the former is different from that aroused by the
latter. Every power operates in a certain way. One
power is recognised as different from another, not only
because of the different results that they produce but also
because of the different manners in which they operate.
The position of the opponent that Dhvani and Laksana
are identical cannot stand, because the manners? in which
the two powers function, are different.

THE PROCESS ANALYSED.

1, The secondary power of language leads to the
arousal of the secondary meaning through
(8) Consciousness of the conventional meanings of
two words.
(b) Experience of contradiction between the two
meanings.
(c) The rise of the secondary convention in the
consciousness.

1. Du L, 55
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(d) The rise of the idea or ideas which remove the
contradiction.

(e) The consciousness of the full secondary meaning.

2. But the suggestive power of larguage leads to the
rise of the suggestible meaning

(a) Not always through the consciousness of conven-
tional meaning, in a certain context, of th: two
words, but of even a single word, nay, even a
part thereof.

(b) There is necessarily no experience of contradiction
between the mcanings of the two suggestive
words, if in some cases the number of the sugges-
tive words happens to be two.

(c) Often there is no consciousness of the secondary
convention,

(d) The ideas, which subsequently arise, are not such
as simply remove the contradiction® ; but they
repzesent the unexpressed and inexpressible in the
context.

(e) Rise of the complete suggested meaning.
ANOTHER CONCEPTION OF LAK3ANA AND 1TS CRITICISM.

Laksana is defined by some as a power of language,
which arouses the consciousness of any meaning that is
different from the conventional, but has invariable concomi-
tance with it. (Abhidheyavina bhatapratitih). The followers
of this definition deny the difference of the suggestible
meaning from the secondary. This definition, it is to be
noted here, refers not to the process, involved in the
arousal of the meaning, but to the meaning itself. The
opponents, therefore, maintain that in the case of the so

1. Dh.L, 54
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called suggestible meaning, in the arousal of which the
different stages from the conventional to the contextual
and from that to the secondary are not noticeable, is
really tne Laksana meaning; because the so called
suggestible meaning also is one that has invariable
concomitance with the conventional. Hence the conscious-
ness of the «central fact in the zsthetic experience
is aroused not by Dhvani but by Laksapa as defined
above. For, @sthetic experience involves the conscious-
ness of the basic mental state, which cannot be
conveyed through the conventional power, which presents
the situation and the mimetic changes etc. But it is
unnecessary to admit a fourth power of language to
arouse a fourth type of meaning. For, Laksana, as a
power, capable of arousing all the meanings, which are
invariably concomitant with the conventional, is sufficient
to explain the rise of the basic mental state also, for which
is admitted.

1

a separate power of language, called “Dhvani,’

A little careful .reflection will make the unsoundness
of the opponent’s position clear. It is well known that the
law of association leads the consciousness of one thing
to that of another, associated with it.  When, for
instance, a person is made conscious of smoke by hearing
the conventional word for it, in the language of his land.
the .idea of ‘fire” is naturally aroused through association.
The . latter .is associated in the memory with the fire's
power: to warm and. so.on, The follower of the aforesaid
definition of Laksana will have to take all that .as a
secondary meaning and will have to admit indefiniteness of
the aroused meaning. But if he were to say that the word
“smoke” has the capacity of arousing only one particular
meaning, .because its capacity is.so limited that it conveys
its peculiar meaning and not all those meanings which -are
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associated. with its partioular meaning; such an admission
of the limited expressive power aof individual expression,
will land the oppenent into difficulty. For, this would
imply the necessity of some factor, which would be
responsible for the arousal of the secondary meaning. If
it. were said that it is the impossibility of, or lack aof
coherence in the conventional meanings of the twa wardsin
a particular context, which is responsible for it, that would
mean the adm:ssion of the secondary meaning as distinct
from the suggestible, because in the case of the suggestible
meaning?! no such impossibility is necessarily involved.

LAKSANAT.AKSANA AS SUBSTITUTE FOR DHvANI

In the preceding paragraph, we have stated the position
of the opponent, who holds that postulition of Dhvani
is uunnecessary. For, if the secondary power of the
language be supposed to arouse all the ideas, which are
associated; in any way, with the conventional meaning,
the so called suggestible mzaning also will com: under
the secondary. And in the course of its criticism, we
pointed out that such a hypothesis would mean indefinite-
ness in the meaning in all cases and that admission of any
factor to account for definiteness in soms cases such as
“Gangayam ghosah” would mean the admission of the
suggestive power. The opponent, therefore, tries to explain
the definiteness by assuming a variety of Laksana, the
secondary power, called Laksanalaksana.

His position may be stated as follows :—

The ordinary secondary meaning is got out of a
construction by simple Laksana, for instance, the meaning
of “Gangayam Ghosah” as “Gafgiatire ghosah”. But.

1. Dh. L., 36.
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the meaning that “Ghosah” is cool, holy and so on, is gat
by Laksapalaksana. That is, the secondary power of
language, after having aroused the secondary meaning,
the bank, works again to arouse the additional ideas of
coolness etc. The rise of the suggestible meaning, therefore,
according to the opponent, can be explained by assump-
tion of the said variety of Laksana.

LAKSANALAKSANA CRITICISED.

The oppoaent has to make the following two points
clear:—

1. Does the Laksanalaksana arouse all the ideas,
which, according to the Dhvanivadin, the suggestive
power arouses, by a single operation or a number thereof,
according to the number of ideas which are aroused ?

2. Does it require contradiction in the ideas, aroused
by the primary and the secondary powers, as precedent
condition for its operation ?

If Laksanalaksana be supposed to function only once
and in that unitary function the experience of contra-
diction between the ideas, of which the hearer is conscious,
be not a nccessary condition for its operation, it would
be simply another name for Dhvani and it would be
unjustifiable to treat it as a variety of Laksana. For, the
chief characteristic of Laksapa is that it functions only
after the consciousness of contradiction (Skhalad gati). But
if it be said that consciousness of contradiction is a
necessary condition, that it functions as many times as an
additional idea is aroused, and that for the arousal of every
such idea the experience of contradiction is a necessary condi-
tion, the! position becomes indefensible, because it means

1. Dh. L, 18.
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argumentum-ad-infinitum. Another thing that the oppone.t
forgets is that in the case of the consciousness of the suggest-
ed meaning there is necessarily no experience of contradiction.

CRITICISM OF LAKSANA SUMMARISED.

The function of Laksana is simply to bring in the
additional idea to remove the apparent contradiction,
implied by different words wused in a sentence: for
instance, the idea of “bunk’ in *Hamlet on the Glanges’” or
that of “like” in “lion boy”. The ideas, which moved the
speaker to use such contradictory expressions, are aroused
by an altogether different power. For, the conception of
a power is based upon the function that it psrforms. And
when the conditions, required for one power to function,
differ from those of another and the result achieved is also
different, difference of such powers from one another has
naturally to be accepted.

“SAHAKARI BHEDACCA SAKTIBHEDAH.

The ideas, which the suggestive power of words is
intended to arouse, are certaiuly different from those which
the secondary power is said to give rise to. The necessary
condition for the power to operate 1n the latter case is the
apparent lack of harmony in the different constituents of a
sentence. But the former does not presuppose this condition.
If a statement is intended to suggest what is not directly
expressed, or rather under the circumstances cannot be so
expressed, but is suggested by a peculiar arrangement and|
choice, of the words, it requires the power of visualisation’
(Pratibha) in_the hearer, and not simply the knowledge Ofi
the secondary convention (Laksana). Hence distinction
between Lgksani and Dhvani has got to be admitted.

THE ANVITABHIDHANA THEORY OF THE PRABHAKARAS.

In opposition to the Abhihitanvaya theory of the

31
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Naiyayikas and Bhaftas, which Abhinava accepts and which
we have briefly stated in the preceding pages, the Anvita-
bhidhanavadins, Prabhikaras, maintain that there is no
necessity of admitting the additional power of words called
the TatparyaSakti, admitted by the Naiyayikas and the
Bhattas, and Dhvani, as maintained by others. Abhidhasakti
alone serves the purposes of all. They argue as follows :—

Just as the power of an arrow to hit more and more
distant objects depends upon the power and the skill of the
archer, so the power of words to signify things, not ordi-
narily indicated, depends upon the skilful use that the
writer or speaker makes of them. Just as in the case of the
arrow the assumption of different powers is unnecessary to
explain its hitting near and distant objects, so the assumption
of more than one power of words is unneczssary to account
for their conveying different ideas in different contexts.

CRITICISM OF THE ANVITABHIDHANAVADA.

The conception of difference of one power from another
is based upon the difference of functions pzrformed by
them. And one function is regarded as different from
another, according as its sphere and the means, wherewith
it is performed, are different. Now, the question, that the
Auvitabhidhanavadins have got to answer, is, whether the
far-ieaching power of words discharges only one function
or many. The former position cannot be maintained, because
it extends over different spheres. At one time it gives rise
to one meaning at another time to another. This certainly
involves difference in the means. If, therefore, it be
admitted to perform more than one function, it will have
necessarily to be admitted to be of different kinds. And if
so, the position of the unity of power becomes indefensible,
because, as we have already stated, the conception of
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plurality of powers is based upon the difference of functions
performed.

But if the Prabhakara were to say that by far.reaching
power he means that in certain constructions the word or
words convey the so called suggestible meaning directly,
without passing through the intermediate stages of arousing
the primary and the secondary meanings, he assumes an
indefensible position. For, the word, not being associated
with that meaning by the convention, how can it arouse
that ? The reason is obvious. The word is coaveationally
associated with the primary meaning only. It can, there-
fore, directly give rise to that alone and not to the suggest-
ible, because the former serves! as an instrumental cause
for the arousal of the latter. If then the opponent were
to say that the consciousness of the suggestible meaning
arises independently of that of the conventional, he has to
answer the following questions : —

Is the consciousness of the conventional meaning in
any way necessary for that of the suggested, i.e. does the
consciousness of the former serve as a stimulus for the
latter or not ? If not, why then only some iwords and not
others give rise to certain suggestible meanings ?  But if
it does, it has then to be clearly stated whether the cons-
ciousness of the former precedes that of the latter or

follows it.

If the opponent were to admit that the suggested
meaning rises immediately after hearing the suggestive ward
and that the consciousness of the conventional meaning,
which is a stimulus to it, simply follows, his statement
would apparently be as good as saying that the grandso: is

1. Dh. L., 189
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the cause of his grand-father!. The former position would
mean the acceptance of our view.

But if the opponent, in order to get out of the difficulty,
were to say thatthe instrumentality of the conventional mean-
ing to the rise of “the suggested’’ in the hearer, does not de-
pend on the hearer’s actually becoming conscious of it, but on
the fact that he has the residual trace? of the acquisition of
the conventional meaning : in this case his assumption is of no
psychological value, because it cannot explain, as we pointed
out above, why only certain words arouse certain suggestible
meanings and not others. But if he admits consciousness
of the conventional before the suggested, the position would
again mean the acceptance of our theory.

Further, the association of the words, according to the
Anvitabhidhanavada, is not with the simple and unrelated
meaningbut with the related. For, that is the only difference
between the Anvitabhidhanavada theory and Abhihitanvaya.
vada. Therefore, the opponent cannot talk of the acquisition
of conventional meaning, because, according to him, there
can be no consciousness of unrelated word, and consequently
its unrelated meaning. Now? if the opponent were to admit
the consciousness of isolated and wunrelated word and its
equally unrelated meaning through the process in acquisition
of such a meaning, which is technically called “Avapo-
dvapa” and if he were to maintain that the word is
associated with the unrelated meaning he immediately
becomes a convert. Anvitabhidhanavada, therefore, is
untenable.

NECESSITY OF ADMISSION OF THE INSTRUMENTALITY OF
CONSCIOUSNESS OF ONE MEANING IN THE
RISE OF ANOTHER. )

Even the Mimirmsaka cannot do without the admission

l. DhL.189. 2 Dh L,19 3. Dh L., 19
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of the instrumentality of the consciousness of one meaning
in the rise of that of another for the following reasons :—

1. He aamits the distinction of the primary meaning
from the secondary. If the former be pot instrumental in
the arousal of the latter, how can the distinction bstween
the two be maintained ?

2. He admits that where there is a coalition of Direct?
Declaration, Indicative power, Syntactical Connection,
Context, Position, and Name, that which follows is always
weaker than the one preceding it ; because it is more remote
from the purpose in view x2, i.e. indication of the use of
Mantra.

As no comparison can be made when each of them
treats of different subjects, they have to be taken in the
present context as referring to one and the same subject.
For, the satra speaks of their ‘Samaviya,’ ‘coalition’, which
implies their bearing upon a single subject.

Among x3 these six, that which follows is weaker than
that which precedes it, as they are more and more remote.
Because in the case of all of these it is universally considered
necessary to admit that there is the corroboration of a Direct
Assertion, laying down the necessary application; and the cog-
nition: brought about by thiscorroborative Direct Assertion var
ies in its proximity to each of the six means of cognition in
question,

For instance, in the case of Indicative Power x¢, there
in no pointing out of the use, until there is a prior inference

1. ]S, 3-3-14.
x2. Jha, 1164.
x3. Jha, 1175,
x4, Jha, 1178.
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of the Direct Assertion (laying down that use); and hance
in this case there is a certain degree of remoteness, which is
not present in the case of Direct Assertion, wherein the
declaration of the use having been duly cognized, it is
the presence of this wuse that leads to the
inference of the nec:ssary capability. In all cases where
the two means of knowledge proceel towards a common
objective, that which is found to take more time in
reaching it, is taken as remote from it, and as weaker in its
authority than the other. Thus it is clear that the
Mimarmsaka admits that Sruti and Linga etc. are different
from one another as regards their strength or weakness to
indicate the utility of a particular Mantra on a certain
occasion. And this admission is based on the recognition
that one is more remotedly connected with the indication
of the use of Mantra than another. This means that he
recognises difference in the causality (Nimitta) as sufficient
ground for differentiation. Therefore, he has no justification
in criticising the distinctive nature of the Dhvani as
admitted by the followers of the theory of Dhvani.
Because the suggested meaning is admitted to be different
from others just for the reason that the means of conveying
it (Nimitta) are different from those which are employed in
conveying the conventional or the secondary.

BHATTA NAYAKA'S EXPLANATION OF THE CONSCIOUSNESS
OF THE SUGGESTED MEANING AND ITS CRITICISM.

We have dealt with.the zsthetic theory of Bhatta
Nayaka in the first chapter. We have adduced historical
reasons to show how the points of agreement between him
and Abhinavagupta are more than those of difference,
regarding the problem of @sthetics, viewed from the point
of view of experience. His difference from Abhinava on
the problem of Dhvani also 1s of the same nature. He
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recognises the existence of a meaning which the exponents
of the Dhvani theory call “the suggestible.” DBut he
explains the rise of this meaning in the hearer’s conscious-
néss in his own way. His views on this point have a
special reference to the verse, which has been given in
the beginning of this chapter as an illustration of Dhvani.
“Bhrama dharmike.” It has been discussed in the preceding
pages how the negative meaning, that comes to the
hearer’s consciousness, cannot be explained in any other
way than by the assumption of the suggestive power of
language, called Dhvani. Bhatta Nayaka’s position, how-
ever, is different from those of the other opponents and
may be stated as follows :—

The poetic statements are made to one another by
characters involved in the presented sthetic situation.
But their asthetic value is to be judged from the effect
that they have on the hearer outside the situation. Bhatta
Nayaka, therefore, arguss that the mere capacity of
words to arouse the suggestible meaning is insufficient
to bring the negative meaning from the verse under
discussion to the consciousness of the hearer. The arousal
of such a meaning presupposes the consciousness of the
timid nature of the person so addressed. And that is
possible only through the asthetic experiencc of the emotion
of terror on hearing the words proud lion (Drpta sithha)
on the one hand and religious minded (Dharmika) etc., on
the other?. ,

Abhinava accepts the position. He maintains the
power of visualisation on the part of both, the poet and
the hearer, to be the most e.sential factor in the productiqt;
of a suggestive sentence and its understanding respectively.
But what he means to point out is, that the acceptance of

1. Dh L, 19.
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the suggestive power is in any case necessary to get the
negative meaning. Because the experience of the ®sthetic
emotion of terror is naturally in the spectator and not in
the person so described. For, in the latter case it is simple
terror that is aroused. And this @sthetic emotion is due,
even according to the opponent, not to the conventional
meaning. How can it then be aroused unless the
suggestive power be admutted ? Thus the opponent, while
fighting against the Dhvani theory has simply been esta-
blishing it.

V. DHVANI DISTINGUISHED FROM FIGURES OF SPEECH.

The opponents, bhelonging to the Alankarika school,
maintain that figures of speech are of two types (i) those
without any suggestible elements and (i) those in which
the suggestible element is a necessary constituent. The
suggestible, therefore, is an element in the figures of speech
of the latter type. It has no independent existence. It
is, therefore, necessary here to discuss one of the figures of
speech which, according to the Alankarika, has the sugges-
tible element as a necessary constituent. Let us take,
for instance, the Samasokti and analyse the illustration,
which Anandavardhana himself has given, to find out how
far the position of the opponent is sound. -

« FIGURE SAMASOKTI DEFINED.

If a statement contains adjuncts with double meaning,
the meaning, that is not applicable to what is directly
mentioned, suggests something else similar to it and thus
enhances the msthetic value of the statement a3 a whale.
Such a statement is technically called Samasokti, because
of its being of compressed nature.
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The following illustration will make the point clear ;—

“Upodha ragena vilolatarakam
Tatha grhitam $asina nifamukbam
Yatha Samastarh timirarh§ukam taya
Puropi ragad galitarh na Laksitam."”

Here most of the words have got double m=aning as
the following table will show :——

Upodharagena. (i) Ruddy

(i) Loving.
Vilolatarakam. () With twinkling stars.

(i) With tremulous eyes.
Grhitam. (i) Ilumined.

(i) Caught to kiss.
Nisimukham (1)) The commencement of night,.

(i) Red-lotus-like face.
Samastam, (1) Mixed.

(i) The whole.
Timiram$ukain (1) Light and darkness.

(i) Thin dark garment.
Purah, (1)) In the East.

(i) In the front.
Ragat. (i) After the twilight.

(ii) Because of love.
Galitam (ti) Ended or subdued.

(i) Dropped.

It 1s a description of the rise of full moon in all her
glory in a clear evening. Ordinarily the approach of night
is marked by two distinct stages. (i) twilight and (ii) dusk.
But the beauty of the lines, under discussion, consists in
their preseatation of a poetic vision that just when the
evening was ruddy with the rays of the sun below the
horizon and a few stars had just begun twinkling, the
moon arose so clear in all her brightness that the darker

32
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stage of twilight, the dusk, was not at all noticeable even in
the East.

Here the points to be specially noted are the
following :—

1. The word for moon in Sanskrit, Candra, is used in
the masculine and not in the feminine gender, like the
word “moon” in English.

2. The word for night, Nisa, is feminine,

3. Nifamukha is a recognised expression for the
commencement of night.

4, Most of the words in the verse, under discussion,
have double meaning as stated above.

Now let the reader arrange the seccnd meanings of
the words of the above list in the following order and
find out what they suggest :—

(Sasi) the lover, so caught to kiss the red lotus-like
face of loving Ni$a, the beloved, with tremulous eyes, that
she did not notice the thin dark garment that fell in front,
because of the intensity of her love.

Let the first meanings also be similarly arranged as
follows :em

“The moon so illumined the ruddy commencement
of night, with a few twinkling stars, that the mixed light
and darkness after the twilight, the dusk, was not at all
noticeable even in the East.”

Thus a statement, which arouses another image besides
the one directly stated, because the adjuncts possess double
meaning and, therefore, are applicable to the suggested,
is called Samaisokti, because the two meanings have been
condensed together,

Now let the reader analyse his experience after hearing
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the verse under discussion and find out through introspec-
tion the relation, in which the two sets of images stand to
each other. He will come to the following conclusion : —

The image, constituted by the first meanings, predomi-
nantly figures in the consciousness. The other, which is
suggested by the skilful use of the words with double mean-
ings, when put together with the first, enhances its beauty
very much like the standard of comparison in a simile and,
therefore, occupies a subordinate position to the first, like
an embellishment (Alankara).

The exponents of the Dhvani theory admit that in some
Alankaras the suggested clement does occupy a subordinate
position. But there are innumerable instances in the existing
literature, in which the Dhvani holds an independent
position.

The distinction of the suggestive poetry from the
embellished is, therefore, not difficult to understand.
What the exponents of the theory of the suggested meaning
say is that though some of the figures do suggest what is
not directly mentioned, yet the suggested in all these cases
occupies a subordinate position to the directly expressed in
the total zsthetic configuration. The suggestive poetry
(Dhvanikavya) is that, in the total wsthetic configuration
aroused by which, the suggested occupies the predominant
position and the directly expressed' is reduced to the
subordinate position.

THE DISTINCTIVE SPHERES OF UPAMA AND RASAVAT
ALANKARA ON THE ONE HAND AND THAT OF
RASADHVANI ON THE OTHER.

That linguistic presentation is suggestive, that is,
possessed of Dhvani, the experience aroused by which,
when analysed, is found to have a suggested basic

"1 Dh. L., 35-6.
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mental state or a transient emotion etc. as its central
meaning. It has both the verbal and the ideational?
embellishments and qualities as subservient to it. But when
the central meaning is other than the basic mental state etc.
and the latter simply lends some charm to the former, that is
an instance of the embellishment, called Rasavat. In a
Dhvani Kavya simile and other ideational embzllishments
(Arthalaiikaras), though apparently they embellish a conven-
tional meaning, yet ultimately they also embellish only the
suggested, inasmuch as their embellishing the suggestive
consists in imparting to it the capacity of? suggesting the
suggestible.

An earlier authority maintained that a poetic composi-
tion, which is exclusively given to the description of the
insentient, is the sphere of the ideational embzllishment,
because in that the introduction of the element of the basic
mental state is not possible. It may be stated here that this
authority did not believe in the suggested meaning. Natu-
rally enough, therefore, it held that the description of the
sentient is the sphere of the embellishment Kasavat, of
which the Rasa is only an element. This view, according
to the Dhvani School, is not sound, because there
can be no description of the insentient, which ultimately
does not have any reference to the sentient as a stimulant or
an indicator of a basic mental state (Vibhava or Anubhava)
and, therefore, there will be left no sphere for ideational em-
bellishment like the simile and so on. But if the opponent
were to maintain that even when there is relation of the
described insentient to the sentient, the poetic composition
remains an exclusive sphere of simile etc., he will be landed
in the difficult position of having to accept the most asthe-
tic linguistic prescntation as totally unaesthetic, because,?

1. Dh.L,7l. 2 DhL57 . 3. Dh L.,76.
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according to him, Rasadhvani is invariably concomitant
with the embellishment, called Rasavat; and therefore, if
there be no Rasavadalavkira in a composition, it shall
have to be accepted as unzsthetic. All those compositions,
which describe the insentient, will have, ther:fore, to be
admitted by the opponent as devoid of @sthetic elemeut.

EMBELLISHMENTS AND ESTHETIC PRESENTATION.

The embellishments are of two kinds?! (i) verbal (§abda)
and (i) ideational (artha), Alliteration etc., are included
in the former, and simile etc. in the latter. In the linguistic
presentation of the zsthetic object frequent laboured intro-
duction of the verbal embellishment, alliteration of the same
kind, does not tend to suggest the inexpressible. Rather,
because of its forcefully drawing the attention of the hearer
to itself and exciting his wonder at its frequent appearance,
it interferes with the ssthetic experience. It is equally bad
for the poet. For, it disturbs his concentration on the
delineation of the @sthetic object, because it necessitates
conscious search for the necessary words. Hence, though
occurrence of an alliteration here and there, without any
conscious effort on the part of the poet, lends some external
charm to the composition, its frequent laboured introduction
has to be avoided.

The case with the ideational embellishments (Arthalan-
kara) is different. Because the introduction of only those
embellishments has to be avoided in a linguistic zsthetic
presentation, which requires a mental effort of such a nature
as drives the inspired picture of the zsthetic object out of
the poet’s mind. The frequent introduction of alliteration,
as experience tells us, does necessitate such an effort. But
the ideational embellishments come spontaneously to tha

1. Dh. L, 856.
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poet’s mind. It is natural that they should come in that
manner, because the central point in the aesthetic object is
only suggestible : and the suggestible can be suggested only
through the particular types of expressibles by means! of
the expressions which stand for them. And such expressibles
are the ideational embellishm:nts. Hence they are part
and parcel of the wsthetic picture in the poet’s mind and do
not require for their introduction in the presentation any
mental effoit, which involves diversion of attention. Their
introduction, therefore, is necessary.

THE PSYCHOLOGICAL BASIS OF THE CLASSIFICATION
OF THE SUGGESTED MEANING.

The suggested meaning and the suggestive power are
classified on two bases: (i) according to the nature of the
suggested and (ii) according to the relation of the conven-
tional meaning with the suggested. The poets have classified
the poetic world into (i) embellishment ( Alankara ) and
(i) the embellished ; (iil) transitory emotions and (iv) asthetic
configuration. The suggested meaning and the suggestive
power have accordingly been classified on the first basis
as follows? :—

Pertaining
(1) to the embellishable ( Vastu Dhvani )
(ii) to the embellishment ( Alankara Dhvani)
(i) to the transient emotion ( Bhiva Dhvani )
_(iv) to the @sthetic configuration ( Rasa Dhvani )
The latter two have each a sub-division, according as
the emotion (Bhava) is responsive or not. In the latter case
they are technically called,
t (a) Bhavabhasa and
if (b) Rasabhasa.

1. Dh'L., 86-7. 2. Dh. L., 15.
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1. Vastudhvani is the suggestive power, which
operates to arouse the suggest:d idea, which refers to all
that goes by the name of Vibhdava and Anubhiva, according
to the broad division of the poetic world, which stimulates
mental states. This power (a) may arouse & negative
meaning when! the statement, in strict conventional
language, is positive or vice versa. (b) It may give rise to a
meaning, which is neither positive nor negative, when the
statement is clearly positive or negative.? (c) Or when the
statement is meant for not the one, to whom it is addressed,
but for the other, to whom the situation, in which the person
addressed is involved, has to be explained in order that the
latter may spare the former : it may give rise to a meaning
quite different from that which the statement has for the
addressed.’?

Thus, according to the situation, the skill of the
speaker and the powers of understanding and visualisation
of the hearer, the suggestive power gives rise to innumerable
kinds of suggested meaning referring to Vastu. The consti-
tuents of the aesthetic configuration can be divided into
two classes, the objective and the subjective. By the objec-
tive we mean those which represent something that exists
outside the mind. And by subjective we mean mental
states. The objective is divided into two classes
according as it stimulates an emotion or indicates some
mental states by gestures and grimaces. The former is called
Vibhave and the latter Anubhiva- A suggested meaning
that refers to what is objective of either kind is included in
the Vastudhvani.4

(2) Alankara Dhvani is that suggestive power of word,
the suggested idea aroused by which, is a poetic embellish-

1. Dh.L.20 2. Dh. L, 21-2.
3. Dh L., 23 4. Dh. L., 66.
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ment (Alankara). This idea, though it may have been
presented in some other contexts as occupying a subordinate
position, as an embellishment to the meaning of a sentence,
is yet called Alankaradhvani, when it is presented, not as
an embellishment of something else, but independently,
though it is still recognised as such.

(3) Rasadhvani is that suggestive power which floods
the mind with a host of ideas, not always clearly definable,
which are necessary for such completion of the aesthetic
image as is necessary for suggesting the basic mental state
at a high pitch and bringing about complete self-forget-
fulness in the! hearer, in which the aesthetic experience
consists. An important point of distinction between this
suggestive power of word and the rest is that while the
ideas suggested by the other two somehow admit of
expression in conventional language, those aroused by this
can? never be so expressed.

(4) Bhavadhvani.  The subjective constituents of
the aesthetic configuration, the mental stat:s, are divided
into two classes, the basic mental states and the transient
emotions. The former are technically called Sthayibhavas
and the latter Vyabhicaribhavas. Accordingly we have
Bhavadhvani when the suggested idea is a transient

emotion.

These emotions are righteous in some cases and
otherwise in others. Love of Rama for Sita, for iustance,
is righteous, but of Ravana is not. Thus, when a basic
mental state is unrighteous, the suggested ideas, giving
rise to it, are called (i) Rasabhasadhvani. Similarly when
:vansient emotion is so, the suggested ideas, responsible
for it, are called (ii) Bhavabhasadhvani.

1. Dh.L.62. 2. Dh.L.24.
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Often it is found that the consciousness of a sudden
termination of a mood, involved in a basic mental state,
is the source of asthetic experience, as for instance, in the
situation described in :—

“ Bkasmin Sayane ete.”

The! suggested ideas, which arouse the consciousness
of such a termination of a mood, are technically called
(iii, BhavaSantidhvani.

The classification on the basis of the relation of the
conventional to the suggested tells us of the antecedent
conditions of the consciousness of the suggested. There
are two main divisions of this class :—

(i) Avivaksitavicya, that is, that which throws
the conventional m:aning iato the background .or

subordinate position as not having been intended to be
conveyed by the speaker and (ii) Vivaksitanyaparavacya,
that is, that which puts the conventional meaning
in relation with something else than that with which it is
apparently connected in the statement.

The following illustrations will make the point in hand
clear:—

Suvarnapuspam prthvim cinvantipurusastrayah,

Saraéca krtavidya$ca yasca janati sevitum.

(Only three persons, the brave, the learned and the
one who knows how to serve, pluck the gold flowers of the
land that produces them.)

Here the conventional meaning, as given in the last
part of the above statement, is contradicted by our direct
knowledge of the world. We do not know of any land
that may be literally producing flowets of gold. Their

1. Dh. L., 24
33
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plucking, therefore, is out of question. It has, therefore,
naturally to be supposed to imply, through similarity
(SadrSya), land abounding in requisites of prosperity. The

reason why this portion of the statement is taken in this
sense is the understanding of the suggested meaning, as
revealed by the combination of words, namely, the praise-
worthiness of the three kinds of persons, the brave, the
learned and the one who knows how to serve. The value
of this praiseworthiness, because it is not directly stated, is
enhanced, very much like that of the beautifully covered
breasts of a lady. The verse under discussion is an instance
of the first of the two kinds of the suggested meaning,
because the conventional meaning is not intended to be
conveyed ; the speaker does not mean that actually there
is a land, which produces the flowers of gold, and that the
brave, the learned, and the one who knows how to serve,
pluck them. What he means is that these three types of
persons deserve the highest praise and reward.

The following is the illustration of the second kind of
Dhvani :—

«Sikharini Kva nu nama Kiyacciram
Kimabhidhanamasavakarottapah
Taruni yena tavadharapitalam
Dagati bimbaphalam gukasavakah”

(O young lady ! in which peak and for how long, an
austerity of what name has this young parrot done that he
is enjoying the fruit of Bimba, red like your lower lip ?)

THE SITUATION.

A young lady is fondling her pet young parrot. A
young man chances to pass near by. He is struck with
love for her. He envies the lot of the parrot and
desiring to express his own feeling of love for her and
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trying to ingratiate himself into the lady’s favour, makes
the above statement.

Here the conventional meaning, unlike in the previous
case, is intended to be communicated. But its purpose
is not to get a reply to the questions, which are included
in it, but to convey his feeling of love for her and to
flatter her. This feeling at the very first sight could not
be directly expressed. Hence he adopted the method
of carrying it through suggestion. Thus, in this case, the
conventional meaning is intended to be conveyed. The
purpose, however, of conveying such a meaning is not the
apparent, it is concealed. The conventional meaning,
in the situation, described above, simply revealsit. This
type of the suggested meaning is, therefore, called Vivaksi-
tanyaparavacya, because here the conventional meaning
is intended to be conveyed but with a purpose different
from the apparent.

Avivaksitavacya is subdivided into the following two ;—
1. When the conventional meaning is not alto-
gether out of the place in a! certain context, but in
itself does not serve the intended purpose and, there-
fore, because of the force of the. context, is associated
with so many ideas that it looks as something altogether
different from itself, it is technically called
Arthantarasaikramitavacya.

The following illustration will make the point in hand
clear :—
THE SITUATION.
Rama is in exile. His extremely dear wife, Sita, has
been carried away by Ravapa. He is feeling the pang of

separation. At such a time arise dark clouds. Cranes come

1. Dh. L. 61, ad
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flying in a row. Peacocks begin cooing. Gentle breeze,
surcharged with spray, begins blowing. The pang of separa-
tion becomes more and more intense and the memory of
Sit& gets more and more vivid. He realises the unbearabi.
lity of the existing condition, remembers the past vicissitudes
of fortune and the effect that they had on his heart. He
also realises the effect of the past exp:riences in developing
an attitude of not taking such things too much to heart.
Still he feels intensely the effect of the situation and patiently
bearing it says :—

“There are the clouds imparting a peculiar beauty to
the sky by their charming darkness and the cranes are flying
in them. There are the breezes surcharged with spray.
And there are also the joyous cooings? of peacocks. Let
them all be. 1 am Rama, utterly devoid of feeling. I
bear all.”

Here the word Haima does not simply arouse the
conventional meaning of a son of a certain king, but sudden-
ly surrounds it with all the pictures of the past unhappy
events such as being exiled just on the day when he was to
be crowned, life in the forest, his devotion to Sita, his
losing her and so on. But the skilful arrangement of words
does not allow the other eveats, the happy ones, such as the
winning of Sita, to rise in the consciousness, because that is
prevented by the words, * utterly devoid of feeling”
( Drdbarh kathora hrdayah ). These pictures so fuse with
one another that they form one whole, in which the conven-
tional meaning pales to such insignificance that it is not
clearly noticed. It is* because of this process in the rise of
the suggested meaning that this is called Arthantarasaskra-
mitav@eya, as explained above.

}- ~Dh. L., 61.
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(IT) Often it so happens that the conventional meaning
does not fit in with the context. [tis simply a means of
arousing the suggested. Therefore, as soon as the suggested
meaning has risen in the consciousness, it disappears and _
so does not form a constituent of the total meaning,
as it does in the other case, discussed in the preceding
page.’ It is because of the discarding of the conventional
by the suggested meaning that it is called

ATYANTATIRASKRTAVACYA.

The following illustration will make the point clear :—
Ravisathkrantasaubhiagyah

Tusaravrtamandalal

Nih§vasandha Ivadarsah

Candrama na prakaate.?

(The moon, whose beauty has passed into the sun, with
her digit enveloped in the mist, is not shining, like & mirror
blinded by sigh.)

This is the description of the Hemanta season by Rima
in Paiicavati. The word Andha ( blind ) conventionally
means one who has lost his sight. But here it is used in
the secondary sense of inability to receive the reflection of
external object and, therefore, suggests its extreme dullness
and uselessness etc. The conventional meaning of the
word, “blind”, does not form a constituent of the total
meaning. The former simply arouses the latter. Hence it
is an illustration of the type of the suggested meaning under
discussion. )

The second main division of the suggested meaning,
Vivaksitanyaparavacya, is also subdivided into the follo-

1. Dh. L., 61. " 2.Dh L., 63
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wing; according to the difference in the process involved in
the rise of the suggested meaning :—

When the conventional meaning is intended to be
;onveyed, but has an ulterior purpose than its mere arousal,
hat is, has for itssole aim the arousal of the suggested,
here are two processes through which the suggested arises,
i) In the one the transition from the conventional to the
uggested is not at all noticeable. This is technicall ycalled
Leamlaksyakrama. All kinds of Rasadidhvani arise in
his manner. (ii) In the other case, the transition from
he conventional to the suggested is clearly noticeable.? It
5, therefore, technically called Kramadyotita.

The Kramadyotita is further subdivided into the follow-
ag three kinds (Ayamapi dvividha eva Dh, L. 94-5) :—

(i) That which is due to the power of word
Sabdasaktyudbhava ).

(ii) That which is due to the power of the conven-
ional meaning ( Arthasaktyudbhava ).

(iii ) That which is due to both, Ubhayasaktyudbhava,
Sabdartha$aktyaksiptopi. Dh. L. 134).

SABDASAKTYUDBHAVA.

Certain words have more than one conventional mean-
1g. Further, often the words are so joined together that
aore than one way of their separation is possible and the
roup yields more than one meaning, as for instance,

“Sarvadomadhavah’
:an be split up as either

«Sarvada@ umadhavali” or as “Survadi} madhavak”
Thus when a composition consists of words with two
neanings due to either? of the two causes and each refers to

1. Dh. L., 64. 2.Dh, L., 95. .
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a distinct object, it is a case of pun or Slesa. At times,
however, it happens that the two meanings do not refer to
two distinct objects but stand for the attributes of one and
the same, as in the following case : —

Tasya vinapi harena

Nisargadeva harinan

Janayamasatuh kasya

Vismayarh na payodharau.”

Here the word A%ripax has got two meanings :—

(i) Heart captivating.

(ii) Garlanded.

But both of them refer to the breasts of the lady as its
adjuncts. The second meaning coming together with
vindpi harepa ( even without garland ) gives rise to the
consciousness of false contradiction, <“garlanded even w:thout
garland.” That such a false consciousness of contradiction
is intended to be directly conveyed is made clear by the
word “api” (even). This quotation, therefore, has both the
embellishments, Slesa and Virodhabhasa,

But when the words bave two conventional meanings
and they do not refer to two distinct things, nar the pur-
pose of the second meaning is to convey the idea of an
additional embellishment, as revealed by any such word as
“api” in the above illustration aund yet th. second meaning"
serves to beautify the first, that is an instauce of Alankara-
dhvani, and the suggestion of the additional embellishment
is due to the suggestive power of word.

I Sabda$aktyudbhava.
The following will illustrate the point in hand :—
‘“Atrantare kusumasamayayugam upasarhharan

ajrmbhata grismabhidhanah phullamallikadhavalagtahaso
mahakalah.”
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This is the description of the advent of the summer.
Here the last two compounds have two meanings each.
The first means ;—

() In which turrets look beautiful, because of the
flowering Mallika creepers.

(i) Whose laughter is white like full blown Mallika.
The second (Mahakila) also means :—

(i) of long days.

(ii) God Mahakala, a name of Siva.

The relation of the second meanings of the above two
words is not indicated by any separate word such as “Api’’
in the earlier illustration. Hence the power of the compound
words itself suggests the relation of these meanings as an
embellishment to the first meanings and presents God Siva?
with his white laughter as a standard of comparison.

o ITI.  ArthaSaktyudbhava.

In some cases the conventional meaning, conveyed by
words, forcibly suggests something. The thing so suggested
is called

“Arthasaktyudbhavadhvani”,

that is, the meaning suggested by the power of the
conventional meaning.
The following is & good illustration of the point under
discussion :—
“Evarhvadini tatrarsau
Par$ve pituradho mukht
Lilakamala patrani
Ganayamasa Parvati.”
(when the sage said this, Parvati, who was sitting near
-her father, began counting petals of the play-lotus.)

1. Db. L., 99-100.
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THE SITUATION

Parvati practised hard austerities to win Siva’s favour.
One day, when she was sitting with her father’, sage
Angiras came with a message from Siva for marriage. As he
was delivering the message, she was overpowered with the
feeling of shyness, natural to a young girl, and so to conceal
it from her father began counting the petals of the play-lotus
that she was holding in her hand.

The above lines, said in the situation, as just described,
after conveying the conventional meaning suggest the feeling
of shyness, with which Parvati was overpowered, by first
reviving the memory of austerities, practised by her for
securing Siva’s love. Here the stages of transition from the
conventional to the suggested are clearly noticeable. And
the rise of the suggested meaning is due to the force of the?
conventional meaning. Hence it is an illustration of Krama-
dyotya artha-§aktyudbhava dhvani.

CLASSIFICATION OF THE SUGGESTED MEANING,
ACCORDING TO THE MEANS OF SUGGESTION.

Another basis of classification of the suggested meaning
is the means of suggestion. From a letter® to the entire
work serve as means of suggestion, according to the need.
The illustrations of all these types of suggested meaning
are given in the third chapter of the Dhvanyiloka. Kuntaka
in his Vakrokti jivita, while talking of Vakrokti as the soul
of poetry, is simply repeating what Ananda Vardhana has
said in the third chapter. The former is presenting from
the objective point of view what the latter has done from

1. K. Sam, VL 65. 2. Dh. L., 102-3,

3. Dh.L.,123.
34
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the purely subjective, In fact he repeats the illustrations
of Ananda Vardhana in many cases.

SUGGESTIVE POETRY DISTINGUISHED FROM
UNSUGGESTIVE.

A meaningful composition of words, possessed of the
appropriate qualities and embellishments of words and
meanings, is called suggestive poetry (Dhvanikavya), provi-
ded that both, the words and their conventional meanings,
suggest the suggestible meaning and in the total esthetic
configuration occupy a position subordinate to the suggested.

Thus, it is clear that the suggestive poetry is different
from that which possesses the poetic qualities and

embellishments of words and meanings. For, while the!
latter is concerned with words as sound symbols and their
conventional meanings, the former is characterised by the
predominance of the suggested meaning. Hence the latter
cannot include the former.

1. The experience, stimulated by the suggestive
poetry, is different from that which is aroused by the
unsuggestive poetry. In the former case, it consists in
the subjective realisation of a basic mental state through
complete self-forgetfulness and consequent identification
with the focus of the presented situation. In the latter
case it consists in the objective visualisation of the presented.
Thus, while in the former case, one always has the experi-
ence of one of the eight or nine types of emotive state ;
in the latter only the feeling of wonder and the sense of
admiration are aroused.

(IT) The latter may be called an imitation of the
former ; because the most essential characteristic of an

1. Dh.L.,33.
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imitation is that it lacks the most essential element of the
imitated. A life-like wax-figure of a man is acknowledged
to be an imitation, because, while externally it is exactly
like a man, it lacks the enlivening principle, the soul.
Similarly a poetic composition, possessed of poetic qualities

and embellishments, is called “Citra” or imitation, because
it lacks the soul of poetry, the suggestiveness.

(IIT) From the point of view of the essential difference
between the conventional and the suggested meanings

also the non-suggestive poetry is distinguishable from the
suggestive, inasmuch as the former, in respect of meaning,
consists of only the directly expressible ones, while the

latter has both.

(IV) From the point of view of the productive powers
also the difference between the two is clear. While the
former is a product of mere knowledge and skill in the
use of poetic technique, in the production of the latter the
poetic genius plays the most important! part.

Tdae DISTINCTION Or THE SUGGESTIVE POETRY FROM
THE EMBELLISHED

The embellished poetry is of two kinds:—

1. That which stimulates only such ideas as are
symbolised by words, which form its body, as for instance,

the one having Simile.

2. That which arouses the consciousness of some

meanings which are not symbolised in words, but are

1. Dh. L.34
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simply suggested by them, as for instance the one having
the following figures:—

1. Samaisokti.

2. Aksepa.

3. AnuktanimittaviSesokti.
4. Paryayokta.

5. Dipaka.

6. Apahnuti and

7. Sankara etc,

The opponents of the theory of the suggestive power
of words, therefore, maintain that though the suggestive
poetry cannot bz brought wunder the former type of
embellished poetry, it can certainly be included in the
latter.

To this the exponents reply, as has been stated above,
that the conception of the suggestive poetry, as distinct
from the embellished, is based upon the suggested element
being the principal constituent of the total configuration of
meanings. No doubt, in the configuration, presented by
the figures of speech, mentioned above, there is a suggested
element, but it occupies only a subordinate position, inas-
much as it further beautifies that which is directly expressed.
But the suggestive poetry (Dhvanikavya), according to us,
is that in which the directly expressed meaning occupies
subordinate position to the suggested. Therefore, if we
take the two experiences as aroused by the two kinds of
poetry into consideration and analyse them, we find them
to be quite distinct from each other. Hence we maintain?
the stimuli also to be different.

1. Dh. L., 35,
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DHVANI CHART. (Dh. L. 119)
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CHAPTER V.

MAHIMA BHATTA’S CRITICISM OF
DHVANI AND A REPLY.

DHVANI AS A CONTROVERSIAL PROBLEM.

The problem of meaning in the context of Esthetics
engaged the minds of great Kashmirian thinkers for about
four hundred years from the 9th to the 12th Century A. D.
The point, on which the controversy primarily raged, was
the suggestible meaning (Dhvani). It was raging even before
Ananda Vardhana wrote his famous Dhvani Karikas and
a commentary on them with the object of establishing the
suggestible meaning as distinct from other recognised types
of meaning no less than from such figures of speech as

Samasokti etc.

Soon after the appearance of the Dhvanyaloka to
establish the theory of Dhvani, Bhatta Nayaka undertook
to demolish it in his Hrdaya Darpana, which we know
from references only in the works of the subsequent writers.
Abhinavagupta, in his commentary, the Locauna, on the
Dhvanyaloka, adduced convincing psycho-philosophical
reasons to demonstrate the unsoundness of Bhatty nayaka's
position. But, before \bhiawva weoi: his Locana, there
was another commeantary, the Candrika, which again we
know from references only. The name of the author of
this commentary, is altngether unknown. From a reference

in the Locana, however, it 1s clear that he! was an aucestor
(Parvavamsya) of Abhinava himself.

1. Dh, L. 185
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After Abhinava, Kuntaka attempted, from the objective
point of view, the problem of Dhvani, which had been ably
dealt with by Ananda and his commentators from the
subjective. In fact Mahima Bhatta® points it out that
Kuntaka's definition of Vakrokti is nothing more than that
of Dhvani. It is made evident by an additional fact that
he divides and subdivides the Vakrokti exactly as Ananda
does the Dhvani and cites the illustrations of Ananda as

examples of different types of Vakrokti.

Mahima Bhatta came next. He attacked the Dhvani
from both, the subjective and the objective points of view.
He criticised both Ananda and Abhinava, who attempted
the problem from the former, and Kuntaka, who took it
up from the latter point of view. His critical approach
is from the logical point of view of the Monistic Saivaism
of Kashmir aad not of the Nyaya or Vaifesika, as we

shall show in a subsequent section.

But Ruyyaka, who came after Mahima Bhatta and has
commented upon the Vyakti Viveka, has answered all the
main objections against Dhvani and re-established it.

AN INTRODUCTION TO MAHIMA BHAjTA.

Though it is not possible to statc the exact dates of
birth and death of Mahima Bhatta, his position in the
literary history of Kashmir is certain. He belongs to the
middle of the 11th century A. D. For, he came after
Abhinavagupta and Kuntaka, whom he criticises, and
before Ruyyaka, who comments on the Vyakti Viveka.
For a proper understanding and appreciation of his work
nothing more is needed.

1. V. V. 126
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He was a house-holder and had sons and grandsons.
His father's name was Sri Dhairya. His teacher’s name!
was Syamalaka, who was a great poet. The name of one
of hissons was Bhima. He wrote the Vyakti Viveka for
grandsons, who were well known among the nobles for
their good manners.? He was a teacher. He was asked?®
to point out the defects in the works of others. Accordingly
he took up the destructive critical attitude, though he was
conscious of the fact that it is not the path of the good
and that it falls to the lot of the unfortunate.

He was also conscious of the fact that his own work
is not free from defects But he asserts that his position is
like that of a physician, who prescribes the rules of health
to others, though he himself violates them.

He was extremely proud of his learning. In com-
parison with himself he did not count another as anything
more than a straw®. It was because of his arrogance that
he was not respected anywhere, inspite of his learning. He
was very anxious to attain literary fame suddenly®. In
fact it was his desire for such a fame which was at the
bottom of his undertaking the criticism of so well recognised
suthorities on the literary criticism as Ananda Vardhana
and Kuntaka. He looked upon himself as the sun of the
literary world. He was aware of the fact that his work
would not get the unanimous approbation of all; that it
would arouse the anger of the supporters of the theory of
Dhvani; that it would delight those who are of his way of
thinking and that it would depress his rivals®. His work,

1, V.V. 456 2. V.V.456 3. V.V, 1523
4, V.V.Comm. 149. 5. V.V.6 6. V.V.4
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according to his own statement, is for those whose intellec-
tual equipment and tendency are like his own. He knew
that the very fact that he took up the work of so great
and renowned a man as Ananda Vardhana for criticism
would establish his importance in the literary circle.
He was in a dreadful hurry to establish his litarary
fame, so much so that he did not care to read, as
he himself says, the earlier work of the school of
opponents of Dhvani, the Hrdaya Darpana by Bhatta
Nayaka ; nor did he study the expositions of the Dhvanyaloka
such as thz Candrikal etc. He knew that it was a serious
defect in his intellectual equipment, which would lead him
into many mistakes. Buat it was his passion for the literary
fame that compelled him to this hasty step of entering into
adverse criticism of the Dhvani, as presented by Ananda
Vardhana. He compares his intellect to a lady, who, under
the compelling influence of passion of love, hurriedly starts
to meet her object of love, without caring to look into the

mirror to see if all her ornaments are rightly put on.

He realised that the problem of the suggestible meaning
( Dhvani ) is extremely difficult and, therefore, a person,
who attempts it, is most likely to err on many points.
Accordingly he craves the indulgence of his learned readers
and requests them to ignore the flaws and to concentrate?

on what is good in his work.

He had no respect for his predec:ssors whom he
criticises. His reference to Kuntaka clearly indicates this,
as pointed out by Ruyyaka.® He tries to misrepresent his
opponents and to throw dust* into the eyes of the critical

1. V.V.6. 2. V.V.67 3 V.V. 243
4. V.V.V. 8L
35
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readers. He recognised Ananda Vardhana to be a great
thinker and was convinced that his acquaintance with the
views of such a person will itself bring him to predominance
among the intellectuals.

THE PUrPOSE oF THE Book.

The Vyakti Viveka, as its very name indicates, is
concerned with the criticism of the fourth power of word,
technically called “Vyakti”, the power to convey the
suggestible meaning. Here an effort is made to demolish
the theory of meaning, propounded by Ananda Vardhana
and to show that it is included in the theory of inference,
presented by him.

It may be interesting to note in this coanection that
this theory of inference had been propounded by Sri
Sahkuka in the course of his interpretation of the aphoristic
definition of Rasa by Bharata. Mahima Bhatta mostly
repeats that very view with almost the same arguments in
the context of meaning. Most of these arguments had
been shown to be unsound by Abhinavagupta in th: course
of the refutation of &ri Sankuka’s interpretation of the Rasa
Satra in the Abhinava Bharati, where the theory of
inference has been fully exploded. Though there is
enough evidence to show that Mahima Bhatta read the
Locana of Abhinavagupta ; for, he quotes from this work in
his Vyakti Viveka : yet there is no evidence to show that he
read the Abhinava Bharati also. For, after reading the
Abhinava Bharati, the theory of inference, as presented by
Mahima Bhatta, looks absurd.

His ATTITUDE TOWARDS DHVANIKARA.

His fundamental difference from Ananda Vardhans
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is that he does not recognise Vyakti or Dhvani as an inde-
pendent power of language and holds that it admits of
inclusion in the inference. He does not differ from Ananda

Vardhana on all points. He does admit the soundness of
some views and refers to them with approbation. But when
after & critical analysis of Ananda Vardhana's views he
discovers them to be opposed to his, he has no hesitation in
criticising them adversely.’

KasHMIR SAIVA TENDENCIEs OF MaHIMA BHAttaA.

The modern interpreters of Mahima Bhatta, because
of their being out of touch with the Realstic Idealism
( Abhasavada ) of Kashmir, generally think him to be a
Naiyayika and interpret his work, the Vyakti Viveka, in
terms of the system of Nyaya. A closer study of his work
reveals him to be a follower of the Kashmir school of
Monistic Saivaism. This becomes evident if we take the

following facts into account:—

(I) His REFERENCE TO PARA

In the benedictory verse at th- beginning of his work,
he offers obeisance to Para Vak. We have already pointed
out in ch. II, that Bhartrhari had recognised only three
aspects of speech and looked upon the PaSyanti to be the
highest ; that it was Somananda, who established the Para
as distinct from and transcending the PaSyanti; and that
the later Vaiyakaranas, like NageSa Bhatta, have borrowed
it from the Saiva. His reference to Para at the commen-
cement of his work is, therefore, a definite indication of his
being & Kashmir Saiva.

1. V.V,5
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His REFERENCE TO THE SAIVA THEORY OF
ABHASAVADA

Mahima Bhatta divides words into five classes:
Noun, verb, prefix, conjunction and Karmapravacaniya.
And noun he subdivides into four classes, according to the
four reasons for the use of nouns for different objects,
such as genus, quality, function and substance But subse-
quently he seems to modify this view and discusses at
length the view that the reason for the use of a noun for an
object is just one, i'e. the act of attaining the characteristic
being, ¢“Ghatanafica tadatmatvapattirapa kriya mata”
(V.V. 33)

He refers to another view of the reason for the use of
a noun for an object, which has close similarity with his
own, in order to distinguish his view from it, as follows : —

According to some thinkers, the reason for the use of
all such nouns as ‘ghata’ etc. for respective objects is the
action, the general idea expressed by the root from
which a particular word is derived. The argument in
support of the view may be stated as follows: —

If the words such as ‘ghata’ have to be acknowledged
to signify definite objects, there must be a reason why they
do so. This reason must be internal such as is identical
with the thing and not external. For, if the reason that is
external, such as the genus, be looked upon as sufficient
to explain why the word ‘ghata’ stands for a particular
object, that externality being common to another
object, e. g. a piece of cloth, there is no reason why ‘ghata’
should not signity it.! Hence the reason for the use of

1. V. V. 23.
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‘ghata’ to siguify a particular object is the action or the
gereral idea, indicated by the root, from which the word is
derived and with which the object is identical or which is
its essential nature,

The defect in this view, however, is apparent. It was
discovered by the Upadhivadins. If the reason for the use
of a noun for an object be the action that is signified by
the root, from which the noun is derived, the noun ‘gaul’
should not be used for the object ‘cow’ at the time when
she is not going, but is perfectly at rest; because at that
time she does not do the act of going, which alone is the
reason for the use of the word ‘gauh’ for it.

Mahima Bhatta, therefore, holds that the reason for
the use of a noun for a particular object is not the action,
which is signified by the root, from which the nounis
derived and which is being done by the object, for which
the noun is used. Ruyyaka, commenting on the vetse,
under discussion, definitely asserts that the action, signified
by the root, represents just an aspect of the reason for the
use of a noun such as Ghata for a particular object. (Ghatih
acpratyayantah pravrttinimittaikadesabhidhayi. V. V. V.,
33). Accordingly he holds that the reason for the use of
a noun, such as ‘ghata’, for an object, such as jar, is the
attaining or realisation of the being, which consists in the
natural character, form or true constitution and which is
non-different from it. i. e. shining as jar in its characteristic
form. ( Svarapibhata-ghatatvapattilaksanam ki ghata-
$abdasya pravrtti-nimittam V. V. V. 33).

But it may be objected here that ‘attaining’ ‘realisation’
and ‘shining’ are also acts. How can they, therefore, be
attributed to the insentient objects like jar etc. ? For, action
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presupposes an agent, who is free, whose essential nature is
determinative consciousness (Svatantrah karta). Action
springs from free consciousness: Svatantrya is the basis of
action : but how can any body talk of it in relation to the
insentient jar, to justify the view that the reason for the use
of a word for a particular object is the performance by it
of the action, though it may be that of attaining the
characteristic being ?

To answer this question Mahima Bhatta introduces
the Kashmir Saiva metaphysical doctiine that everything
is the manifestation of the Absolute. He resorts to the
Saiva theory of Abhasavada. His language is a mere
adaptation of the famous Karika of Utpalacarya's [§vara
Pratyabhijia (II, 1, 4.)

Kramobhedasrayo bh=dopyabhasa-sadasattvatah

Abhasasadusattve ca Citrabhasakrtah prabhoh.

Tha reader may satisfy himself on this point by
comparing the second half of this verse with the following
line in the Vyakti Vivek :—

Malaiica tasyascitrarthabhasavigkrtirisituh,

(V.V. 33)

His argument as elaborated by Ruyyaka may be
stated as follows :—

Even though we may admit the existence of the
objects external to and independently of the knowing subject,
yet admission of such an existence is as good as admission
of non-existence. For, it would not explain the practical life
of man. Because an object in order to explain the practical
life of the subject must have its being in the subject, must
shine in him. Now if we admit the object to be external
to, independent of and, therefore, essentially different from
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the subject, it would mean that the object is of the nature
of not-consciousness (Aprakasa). And if it be so, how can it
shine in consciousness, become a fact of consciousness ? For,
to shine in consciousness implies shining as identical with
it. But how can that, which is essentially different from
consciousness, shine as identical with it ? TFor, the essential
nature cannot change; and if it changes it is not the
essential nature, The objects, therefore, have to be admitted
to be essentially of the nature of consciousness!. Therefore,
if we admit the objects to be essentially of the nature of
consciousness, as we must in order to explain the practical
life of humanity, the objection against the view that the
reason for the use of an expression for an object is its action
of attaining the characteristic being is answered. For, the
objector raised the question “How can we attribute action
to an insentient object like jar, because action is recognised

K

to spring from a conscious and free subject only ?” Now
if we admit the object to be essentially of the nature of
consciousness, the admission of frecedom (Svatantrya)
as its essential - nature automatically follows; because
‘Prakasa’ and ‘Vimarga’ are inseparable; there is no

consciousness without freedom.

In corroboration of this view Ruyyaka quotes a line
which appears to be from a Vedantic text, because the word
‘Brahman’ occurs in it. ‘Pradegopi Brahmanah Sarapya-
manatikrantagcavikalpyasca’ (V.V.V,, 34). It asserts that

even a part (pradesa) of Brahman is essentially identical
with it and cannot be fully determined.

The reason that has been given above, is an epistemic

1. V.V.V,, 33.
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reason. There is a metaphysical reason also. It may be
stated as follows :—

There are three distinct, though allied, views of action
(kriya) in the Saiva philosophy of Kashmir. (I) As an
aspect of the Ultimate metaphysical principle. As such it
is the power, which is responsible for the manifestation of the
entire variety that we find in the objective world in
temporal and spatial order. As such it is called Kriyagakti.
It is in itself above temporal limitation and, therefore, it is

not successive.

(II) As a concept. As such it is a unity in multiplicity.
It is based on the recognition of identity in the midst of
successive differences. For instance, we see a certain body
such as that of X associated with a number of spatial points

in temporal succession. It is looked upon as different at
each moment, because of its relation to different spatial

points.  But still it is recognised to be the same body of X.
Action, therefore, is a concept which is due to the unifica-
tion by the determinative mind of a number of successively
perceived facts into unity; because of rccognition of the
element of identity in all.

(ITII)  As an external series of phenomena, on which
thc concept of action is based. Kashmir Saivaism is not
subjectivism. It admits that there are things external to
the individual mind, such as stimulate the mind through
senses or rather supply the basis for concepts that the mind
forms. They are the manifestations of the Absolute Free
Will. They have their being in the universal Will before
their manifestation.

Thus, when a series of momentary phenomena is
manifested in temporal succession (Kalakrama) so that the
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being of one member of the series means the not-being of
what comes immediately before it, but still essential identity
of all the members of the series is recognisable inspite of
differences, it forms the phenomenal basis of the concept of
action. It is called Laukiki Kriya.

The Saiva view, in brief, is that the succession, which
is the chief characteristic of action, as anexternal fact,
depends on variety, consisting in the being of one and the
not-being of another, and that the being and the not-being
are the manifestations of the Free Will, which manifests
the variety of manifestations. These manifestations are
essentially identical with that which manifests them, exactly
as the creations of a dream are with the dreaming subject.
They are, therefore, essentially of the nature of consciousness
and ‘free’ (Svatantra). Ilence the talk of action, which
presupposes freedom (Svatantrya) in that which acts, is not
unreasonable in relation to even ‘jar’ (Ghata) from the
point of view of the Saivaism, if we remember that the root
of all manifestations is the Free Will and that the manifested
is essentially identical with its root and, therefore, is frez.
Thus, on the basis of the Saiva metaphysical principle,
Malima Dhatta holds that whatever may be the basis of
knowledge of derivation, the reason for the use of a noun
to siguify a particular object is the action only! which is
vothing bit ‘attaining the characteristic being’ ‘Sattisadana-
lakzana'.

Accordingly he suggests that to all nouns, standing for
a standard of comparison, the affix ‘Kvip’ is to be affixed,
not in the sense of ‘acting like’ (Upamanadacare), according
to ‘Sarvapratipadikebhyah kvib va vaktavyah’, but in the
sense of simple action of ‘attaining being’, while the noun

1. V.V, 34
3
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is to be understood to stand for an ‘agent’ (Karta) and not for
a standard of comparison. For, it is this meaning which
is directly apprehended, while the other, namely, ‘acting
like’, is got through implication. For instance, in the case
of “Agvatt baleyal” the meaning, that is directly apprehen-
ded, is that the ass atlains the characteristic being of a
horse; and then through implication the meaning that he
acts hike a horse is got for the simple reason that one whose
action is not similar cannot attain the characteristic being.

In this context Mahima Bhatta again refers to the
Saiva metaphyrical doctrine? to explain how we can talk of
action in relation to the insentient object and asserts that
we do it because the insentients also are the manifestutions
of the Free Will and hence, being essentially identical with
it, are ‘Free’ ‘Svatantra’ and, therefore, are doers (Karta).

In this connection he quotes the view of Paaini also,
which implies that even the insenticuts act, ‘attain heing’.
For, how otherwize could he assert the meaning of the
root Gadr’ to be a part of the face (Gadi vadanaikadese)?

(IT1) His ApwmissioN or THREE MEANS oF
KNOWLEDGE.

He admits only three mecans of right knowledge (Pra-
mana): (I) Direct perception (Pratyaksa) (I) Inference (Anu-
mana) (III) Verbal testimony (Sabda'. Other means of
knowledge such as Analogy? (Upamdna) and implication
(Arthapatti) he includes in the inference. IFor, the meatal
grasp of one thing at the sight of ancther can be logically
admitted in those cases orly in which there is invariablc
concomitance of the two: otherwise there will be no reason
why any other thing than that which can rightly be admutt-
ed to be apprehensible, should not be grasped at the sight

1, V.V.35 2. V.V. 789,
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of any one. And:whatever is known because of invariable
concomitance or any other kind of relationship is nothing
but inferred.

He refutes the view of the Mima saka that Arthapatti
is an independent means of knowledge. While discussing
how do we get the meaning ‘shows’ from the use of the
word ‘Vadati’ in ‘Kr$aggyah santapam vadati visinipatra
§ayanam,’ ‘he refers to the explanation that can be offered
in the light of the philosophy of Mimariisi as follows:—

“If it be said that the use of the word ¢‘Vadati’ can-
not be cxplained in any other way than through the assum-
ption that it implies the action of showing, which is similar
to that for which *Vadati’ stands’'.

And he refutes it by asserting that if it be admitted
that the meaning ‘shows’ figures in consciousness, because
otherwise the use of the word ‘Vadati’ cannot be justified,
then the meaning ‘shows’ is nothing but inferable. For,
Arthapatti! is included in inference.

Hence in this case as well as in that of ‘Gaurbahrkah’,
where the identification of the two canuoct be explained
otherwise than through the assumption that the similarity
of ‘Bahika' with ‘Gauly’is implied, the non-conventional

meaning is got through inference only.

This view of the number of mcans of right knowledge
(Pramana) is different from that of the VaiSesika. The
Vaisesika does not recognise the? verbal testimony (Sabda)
to be an independent means of knowledge. It brings
Sabda under inference. The validity of the scriptural state-
ments, according to it, is an inference from the authoritative
character of the speaker. But Mahima Bhatta recognises
Sabda to be an independent means of knowledge.

1. V. V.112, 2. V.D. 1689.
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This view is also qdistinct from that of the Nyaya.?
For, while the Nyaya accepts Upamana to be an independent
means of knowledge, Mahima Bhatta does not. His view
of the number of the means of right knowledge is the
typical Kashmir Saiva view, as presented by Utpalacarya
in his Igvarapratyabhijia in the course of his exposition of
Pramana. (I. P. V. Vol. I1. 74-84).

(IV). His REFERENCE TO THE CAUSAL THEORY OF
KASHMIR SAIVAISM

Mahima attempts to refute the theory of the lllumina-
tive power (Dyotakatva) of words. And when the ques-
tion ‘what about the illuminative power (Dyotakatva, or
Vyaiijakatva) of prefixes, like ‘Pra’ in such words as Prap-
tam’ is raised, he replies just in the same way as that in
which he replies to a similar question about the suggestive
power of words. He asserts that the prefixes are said to be
illuminators (Dyotaka) in the secondary sense of the word.

He refutes the view that the roots stand for action
in general (Kriyasamanyavacanah), according to which
every particular action of cooking is the meaning of the
root(‘pac’ and the prefixes ‘Pra’ etc. are simply illuminators
of a particular meaning and not its signifiers (Vacaka).
He asserts that if the exponent of the view of the Dyota-
katva of prefixes were to obstinately stick to his position,
he will be landed into the difficulty of having to deny thc
relation of substance and attribute. For, if all particulars
be supposed to be included within a universal, for wbich a
word stands and under which they are subsumed, and
accordingly any expression that is used to arouse the
consciousness of a particular be not ‘Vacaka’ but only
Dyotaka, the word blue, which is used to arouse the cons-

1. N.S,11
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ciousness of a lotus of a particular colour, should be looked
upon as Dyotaka.

In this context he refers to the causal theory of Kashmir
Saivaism. In order to strengthen his view that the
prefixes are not Dyotaka in the primary sense of the word,
he asserts that if it be admitted that every word, that
refers to what already exists, is only & Dyotaka and not
Vacaka, no word would be Vacaka: for, every thing, for
which a word may stand, is within the Universal Conscious-
ness and, therefore, has being! (Sattva). Hence all words
would have to be admitted to be Dyotaka. For, according
to the monistic Saiva metaphysical theory of manifestation
(Abhasavada) every object of experience is simply a manifes-
tation of what is already within the universal consciousness
and when a thing is said to have been effected, the state-
ment does not mean anything more than that what was
within the Universal Consciousness, has emerged to the
objectivity of both the internal and external senses.
(Santarviparivartinah ubhayendriya-vedyatvam. 1. P.V,,
Vol 11, 140).

It is, therefore, wrong to think that Mahima Bhatta is a
follower of the Nyaya, simply because he very frequently
employs the logical technique and because he is the exponent
of the inferential theory of sthetics. For, Kashmir
Saivaism also has a logical technique counected with the
inference, which includes the Buddhistic and the Nyaya
technique. The four points discussed above reveal him to
be a follower of the Saiva school of Kashmir.

His THEORY OF ZESTHETICS.

He is a follower of Srisankuka and upholds the

1. V.V.13L
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inferential theory of aesthetics. He holds that the relation
between the situation (Vibhava) and the basic mental state
(Sthayin) is that of cause and effect. The difference, how-
ever, between the cause and the effect at the empirical level
and those at the wsthetic level, is that in the former case
the cause is real, but in the latter case it is a mere artistic
imitation of the real. Accordingly the basic mental state,
which is inf:rred from an imitatively presented cause, is not
the real but only a reflection of?! it. For, the inference of the
real effect from an unreal cause is illogical. And he points
out that it is to emphasise the unreality and imitative nature
of the cause and the effect in the context of esthetics that
they are given different names, such as Vibhava, Anubhava,
Vyabhicaribhava and Sthayibhava. Thus, he asserts that
there is a succession not only in the experience of the
suggested meaning from the conventional, but also in the
experience of a Sthayin from a Vibhava; because in both
the cases an @sthete infers the one from the other, because
of the causal relation between them.

CHARM IN POETIC PRESENTATION.

Following the authority of his predecessors, like Bhatta
Niyaka and Ananda Vardhana, he asserts that postic
language is capable of adding a charm to what is directly
perceptible or inferablc, so that an empirical fact does not
give so much delight to an sthete when it is directly
present as it does when it is poetically presented; and
further, that a mere descriptive presentation in poetic
language also is not so charming to the @sthete as a presen-
tation which simply leads to the inference of the central
fact of the presentation.

1, V.V, 79
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Hi1S CONCEPTION OF RASA AS A REFLECTION
OF A STHAYIN.

He holds that a Sthayin can come in a poetic compo-
sition either as a persisting or as a transient emotion. He
points out that the definitions of Sthayins, as given in the
7th chapter of the Natya Sastra, called the Bhavadhyaya,
give the definitions of the Sthayins appzaring as the Vyabhi-
carins. For, otherwise their definitions are meaningless,
For, Rasa is essentially nothing else than an imitation
of a Sthayin and, therefore, the definitions of the essential
nature of the Sthayins can be known from the definitions of
the various Rasas ; because the Rasas are nothing but re-
f >ctions of the Sthayins?.

His ANSWERS TO THE OBJECTIONS AGAINST THE
INFERENTIAL THEORY OF ASTHETICS.

(I) He attempts to answer the objection of the Dhvani-
vadin that in the ZEsthetic experience the basic mental state
is experienced not in isolation or succession from the situa-
tion, the mimetic changes and the transient emotion, but
simultaneously and in union with them : bow can then the
theory of inference and, therefore. of the succession in the
experience of the different constituents of Rasa be
maintained ?

He denies the simultaneity in the experience of the
situation etc. and the basic mental statc. He asserts that
the relation between them is that of cause and effect; that
the one is inferred from the otker ; that the idea of simul-
taneousness in the experience of all is erroneous.

(IT) And to the objection “how can there be & pleasant
experience of the inferred basic mental state at the wsthetic
level ; because a similar state of mind is not experienced as

L Vv
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such when it is inferred at the empirical level '’ he replies
as follows :—

What are called Vibhava etc, in the context of asthe-
tics are distinct from what are known as cause etc. at the
empirical level. The latter are real; but the former are
mere products of arts. The latter are to be met with at
the empirical level but the former are experienced at the
wsthetic level only. They are essentially different from one
another and have their distinct spheres. From the situation,
which is a product of an art and, therefore, unreal, the
basic mental state that is inferred may be spoken of as
unreal. But becausc the wsthete is free from practical
attitude, he does not proceed to ascertain the true nature
of the inferred i.e. whether it is real or unreal.! For, such
an effort is altogether useless from the aesthetic point of view.
It is just to emphasise this distinction of the inference at
the esthetic level from that at the empiricsl that the
inferred is called Pratiyamina or Gamya rather than
Anumiyamana or Anumeya. Mahima Bhatta, accordingly
asserts that asthetic experience is nothing but the conscious-
ness of & basic mental state that shines in an esthete in
consequence of the apprehension of the situation etc. (This
point has been refuted by Abhinava in the course of refutation
of the inferential thcory ot esthetics, propounded by Sri
Sankuka). He points out that the basic mental state
(Sthayin), which is inferred from & situation that is a product
of art, is experienced to be pleasant, because it is inferred
from a cause, which is essentially different in its nature from
that with which we meet at the empirical level and the
basic mental state inferred from which is unpleasant. He
says that the pleasantasss of the basic mental state at the
®sthetic level is a fact of experience which cannot be
questioned?.

1, V.V.75 2. VV.74,



MAHIMA BHATTA’S CRITICISM OF DHVANI 289

(IIT) The theory of imitation, as presented by Mahima
Bhatta, implies that the zsthete experiences a basic mental
state which is not real, inasmuch as it is inferred from the
situation etc, which in themselves are not real but only
artistic imitations of them: because from the unreal there
can be the inference of the unreal only. The question,
therefore, arises: ¢Does the asthete know the basic mental
state to be unreal ?”” To this the reply of Mahima Bhatta
is ‘No’. The @sthete does not know it to bs unreal.
The fact is that he does nct know it to be either real
or unreal. But then it may be asked *“Is not the ignorance
of the true nature of the presented a kind of error (Mithya-
jiana) ? And if so, how can it have the causal efficiency
of bringing about the moral improvement of the spectator,
which is the chief aim of dramatic presentation ?"” Mahima
Bhatta replies that such an error in certain contexts has
the causal efficiency. For instance, on the path of worship,
the object of worship is not what the devotee thinks it to
be and, therefore, his idea of the object of devotion is
erroneous; yet this erroneous idea also has the causal
efficiency of bringing about the spiritual improvement : just
the same is the case with the error in the asthetic
experience®.

H1S ADVANCE ON SRISANKUKA.

We know very little of what SriSankuka wrote. Our
main source of information about his inferential theory of
Asthetics is the reference to it by Abhinava in his Abhinava
Bharati. From what we find there, it is not clear whether
he recognised any distinct subjective condition of wsthetic
experience or whether he recognised the inferential experience
at the esthetic level to be essentially non-empirical, though
he asserts its unclassifiability and predominantly recognitive

1. V.V.Comm. 74.
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nature. Mahima Bhatta seems to present an advance on
Srisankuke in so far as h: (I) recognises a distinct subjective
condition of the zsthetic experience, which, following Bhatta
Nayaka, he calls *Sabrdayatva’ and which alone makes
®sthetic experience possible! and (II) draws B distinction
between the inferential experience at the empirical and that
at the nmesthetic level. The latter is “characterised by
*Camatkara’. He recognises the zsthetic experience to be
non-empirical (Alaukike), He seems to follow Bhatta
Nayaka in his conception of the ultimate nature of the &s-
thetic experience, as is evident from his quoting from the
Sahrdaya Darpana, wherein Bhatta Nayaka has clearly
defined Rasa. This verse is attributed by Abhinava in his
Abhinava Bharati to Bhatta Nayaka?2,

His CONCEPTION OF CAMATKARA.

Suppoese a painting, that is put in thick darkness, is
illamined by a flash-light. There can be no difference of
opinion on this that from the sight of such a painting we
experience a peculiar delight, the like of which we do not
get if the same be put n the broad day-light. This
peculiar delight Mahima Bhatta calls Camatkara3. A similar
delight, he holds, is experienced when we hear of samething,
that admits of direct linguistic presentation, presented in
terms of inference.* It may be remembered that the
conception of Camatkira, as presented by Abhinava in the
Brhati VimarSini, is different. (Vide Chapter II).

THE BACKGROUND OF THE THEOKY OF MEANING.

The theory of Meaning in India was originally developed
in the context of the Philosophy of Grammar. The well
recognised work on it, is the Vakyapadiyam of Bhartrhari.
But Bhartrhari himself declares that what he presents is

1. V.V.66. 2. A.Bh.279. 3. V.V.V,53 4. V.V.74.
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based en an ancient tradition. He traces the tradition
back to Panini. He refers to a work, covering ane lakh of
Granthas, written by Vyadi, to expound the system of
Panini’. This work, however, was lost due to the neglect
ofiit by the students of Grammar, because of its big size.
Patafjali, therefore, in order that the tradition of ‘Vyakarana
Smrti’ may not be broken, wrote his Mahabhasya, which
closely followed the work of Vyadi. The followers of
Pataiijali, however, lost touch with it. ‘The Mahabhasya,
therefore, remained only in a book in South Indis. Thus
again the tradition of the system of Grammar was. lost. }

Sometime later a Brahamariksasa brought the original
Vyakaranagama, written by Ravana, from a place in
Trilinga in the mountain Trikota, to Candricarys and
Vasurata, who, after properly understanding it, expounded
itin many ways to his pupils. Vasurita, the teacher of
Bhartrhari, wrote a digest of the said Vyakaranagama.
Bhartrhari's Vakyapadiyam is based en the same. It
counsists of three chapters (1) Brahmakanda (II) Vakyakands
and (III) Padakanda.

The study of Grammar, hoth as a science and as a
system of philosophy, was very popular in Kashmir from
a very early time. Kalbana in his Rajatarangini (I, 176)
says that the study of the Mahabhasya was popularised in
Kashmir by Abhimanyu (Circa 336 B. C.) Punyardja in
his commentary refers to the digest of the second chapter of
the Vakyapadiyam, written by Rajanaka Saravarman®,
Somananda criticises Bhartrhari in his Sive Drsti. Ananda
Vardhana was inspited in his conception ef Dhvani by the
Sphotavada of the Philosophy of Grammar. Works of
Abhinavagupta and Mahima. Bhatta are full of quotations
from the Vakyapadiyam,

1. V. P, 283 2 V.P. Comm., 291.
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Thus, it was because of the thorough familiarity of the
Kashmir thinkers with the philosophy of grammar that the
theory of Meaning developed in its various aspects primarily
in their hands.

MAHIMA'S APPROACH TO THE PROBLEM OF MEANING.

He approches the problem of Meaning very much like
Bhartrhari, with whom he is thoroughly familiar. Bhartrhari
divided Sabda broadly into two (1) Pada (word with a case
cr a personal termination) and (II) Vakya (Sentence), as is
clearly indicated by his two chapters (I) Padakanda and
(II) Vakyakanda. Mahima Bhatta accepts this division
and quotes Bhartrhari in support of his conception of
Vikya'. He follows Bbartrhari in the division of the
meaning into two types, but with slight modification.
Bhartrhari divided the meaning into two (I) Primary
(Mukhya) and (II) Secondary (Gaupa). Mahima Bhatta
substitutes ‘Gauna’ by ‘Anumeya?, which has wider
implication so as to include the meaning which is ordinarily
called ‘Secondary’. Bhartrhari did not recognise the
Vyangya ‘the suggestible’ as a separate type of meaning :
and Mahima Bhatta not only does not recognise it but has
also devoted one third of his work to refute the view of
Ananda Vardhana, who asserted the independent being of
Dhvani. He asserts that the meaning of a word is always
primary : because it has no parts which can bz split up into
the premises and the conclusion. But the meaning of a

sentence is both, primary and inferable3.

His DIVISION OF WORDS.

From a very early time words have been classified
differently. Thus, some divided them into two and others
into four, five or six classes. Panini divided them into two

1. V.V.38 2. V.v,39 3. V.V.V,40.
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classes according as they end in the case or the personal
terminations (Suptinantam padam 1-4-14.). Yaska! and
Pataiijali? advocate the division into four. Durgacarya
refers to the division into six also in his commsntary on the
Nirukta.® But Mahima Bhatta divides them into five
(I) noun (II) verb (III) upasarga (IV) nipdta and (V) karma-
pravacaniya. Although the last three possess the common
characteristic of not signifying an accomplished fact®, yet,
because of their functional difference as well as of the
difference of their position in a sentence, they are classified
separately. He holds that the nouns are of four types,
because the reasons why different nouns are used for different
objects are just four. A noun may be used for an object
(I) because it stands for the genus under which the object
is sybsumed (II) because it represeats a quality (III)
because it denotes a function or (1V) because it signifies a
substance. (I) Dittha (II) Sukla (III) Pacaka and (IV)
Dandin are respectively the instances of the four types. He
-differs from the Vaiyakaranas in so far as he holds ‘Dandin’
to be a ‘Dravya$abda’® but the latter look upon it as
‘Gunasabda’.

HisS REFERENCE TO AND REJECTION OF THE VIEW
THAT FUNCTION IS THE BASIS OF THE USE OF A NOUN

FOR AN OBJECT.

While discussing the various reasons for the use of
nouns for different objects, he cites a view, according to
which function® alone is the basis of the use of nouns for
objects. We have briefly stated this view in an earlier
section *“His reference to the Saiva theory of Abhasavada'.

It is elaborated by Mahima Bhatta as follows:—

A noun such as ‘ghata’, signifies an object, for no

1. N.8 2. M.B. 39 3. N. (Comm)8.
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cther reason than that the object does the action for which
the root, from which th: nounis derived, stands. It is
wrong to assert that the reason why an object is signified
by a particular noun is that the object b=longs to the genus,
for which the noun stands. For, genus has no iudepzndent
being ; it is invariably concomitant witb the action. Though
oue may admut the genus to have an independent being and
to exist iv an object even though the obj:ct may not be
capable of performing the characteristic function, yet the
object would not be signified by the word, which ‘signifies’ an
action. For, in that case non-performance of the action being
common to all other objects, there will be no reason why
the word should not apply to others. No one uses the word
‘Pacaka’ for one who does not cook. Hence it has to be
admitted that the genus ‘ghata’ is nothing but the characte.
vistic function, for which the word stands, and. therefore,
function of the object alone is the basis of the use of the

éxpression for it.

The aforesaid view of the functional basis of the use
of a noun for an objectis distinguished from that of the
Vaiyakaranas. For, although the latter derive the nouns
from roots, yet they do not recognize function to be the basis
of the use of a noun for an object. The Vaiyakarapas, as
the very word implies, are concerned with the analysis of
words into roots and affixes. They? are not concerned
with the reason why a noun is used to signify an object.
For, the Pravritinimitta is distinct from the Vyutpattinimitta.,
Thus, according to the Vaiyakaranpas, the action of a thing
is the reason why the word, that stands for it, is derived

from a particular root.

V.V, 2.
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And because the nouns are derived from the roots,
therefore, the affix *Ktva' in *Vipacya ghato bhavati'?,
(which indicatecs that the action, indicated by the root to
which ‘Ktva' is added preceles another which is subsequent-
ly mentioned) :ndicates the precedence of the action, indi-
cated by the root to which 'Ktva is added, in relation to the
action, indicated by the root from which the noun ‘ghata’
is derived and not in relation to the verb ‘to be’ (bhavati),
just as in the case of ‘adhiéritya pacako bhavati’. The
verb ‘to be’ is not necessarily always directly mentioned ;
very often it is undersood, because the objects nec ssarily
have a being. But in neither case the piecedence of the action
indicated by the root, to which Ktva is affixed, is in relation
to it. For, the verb to be is external aud, therefore, if
the precedence be related to it, the meaning would become
absurd. For instance, in the caseof ‘Srutvapi namabadhirah’
if we hold the precedence of the action of hearing to be
in relation to the verb ‘to ber, the meaning would be
absurd ; because the act of being is not subsequeut to that

of hearing but simultaneous with it.

When, however, there are many actions, indicated
by many nouns, the precedence of the action, indicated by
the preceding, to that which is indicated by the succeeding
has tc be admitted ; because in all cases the same affix,
indicative of an agent, is used, e.g. ‘Here there are many
actions such as’ “Vipacana ghatana and bhavana”.

In some cases, because the action appears in the guise
of a noun inasmuch as the word iudicative of it is derived
from a root with a Krdanta affix and, therefore, appears
as an attribute of an agent, there arises the illusion of its
connection with another agent. For instance in ‘Siira-

1. V.V. 257. T
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kalamapasya’' etc., although the precedence of the action,
indicated by ‘Apasya'’! is in relation to ‘Harasya’, yet
Mallinatha has presented it to be in relation to the action
of being, which, according to him, is understood here.

Very often an action is related to an agent as his
possession and assuch is expressed by a noun. Hence there
arises the illusion that it is not an action, e. g- ‘Smara
samsmrtya na g¢antirasti me’. Here the action of enjoying
peace appears in the guise of a noun. Hence there arises
the error of not looking upcn it as action. The fact,
however, is that Ktva in Sarhsmrtya is in relation to Sam
in Santi.?

Mahima Bhatta does not accept the view discussed
above. The way to its rejection had been paved by the
Upadhivadins. His view, as we have already stated in the
section “His reference to the Saiva theory of Abhasavada,”
is that the reason for the use of a noun, such as ‘ghata’
for an object is the attaining or realisation of the bsing,
which consists in the natural character, form or true consti-
tution and which is non-different from it.

His DIVISION OF MEANING.

The meaning is of two types: (I) primary and (II)
inferable. The meaning of a word is settled either by the
usage among the elders or by convention. That meaning,
the association of which with & word is fixed by either of
the two, is the primary. But the meaning, which is not
connected with the word either by the usage or by conven-
tion, but to which the primary meaning is related as the
premises to the conclusion, is the inferable. This is of two
types according as it 1s inferred directly from the primary
meaning or inferred from the inferred meaning. Mahima
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Bhatta includes both the secondary and the suggestible
meaning in the inferable, because the sphere of inference
is wider than that of Laksana or Vyaiijakatva or both taken
together,

From another point of view, namely, that of the nature
of the inferred, he subdivides this meaning into three types
(I) Vastu (II) Alankara and (III) Rasa etc'. Here he
follows Ananda Vardhana and lke the latter asserts that
though the first two admit of the direct presentation, the
last is always inferable only.

A word in isolation has primary meaning only, because
it has no parts which can be split up into premises and
conclusion.  Accordingly it has no inferable mzaning. But
a sentence has parts, which are related as subject and
predicate and the elaboration thzreof (Vidhyanuvada-
bhavena) : and what is predicated may be such as may or
may not need the support of reason.  Thus, the meaning
of a sentence is of two Lypes according as what is predicated
need or need not be proved.?

Therefore, when the predicate 1s such as does nnt need
the support of reason, the elahoration is simply a repre-
seutation of matter of fact,e g. ‘astyuttarasyam’. But
when what is predicated is such as nceds the support of
reason, it becomes the point to bz proved; and the elabora-
tion assumes the form of proof. The consciousness of the
relation between premises and conclusion depends upon the
krowledge of the invariable concomitance of the two.

Oue point has to be clearly understood in this connec-
tion, that is, the distinction between ‘upapidana¥, and
‘anumiana’. Upapiddana in this context is not inference,
because here the reason does not arouse the consciousness

1. Vv.V.39. 2. V.V.40 3. V.V.YV.40,
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of something that is not already known. But it simply
corroborates what is already known, like the Arthantara
nyasa, as defined by Udbhata. The Anumana (inference),
however, as conceived by Mahima Bhatta, is different from
it. It is very much like what Udbhata has called Kavyahetu
i.e. here what enters into consciousness in consequence of
hearing a statement serves as a reason for the remembrance
or inference of something else.! The relation, however,
of premises and conclusion (Sadhyasadhanabhava) between
the parts of the meaning of the sentence is common to both
the cases,

ANUMEYARTHA,

The inferable meaning is of two types: (1) Directly
inferable (Anumeyartha) and (2) Indirectly inferable, i. e.
inferable from a meaning that is itself inferred (Anumitanu-
meyartha), as for instance, when from the transient emotion,
which is inferred from the presentation of the situa-
tion and the mimetic changes, the basic mental state is
inferable, e. g. ‘Patyuh Sirascandrakalam’ or ‘Evamvadici
tatrarsau’.

His CONCEPTION OF Kivya IN THE CONTEXT OF THE
CRITICISM OF BHATTA TAUTA'S DEFINITION OF IT.

Bhatta Tauta, Abhinava’s teacher in dramaturgy,
wrote a work on poetics, the Kavya Kautuka, of which we
know from Abhinava’s reference in the course of his discus-
sion on Santa Rasa in the Locana, Therein Bhatta Tauta
defined Kavya as ‘an activity of a poet’, (Tasya karma
smrtath kavyam). Mahima Bhaita does not accept the
definition?. He holds that not any activity of a poet but
only that which is concerned with such a presentation of the

1. K.8. 75 2. V.V.V. 95
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situation etc. as ‘suggests’ the Rasa is Kavya. He elabora-
tes this point as follows :—

Kavya instructs people what to do and what not to do,
exactly as does the Sastra. Therefore, its aim is the same
as that of the Sastra. The two are only different means
to the same end. Kavya is meant for those, who are
intellectually incapable of understanding the difficult
Sastras.

Kavya is of two types (1) presentable on the stage
(II) unpresentable on the stage.! The former directly
presents the well-known deeds, which are objects of injunc-
tion or prohibition, according as they are associated with
the hero or the adversary, through imitation.It is meant
for the moral instruction of those who are entirely incapable
of understanding the Sastras and for whom women, dance
and music have very great charm. Such persons have
tobe given moral instruction by first presenting to them
what they like most. It administers the bitter medicine of
moral instruction to them as it were after giving some
palatable sweet in the form of Rasa, dance and music. For,
otherwise they will have no inclination for it, and, therefore,
their receiving any instruction would be out of question.

The latter, that which is not to be presented on
the stage, is meant for the moral instruction of the
prosperous, such as the princes etc., who have tender
intellect and are averse to hearing the Sastra.

Therefore, he who desires that the poetic composition
should serve the end for which it is meant, should
admit that the soul of poetry is Rasa ; because it is
this that arouses the inclination for the Kavya in those
for the moral improvement of whom it is meart. In fact

1. V. V. 96.



300 CHAPTER IV

the Dhvanivadin gives the poetic composition the name of
Dhvani simply because it presents Rasa. The definition
of Kavya, therefore, as an activity of a poet is wrong.

His CONCEPTION OF GAMYAGAMAKABHAVA.

There is usually a perceptible succession in the
apprehension of premises and conclusion. It is clearly
perceptible when they are presented in a sentence. It
is alco clearly perceptible in those cases where the
inferable is either a situation or a figure of speech. But
it is not ,clearly perceptible in those cases where the
inferable is a Rasa. The relation in such cases is not
that of reason and conclusion but that of the illumina-
tor and the illuminable ( Gamyagamakabhava). The
simultaneousness in the experience of both the illumi-
nator and the illuminable in these cases is an error.
For, logical analysis of the experience reveals the succession
in it. Asin the case of the theory of Dhvani, the relation
of the suggestive and the suggestible is based on this error
of thinking the two experiences to be simultaneous, the
theory is erroneous?.

Mahima Bhatta has no objection to the use of the
word Dhvani for Anumitinumeyartha, provided it is used in
the secondary sense with the purpose of indicating that this
meaning produces Camatkira (zsthetic experience) in the

asthete, .

ANANDA VARDHANA'S POINTS OF VIEW.

Ananda Vardhana speaks from two points of view
(1) logical and (II) asthetic. While speaking from the
former point of view he uses such language as justifies the
attribution of the theory of inference to him. And

1. V.V.53.
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Mahima Bhatta cites such passages in corroboration of his
theory of inference. But Ananda Vardhana had fully
realised the distinction of the sthetic experience from the
logical. He knew thatin a@sthetic experience there is no
logical process from the premises to the conclusion ; that
®sthetic experience is free from tcmporal and spatial
relations and that, therefere, no consciousness of any logical
category is involved in it. On this point there is complete
agreement between him and some of the Western asthetic-
ians like Hegel.

HIs CRITICISM OF THE THEORY OF DHVANI

In his Vyakti Viveka, Mahima Bhatta attempts a logical
analysis of the suggested meaning (Dhvani), accepted by
Ananda Vardhana and his great followers, like Abhinava-
gupta. Anarda Vardhana recognised this meaning as
distinct from all other meanings such as the primary, the
secondary and the contextual, for the primary reason that
it is characterised by its figuring in the consciousness of the
@sthete without the apprehension of any succession from
the primary. Mahima Bhatta’s criticism is primarily
directed against this basis of assumption. He asserts thay
logically the succession from the primary to the suggested
is undeniable. The conscicusness, therefore, of the simul-
taneousness in the grasp of the two meanings is an error.
Hence the theory of Dhvani is erroneous.

Aonanda Vardhana uses the word Dhvani, as has been
shown in the preceding chapter, for (1) conventional symbol,
the articulate sound that suggests the suggestible, (II) con-
ventional meaning that suggests the suggestible, (ITI) the
power of word to convey the suggestible meaning, (IV) the
uggestible meaning itself and (V) the poetic work contain-
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ing the suggestible meaning. Mahima Bhatta attempts to
show that it is wrong to use the word Dhvani in any one
of the senses, given above : firstly because the words have
no other power than to convey the conventionsl meanings:
they, therefore, cannot suggest the suggestible : secondly
because there is no suggestible meaning in the primary
sense of the word, therefore, it is absurd to talk of the
conventional meaning as suggestive of the suggestible: thirdly
because the conception of Dhvani as a power of word
(Abhivyakti) is illogical, therefore, tosay that the words
suggest the suggestible is meaningless: fourthly because
there is no suggestible meaning: and fifthly because the
poetic works do not admit of particularisation in terms of
Dhvani. \We will elaborate these points as we proceed.

(I) HIS REFUTATION OF OTHER POWERS OF WORD THAN
THE CONVENTIONAL.,

Mahima Bhatta holds that words have only one power,
that of arousing the conventional meaning; accordingly
they have oaly one function. Other functions, such as that
of arousing the suggested, or more correctly, the inferred
meaning, belong to the meaning only and not to the word.
Words cannot be spoken of as possessing many powers.
‘For, the powers, which have a common substratum, are
independent of one another as well as of the law of succes-
sion in the discharge of their functions, e. g. the powers of
fire to burn and to illumine. But many powers, which are
admitted by Ananda Vardhana and his followers to belong
‘to words, are not seen to so discharge their functions, nor
‘are they admitted to be capable of doitg so by them;
because consistently and regularly other powers are seen to
function only after the power to arouse the conventional
meaning. Ience the substratum of other powers has to
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be admitted to be other than the word only.! As the
meaning is of two types only sothere must be only two
powers to arouse them : and as the one is accepted to belong
to word only, the other ymust necessarily bzlong to the
conventional meaning.? TFurther, because there are only
two powers (I) to arouse the conventional meaning (II) to
lead to the inference, other powers,namely, Laksana and
Tatparya, therefore, must be included in the power to lead
to inference. We will show in the following sections how
Mahima Bhatta justifies their inclusion in the power of
meaning to lead to inference.

(a) His CRITICISM OF LAKsANA.

Mahima Bhatta includes the secondary meaning
(Gaupa or Laksanika Artha) in the inferable (Anumeya).
Accordingly he denies the second power of words, techni-
cally called Laksapa. He explains the secondary meaning
in terms of his inferential theory of meaning. He
asserts that in an instance like “This Puunjabi is a bull
(Gaurbahikah)” the identity of the meaning of the word
‘bull’ with that of ‘this Punjabi' is against the fact of
experience. But just because the identity of the two is
contradictory to all experience and is not possible other-
wise than through the assumption of the speaker’s intention
to imply similarity of one with the other in some aspect ;
it leads to the inference of the meaning that the Punjabi
resembles a bull in some aspect. For, no man, who has
not lost all sanity®, would ever anywhere'in any way
talk of the identity of the two, between which he sees no
similarity whatsoever. Hence the hearer, who is thoroughly
familiar with the personality of the speaker, is justified in
inferring similarity orly as the cause of attribution of

1. V.V. 109 2. V.V, 110. 3. V. V. 110.
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identity to the two and not in looking upon them as
truly identical.

The identity shines in consciousness just for a moment
only as the convential meanings of the eXpressions shine in
the consciousness of the hearer when he hears them. But
the process of knowing cannot end with this; because it is
contradicted by the fact of experience. The use of such
expressions is, therefore, the cause of the rise of conscious-
ness of similarity. And the purpose of such a use of
expressions is to arouse quickly the consciousness of
‘stupidity’ etc. (jadya) as attributes of the Punjabi, The
use of a word in another meaning than the conventional, is
a recognised way ol conveying the sscondary meaning.
This is called ‘Gauna’ by some!.

Similarly in “The fact that the slim lady is lying on the
leaves of lotus, tells that she is suffering from love-fever’, the
word ‘tells’ (Vadati) secondarily arouses the consciousness
of ‘shows’ (PrakaSayati) through inference. For, inference
is nothing but the rise of consciousness of another thing
from that of what is directly given. It presupposes the
knowledge of invariable concomitance of the two. And
the consciousness of the meaning ‘shows’ arises from ‘tells’
in the manner of inference in the present case, because the
two are connected as cause and effect and are known as
invariably concomitant inasmuch as “to throw light” or “to
illumine” is the wel! known effect of speech. The meaning
“Illumines” cannot be spoken of as the conventional
meaning of ‘tells’ because the convention does not recognise
it and the two are not identical. It cannot be said thatin
the above instance there is the consciousness of the conven-

1. V. V. 110-11.
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tional meaning only; because it is contradicted by the
direct experience.!

Similarly from the ’expressions ‘Gangayam ghosah’
(Hamlet on the Ganga) the meaning ‘Hamlet on the bank
of the Ganga’is got thrcugh inference. For, the m~aning ‘a
current of water’, cannot reasonably be represented to be
the substratum of a hanilet, because that is contradicted
by the fact of experience. Hence from the word ‘Ganga’
simply because its use cannot be explained in any other
way than through the assumption that the meaning ‘a
current of water’ has been identified with ‘*bank of the
river’ simply because of the relation of the two, and that
the former implies the latter, which is capable of being a
substratum of a hamlet, we get the meaning ‘the bank of the
Ganga' through inference, bzcause not oaly similarity but
also relation of proximity is recognised to be a basis of
identification.

The explenation of the rise of the secondary meaning,
offered by those who admit the power of word to arouse the
sccondary meaning, is not sound. For, the word Ganga
exhausts its expressive power in giving rise to the meaning
‘a current of water’. It knows nothing about ‘bank of the
Gaiga' etc. nor is it related to the same in any way.
Hence it 1s incapable of giving rise to the secondary
meaning,.

The purpose of such a use of words in the present case
is to arouse the ideas of holiness and coolness in association
with the bank, on which the Ganga is superimposed. Hernce
this purpose is distinct from that of arousing the conscious-

ness of similarity, as in the case of *‘Caurbahikah’. But in

LWL VL 112,
39
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both the cases the consciousness of purpose arises in the

hearer because of identification, which is due either to
the relation of proximity or of similarity or something else’.

Mahima Bhatta asserts that the consciousness of
purpose, whether it be holiness and coolness as in the tase of
‘Gangayam ghosal’ or mere similarity asin the case of
‘Gaurbahikah’ arises through inference only. For, the two,
purpose and identification, are known to be invariably
concomitant from the ordinary experience. [HHence he
concludes that the admission of Vyakti is unnecessary to
explain the rise of such a meaning.

But it may be asked here how does a wotd, which is
associated with a certain fixed meaning through the
convention, give rise to another meaning (secondary) in
consciousness ?  The rise of a meaning that is not conven-
tional must be due to some cause. Isnot that cause the
word itself 7 Mahimca Bhatta's reply to it is that the word
has the power of arousing the coventional meaning only.
The arousal of the secondary meaning is beyond the power
of the word. The rise of the secondary meaning, however,
is not without a cause. That cause? is the entire set
of citcumstances, necessary in the rise of the sccondary
meaning, such as the knowledge of the true personality
of the speaker etc. This set of circumstances he calls
‘Linga’ and accordingly what is known through it he calls
‘Anuméya’. He asserts that it is bayond the power of word
to arouse the secondary mecaning®; because the former
has no connection with the Iatter. Heunce consciousness
of the secondary meaning does not spring from the
conscicusness of word.

1. V.V, 114, 2. V.Vv.118 3. V.V.116.
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(b) HiIS €RrRITICISM OF THE TATPARYA4AKTI OF WORDS,

Those who admit the Tatparyasakti 'of words
assert that the meaning of the words of a sentence
is all that which is intended to be communicated
through them by the speaker. Aecordingly they main-
tain that when such a statement as “Eat poison, but
do not eat at his house” is understood to mean, not
enjoining eating of poison but simply warning the man
against eating at a certain person’s house; the meaning
“Eating at his house is worse than eating poison” is not got
through the conventional power of words; becauss conven-
tion does not associate such a meaning with the words used
in the sentence. But it eannot be denied that the meaning,
such as has been stated above, is got thraugh them. This
needs an explanation. The TatparyaSaktivadins, therefore,
admit the T3tparyadakti of words as distinct from the
Abhidha to explain the rise of such meaning,

Mahima Bhatta admits only one power of word,
namely, the conventional. He, therefore, criticises the
Titparyavadin as follows :—

In the ease of the instance, cited above, the meaning
“Eating at his house is worse than eating poison” is got
through inference from the situation, in which the statement
is addressed by a particular speeker to a particular hearer ;
the situation, which is clearly pictured up in the minds
of bath?,

(c). HIS CRITICISM OF ABHIVYAKTL

The Dhvanivadins have accepted a distinct meaning,
which they call Dhvani, primarily because they hold that
the process, threugh whieh this meaning arises, is different
frem that which is iavelved in the rise of other meanings.

TLv.v 1212 RS
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They have technically called it Abhivyakti, which is only
another name for Dhvani in its implication as a process
or function. They define the Abhivyakti as follows :—

Abhivyakti! consists in the arousing or the rise of the
consciousness of the suggested meaning, whether it be real
or unreal, simultaneously with the suggestive, without the
intervention of memory and consequently the consciousness
of any relation between them such as that of the premises
and the conclusion,

He criticise this view as follows:—
Abhivyakti, becoming manifest, coming into being or

coming to light of those which already exist, which are of
the nature of being, is of three types.

(1) The cffect exists in the cause as its capacity and,
therefore, is imperceptible. When, therefore, it becomes
manifest, ccmes to light, becomes perceptible, it is said
to have beccme Abhivyakta. Thus, curd, for instance,
potentially exists in milk and becomes manifest from it.
This is according to the Satkaryavada. The Asatkarya-
vadiis, however, who do not admit the potential existence
of the effect in the cause, say that curd is produced from
milk.

(IT) Suppose the effect has been manifested by the
cause but is enveloped in darkness and, therefore, is
imperceptible. It is said to have come to light, to become
Abhivyakta, when it is illumined by a light such as that of
a lamp and shines together with it, the light of course
occupying a subordinate position to the illumined (Svara-
pamprakasayan).

(I1I) Suppose an cbject has been experienced before
and exists in the mind in the form of residual traces. When

1. v.V.76
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the residual traces of such an object are revived because
of either perception of another object, which is invaiiably
concomitant with that experienced before, or because of
hearing a word that stands for it, the object is said to have
become manifest, ‘Abhivyakta’. Thus, for instance, fire is
said to become manifest (Abhivyakta) at the sight of smoke,
which is invariably concomitant with it; or the cow and the
like are said to become manifcst from reflective imitative
presentation thereof in the works of pictorial, plastic or
poetic art.

But the Abhivyakti of that which has no real being
1s of cne type only; e.g. that of raitbow, because of the
rays of the sun. Mahima Bbatta asscrts that the term
‘Abhivyangya’ cannct be used for the suggestible meaning
in the first two senscs of the word: because that would
imply that the suggested meaning is directly perceptible
like curd or that it shines directly, simultaneously with
the conventional, exactly as does jar with light. But that
is impossible.  As for the third sensz, it is nothing more
than! mference. It is not the sense which is attributed
to the word ‘Vyakti’ by the Dhvanivadins. For, the consci-
ousness of the suggested meaning from the conventionalis
not possible without the consciousness of the relation of inva-
nable concomitance of the two. Otherwise the consciousness
of the suggested meaning from the apprehension of the
conventional should arise in all? peisons irrespective of the
fact whether they know the invariable concomitance of the
two or not. Further, the consciousness of the suggested
meaning is never simultaneous with that of the conventional
but always in temporal sequence like that of fire from
smoke. Herce the definition of Abbivyakti, as admitted by
Ansananda Vardhana and his followers, is impossible .

1. V.V, 78 2. V.V. 79
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Naor ¢an it be sajd by the Dhvanivadin ia his defenee
that his definition of Abhivyakti applies to Rasadhvani,
wherein the experience of the situation ete. is simultaneaus
with that of the basic menta! state; firstly because in that
case the definition would not apply to Vastudhwvani and
Alankaradhvani inasmuch as in these two cases admittedly
there is temporal sequence in the censciousness of the
suggested from the directly presented; and secondly
because even in the casz of Rasa the simultaneous apprehe-
nsion of the situation etc. and the basic mental state is
logieally impossible®.

(It may be pointed out here that the Dhvanivadin
admits the importance of the knowledge of invariable conco-
mitance of the two but asserts that it is not operative but
potential in so far as it is in the form of residual trace).

Mahima Bhatta points out that the illuminator is af
two types. (I) Itis asif it were an attribute of that which
it illumines (Upadhirapah) so that the illumined can be
perceived only as enveloped in the illuminator, e.g. a jar
can be perceived only as enveloped in the light. (ID Itis
independent (Svatantrah) in so far as it does not serve as
& mere attribute of the illumiped. The illumined is appre-
hended not simultaneously with the illnminator but in
guccession therefrom. Such an illuminator is nothing but

sign (Linga) or reason (Hetu) : and what is known from it
is pothing but inferred.

New the Dhvanivadin cannot hold that his conception
of the illuminator in the context of the theory of suggested
mesning i3 that of the first type; beeause that would imply
that, according to him, poetry is eonly that compositien
which arouses its meaning directly threugh conventien®.

1. V.V.7. 2. V.V.V. 80,
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Such an admission would defeat the very purpose, for which
the conception of illuminator (Prakasaka) is introduced
in the theory of the suggested meaning. For, that would
exclude all the compositions with the suggested meaning
from the sphere of poetry.

And the other typz of the illuthinator is nothing but a
sign (Lihga). Therefore, the Dhvanivadin’s definition! of
Abhivyakti as ‘PrakaSakena sahaikavisayatapattih’ is untena.
ble. Further, Ananda Vatdhana himse!f does not admit the
figuring in consciousness of the primary meaning simultane-
ously with the suggested in all types of Dhvani; because
he himself says :—

“Nahi vibhavanubhavavyabhicarina eva Rasah etc.?”

Now in order to get out of the defect of impossi-
bility in the dsfinition, if the mlivocate of Dhvani were
to eliminate the idea® of simultaneous apprehension of
the illuminator and the illumined (Prakasaka and Prakaya)
from the definition of Dhvani, the definition would
apply to inference also; because in the case of inference
of fire from smoke there is the apprehension of fire through
smoke, which occupies a subordinate position to fire, inas-
much as the former is only a means of knowing the
latter.

But if it were said that the application of the defini-
tion to inference will be prevented by the idea of not-
being (Asat) as an attribute of the suggested, because
the fire is not a not-being, the definition would not apply
to the analogical instance of lamp and jar. And if in order
to keep the definition applicable to the instance, just men-
tioned, he were to eliminate the idea of not-being (Asat)
from the definition, the definition wonld not apply to the

1. V.V, 80. 2. V.V,8. 3, V.V.8L.
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instance of rainbow; because it is not-being. If both the
ideas of ‘being’ and ‘not-being’ were eliminated, it would
be a definition of inference only. That is just what the
critics of the theory want.

Further, the attribute of the illuminable, viz, ‘being
or not-being’ is not logical : because it leaves nothing, to
which the definition cannot apply. Furthermore, if that
suggestive postry alone be said to be Dhvani Kavya, where-
in the conventional meaning alone is suggestive, the defini-
tion would not apply to those poems wherein the suggested
meaning itself becomes suggetive of another?.

DHVANIVADIN'S POSITION EXPLAINED,

Very often Mahima Bhatta attributes a view to Anan-
da Vardhana, though the latter does not hold it, and then
criticises such a view at length. The definition of Abhiv-
yakti, as has been stated by him and attributed to the
Dhvanivadin, is a typical instance of this tendency. For,
although Mahima Bhatta talks in detail of the six types of
Abhivyakti; (five types being related to what has being and
one type being related to what has no being but simply
appears) yet, as has been pointed out by Ruyyaka, Dhvani-
vadin accepted it to be of only one type such as is related
to what has being? and is based on the analogy of a lamp
and a jar. And it is well recognised that an analogy is intro-
duced to refer to just a particular point of similarily. Thus,
the point that is tried to be explained by the Dhvanivadin
by means of the analogy, under discussion, is that the ex-
perience of the suggested is never without that of the sugges-
tive®., Hence the entire criticism of Mahima Rhatta in the
context of the attributed definition of Abhivyak:i is baseless.

1.V.V. 82, 2.V.V.V 767 3.V.V.V. 589 and 81.
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TEN DEFECTS IN THE DEFINITION OF DHvANI KAVYA.

Ananda Vardhana defined Dhvani, as a poetic compo-
sition as follows:—

“Yatrarthah $abdo va tamarthamupasarjanikrtasvar-
thau,

Vyanktah kivyaviesali sa Dhvaniriti saribhih Kathitah".

Mahima Bhatta points out ten defects in the definition
of Dhvani Kavya, as given by Ananda Vardhana. Accor.
ding to him, hardly any word in the definition is correct.
They may be enumerated as follows:—

(i) The adjunct of the meaning (Artha), namely, which
subordinates itself to another, is useless.

(i) Word (Sabda) ought not to be included in the
definition.

(i) The adjunct of ‘word’, namely, which reduces the
‘meaning’ to subordinate position is automatically redundant

after the inclusion of what it qualifies has besen pointed out
to be erroneous.

(iv) The masculine gender in ‘Tam’ is unjustifiable,

(v, Dual in the predicate ‘Vyanktah’ is wrong.

(vi) The use of the conjunction ¢Va' is indiscriminate.

(vil) The use of the root Vi-aiij in the sense intended
by the author makes the definition too wide in one respect
and too narrow in another.

(vili) Through the word ‘Dhvani’ only another name is
given to poetic compositions and, therefore, it is useless.

(ix) The assertion of particularity in a poetic composi-
tion (Kavya vifesa) is baseless.

(x) The inclusion of the subject of the predicate
‘Kathitah’ in the definition is useless.?

1. V. V. 104, .
40
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(I) CRITICISM OF THE ADJUNCT OF ‘ARTHA’

The adjunct of meaning (Artha), namely, ‘which
subordinates 1tself to another’ is useless. The usefulness
of an adjunct in a definition lies in its making the defini-
tion so precise that it applies to the acknowledged instances
only and excludes others from the sphere of its application.
But the adjunct of meaning, mentioned above, has no
delimiting value. For, whenever a meaning suggests
another, it occupies a §ubordinate position; because it is a
means of bringing the suggested to consciousness. And the
means is always subordinate to the end.

It cannot be asserted by the author of the definition
that the conveational meaning also occupies a predominant
position in Samasokti and Gunibhatavyangya; the use of
the adjunct, therefore, is that the definition does not apply
to them. For, the predominance is of two kinds: (I) Due
to the context; (II) Due to the predominant nature of the
thing itself. And the predominance of thc conventional
meaning in Samasokti (e.g. Uyodharagena) is due to the
context and not to its own predominant nature; because
independently of the context the conventional occupies only
a subordinate position in relation to the suggested?; because
the former is only a reason for the inference of the latter.
Hence the predominance of the conventional, due to the con-
text, even if it be admitted, isnot sufficient justification for the
use of the adjunct. Now if it were asserted that in the case of
Gunibhatavyangya the conventional meaning, because of its
being charming, reduces the suggested meaning to a subordi-
nate position, that also would not justify the use of adjunct.
For, even in Gupi-bhatavyangya, the conventional meaning
does not necessarily always predominate on account of

1. V.V,10-12
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its charm. Mahima Bhatta asserts that in the so called
Gunibhata vyaingya also the suggested meaning has the
charm in some instances. Therefore, the adjunct remains
useless!?,

DHVANIVADIN'S POSITION EXPLAINED

A meaning is represented to be ‘subordinated’, (Apra-
dhanikrta) for the following three reasons :—
(i) because it is a means to arouse another meaning;

(ii) because itis less charming than the other (the
suggested);

(ii1) because it does not rest within itself and, therefore,
does stand in relation of a helper to the charm of
another.

Mahima Bhatta’s objection is sound in so far as it is
based on the first two reasons. But Dhvanikara had the
third in his mind. By the adjunct of ‘meaning’ (Artha)
under discussion he wanted to exclude the Gunibhata-
vyangya, where the conventional meaning is not subordinate
in the sense that it does not stand to another in relation of
a helper to its charm. Hence the use of the adjunct is

perfectly justifiable?.
His CriTcisM OF THE WORD ‘ARTHA’ IN THE
DEFINITION OF DHVANI
He raises the question “what does the word ‘Artha’
mean in the verse ‘yatrarthah §abdo va'? Does it mean the
conventional meaning only or both the conventional and the
suggested 7 He points out the flaws in both the cases as

follows :—
In the former case the definition would not apply to
the well recognised instance ‘Evarh vadini tatrarsau’:

1. V. V.v.12 2. V.V.v. 13
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because here Rati is suggested, not by the conventional
meaning “With her face gone down”, but by the sense of
bashfulness that is suggested by the aforesaid conventional
meaning. In the latter case the” definition would become
too wide and would apply even to those instances where it
is merely a situation, and not a, basic mental state, that is
suggested through one, two or three situations which are
themselves suggested. But such instances are not included
within the sphere of the definition of Dhvani; because they
are not recognised to have poetic beauty. For, poetic
beauty is recognised only in those instances wherein the
suggested meaning is aroused by either a transient emotion
or a figurative presentation; and (connoisseur alone is
competent to declare a particular composition to be beautiful
or otherwise. He cites the instances of the different types
of the suggested meaning under discussion.

He also points out in this connection that Ananda
Vardhana does not consistently use the word ‘Artha’ in
the sense of both the conventional and the suggested
meaning. Although in the verse ‘Arthah sahrdayaslaghyah’
he uses the word ‘Artha’ as signifying both the meanings,
yet in the course of the interpretation of the words ‘Tamar-

tham’ he definitely says that the word ¢‘Artha’ stands for
the conventional meaning only ‘Artho vacya visesah!’.

(II) CRITICISM OF THE USE OF THE WORD ‘SABDA’

The word ‘Sabda’ ought not to be included in the
de Bnition?; because Sabda has no other function than that
of conveying the primary meaning; and the primary meaning
cannot be reduced to the subordinate position to words
unless the words are mere imitations of the sounds, e. g.
“Tam.........Rame §rirnyasyatamiti.’

1. V.V.82 2. V.V. 13,
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But it may be asked that if the imitation represents
the sounds only of the words, how does the hearer gst at the
meanings of the words from their imitative presentation ? In
reply to this Mahima Bhatta says that the words, which are
the objects of imitation, are of two kinds : (1) meaningless
and (2) meaningful. The imitative presentation of the words,
which possess meanings, gives rise to the consciousness
of the original words and thus it is the imitated (anukarya)
and not the imitation that arouses the consciousness of the
meaning!. As for the imitated words, they are separated
from the rest of the words by the word ‘iti’ and, therefore,
stand for the sounds only and not for the meaning.

As regards the words, which are not imitatious, they
stand for their meanings and, therefore, necessarily occupy a
subordinate position, because they are used for arousing the
meanings. And whatever is used for the sake of something
else, occupies a subordinate position, just as a pitcher does
to water, for fetching which 1t is used. For, otherwise the
determination of the relation of the principal and the
subordinate will have no rational basis.

Thus, Mahima Bhatta holds that the definition is
impossible, (Asambhava) because the primary meaning can
never occupy subordinate position to words.

Commor. criticism of the adjuncts of both the word
and the meaning (Sabda and Artha) is that even if we
accept the position of the Dhvanivadin that in the case of
Gunibhata vyatigya the conventional meaning dominates
and, therefore, it is to be excluded from the sphere of
application of the definition of Dhvani by the adjunct of
Artha: <similarly if word be accepted to have more
power than one to arouse different types of meaning, there

1. V.V, 14-15.
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will be the possibility of its subordinating the conventional
meaning; the use of the adjunct would be a mere repetition
of what is known from the fact that the conventional
meaning and the word are used for arousing the suggested.
Nor can it be said that the adjuncts clarify what is known
through implication, becausz such a clarification also is a
type of repetition?.

Thus, according to Mahima Bhatta there can be no
suggested meaning, which springs from a power of word, be-
cause word has no other power than that of arousing the
conventional meaning. Therefore, there is no causal relation
between word and suggested meaning. Hence to talk of
Sabdasaktyudbhava Dhvani and to illustrate it by such
verse as ‘Suvarpapuspim’ 1s to commit the logical fallacy
of talking of the causal relation between the two where it
does not exist,

(Asiddhasadhyasadhanadharmanugam)?2.

DHVANIVADIN’'S POSITION EXPLAINED

Dhvanivadin admits more than one power of wcrd to
arouse different types of meaning. Therefore, according to
him, there are cases in which the conventional meaning,
that is aroused by a word, is subordinate to the suggested,
which also is aroused by the same. Hence the adjunct
is not useless®.

(IT11) THE CRITICISM OF THE ADJUNCT OF ‘SABDA’
(GUNIKRTARTHA)

According to Mahima Bhatta, ‘word’ has only one
power, the conventional. Therefore, the explanation that
has been given by Abhinava i. e. the word, that subordinates

1. V.V.17. 2 V.V.17 3, V.V.V.18
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the conventional meaning to the suggested, is absurd.
Mahima Bhatta accordingly holds that the use of the
adjunct brings to the definition the logical fallacy of the
‘impossible’ (Asambhava). Further, even if for the sake
of argument the view of the Dhvanivadin, that word has
more power than one, be accepted, the adjunct will still
remain useless. For, what is said about the ‘meaning’
through its adjunct can be understood to hold good of the
word also through implication?.

(IV) CRITICISM OF THE MASCULINE GENDER IN
THE PRONOUN ‘Tam’

A pronoun, as a rule, is used in the same gender as
that of its antecedent. But in the verse under discussion
there is no antecedent to which it refers. And if we take
the context into consideration we find that the antecedent
is in the neuter, e. g. ‘Sarasvati svadu tadarthavastu’.
Mahima Bhatta, therefore, suggests that the antecedent
should be put in the masculine e. g. “Sarasvati svadutamarh
tamartham’ and the masculine in the Kariki may be
retained 3.

Here it may be observed in the defence of Dhvanikira
that he has used two expressions for the suggested meaning,

‘vastu’ and ‘aitha’. In the preceding verse he has used
the masculine ‘Sorthah’ and following that he uses ‘Tamar-
tham’ in the subsequent verse, which defines Dhvani.

(V) CRITICISM OF THE DUAL IN ‘VYANKTAH'

If in the verse, which defines Dhvani, the word ‘Va’ be
admitted to have the sense of ‘option’ then the dual number

1. V. V.50 2. V. V.91
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in the predicate is indefensible. But the use of the dual has
been defended by Abhinava in his Locana, Mahima
Bhatta refers to this defence, but dismisses it with the
convenient and very frequently used expression, ‘erroneous?’

(Bhramamalam).

(V1) CRITICISM OF THE USE OF ‘VA’

In regard to the use of ¢Va'in the verse that defines
Dhvani, Mahima Bbhatta raises the question ‘“Does the
word ‘Va’ mean ‘option’ or ‘conjunction’ ?’ It cannot
mean the former. For, it has already been established
that word has only conventional power and not the
suggestive. And even if for the sake of argument it be
admitted that it has suggestive power also, the dual in
the predicate ‘Vyanktah'is indefensible, because with the
subjects, which are connected by ‘Va' in the sense of option,
only singular is used, e. g. Sirah Sva kako va Drupadatanayo
va parimréet.

It cannot mean the latter (conjunction) also;
because in that case all those instances in which the
suggested meaning arises either through word alone or
meaning alone, shall have to be excluded from the
sphere of Dhvani, which is very unwelcome to the
Dhvanivadin?.

(VII) HIiS CRITICISM OF THE SUGGESTIVE POWER

OF WORD INDICATED BY *Vi-Af]’ IN THE DEFINITION

The words have no power other than that of arousing
the meanings which are associated with them by the
convention. They, therefore, cannot arouse the suggested
meaning. It cannot be established with reason that the

1, V. V. 901 2. V. V. 8990,
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words have the power, technically called Vyaiijakattva;
nor can we establish any other relation between the word

and the suggested meaning to accouut for its rise from
the word. And if meanings other than the conventional be
supposed to be aroused by words without any fixed relation
between them, it would be impossible to fix the limit of
meaning ; because there will be nothing to restrict. Nor
can it be said that the relation between words and meanings
(basic emotions) is natural, just as between a song of a
particular type (geya) and an emotion. For?, in that case,
there will arise the possibility of the wsthetic experience in
all, whether they know or do not know the meanings. Nor
can it be said that the suggested meanings also are
associated with the words through convention. For, the
rise of the suggested meaning depends upon the conditions
such as time, space, and the character and the mood of the
speaker etc. which are not fixed and cannot be fixed by
convention, and therefore, caunot be exhaustively stated?.
We learn from experience that the same word, because of
different conditions, gives rise to different meanings, e.g. the
word Rama in (i) Ramosmi Sarvarh sahe and (i) Ramena
priyajivitena. The conditional nature of the suggested
meaning is accepted by Ananda also. Hence it has to be
admitted that it is the conventional meaning and not the
word, which, because of the presence of certain conditions,
gives rise to the suggested meaning. It is, therefore, wrong?
or useless to use Vi-aij asthe prcdicate of Sabda in the
definition of Dhvani.

But it may be objected here that if the words have no
power, technically called ‘Vyaijakatva’ how can we talk

1. V.V, 127-8 2. V.V.128. 3. V.V.129
41
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of ‘Vyaiijakatva' of the prefixes ‘Pra’ etc. in such words
as ‘Praptam!’? We cannot talk of the meanings

aroused by prefixes as conventional ; because in that case
there is no reason why there should be no “Yan’' affixed to
them, according to the rule of Panini ‘Ekico haladeh’ etc.

Mahima Bhatta replies to it as follows: —

He admits the Vyaiijakatva of the prefixes ‘Pra’
etc., but says that the prefixes are Dyotaka, not in the
primary sense of the word, but in the secondary. The
purpose of the use of the word in the secondary
sense is to convey the idea that the prefixes clarify
the conventional meaning. And the cause of clarity of
the conventional meaning in the consciousness of the hearer,
is the simultancous apprehension of both the substantive
and the adjunct, because of their coming into consciousaess
with extreme quickuess in succession and, therefore, of the

succession remaining unnoticed?.

(VII) CRITICISM OF THE USE OF THE WORD
‘DHVANI’ FOR POETIC COMPOSITION.

Ananda Vardhana asserted that a postic composition,
in which both the words and th:ir meanings mainly suggest
the suggestible, is called Dhvani; because thz relation bet-
ween the suggestive words and mezanings and the suggested
Rasa is similar to that which exists between the conscious-
ness of the sound of the last letter of a word, as affected by
the residual traces of those of the previous ones, and that of
the Sabda-sphota. For, the relation between them is not
that of succession but that of simultaneousness. Ananda
Vardhana, while making this assertion, had the Karika of

1, V.V.129. 2. V.V.131.
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the Vakyapadiyam ‘Pratyayairanupakhyeyaih' in his mind,
as pointed by Abhinava in his Locana®.

Mahima Bhatta criticises 'this by making a counter-
assertion that not only there is succession in the conscious-
ness of words and their primary meanings and that of
the suggested meaning, but also in the consciousness of
the sound of the last letter, affected by the residual traces
of those of the preceding oncs, and that of Sabda-sphota.
For, in the latter case also the relation of the two is that
of the illuminator and the illumined, which is based on
the causal relation.? For, the light is the means whereby
the object is made to shine: and the end succeeds the
means. This view seems to be supported by the text,
because Bhartrhari uses the word standing for the
illuminator in the instrumental c1s2 and definitely uses the
word ‘praak$ite’. Mahima Bhatta, therefore, asserts that 1t
is wrong to call poetic composition ‘Dhvani’; because the
simultaneity in the experience of the suggestive and the
suggested, on the basis of which the po:tic compositions
are intended to be called Dhvani Kivyas, is not possible,
Nor is it possible in the case of the analogy of Dhvani
and Sphota. Further, the acceptel general definition of
Kavya is that it has Rasa as its soul : accordingly there is
no justification to speak of the particularity of Kavya
(KavyaviSesa). Therefore® to call the poetic composition
(Kavya) by the word Dhvani, is nothing more than- calling
the same tbmg by another name.

But it may be pointed out here that the Kariks, quoted
above, admits of an intetpretation, which seems to support
the view of Mahima Bhatta, only if it is taken out of the

1. Dh L. 47 2. V.V.57. 3 v, v.101,
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context. We should, however, not forget Lhe fact that
there were different views about the relation of Dhvani and
Sphota, to which Bhartrhari himself refers, e.g. “Sphotarapa-
vibhagena Dhvanergrahanamisyate Kaiscit”. From this it
is clear that there was a difference of opinion among Sphotav-
adins themselves as regards the simultaneousness or succe-
ssion in the apprehension of Dhvani and Sphots, on the
analogy_of twhich the theory of Dhvaniis based. Mahima
Bhatta followed the school, which held that the two are
apprehended intsuccession.

(IX) His CRITICISM OF ANANDA VARDHANA’S
CONCEPTION OF THE PARTICULAR KAvYA. (KAVYAVISEsA)

He holds that Ananda Vardhana's view that Dhvani
is a,particular Kavya is untenable. For, according to the
conception of Kavya, as has been presented in the preceding
section,.!no] composition can be called a Kavya unless it
presents Rasa and we cannot ascribe particularity to Kavya
because of particularity of the same (Rasa).

(1) We cannot say that particularity belongs to a
Kavya because it presents a particular Rasa!. For, in
that case the definition of Dhvani, would become too narrow
so that it will apply to those compositions only, which
present a particular Rasa or Rasas and would not apply to
any composition, presenting any other Rasa.

(IT) Nor canit be said that particularity of a poetic
composition is constituted by the fact that it suggests Rasa
and, therefore, is distinct from those which suggest either a
situation (Vibbava) or a figure of speech (Alsnkara). For,
the suggested meaning is of three types, Vastu, Alankara
and Rasadi. The reason may be, elaborated as follows ;:—

1. V.V.97.
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According to the view ¢Rasa is the soul of poetry”,
no composition, which does not present Rasa, can be spoken
of as Kavya. Therefore, a composition, however well may
it be polished with the qualities of sound and meaning and
however well may it be decked with the ornaments of
figurative words and meanings, canunot be called Kavya
unless it presents Rasa. Therefore!, a composition, which
suggests Vastu or Alanukara, is not Kavya in the primary
sense of the word. Hence it is absurd to talk of particula-
rity in relation to it.

(III) Nor can the particularity be ascribed to Kavya
on the ground that in it a Rasa is suggested by a
suggested situation or a suggested figure of speech. For,
they are merely causes of the manifestation or coming into
consciousness of Rasa. And it is 1llogical to ascribe
particularity on the basis of the cause of manifestation (Abhiv
yaktihetu)as much asitis to ascribe particularity to the
genius ‘gau’ on the basis of the calf of variegated colour?.

(IV) And if the particularity be ascribed to Kavya
cn the basis of the cause of manifestation of Rasa, it will
mean that that poetic composition alone, in which a figure
of speech or a situation or both are suggestive,can be called
Kavya and not that which presents Rasa independently of
the said causes. Thus the definition of Dhvani will become
too narrow. Further, it will apply to Prahelika®, in which
the situation alone is suggested. Thus the definition would
become too wide also. Hence the word Dhvani, should
be used for all Kavyas in general and not for any particular
type of Kavya. And Samasokti and similar other figurative
presentations also should not be excluded from the sphere
of Dhvani. For, they also present Rasa. Further, the

1. V.V.98 2 V.V.99, 3. V.V. 100,
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suggested meaning should be admitted to be of two types
only, (I) Vastu and (II) Alaikara; because Rasa belongs
to a different category from the other two. Rasa is the
general concept of Kavya, but Vastu and Alankara are
the particulars, which are subsumed under it. Hence the
former ought not to be classed with the latter.

(V) Nor can the particularity be ascribzd to a poetic
composition on the ground that it presents Rasa primarily’.
For, Rasa cannot be spoken of as subordinate to ora
constituent of any thing else. For the five reasons stated
above, Kavya in gencral ought to be maintained to be referr-
ed to by the word Dhvani but not any particular Kavya,
because we carnot ascribe particularity to Kavya.

DHVANIVADIN'S POSITION EXPLAINED.

A definition is always given on the basis of well
recognised illustiations of it. And we find two well
recognised types of Kavya: (I) the principal and (IIy the
subordinate. The principal is that in which the suggested
meaning predominates. And the subordinate is that in
which the suggested meaning occupies a subordinate position,
as for instance in the case of Gunibhatavyadgyaetc. Both
of them have to be accepted to be Kiavyas, because they
have been recognised as such from time immemorial.
Hence Dhvanivadin talks of KavyaviSesa, in order that
Gunpibhatavyangya etc. may not be called Dhvanikavya.
The existence of Kavya, with the suggested meaning
occupying a subordinate position to the primary, cannot be
denied; because we do find Kavyas, in which Rasa is
either not very clearly presented or does not occupy the
predominant position. It cannot be said that because Rasa
is essentially that wherein the mind finds rest, therefore,
it cannot‘lbe spoken of as subordinate. For, though Rasa in

f
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itself is such as the opponent presents it to be, yet it is an
undeniable fact that it does occupy a subordinate pasition
to a more pervading Rasa. And Bharata admitted the
fact that Rasa also occupies a subordinate position; because
his conception of Rasa as persisting and transient is based
upon such an admission?.

(X) CriTIiCiSM OF THE USE OF THE SUBJECT
OF THE PREDICATE ‘KATHITAH.

The subject of the predicate ‘Kathitah’ can be either
general or particular. In either case it need not be
mentioned. For, in the former case, as there can be no
predicate without subject, it will be known through impli-
cation. In the latter case, the particular subject can be
known from the context wherein a particular type of
function of word and meaning, which is recognised by
a particular set of poeticians, is under discussion. Hence
the statement of the subject is redundant?.

THE NECESSITY OF INCLUSION OF ‘ABHIDHA'
IN THE DEFINITION,

In this context Mahima Bhatta uses the wor.l ‘Abhidhad’
as synonymous with ‘Alankara’. He seems to follow
Kuntaka, the author of the Vakroktijivita. He holds that
Alankara is nothing but a peculiar Abhidha (Vicitrai-
vabhidha vakroktirityucyate, V. J. 22). In fact he borrows
the term ‘Bhangibhapiti’ from Kuntaka’s verse ‘Vakro-
ktireva Vaidagdhyabhangibhanitirucyate’ (V. J. 22).

Thus, taking the word ¢Abhidha’ to stand for Alan-
kira in general, he asserts that just as ‘Sabda’ and ‘Artha’
are included in the definition, so Abhidha also ought to
be incluled For. otherwise. in those cases, in which the

1. V.V, V, 103. 2. V.V.103-4
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poetic figures such as Upama etc. are brought to conscious-
ness by the poetic figure ‘Dipaka’, will hav: to be excluded
from the sphere of application of the definition of Dhvani
and, therefore, the definition would become too natrow.
If it be said by the supporters of the definition that such
cases ate excluded by Dhvanikara himself from the sphere
of application of the definition. For, he himself says
that though in some instances one poetic figure may be
brought to consciousness by another, yet if the conventional
meaning is not primarily intended to suggest the suggesti-
ble, such instances are not the instances of Dhvani.
Mahima Bhatta replies as follows :—

Such an assertion has the logical fallacy in so far as it
is based on reason that does not exist. For, the instances,
under discussion, are tried to be excluded from the sphere of
application of the definition of Dhvani on the ground that
the conventional meaning does not primarily suggest the
suggestible. But this ground hkas no existence ; because the
fizures of speech such as Dipaka etc. are accepted to be
expressions of a peculiar type (Bhangibhaniti), just for the
reason that they mainly bring Upama etc. to conscious-
ness. And because the postic figure, that is brought to
consciousness by another, possesses exceptional charm,
and a composition is called Dhvani because it possesses
such a charm, the exclusion of Dipaka etc. from the sphere
of application of the definition of Dhvani is unjustifiable?,

DHVANIVADIN'S POSITION EXPLAINED.

Kuntaka, whom Mahima Bhatta follows in his zoncept-
ion of Alankira as an expression of a peculiar type,
(Bhafigibhaniti), came very much later than Ananda Vard-
hana. Ananda Vardhana's conception cf the poetic figures,

1. V.V, V.18-20.
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therefore, is based on the authority of earlier poeticians
like Bhatta Udbhata. And they admit the poetic figures
to belong to words and meanings and not to ‘Abhidha’.
For, Abhidha, according to them, is either a power of word
that is inferred from the fact that word gives rise to the
consciou:zness of meaning; or 1t is a power of uttering word.
And poetic figure is not a varicty of it. On the contrary,
poetic figure is a charm of a peculiar typs, techni-
cally called *Vaicitrya’, which shines in the consciousness of
the Connoisseur. Hence the poetic figures b:long to wordsand
meanings and not to Abhidha. And the distinction of postic
literature from the philos phic lics, not in the peculiarity of
Abhidha but in that of words and meanings. Therefore,
when Ananda Vardhana says‘where woids and meanings
are suggestive,” the suggestivity of the poetic figures,
which belongs to them is necessarily implied and, therefore,
need not be separately mentioned.’

And the view that therc is a logical fallacy in the
assertion that in the poetic figures Dipaka etc. the conven-
tional does not primarily suggest other poetic fgures such
as Upama3 etc.,, namely, that Atatparatva is a reason which
has no being, is due to the misunderstanding of the position
ot the Dhvanivadin. For, hLe maintains the subordi-
nate position to be of three types, as has already been
pointed ont. And his assertisn of Atatparatva of the
conventional meaning implies that the suggested meaning
doss not predominate and is based on the fact that in this
case the suggested Upami does help in lending charm to
the conventional meaning, which presents the poetic figure
Dipaka.

HIS CONCEPTION OF INCONGRUITY ( ANAUCITYA )

Mahima Bhatta deals with the incongruities in the

1. V. V. V. 18.9.
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poetic composition in the second chapter of is work. The
incongruity in general consists in unfitness of either word
or meaning. It is of two types: (I) internal and (II)
external. The internal incongrunity consits in the presen-
tation of the situation, mimetic changes and transient
emotions such as are not in perfect harmony with the
basic mental state. It has been exhaustively dealt with
by Ananda Vardhana. Mahima Bhatta, therefore, does
not discuss it. He confines himself to the treatment of the
latter. The external incongruities, according to him, are
many!, He begins with broadly dividing them into five
types: (I) VidheyavimarSa (II) Prakramabheda (III) Krama-
bheda (IV) Paunaruktya and (V) Vacydvacana. Subse-
quently he points out their subdivisions.

Ruyyaka points out that these defects ate not the origi-
nal discoveries of Mahima Bhatta and that they had bzen
noticed by earlier thinkers such as Panini, Katyayana and
Pataiijuli? etc. To support his view Ruyyaka quotes from
these authorities at every step.

(I) Vidheyavimars$a consists in reducing to a subordinate
position that which is intended to be presented as the
principal. Mahima Bhatta cites as an illustration of this
defect a verse, which is from the pen of Kuntaka and
which Kuntaka wrote to illustrate how words, befitting the
context, give rise to the asthetic experience (Cetanacam-
atkara). He points out three main defects in it3: (1) Nega-
tive compound in ‘Asarmrabdhavan’, (2) The use of the
words ‘Yosau' without the use of the corresponding ‘Tat’,

(3) Genitive compound in ‘Ambikakesari.

(I1) Prakramabheda is a type of Sabdansucitya. It
consists in the break or want of symmetry in the use of

1. V. V. 150. 2. V.V.V.15L 3. V. V. 154,




MAHIMA BHATTA'S CRITICISM OF DHVANI 231

expression. Thus, if & particular action has been referred
to by a particular root in a composition, the congruity of
symmettical expression requires that the same root should be
employed if the same action is again to be referred to, e. g.
if the root ‘Bhas’ has been used in a sentence to express
the act of speaking, the same root and no other, such as
‘Lap’, should be used if the same act is to be referred to
again. The want or lack of symmetry in the use of
expiession is like a pit and as such causes unpleasant feeling
in the hearer and stands in the way of @sthetic experience?.
To use the symmetrical expressions is not to commit the
fault of repetition. For, the spheres of the two are different.
It is of many types.

(IIT1) Kramabheda consists in the use of a pronoun,
without first stating the anteccdent, for which it may be
thought to stand ; e. g in ‘Tirthe tadiye’ the word ‘tadiye’
is intended to stand for ‘Gadga’ though the word has not
come before.

(IV) Paunaruktya consists in the repetition of the same
idea in the same words over and over again. It may be
pointed out here that, according to Mahima Bhatta, if
there be only a verbal repetition without there being the
repetition of the idea, it is no defect. This defect had been
recognised by Aksapada in his famous aphorism, quoted
by Ruyyaka :

‘Sabdarthayoh punarvacanam punaruktam anyatran-
uvadat’.

(V) Vacyavacana consists in not referring to a thing in
the manner in which it ought to be referred to. For
instance, in the famous verse in the Vikramorvasiya of

ey
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Kalidasa “Navajaladharah sannaddhoyarm na drpta nifa-
carah”, the absence of reference to lightning by the word
sthis’ (Idam), after referring to other things, doubt about
which is removed, by ‘Idam’?, is a defect which is technically
called ‘Vacyavacana'.

Such defects in composition as are pointed out by Mahima
Bhatta, are found, according to the illustrations given by him,
even in the immortal writings of Kalidasa. Such defects,
therefore, cannot be seriously counted as such. Mahima’s
cleverness lies in suggesting the amendments.

His CRriTiCIS.SM 0F KUNTAKA'’S THEORY OF VAKROKTI

The meaning of Vakrokti, on analysis, is discovered
to be either congruity (Aucitya) or Dhvani. In the former
casc it ought not be mentioned separately. For, it is implied
in the definition of ‘Kavya itsclf. In the latter case, being
identical? with Dhvany, it is included in ‘Anumiti’ which is
the main point which Mahima Bhatta tries to establish in his
work.

His CRITICISM AND REJECTION OF SOME OF THE TYPES
OF DHVANIL

Mahima Dhatta discussses the classification of Dhvani
at a great length. Some of the types of Dhvani he
sccepts:® others he rejects.  He asserts that there are
defects in the dctinitions of the sub-divisions of Dhvani but
does not count them.*

His CRITICISM OF VASTU AND ALANKARA DHVANI.

The use of the word Dhvani, in the case of Rasa, is
based upon the error that in this case the premises and the

. 1..V.V 332 2. V.V. 127. - 3. V. V. 429,
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conclusion are apprehended simultaneously and, therefore,
there is no apprehenison of the causal relation, though it is
admitted to be present there also. But in the case of Vastu
and Alankara there is not even the error of simultaneous
apprehension of the premises and the conclusion. Therefore,
there is not even a shadow of justification to use the word
Dhvani in relation to them.?

His CRITICISM OF THE DIVISION OF KAvYA INTO
DHVANI AND GUNIBHUTAVYARGYA.

He holds that the distinction, which Ananda draws
betwe=n one pcem and another on the basis of the predomi-
nance of the suggested mraning and the subordination
thereof, is unnecessary inasmuch as it does not rclate to the
professed aim of the work, the presentatior of the
essential nature of the Kavya; and also b:cause there is
no difference in the xsthetic experience of Vastu, Alankara
and Rasddi due to such predominance and subordination?.

Some of the types of Dhvani, which Mahima Bhatta re-
jects, are (I) Avivaksitavacya (11) Vivaksitanya paravacya®
(IT1) Arthintara-Sankramitaviacya (1V) Atyantatiraskrtava-
cya* and (V) Sabdadaktimalanurananavyangya.® The space
does mnot permit us to discuss the views of Mahima
Bhatta on these and allied topics. His position, in
brief, is that the concept aof Dhvani is included in that
of Aunmiti, as stated by him; that the accepted types
of Dhvani, therefore, are nothing more than the types
of Anumiti and that all the illustrations of Dhvani admit
of explanation as those of Anumiti,

1. V. V.57 .2, V.V.1306. 3 V. .V, 143.
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RUYYAKA.
His DATE.

There is no controversy about the date of Ruyyaka ;
because he belongs to a literary period in the history of
Kashmir literature, the dates of the writers of which can
be fixed with certainty in relation to Abhinavagupta,
who meutions the dates cf composition of at least three
works of his. And Kuntaka was a younger contemporary
of Abbinava., Mahima came after both, whom hLe quotes
and criticises. Ruyyaka, being a commentator on Mahima's
work, came after the latter, But the fact that deserves
special notice is that Ruyyaka came fairly long after
Mahima Bhatta. For, by the time Ruyyaka took up the
Vyakti Viveka to write a commentary on it, therec were
already different readings of many passages, to which he
refers!. He may therefore, be admitted to belong to
the middle of the 12th century A, D.

Ruyyaka was a very great defender of the school of
Dhvani. He was a well-rend scholar of cool thinking.
He not only answers all the main objections of Mahima
ABhagta against the theory of Dhvaui, as propounded by
Ananda Vardhbana, and clarifies the position of the Dhvani-
vadin, but salso points out the errors of Mahima Bhatta
himself. He also refers to the self-contradictions of Mahima
Bhatta in the Vyakti Viveka. He refutes the view that
the word ‘Dhvani’ should be used for poetic composition
in the secondary sense. He shows that thosz defects, which
Mahima Bbatta points out in the verse of Kuntaka
“Sarhrambhah Karikita’’ etc. are present in his own verse
‘Kavyakaicana’ etc.,, which so smells of arrogance. He
wraote many works to which he refers in the course of his

1. V.V, 260
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commentary : (1) Nataka Mimarsa (II) Sahitya Mimarhsa?!
(ITI) Harsacarita Vartika? and (IV) Brhati3,

After reading his replies to Mahim1 Bhatta's objections
against the Dhvanivadin, one is convinced of the sound-
ness of the theory of Dhvani and of the hollowness of the
objections, raised against it. We have stated these replies
in their proper contexts.

1. V. V.V, 243 2, V.V Vv, 302,
3, V. V.V, 305



CHAPTER VL

THE TECHNIQUE OF SANSKRIT
DRAMA

AELSTHETIC OBJECT.

Abhinavagupta holds that the products of no other
fine art than those of the dramatic can strictly be called
“gsthetic’  He maistains that the particular experi-
ence, which is the basis of the study of the problem of
asthetics, is not possible from any other artistic pres:ntation
than the dramatic.

Accordingly he has approached this problem from the
following points of view :—

1. Spectator’s point of view.

It has already b:en dealt with in the third chapter
of the present work.

2. Dramatist’s point of view.

From this point of view the following asp:cts have
been studied :—

(a) Language.
(b) The subject-matter.
(c) Division of plot and its arrangemeat.

(d) Presentation of the different bisic mzntal states.
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(e) Different kinds of dramatic presentation, according
to the difference in the subject-matter, the hero
and the basic mental state.

(fy Different kinds of hero and heroine and the manner
of delineating their character.

3. The stage-mauager’s point of view :-—

From this point of view the following aspects have
been studied :—-

(a) The size, the construction and thc management
of the theatre.

(b) Choice of actors according to the temperament,
height, complzxion, facial cut, morality, intelle-
ctual back-ground aund geuneral life of the persons
to be representcd.

(c) The nature of the physical, moral, intellectual

and spiritual training to equip the actors for doing

full justice to the parts allotted to them.
(1) Life of the actors.

(e; Social conditions nccessary for the dramatic pre-

sentation.
(f) Importance of woman on the stage.
(1) Necessity of dance and music on the stage.

(h) The nzcessities of presentation.
4. The social point of view.
From the social peint of view the following aspects
have been studied :—
(8) Moral purpose of drama and the manner, jn
which it is fulfilled.
43
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(b) The cultural and not the commercial basis of the
dramatic presentation.

In the course of this chapter we are concerned with the
point of view of the dramatist. We shall show what are
the guiding principles, which the dramatist has to keep in
mind in writing a drama. The first aspect of the problem
from the dramatist’s point of view i.e. the language, has been
discussed a little in the fourth chapter. We, therefore, bagin
here with the subject-matter.

WHaAaT DoES THE DRAMATIST PRESENT ?

The subject-matter of a drama is naturally a certain
part of the lifz= of a person, historical, contemporary or
imaginary. The question, therefore, which the dramatist
has to decide, i5, “What is it that he primarily aims at
presenting 2"’ Oa this there is a fundamental difference
between the Western and the Indian dramatists, for the
simple reason that the experiences which they intend to
arouse are, as we have stated elscwhere, essentially
different. Accordingly, while the Western dramatists,
Shakespeare etc., for instance, present the character, mani-
festing itself in action ; the Indian dramatist presents a basic
mental state at 1ts highest relishable pitch in an ideal situa-
tion. Thus, while according to the former, the character is
the central fact for presentation in drama ; according to the
latter the basic mental state occupies the central position.
The manner of treatment of the subject-matter, however,
in both the cases, is very similar.

INCONGRUITY.

The fundamental principle of all presentations is the
avoidance of all that is incongruous with the central
fact. The incongruity is due to the following :—
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1. Introducing a situation or any constituent thereof,
which does not fully accord with the ceatral fact, the basic
mental state, for instance :

(a) Introduction of a love-situation (Srr‘]garavibhavu)
when the quiescence is being presented (Sintamsanimpar_le).
(b) When the object of love is angry in a love-
quarrel, presenting the lover as pacifying her by
a talk of the unreality and transitory nature of the

world, a talk which suits Santarasa only.

(¢ In a love-scene, when the beloved feigns anger,
presenting the lover as overpowered by anger and
assuming a terrific form.

2. Unnecessary dilation.

The hero is necessarily placed in a situation. The
situation affects him in a certain way. Itis made up of
various constituents. Too much dilation on any one of the
constituents interferes with the growth of the basic mental
state. It has, therefore, to be avoided. Suppose a lover is
separated from his beloved and is placed in a beautiful
valley. If he is made to describe the hills, surrounding him,
in an appreciative mood with the frequent use of puns and
other embellishments, that will certainly be incongruous
with the central fact, because that will bring about the
disappearance of the emctive state.

3. Termination of an cmotive state at a wrong time.
Suppose, for instance, that two persons love each other from
the cores of their hearts. Their mutual love is known to
each other in all its intensity. A chance has brought them
near each other!. At such a time to represent them, without
sufficient reason, occupying thems<elves with something else

wapw

1. Dh L. 161-2.
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than the thought ac to how to get united, will certainly be
contrary to the basic fact and, therefore, unpleasant.

4. Expression of an emotion at a wrong time.
Suppose & person of heroic disposition is in love with a
certain lady. But on a call of duty he has gone to the
battle-field. A terrific battle is raging. Hundreds of the
veteran soldiers have fallen. Heis on the post of duty
and, therefore, i3 intended to be presented as a hero and
not as a lover. At such a time to represent the hero, without
sufficient cause, as indulging in' a talk of separation from his
beloved is incongruous with the basic fact.

5. Intensification of the developed emotion.

When a basic mental state has reached the point at
which it is relishable to the audience through empathic
reaction, its further intensification destroys it, just as
intensive stimulation has a paralysing effect.

6. Incongruity of behaviour.

Suppose two persons love each other: they have met on
appointment. At such a time direct expression of the sex-
desire, instead of its indirect expression through certain
beautiful gestures and facial changes, is unsesthetic.

These are incongruities from the point of view of the
spectator and not from that of the historian. The aim of
& poet is not to present facts as they are, but as they will
give rise to @sthetic experience in the hearer or the spect-
ator. He has, therefore, to modify the historical facts
accordingly. On what lines the modification should be
made, we shall show as we proceed.

ACTION IN SANSKRIT DRAMA.
The Sanskrit dramatist attempts to present primarily
& basic thental state at its highest relishable pitch in an ideal
1. Dh. L, 163. -
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situation, and not the action or character manifesting itself
in action, as does Shakespeare, according to his modern
critics like Bradley. It is well known that an intense
activity of the mind, or mental occupation, dulls, if it does
not kill physical activity. Naturally, therefore, in a Sanskrit
drama there cannot be found that amount of action as
is found in an Inglish drama. This difference between
the two in itself, however, is not the positive prool of
superiority or inferiority of either to the other. It is due,
as has just been stated, to the difference in the object
of presentation.

It is intercsting to note in this connection that in
English dramas also, when the dramatist attempts to
present a mental state, action naturally becomes slow,
or stops. For instance, in Shakespeare's  Hamlet, action
does not procecd when the dramatist attempts to reveal
the struggle that is going on within the heio of the piece.
Some critics secm to incline to think that that portion is
not quite dramatic or rather that Shakespeure has not
been quite successful in the picsentation of that part of
the hero’s life. But is it not that that portion is looked
upon by most of the readers as the best of Shakes-
peare’s productions? And is it not that at the time of
presentation we enjoy that part most, without feeling any
lack of acticn therein? The fact is that a mental state,
if presented well, is no less enjoyable than any action.
But the two experiences which arise from them, are essen-
tially different, because 'the stimulus in each case is
different, and so are the subjective conditions required for
the visualisation of each of them.

RULES OF DRAMATISATION AND DRAMATIC GENI1US.

The beauty of drama depsnds on the choice of the
material and the skill in its use. The object of presentation
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of a Sanskiit dramatist being different, his choice of
the material also has got to be different. His presentation
is meant for an audience, which seeks esthetic experience,
which is due to the subjective realisation of the central
fact in the presentation, the basic mental state, and not
that which comes from the objective perception of the
presented.

He has, therefore, so to present the @sethetic object,
that the public, to whose taste he caters, may have the
desired experience. We propose to state in the following
paragraphs how Bharata, as interpreted by Abhinavagupta,

would like the original material for a dramatic presentation
to be handled.

Let this, however, be clearly understood that Bharata
does not lay down any hard and fast rules, which have to
be blindly followed. They are for the guidance of the
dramatic genius. He allows perfect freedom to the drama-
tist in every matter. The dramatist can exclude, as much
as he likes, out of what Bharata has pointed out as the
constituent elements of a drama. He also can bring in
as much as he likes of what is not mentioncd by Bharata.
What Bharata saysis this much only, that the dramatist
must maintain harmony and uuity in his production. All
that he presents on the stage and all that he makes the
different characters speak, must perfectly harmonise with
the basic mental state of the focus of the situation, which
is primarily intended to be presented.

The so called rules, lail down by Bharata, refer
to the general elements of a dramatic work, as discovered
after a careful analysis of a very large number of dramas,
which must have existed long before the time when the
Bharata Satras, assumed their present form. The consti-
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tuent elements of drama are given there in such details that
it is really difficult to believe that such a scientific treatise
could be written without any varied and suofficient material,
the results of the analysis of which are containel in the work.
It is as good as believing that Panini wrote his famous
treatise on grammar long before the Sanskrit language,
about the different aspects of which he lays down his rules,
came into existence. On this point Abhinava is very clear.
He draws a distiuction between the crude drama and the
refined one. The former he calls “Bhanda’ and the latter
“Natya”''. Similarly he distingnishes an actor in a refined
drama from one who acts in what is crude. The former he
calls “Mahanata” and the latter *Bhanda”. Further, he very
clearly says that from the time of Bharata to his days the
line of succession of great actors was unbroken?®.

The question will natwally arise : if Bharata does not
fay down the rules for actors and dramatists, what does he
do? Abhinava has answered this question in the vcry
beginning of his commentary on the Natya Sastra. What
he says may be put as follows : —

A genius, in order that he may prOdI;CC finished picces,
requires special guidance on the right lines. The genius of
to-day cannot be looked upon as the first of his kind.
There bave been geniuses and there will be. What a
genius of a particular age does is to improve upon the
earlier productions of geniuses in the light of the additional
facts that have been brought to light. It is, thercfore,
necessary that a person, who is specially gifted for the
production of dramatic literature, should know all currents

of thought n the field of drama. He should know the

1. A. Bh,, Vol. L. 3. 2. A Bh., Vol. 1 4.
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lines, on which his predecessors in that particular field
have worked. This kind of information has got the same
value to a would-be dramatist as the information regarding
all places of halt, men and material taken with, as also
those, which were rejected at different stages, in short, the
entire experience of the past expeditionists to the Nanga
mountain, is necessary for all the future expeditionists to
the same, whatever be their zeal, enthusiasm and earnest-
ness about the task and howsoever well they may
intellectually and physically be equipped for it. Such
information will surely make their task easier up to the
point, which was reached by their predecessors, and place
the destination within easicr reach. Thus, the Natya Sastra
is meant to give special instructions in the light of the
experiences of the past geniuses to a person, who is really
gifted and has particularly got the dramatist’s inclination.
Just as a special course of lectures to one, who is taking up
a special line of research, does not stop him from showing
his genius, rathcr, as experience tells us, considerably helps
him in doing so, so does the instruction in dramaturgy.?!
And it was with such a view that Bharata wrote his Satras.

METHOD OF DRAMATISATION.

Let us, therefore, see on what lines, he wants the
would-be dramatists to be instructed. Suppcse some one,
specially gifted to write a drama discovers a story, histori-
cal or otherwise, fit in every way for dramatic presentation.
The question arises: what should he do to dramatise it ?
Should be reproduce all the historical facts or should he
modify them in some way? If the latter be the case, on
what lines should the modification proceed ?

1- A. Bh-y Vol. I. 4.
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The purpose of a Sanskrit drama is not merely
entertainment but the preservation and raising of moral
standard in the society. The maintenance of a moral
standard is necessary for the healthy growth of the society,
for the safety of the individual person and property and
for making the attainment of the human goals, recognised
by the society, as easy as possible. There are four goals
which have been recognised as worthy of pursuit of human
life by the Indian society from the earliest time: (i) The
religious merit (Dharma), (ii) The wealth (Artha), (ii) The
object of love (Kama) and (iv) The final emancipation
(Moksa). History is full of instances of persons who have
achieved these. In contemporary life also there are fcund
persons ardently pursuing and attaining them. Scripture
too shows the sure path to them. DBut the achievement
of the goal through the path, pointed out by history,
contemporary life or scripture, looks very difficult. It
looks so full of obstacles and unmixed suffering that it
scares those away, who are not heroically inclined.

The reason may be stated as follows :—-

An cvent has a different meaning to an indifferent
observer, who views it objectively, from what it has to the
person, involved in it. One and the same event arouses
feelings and responses in the former quite different from
those in the latter. This difference is due to the difference
in the subjective conditions. Have not the events, which
lead a martyr to death, got a different value for him from
what they have for the persecutors ? And if so, Why ? Is
it not because of the difference iu the subjective conditions ?
Is the so called suffering of a martyr az unmixed one to
him as it is to one who inflicts ;it ? Does not each event,

44
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that brings him suffering, bring also so much glory or reli-
gious merit that the painful feeling pales into insignificance ?

The Sanskrit dramatist, therefore, aims at the preser-
vation of the existing standard of morality as also at
raising it by presenting human life in its struggle for the
attainment of any one of the said goals in such a manner
as to make the audience, possessed of the necessary sub-
jective conditions, merge their personality into that of the
focus of the situation so as to have the same experience as
the latter has and thus, on subsequent reflection, to feel
encouraged to follow the path of morality.!

Therefore, the first thing for dramatisation of a
set of events, historical, contemporary or imaginative, is to
fix upon what is going to be the object of achievemznt, and
who is to be represented to achieve it. In short, first of all
the plct shoull be analysed with a view to fixing upan
the hero of the piece and the object of the achievement.
The value of such an analysis is obvious. Once the hero 1s
chosen, he has naturally got to receive more attention and
has to be kept in the forefront, relegating all others, what-
ever their importance, into the back-ground. Such a
question, therefore, as is generally raised in the case of
Shakespeare’s Julius Caesar, “Who is tbe hero of the piece,
Brutus or Caesar ?” cannot arise in the case of a Sanskrit

drama.

Once the plot has been analysed in the above manner,
more attention has naturally to be given to the cautral
theme. The main story represents the hero achieving one
of the goals, recognised by the Indian society. But no
achievement is possible without any serious effort on the

1. A.Bh., Vol L 4
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part of the ambitious. Action, therefore, is an essential
part of the story. Hence the question that naturally arises,
is, how is the action to be presented or what is the method
to be followed in the presentation thereof, i.e. what method

does Bharata, as interpreted by Abhinava, suggest for
adoption in this case ?

PRESENTABLE AND UNPRESENTARLE IN DRAMA

The 1eply is that the presentation of action has
to be in consonance with the basic mental state, which is
primarily intended to be presented. Therefore, only as
much action as can go with such a mental state, lead to it
and reveal it as far as possible, admits of presentation in
a Sanskrit drama. [t is, however, necessary for maintaining
the unity of the story as a whole, not entirely to ignore or
leave out those portions, which do not go with the intensity
of emotion or feeling. Accordingly the action has to be
divided into two kinds : (i) that which is to be actually
presented on the stage (Drs§ya) and (ii) that which is simply
to be hinted at or communicated (Suacya).

The former is to be kept very distinct from the latter.
For, it is on this basis that the dramatic story is divided
into acts (Anka) and the informative scenes of different
kinds which, according to the need of the occasion, are
introduced either in the beginning or at the end of different
acts, such as (i) Viskambhaka (ii) Calika (iii) Ankasya
(iv) Ankavatara and (v) PraveSaka. Accordingly such
actions as long journey, battle, rebellion. feast etc, are not
to be presented. We shall be able to understand better the
importance of this method of presentation in the eyes of

Sanskrit dramatists, if we take into account the following
facts :—

The Sanskrit dramatist takes the greatest possible care
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not to introduce anything on the stage, which is likely to
shock the spectator’s sense of reality of the presented. The
stage, being of the limited size and the drama being in-
tended to be presented within a fixed duration of time, he
does not present cn the stage all such things as do not fit
in with the temporal and spatial limitations of the stage-
presentation. He, therefore, naturally has to content himself
with giving information about such things as big battles, long
journeys and rebellions etc., through the informatory scenes.

UNITIES OF TIME, PLACE AND ACTION

He has to maintain the unity of time and consequently
of space within each act of a drama. For, the dramatic action,
according to the Indian dramatorgist, has to be divided into
five parts, on the basis of five stages of action; and each
stage has to be presented in a separate act. The continuity
of the dramatised story has to be maintained, after the
end of an act through introduction of? Bindu (reccllection
of purpose) which islike a thread and strings together
the various stages of action, presented separately in
separate acts.

The action and events, pres.nted in an act ought to be
such as do not extend over more than five Muhartas®. For,
that is just the dwuration of time, for which the actors can
act and the spectators can® witness the performance at a
strctch, without feeling any inconvenience, due to inter-
ference with the daily natural routine. Thus, if the events
and the action, connected with one stage of action. be such
as, consistently with the unity of time, cannot be presented
in one act, there are two ways of dealing with such a part
of the story :

1. A. Bh,Ch 19(20?)V. 13 (MSS). 2. S.C., 635.
3. A.Bh,Ch. 19 (207) V. 24, (MSS). :
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(i) it may be split up into two acts,

(i) the less important parts of it may be presented in
an informatory scene.!

It may be pointed out here that the informatory
scene alsc cannot cover a period of more than a year?,

And even if in the original story the events be scattered
over a longer period, the dramatist has to modify the

plot so as to compress them within the prescribed time.

Just as the principle of unity of time is maintained
within an act, so the principle of unity of place also
is upheld within the same. ‘The scenes of action within
an act cannot lic so far apart from one another as cannot
be reached by the hero within the time nccessary for the
presentation of the act. If they be far distant, from one
another they have to be presented in separate acts. If after
an event or action that is presented mn an act, there is to
be presented another which 15 related to a far distant
place, so that the hero cannot reach within the time limit
of an act, the act should terminate with the presentation
of the hero as starting on his journey. But if the hero
has got the means of transport c. g. @roplane, such as can
enable him to reach far distant places within the prescribed
time, the scenes of action lying far apart may be presented
within the same act3.

Thus, it is clear that the statement of Professor
Keith in his “Sa:skrit Drama” that Sanskrit dramatists
were ignorant of the principles of unities of time and
place, is based upon his own ignorance of the dramatic
technique of the Sanskrit dramra.

1. A. Bh. Ch. 19 (20 ?) V. 30 (MSS). 2. N.S.228.
3. N.S. 228.
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As regards the principle of unity of action in Sanskrit
drama, we have to say only this much that if there
is a principle that a Sanskrit dramatist cannot violate,
it is this principle. We have partly discussad it in the
section, entitled ““Incongruity”. The Sanskrit dramatist aims
at presenting a basic mental state in such a man.er as
to bring about the identification of the @sthete with the
focus of the situation so as to make him experience the
emotion of the hero. Ile, therefore, caunot introduce
any action, which is not in harmony with the basic mental

state.

In the case of a Sinskrit drama, presentation of action
is not an eund in itself. It is only a means to the presen-
tation of the basic mental state (Sthayibhava) of the
hero and to the arousal of iieutical emotive state in the
e®sthete.

Unity of action in a Sanskrit Dramn is both subjzetive
and objective. It is subjective in so far as the whole
series of actions springs from a single subjective principle,
the basic emotion. It is objective in so far as the series of
actions is logically related to a single end. The Sanskrit
conception of the unity of action preseats an advance
on Gresk and Enghsh conceptions. For, the latter
recognise the objective unity only.

DIFFERENCE BETWEEN SANSKRIT AND ENGLISH DRAMAS
IN RESPECT OF ACTION AND EMOTION. '

In order to understand the difference between Sanskrit

and English dramas in respect of the actions that they

present and emotions that they arouse, we have to keep
the following points in mind :—

(I) The capacity of an action or an event to arouse a
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particular emotion differs according to (i) the relation, which
the perciprent has or establishes with the person, who is the
agent of action or to whom som:thing happzans: and

(i) the qualities of head and heart and their manifes-
tation in action, with which the person is associated in the
mind of the percipient.

Thus, when one looks upen a man, to whom some
evil has happened, in the light of distant social rclations
and his cervices to socicty ; his moral, poltical and social
principles, his physical, intellectual and moral great-
ness and their beneficial effect on socicty ; and his achieve-
ments and his weaknesses and failures figure predomi-
nantly in one’s coasciousness; one has social emotions
such as sympathy and pity. But when one views the
person in closer relation of family, one has an emotion
which is deeper and more intense, such as gricf. If the
percipient completely identifies himself with the sufferer, he
has 1dentical feeling and emction. Thus, an event, how-
soever great, is not capable of arousing definite feelings
or emntions unless it is viewed 1n the proper perspective.
Hence there is the necessity in dramas to put the
important events, which are mtcnded to arouse certain
feelings, in the necessary background. This szems to have
been the idea 1 the mind of Bradley, which has been
rcsponsible for the {ollowing statement :—

«“The story depicts also the troubled part of the hero's
life, which precedes and leads up to his death; and an
instantaneous death occurring by accident in the midst of

prosperity would not suffice for 1t.”  (p. 7).

[n the presentation of this background of the
central event of a dramn, differzat nations of the world

have got different literary traduions. The fundamental
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difference between the Sanskrit and the English drama-
tists in this respect is that while the former presents
the events in such a manner as leads to the identification
of the spectator with the focus of ths situation so as
to arouse the same feelings in him as arise in the focus ;
the latter tries to transport the spectator from the ordinary
situation, in which he may be, to the dramatic situation
so that he views the central figure objectively as
he may have been viewed by one not directly involved in it.
The idea that the presented is an artistic presentation is
attempted to be kept in a subconscious state by both.

(II) Emotions can be divided into two typas: (i) social
and (i) personal or individual. The former are less intense
than the latter. For, the larger the group of persons, by
which a feeling or an emotion is shared, the less intense it
is. Sympathy, for instance, has not got that intensity which
grief has. Nor does pity have that lasting effect on mind and
body which a personal loss has. Itis because the former
are social and the latter are individual,

(I1I) One noteworthy fact about the personal emotion
is that beyond a certain point the more intense a feeling or
emotion the greater is the loss of activity of the nervous
system and of the mind of the individual, affected by it, and
accordingly there is less activity, loss of coherent activity or
perfect inactivity, according as the emotion is at a higher
or lower pitch.

If we keep thcse points in mind, the distinction between
Sanskiit and English dramas will become very clear.

(a) A Sanskrit drama arouses identical feelings and emo-
tions. The hero in this case is not an ordinary individual,
A, B or C, but the individual of the poet’s imagination who
is universaliscd at a latter stage. But an English drama
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arouses social feelings and emotions, which in no way differ
from those aroused in the persons, who were actual perti-
pients of the event as a whole, not as any one of those,
involved in the situation, but as spectators of the whole.

(b) There is accordingly less action in the formet, because
it is primarily a presentation of a basic mental state at its
highest relishable pitch through successive stages. In the
latter there is more action, because it tries to present the
®sthetic configuration for the arousal of the social feelihgs
and emotions; and the social interest can be aroused only by
means of action. In Enghsh dramas also, where thete i$ an
attempt to present the intensity of feeling, the action comes
to a stand-still. This is, for instance, what we find in the case
of Hamlet. It is interesting to note that some critics, not
knowing the psychological rcason for Hamlet’s inactivity,
have criticised Shakespeare for iack of action in that portion
of the drama.

(c) The methods of presentation, followed by the
Sanskrit aud the English dramatists, are accordingly
different; the former present all that is necessary for the
arousal of the basic mzntal state in the focus of the situation
and through him in the audience. And because an emotion
at a high pitch diminishes the capacity to act, if it does
not totally inhibit it; there is not much presentation of
action as such, but only as much of it as is necessary for
the presentation of the basic mental state. And because
the basic mental state does not admit of the objective
cognition and can be realised subjectively only through
identification with the focus of the situation, therefore, the
presentation of all such things is avoided as will stop the
progress of identification. Hence in Sanskrit dramas appeal
is always to the highest aesthetic senses, the eye and the
ear; and appeal to touch and taste is totally avoided. The

45
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reason is obvious. Any number of persons can view and
hear the same thing from the same point of view without
requiring any conscious activity, which involves the cons-
ciousness of the individuality of the individual, or any fresh

object. But that is not the case with touch or taste.

In English dramas, however, because the emotions,
intended to be aroused, are social emotions, such as
sympathy and pity, which are due to the objective
perception of the presented and do not require any
identification with the focus, therefore, all the senses are
appealed to, and there is much presentation of activity. The
reason is that when the interest in the objective preseuntation
is to be sustained, it is necessary then to present action,
because the object as such ceases to be interesting as soon as
it has been seen.

ANALYSIS OF THE{MAIN PLOT.

We have discussed above how the main plot is to be
separated from the subordinate and how the presentable
action has to be kept apart from the informable. The
question that aow arises, is: how is this main plot to be
presented ? Here again, as before, the analytical method
is to be followed. And the analysis of the action has to be
made in relation to what it ultimately results in. This is
the method which is pointed out by the analysis of the
existing dramatic literature and the instructions of Bharata,
which are followed in it.

Any action, if conceived as complete, has five parts.
(i) Before any action, that is to lead to any considerable
achievement, is actually begun, there has to be a clear con-
sciousness of what is intended to be achieved, eagerness
and determination to get it and decision as regards the
ways and means of attamnment. (1) Ouce the action 1s
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planned out, the next stage will naturally be the actual
beginning of the execution of the plan. (iii) This will
naturally give rise to some hope of attaining the
objective. These three stages are comm»an to every action,
whether it is going to be a failure or a success. (iv) After
this stage there arises the difference between the tragic
and the comic or non-tragic action. In the former case
the ambitious reaches as near his goal as he ever can and
then he meets som: such obstacle or hindrance as he
can never get over and, therefore, begins to recede from
it.  This can be represented to b2 ths fourth stage of
action. (v) And then he meets his doom. But in the
comic or non-tragic action, though undoubtedly the
pursuant of the goal meets difficulties, yet they are not
such as he cannot overcome; or, such are his inner and
outer resources that he gets over all of them and becomes
certain to achieve the objective. The final stage is

naturally the realisation of what he set his heart on.

In a good drama, which has to present action as a
unity, and the action of which has to be complete
in itself, these five stages are clearly distinguishable.
In all Shakespearian dramas, all these stages of action
are clearly distinguishable. In fact, each of the five acts
of a drama is intended to present one of the five stages
of action. In is interesting to note in this connection that
this is just the basis of division of the main plot into
acts (Ankas) in Sanskrit drama. And a good drama
(Nataka) can never have less than five acts. When there
are more than five acts, each additional act presents an
aspect of one of these five stages, which could not be
well presented in one act. But more than two acts can
never be occupied with the presentation of the same staee.
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It is because of this that the number of actsin a drams
can never exceed ten!.

In English, the stages of a comedy are generally called
(i) cause (ii) growth (iii) height (iv) consequence and
(v) close. In the cese of a tragedy, however, the last two
are differently called, because of the difference in the turn
that the action takes. They are called (i) fall, because
it represents the fall of the hero from the height which
is reached by him; and (i) catastrophe, because herein
he meets his doom. In Sanskrit also they are called
by words which have almost the same implications as the
first five, mentioned above. They are (i) Arambha (ii) Yatna
(i) Praptyasa (iv) Niyatapti and (v) Phalagama?2.

This is, however, to be noted here that there is nothing
in  Sanskrit, corresponding to fall and catastrophe in
English tragedy, because 1n Sanskrit we have no tragedy
in the strict sense of the word., We shall explain later
on why we have no tragedy in Sanskrit,

THE CONCEPTION OF THE FIVE STAGES ELABORATED.

.. Bharata does not generally illustrate the rules, which
he lays. dawn for the dramatist, It is because of the very
nature- of the werk. He writes aphorisms or Satras, the
mast inportant characteristic of which is the extreme brevity.
In faet, no writer of the aphoristic literature illustrates the
rules. In Papini's grammatical book, Astadhyayi, for
igstange, no illustrations are found. The point in hand,
however, does not become clear without illustration.
We will, therefore, illustrate the five stages by examples,
taken from the story of Ratnavali of Harsa, from
which illustrations have been chosen by most of the

’1- n R& 7~ Z- Du R. 5.
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writers. The reason seems to b: that probably King Harsa
in his Harsa Vartika, a commentary on the Natya Sastra,
probably the first one, gave illustrations from his own
drama and the later commentators have simply followed
him. It is, therefore, necessary to give the plot briefly
here so that the illustrations may well be understood.

Udayana was an amorous king. He was extremely
handsome. He took very little interest in the affairs of
the state. But fortunately he had a very capable and
whole-heartedly devoted minister, Yaugandharayana, and
thercfore, he had left the eutire administration into the
latter’s hands. Therefore, while the king was enjoying
amorous sports in the palace, his minister was planning
couquests and was winning victories. Ilis plans were such
as did not interfere with the king's sports. The situation in
which the first act begins, is as follows :—

A sage has prophesied that the person who would
marry Ratnavali, the princess of Ceylon, will become an
emperor. Yaugandhardyana, therefore, seeks her hand for
King Udayana. But the King of Ceylon does not agree
to the proposal, because Udayana already has one wife,
Vasavadatta, Yaugandharayana, therefore, manages to
get the rumour set afloat that the queen perlélned in
the fire that broke out at Lavanaka and again makes the
proposal for Ratnavali’s marriage with King Udayana. The
King of Ceylon agrees to it now, and sends his daughter to

Vatsa in a ship, accompanied by his minister, Vasubhati,
and chamberlain of Vatsa, Babhravya, who was sent to

make the proposal.  But unfortunately, or fortunately,
her ship is wrecked on the way. She catches hold of a
mast and is drifted to the shore. And with the
assistance of a businessman of Kausambi, who saw her in
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that helpless condition and, through the pearl necklace,
recoguised her to be a princess, she reaches Kau$ambi and
is introduced to Yaugandhariyana. She narrates her story
and Yaugondharayana takes her to the palace and puts
her in the barem, giving her a different name, Sagarika, as
the persoral attendant of the queen. She is put in charge
of a Maina bird. The queen, knowing full well the amorous
tendency of the king, keeps Rataavali away from his
sight, because of her beauty. Vasubhatt and Bibhravya
also somchow manage to reach the shore and join
Rumapvan, the commander-in-chief of Udayana in the
war against Kosala.

I. THE BEGINNING (PRARAMBHA).

There are two situations, in which the action of a Sanskrit
drama is found to begin: (i) either the means, wherewith
the goal is to be reached, have already been got through
the favour of the providence, or through personal effort, or
(i) they have yet to be acquired. In the former case, the
action begins with the recollection of the means and the
ascertainment of their sufficiency to leal to the desired
object and consequent determination to utilise them. In
the latter case, i.e. if the means are not at hand, there is
a menta]l effort to find them out and an anxiety to szcure
them after the ascertainment of their efficiency.

This beginning need not necessarily be made by the
hero. If the hero has entrusted the care of his affairs to
his minister, the action will be begun by the latter, as in the

case of Ratnavali, wherein the action is begun, not by the
hero, but by his minister, Yaugandharayana. The action,
according to the nature of the situation in which it opens,
can be begun not only by the hero or his minister but also
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by the heroine or the adversary or even by some divine
being!.

The first act of Ratndvali very well 1llustrates the
point in hand. The basic mental state, tried to be presented
in it, is the erotic; naturally, therefore, King Udayana is
represented to be an amorous king. His affairs are managed
by his faithful munister. He himself is always busy with
amorous spoits.  The action, therefore, is begun by Yaugan-
dbarayana, the minister. The end to be achieved is the
union of the king with Ratnavali. The conquest of Ko§ala
is subsidiary to the mawn plot. The means to that end have
mostly been secured. Ratndavali has been got and put
in the palace and so within the easy reach of the
hero. The views of the King of Ceylon ab)ut the union
are well known. And the providence seems to be very
favourable, Here, therefore, action begins with the recollec-
tion of the means to the desired end and the expression of
satisfaction with them as regards their capacity to bring
about the realisation of the a.m.

What other elements of action are found in the begin-
ning, we chall state in the detumled analysis of the drama
under the heuding Sundhyangas. Let us, therefore, now
take 1nto consideration the nexst stage of action.

II. THE EFFORT YATNA).

The beginning may be male by any one of the persons,
mentioned above. DBut the effort has to be made by the
central figure cf the piece. It consists in finding out the
only way to the specdy realisation of the desired end and
in following it with whole heart. In the case of Ratnavali,
the dramatist has shown very great dramatic skill in
presnting this part of the picce. The full value of it can

1. A. bh. (MSS.) Ch., 19. V. 9,
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be realised by taking into consideration the effect of it,
For, the effort in itself is very innocent and insignificant,
but it 1s quite in kceping with the helpless situation, in
which the focus of the situation, the heroine, is placed, as
also with her basic mental state.

THE EFFORT SITUATION,

Ratnidvali is in Udayana’s harem as a keeper of
Viasavadatti's pet bird. It is the day of celebration of
the spring festival. Every one in the palace is in the festive
mood. Grand preparations have been made for the celebra.
tion. The King is coming to receive the love-offering from
the queen, accordmg to the age-long custom. Sagarika, who
is no other than Ratudvall in disguise, also comes to see
the celebration. DBut the queen, fcariig the effect of her
brauty on the amorous mind of the king, sends her away
to look after the bird. Sagarikd, however, impelled by
the youthful curiosity, sees the celebration, concealing
herself behind a tree of the palace garden, the scene of
festivity.

On this occasion it is customary to worship Cupid.
The queen has invited the king as usual to come
to accept her offering. The king comes. But such
is his natural b:auty that Siagarika thinks that Cupid
himself has come, and, as any young girl would do,
prays that his sight may not go altogether futile. The
celebration ends and a bard announces the presence of the
subordinate Rajas in the audience-hall to pay their respects
to King Udayana. This announcement reveals the identity
of the king to Sagarika, who so long mistook him to
b> Cupid. She immediately remembers that to him it was
that her father gave her in marriage.  What effect
such a situation will have on the mind of a young unmar-
ricd princess, it is not difficult to imagine. Which girl
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would not have as her husband, one whose beauty led her
to mistake him for Cupid, particularly when she knows the
views of her parents in favour of it ?

Naturally enough, she immediately falls in deep love
with the king. But she is in a foreign land in the house
of a stranger. Her position is simply that of an attendant
on the queen, as a keeper of her pet bird. The queen has
already given a hint of her feeling of jealousy by driving
her away from the scene of festivity. Sagarika could
imagine what her own fate would be, if the queen somehow
could know of her love for King Udayana. She could not
freely move about o as to get at a place wherefrom she
could have a glance at the object of love. Intensity of
love made her deeply think of all possible ways of getting a
sight of the king, but she could not find any, which could
put the king within her ken.

At last, finding no way to see the psrson of the King,
she decides somehow to satisfy her desire by seeing him in a
picture drawn by herself. Accordingly, she repairs to the
plantain bower and sits down to draw a picture. This is the
effort. The full® valuc of it can be realised by the reader
ounly when he takes into account the ultimate effect of such
an effort, The reader, familiar with the plot. knows that it
was this simple effort of the heroine, which was ultimately
responsible for her union with her object of love.

I1I. THe HelGHT (PRAPTYASA).

The effort leads to the organisation of all the charac-
ters of a diama into two groups, 1if they are not already
sogrouped : (1) one which helps the central figure in the
attainment of the object and (ii) the other which tries to put
obstacles in the way to the realisation and to frustrate all
efforts. The third stage of action, therefore, represents the

1. A. Bh. (MSS) Ch, 19, V. 10,
46



362 CHAPTER VI

struggle between the two contending parties. For some
time, therefore, the cause of the central figure is seen to
advance and then it gets a reverse. Again it advances and
then again it gets a set-back and so on. Thus, in this stage
the central figure is represented to be full of hope of
success with the means at the disposal, but this hope is
mixed up with the fear of failure, because of the existence
of the opposite party, which frequently shows its determin-
ation to frustrate all designs of the hero or heroine of the
piece, Itis because of this that this stage is technically
called PRAPTYASZ.!

PRAPTYASA SITUATION.

Ratnavali is sitting in the plantain bower of the garden,
completing the picture of the king on a picture-board.
Hardly has she completed it when her friend comes and
becomes aware of Ratnavali’s intention in drawing the
picture, from the situation, picks up the drawing pencil and
draws the picture of Ratnavali by the side of that of the
king. This surprises Ratnavali, who tries to conceal the
matter by a show of anger. Her friend, Susangata, however,
pushes herself into confidence. She appreciates Sagarika’s
feeling, promises all help and tells her of the very probable
help from the Maina in the matter.

As they are talking, the feeling of love in Ratnavali
gets more mtense and she faints. Susangata brings her
back to ber senses. Hardly has she recovered her senses
when they have to rush for safety from a monkey that has
got loose. They leave the picture-board behind. In the
meantime, the bird, of which Ratnavali is the keeper, flies
away. Knowing, therefore, full well how dear the bird
is to the queen and how angry she would be if it were lost,

1. D.R.6. o
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both of them run after the bird. At this time the king
comes with the fool to the garden and sees the picture-
board. As they ate surmising the cause of such a draw-
ing, the Maina, as anticipated by Susangatd, repeats
the entire talk between Sagarika and her friend. This
reveals the whole secret. The effect of such a revelation
on the king needs no statement. As they sit, talking
over the picture, Sagarika and her friend return to the
bower to pick up the picture-board. The voice of the
king and his fool is hesrd by them from a little distance.
They conceal themselves behind a tree and overhear the
conversation. Hope is naturally inspired into the heart of
Sagarika.

Susafigata then goes to the plantain bower under the
pretext of picking up the picture-board, and informs the
king of the presence of Sagarika nearby. The king rushes
to the spot and the lovers meet. Hardly a few moments
pass when the fool separates them by arousing the fear of
the queen’s arrival by a clever quibble: <¢Here is another
queen Vasavadatta.,” Sagarika and her friend run away.
The king soon understands the quibble. And while the
King is reprimanding the fool, the queen actually arrives
with her attendant. The fool conceals the picture-board
in his arm-pit. The royal couple begins talking. A remark
of the queen in the course of the talk makes the fool so
elated that he begins to dance with his hands lifted up.
The picture-board, that he is hiding in his arm-pit, therefore,
falls down. It is picked up by the queen’s attendant and
is shown to the queen. It startles the queen. She asks
the king all about it. He tries to explain it away. But
she is not satisfied : on the contrary, she fully understands
the situation and goes away, saying that the picture-board
hascaused her headache, and immediately commits Sagarika
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to the charge of one of her attendants, who is no other than
Susafgata, who, unfortunately for the queen, but fortunate-
ly for Sagariks, is pledged to bring about the union. Thus,
sall the characters of the drama are arranged in two opposite
groups and the struggle between the parties begins.

The queen and her attendants, Kaicanamila and
Madaniki, form one party, the opposition, and Sagarika,
the king, his fool and Susangata the other. The king is
lying love -sick. And Sagarika, as her friends know very
well, is finding it hard to live. The queen, as has already
been stated, has taken all the possible precautions to prevent
the meeting of the king and Sagarika, by committing her,
but unfortunately for hersclf, to the charge of Susangata.
The foo), however, in consultation with the latter,
conspires to bring about the union. It is arranged that
Sagarika will be disguised with the queen’s dress, presented
to Susangati as a mark of favour, and Susangata will
disguise herself as Kaiicanamala, the queen’s favourite
attendant, and both will be taken to the king by the fool.
Thus the cause of one party advances.

But the other party is not entirely idle. Kafcanamala
discovers the plot and informs the queen of it, It is
agreed between them that they would anticipate Sagarika.
Accordingly, the queen and Kaiicanamila come to the
sppointed place a little carlicr than Sagarika and her friend
in disguise. The fool, not knowing that the plot has been
discovered and that the quecn has anticipated Sagarika,
takes them to the king. The king, mistaking the queen
for Sagarika, congratulates her on the supposed successful
disguise and begins the profession of his love. This
exasperates the queen. She reveals her identity and in
snger Jeaves the king, inspite of the latter’s efforts at
ysconciliation. Thus, the cause of Sagarika gets a reverse.
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Sagarika comes to know of the discovery and of the
manner, in which the queen has taken it. Her life loses
all its charm for her. She decides to commit suicide by
hanging herself and goes to a trce to do so.

The king in the meantime dccides to go to the quzen
to reconcile her. As he is proceeding towards her residence,
the fool catches sight of Sagarika, in the guise of the (ucen,
and thuking that she, in anger, is putting an end to her
life, 2sks the king to rush to save her life. The k ng rushes
forward, removes the noose from her neck, discovers licr
to be Sagarika, and, therefore, naturally throws his arms
round her neck. Thus the lovers mcet once again and the

cauce of the heroine advances.

In the meantime, the queen, thinking that she was
too rude to the king, feels repentant and starts to reconcile
him. She hears the voice of the king from a little distance
and makes up her mind to spring a pleasant surprise on
him by throwing her arms round him from bchind. As
she steps forward, she hears the name of Sigariki and,
thercfore, decides to overhear the king and Sagarika from
behind  The love-talk between them cnrasges her and she
goes forward and remonstrates. He attempts to placate
her, but she does not lisicn to lum. She gets Sagarika
arrested and leaves the scene. Thus the opposition. pnce
agein asserts itself aud the cause of the heroine gets a
set-back.

Thus, the third stage of action can be viewed from two
points of view, (i) the action and (i) the meutal state
From the point of view of action it is a struggle between
the two opposiie parties, in which the success of one
alternates with the failure of the other. And from the
point of view of the mental state, it is a stage, in which
there arises the hope of success in the mind of the central
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figure of the situation, because of the discovery of the means
to the desired end. But it is always coupled with the fear
of failure, because of the consciousness of the existence of
the powerful opposition. This state of mind finds a beauti-
ful expression in the words of Sagarika when she has found
the disguise as the means of meeting her lover.?

1V, THeE CONSEQUENCE (NIYATAPTI)

We have seen that the third stage of action involves
assertion by the opposition of its powers, which means a
serious set-back to the cause of the central figure of the
situation. This naturally leads to the search for the
possible means to attain the objective on the part of the
hero, heroine or their helper, and to marshalling of all resour-
ces to overcome the opposition or to remove the obstacle, that
has so far stood in the way of the realisation of the goal. In
the case of Sanskrit drama, the hero is always presented
to be able to get over the difficulty, which for sometime
stands in his way and frustrates all his plans and designs,
because, as we have already stated, there is no tragedy in
Sanskrit.

The removal of the obstacle is effected in two ways:
(i) either by completely destroying it, as in the case of all
the dramas, in which the recovery of Siti from Raivana
forms the subject-matter ; in such a case the basic mental
state, primarily presented, is the heroic; or iii) by recon-
ciling the leader of the opposition, as in the case of
Ratnavali. In such a case the basic mental state is the
eroticc. The latter case is beautifully illustrated by that
portion of Ratnavali, which begins with the king’s fixing
upon the reconciliation of the queen as the only way to the
union with? Sagarika. (Vayasya deviprasadanam muktva
nanyamatropayam pa$yami).

.R. 6 2. D.R. 6.
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The reconciliation does not mean immediate union or
the attainment of the object. That would be undramatic.
From this point to that of the actual union, the drama
is occupied with th2 disentanglement of the plot, or clearing
of the mystery that surrounds it.

Once the queen is reconciled, the disentanglement
is beautifully effected in Ratnavali. It begins with the
arrival of Vijayavarman with the message of victory over
the king of Kofala, from the king's commander-in-chief,
Rumanvan, who was in charge of the KoSala war. Hardly
has he finished his message when a magician is introduced
to show his skill. This brings about the appearance of
the reconciled quesa with the King to see the magic.
Hardly the pzrformance has proceeded a little when
Vasublhti, the army-officer of the king of Ceylon, is
introduced. He is conducted to the presence of the king
by the fool. He sees the necklace of jewels of Ratnavali
round the uneck of the fool and notices its marked simi-
larity with the one, given to Ratnavall at the time of
her departure for the palace of Udayana. He, therefore,
suspects the presence of the princess in the Palace. His
suspicton, however, is set at rest by his companion,
He is brought to the presence of the king and narrates
the unfortunate story of Ratnavali’s ship-wreck. Hardly
has he finished his sad tale when there is heard the con-
fused noise, due to the breaking out of fire in that part of the
palace, wherein Sagarika is kept confined. The report
bewilders the queen. She informs the king of the chained
Sagarikd in the harem, now enveloped n the flames. The
King, unmindful of his life, rushes into the flame-enveloped
harem. The queen, the fool and the army-cfficer of the
king of Ceylon, with his companion, follow him to rescue
Sagarika even at the cost of their lives, They reach
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Sigarika's room. As the king touches her body to remove
bher from the fire, the fire, which was a work of magic
only, goes out. All feel surprised. Vasubhati, the war-
officer of the king of Ceylon, recognises Sigarika to be
Ratnavalt and the plot is revealed. Then comes Yaugan-
dharayapa and explains the putpose of the secrecy that
he maintained about the identity of Ratnavali and the
plot is completely disentangled.

V. THE CLOSE (PHALAGAMA).

The stages of action are so presented that one natut-
ally leads to another till the fruition of the action.
The last stage does not take much time. The adversary
having been defeated or the obstacle having been overcome,
and the plot having been disentangled, the fruition of
the action should not take time. In the present case it is
represznted by the attainment of sovereignty by the king
and his union! with Ratonavali.

THE MEANS TO THE END (ARTHAPRAKRTI)?

The analysis of the existing dramatic literature reveals
the existence not only of the main plot, which has been
analyscd above into five stages of action, but also of some
additional elements, which cannot strictly be spoken of
as the component parts of the main. These additional
elements are found not only in Sanskrit dramas but in
English dramas also, for instance, in those which are
the products of the mature genius of Shakespeare. In
them we find not only the five component parts of the
dramatic action, discussed above, but, in addition to these,
very frequeitly a sixth also, the introduction or exposition,
containing, as it were, the seed or circumstances, from

1. D.R,6. 2. A.Bh. (MSS)Ch 19, V. 19.
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which the business arises. In Julius Caesar, for instance,
the first scene is of an introductory nature. The poet
seems to take us in medias-res, while he is in reality
building up the foundation of his plot. Further, in ““As you
like it” we find sub-plots:

I. The love-story of Celia and Oliver.
2. The love-story of Phebe and Silvius.
3. The love-story of Touchstone and Audrey.

Similarly in Sanskrit drama we generally find an intro-
ductory scene in the very beginning, technically called
Viskambhaka, as for instance in Ratnavali, which is very
much like the introductory scene in Julius Casar, men-
tioned above. Further, in most of the dramas of which
Rama is the hero, we find sub-plots, such as the story
of Vali and Sugriva or that of Sravapakumara.

The question naturally arises: what is the dramatic
purpose of introducing these additional elements ? The
dramaturgists in Sanskrit have given only one answer to
this, i. e. they are the means whereby the wished-for object
is reached. They are technically called Arthaprakrti, the
means to the end. According to the Sanskrit dramaturgists,
there are five such means: (i) Brja (i) Vinda (iii) Pataka
(iv) Prakari and (v) Karya. The end, to which they lead
is the attainment of the desired end by the focus of the
situation.

(I) THE SEED (B1JA) AND ITS PSYCHOLOGICAL
NECESSITY.

Zesthetic experience from the Indian point of view is
due to the subjective realisation of a basic mental state. The
spectator is a passive recipient of the presented. In this

experience the faculty of independent judgement is prefectly
47
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inactive and there is total suspension of the personal
volitional power. Al this is necessary because the subjec-
tive realisation of the basic mental state is due to identifica-
tion with the focus of the situation. His attitude and
judgement, no less than his will, are determined by the
presented. He looks upon the presented not as an indivi.
dual A, B,or C would do so independently, but as the
focus of the situation or the dramatist would have it looked
upon. The Dramatist, therefore, has got to take the earliest
opportunity of determining the attitude of the audience
towards what he is going to present. An Indian dramatist,
following the age-long tradition, does this, not in a blunt
manaer, but dramatically. This means of determining the
attitude of the audience is called seed (B7ja).

The seed has more than one purpose to serve or func-
tion to perform. The aforesaid is only one of them. The
other is simply informative. The main plot presents only a
certain portion of the hero’s life. It is, therefore, necessary
that the audience should know the circumstances from
which the action arigses. To inform the reader or the audience
of such circumstances, is the other purpose of the seed,

If we analyse the introductory scene of Ratnavali, the
double purpose of the dramatist is revealed. It inspires a
fatalistic attitude in the audience. It makes them take the
presented events as mostly predetermined by the arbitrary
decree. It sets their quest for the cause of the presented
events at perfect rest. This is what the very first verse
does by saying, “The fate, when favourable, brings the
wished-for object from another island, as also from the
ocean, nay, even from the end of the quarter.”

To understand the full value of such a remark in the
very beginning of a drama and its effect on the audience,
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we must take into account the social status and importance
of the person from whom it comes. The drama was
written by King Harsa. The democratic ideas of to-day
were foreign to his mind as well as to those, before whom
the drama was intended to be presented. We know the
importance of the chief minister in an Imperialistic Govern-
ment. Above all things, he is the leader of the most
predominant thought of the people. The mental value of
such a statement from such a person will undoubtedly
be very great in determining the attitude of the audience
towards the presented.

The second purpose also is beautifully served by the
passage that immediately follows and is connected with
what precedes as an illustration of it. It informs the
audience of the circumstances, from which the action is to
arise. It says “How else the princess of Ceylon, who got
ship-wrecked in the ocean, could catch hold of a mast, be
drifted to the shore and be brought to me .by the merchant,
returning from Ceylon, recognising her to be a princess
through the necklace of jewels. I also, in putting her in
charge of the queen,? have done what was the only right
thing under the circumstances etc.”

It may be stated here that in Sanckrit dramas alsc
the introductory scene is not always necessary. Much
depends upon the subject-matter. When the subject-matter
does not need it, it should not be introduced. The main
action can begin immediately. The introductory scene it
necessary only when the introductory portion of the dra.
matised story has no asthetic value, when it is Nirasa
Such a portion has got to be dealt with in the introductory
scene. But when the story from the very beginning has the
wsthetic value, i.e. when the beginning also is Sarasa®

1. D.R,5. 2. D.R.,70. o
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the introductory scene is unnecessary. In the famous
drama of Kalidisa, Abhijiana Sakuntalam, for instance, we
have no such introductory scene.

It is necessary hzre to point out the distinction between
the general introduction to every drama and the special
introduction to a particular type of drama, in which the
beginning of the story lacks asthetic value. The general
introduction is presented by the characters, common to all
dramas, such as Nandi, Satradhara and his wife and
attendants. This is necessarv in all Sanskrit Dramas. It
is called Prastavana. The special introduction is that in
which one or more characters of the main plot appear and
talk of the unpresentable part of the story in the beginning.
It is technically called Viskambhaka. The latter may or
may not be in a Sanskrit drama, according to the need of
the subject-matter, but the former has got to be there in
any case. It is the latter which is comparable to the intro-
ductory scene in'soms= of the dramas of Shakespeare. There
is nothing like the former in the Shakespsarian dramas.
The dramatic necessity of such a general introductory scene
we will explain when dealing with it in detail.

Another point which needs mention here is that when
the subject-matter of a drama does not need the special
introduction, one of the two functions of such introduction,
i. e. the determining of the attitude of the audience, is per-
formed by the general one.

If we analyse the introductory sceue in Shakespeare’s
Julius Casar, we find it similar to the special introduction
in Sanskrit Dramas. It tells us of the chief cause of the
presented action. It informs us of the circumstances, in
which the action begins, We know that the main-spring
of the whole action in this drama is the fickleness of the
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crowd or commoners. The fickleness is as it were the seed,
which is responsible for the development of the action,
which culminates in the tragic end of the hero. It is very
clearly presented in the introductory scene so that the
audience can very well foresee the uncertainty of everything
that depends on so uncertain a thing as the attitude of the
commoners. Thus, on both the points, the introductory
scene in the Shakespearian drama is similar to that in
Sanskrit drama. And its occurrznce in some and non-occur-
rence in others seems to be governed by the same principle
as that which guides thz Sanskrit dramatisu.

II. THE RECOLLECTION OF THE MOTIVE FORCE (VINDU)

The action and eveunts, presented in & drama, have to
lead to the furtherance f either the main or the subsidiary
purpose. The main purpose cannot b~ achieved unless the
conditions, favourable for its achievcment, are brought
about. But it is the realisation of tte subsidiary purpose
that brings them about. The events, ‘"1erefore, which lead
to its achievement, have necessarily to be presented. Thus
they throw, for the time being, the main action into the
background and bring in a sort of gap. The problem under
these circumstances that the dramatist has got to face is
“how to begin or resume the presentation of the main
events ?”’ The practice of the Sanskrit dramatist, as stated
by Bharata, has been to make the hero recollect the motive
force of action as often as the interruption of the main plot
may occur or as many times as the situation might change,
so that the hero may be able to so adjust himself to the
changed! circumstances, to so utilise the resources at his
command and to so deal with the existing situation that he
may get nearer the goal. This recollection of the motive

1. A. Bh. (MSS). Ch. 19., V. 24.
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the introductory scene is unnecessary. In the famous
drama of Kalidasa, Abhijaiana Sakuntalam, for instance, we
have no such introductory scene.

It is necessary hzre to point out the distinction between
the general introduction to every drama and the special
introduction to a particular type of drama, in which the
beginning of the story lacks @sthetic value. The general
introduction is presented by the characters, common to all
dramas, such as Nandi, Satradhara and his wife and
attendants, This is necessarv in all Sanskrit Dramas. It
is called Prastivana. The special introduction is that in
which one or more characters of the main plot appear and
talk of the unpresentable part of the story in the beginning.
It is technically called Viskambhaka. The latter may or
may not be in a Sanskrit drama, according to the need of
the subject-matter, but the former has got to be there in
any case. It is the latter which is comparable to the intro-
ductory scene in som= of the dramas of Shakespeare. There
is nothing like the former in the Shakespzarian dramas.
The dramatic necessity of such a general introductory scene
we will explain when dealing with it in detail.

Another point which needs mention here is that when
the subject-matter of a drama does not need the special
introduction, one of the two functions of such introduction,
i. e. the determining of the attitude of the audience, is per-
formed by the general one.

If we analyse the introductory sceue in Shakespeare's
Julius Czsar, we find it similar to the special introduction
in Sanskrit Dramas. It tells us of the chief cause of the
presented action. It informs wus of the circumstances, in
which the action begins. We know that the main-spring
of the whole action in this drama is the fickleness of the
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crowd or commoners. The fickleness is as it were the seed,
which is responsible for the development of the action,
which culminates in the tragic end of the hero. It is very
clearly presented in the introductory scene so that the
audience can very well foresee the uncertainty of everything
that depends on so uncertain a thing as the attitude of the
commoners. Thus, on both the points, the introductory
scene in the Shakespearian drama is similar to that in
Sanskrit drama. And its occurrznce in some and non-occur-
rence in others seems to be governed by the same principle
as that which guides thz Sanskrit dramatisi.

II. THE RECOLLECTION OF THE MOTIVE FORCE (VINDU)

The action and eveuts, presented in a drama, have to
lead to the furtherance f either the main or the subsidiary
purpose. The main purpose cannot b~ achieved unless the
conditions, favourable for its achievcment, are brought
about. But it is the realisation of tle subsidiary purpose
that brings them about. The events, '"1erefore, which lead
to its achievement, have necessarily to be presented. Thus
they throw, for the time being, the main action into the
background and bring in a sort of gap. The problem under
these circumstances that the dramatist has got to face is
“how to begin or resume the presentation of the main
events ?” The practice of the Sanskrit dramatist, as stated
by Bharata, has been to make the hero recollect the motive
force of action as often as the interruption of the main plot
may occur or as many times as the situation might change,
so that the hero may be able to so adjust himself to the
changed! circumstances, to so utilise the resources at his
command and to so deal with the existing situation that he
may get nearer the goal. This recollection of the motive

1. A. Bh. (MSS). Ch. 19, V. 24.
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force has to be there from the time of fixing upon an
objective to that of actually achieving it. This is necessary
at every important turn in the events, because so long as he
does not mentally survey the entire situation from the begin-
ning to the particular point, at which important changes have
taken place, in the context of his purpose, it would not
be possible for him to utilise his resources well.

If we take the Tapasa Vatsaraja for example, we find
that the king remembers his love for Vasavadatta!, the
motive force of the action in the drama, in every act. But
Ratnavall will probably better illustrate the point. After
the introductory scene of the drama, in which Yougandha-
riyana speaks of the circumstances, from which the action
is to arise, the festive scene is introduced to introduce all
the main characters of the piece to the audience. But after
this there seems to be a break in the story. The bards are,
therefore, introduced to reveal the identity of the king to
Ratnavali, who has so far taken him to be Cupid.
This revelation makes her remember that to this king it
was that she was given by her father and the main action
consequently begins.

It may be pointed out here that this recollection of the
motive force is not always by one and the same person.
No doubt when the realisation of the end depends on the
action of only one person, he alone is made to recollect
it on all important occasions. But when the achievement
is due to the co-operation of more than one, anyone of them,
according to the need of the occasion, is presented to
recollect. For instance, in the case of Ratnivali, it is the
king who? is presented to remember his love for Ratnavali
in every act and adjusts his resources according to the need

1. A. Bh., (MSS.)Ch. 19, V. 24,
2. A. Bh, (MSS.) Ch. 19, V. 24,
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of the occasion, because Ratnavali herself is in an utterly
helpless condition.

This recollection of the motive force is found in the
dramas of Shakespeare also. For instance, in Hamlet we
find Hamlet remembering the murder of his father, the
motive force of all his actions, every time the situation
changes.

This recollection of the motive force for the resumption
of the main action of the drama is technically called Vindu
on the analogy of a drop of oil, dropped on the surface of
of a sheet of water. For, just as a drop of oil, fallen
on the surface of water, spreads over the entire sheet, so
the recollection of the motive force of action spreads over
the entire dramal,

I[TI. SUB-PLOT (PATAKA)

Very often we find that the success of the central
figure in a drama depends on the co-operation of others, who
are not his dependents, like the ministers or other servants.
They are independent persons, but thzy jin hands with the
hero for some personal reason or even without any promi-
nent psrsonal objective. For instance, as we have already
stated, in the dramas with Rama as the hero, the recovery
of Sita from Ravana depends on the co-operation of Sugriva,
But Sugriva has his own end to achieve and does sctually
schieve it i. e. the recovery of his kingdom through respon-
sive co-operation of Rama. Thus, a sub-plot, the main
character of which helps the hero of the main plot and
attains some end of his own also through the co-operation
of the latter, is technically called Pataka.

1, A. Bh., (MSS.)Ch. 19,, V. 24.
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This kind of sub-plot we find in the Shakespearian
dramas also. In A4s you Like It, for instance, the story of
Celia can be presented to be very much like that of Sugriva
inasmuch as she helps Rosalind in her own way, and,
while so doing, herself attains her end, the union with the
object of her love, Oliver. For, the story of Celia and
Orlando is brought about,

. By Celia accompanying Rosalind into BaniShment.
2. By the banishment of Oliver.

3. By the meeting and reconciliation of Oliver and
Orlando.

4. By the wound of Orlando, which prevents his
keeping his appointment with Rosalind. He sends Oliver
to explain his absence. Oliver and Celia meet and fall
in love with each other.

IV. MINOR PLOT (PRAKARI).

But when the main character of a sub-plot achieves
no end of his own and his action simply helps the
central flgure in some way, it is called Prakari.? While
the former, sub-plot, is closely connected with the main
and extends from the time of its introduction to the
third or fourth stage of action in the drama, the latter
comes in just at one point and ends there. It may,
therefore, be called Minor plot: as for instance, the story
of Krishna? in the Veni Sarhhara.

The minor plots in the dramas of Shakespeare are
more or less of this nature; for instance, the story of
Duke Frederick in As You Like it.

The chief point of distinction between the sub-plot
and the minor plot, the Pataki and the Prakarl, is that

1. N.S,Ch. 21.V,25-6. 2. A.Bh.(MSS)Ch. 19V, 25.
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the former receives more attention of the dramatists and
is treated like the main plot in a less elaborate manner
inasmuch as it has fewer Sandhis than the main. The
latter receives very! scanty treatment and has no Sandhi,

It is interesting to note in this connaction that Dhanad-
jaya’s conception of the minor plot (Prakari) is slightly
different from that of Bharata, as interpreted by Abhina-
vagupta. According to the former, the distinction of
Prakari from Pataka consists only in the shortuess of its
story as compared to that of Pataka.? He ignores the
idea of the disinterested help, that the hero of the niinor
plot renders to that of the main plot.

Accordingly he cites the story of Sravana Kumira
in the Ramayana as an illustration of Prakari.

V. THE RESOURCES (KARYA).

The last of the five means to the end, that the drama-
tist represents the hero to achieve, is the® set of physical,
mental and material resources, which are his personal
possessions and which he employs in the realisation of
his goal. The word Karya here is used in the technical
sense of all that, being in one’s possession, is utilised
for the attainment of the end, on which one has set
one’s heart (Karyam, karaniyam, prayoktavyamityarthah)
(A. Bh., Ch. 19. V. 24). No drama can be found without
this, because, the object of every drama is to present
a certain portion of the hero's life, in which he attains some.
thing, therefore, reference to his various resources, by means
of which he realises his goal, is absolutely esseatial.

It may be stated here that all of these five means
to the end (Artha Prakrtis) are not necessary in every

1. D.R, 70 2. D.R, 4
3. A. Bh, (MSS). Ch, 19. V. 25,
48
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drama, as are the five stages of action. Therefore, itis
that in different dramas, only as many of the means, as are
necessary for the achievement of his end by the hero,
are found. When for instance, the hero is intended to be
presented as independently achieving his objective, the
sub-plot and the minor plot (Patztka and Prakari) are
unnecessary., But the (i) Seed (Bija)! (i) the recollec-
tion of motive force (Vindu) and (iii) resources (Karya)
have got to be in every drama.

SANDHIS (PARTS) IN SANSKRIT DRAMA

Sanskrit drama has been conceived as a sentient being.
The different constituents of it, as revealed by a careful ana-
lysis from different points of view, are, therefore, represent-
ed to be connected with one another exactly as the various
constituents of a sentient being are actually connected. An
effort also has teen made to give the various constituents,
as far as possible, the names of parts of a human body.

The subject-matter of a drama and the language
which presents it, are spoken of as the body. The latter
is said to be the body simply because it represents the
meaning and also because the meaning, is superimposed
on it. It is also so spoken because it has no value indepen-
dently of the meaning.? And the basic mental state
(Sthayibhava or Rasa) is represented to be the soul, because
just as it is the soul, which is primarily responsible for the
manifestation or appearance of the body, so itis the basic
mental state, to which the plot, as presented in the drama,
owes its being. Just as every® sentient being presupposes

1. A.Bh., (MSS)Ch. 19,, V. 25.

2. A. Bh,, (MSS) Ch. 19., V..
3. A.Bh, (MSS)Ch. 19., V. 1
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the enlivening soul, so every drama presupposes & basic
mental state,

The body is made up of parts, such as the face, the
shoulders and the belly etc. And for a complete body all
the parts are essential. A good drama, therefore, being
conceived as & human body, naturally must have all the
essential parts. These parts of the drama, following the
analogy of the human body, have been called, as far as
possible, by those very names, by which the parts of human
body are called. The first part, for instance, is called
Mukha, the second Pratimukha and the third Garbha.
The fourth and the fifth, however, are called by names
which do not stand for any part of the human body,
probably because by no stretch of imagination, any such
names could be applied to those parts. They are called
Avamar$a or Vimar§a and Upasathhrti.

The following points have to be kept in mind in this
connection :—

1. Only in a perfect drama, Nataka or Prakarana,
all these! parts are necessary. In imperfect dramas all
the Sandhis are not found. In Dima and Samavakara only
four are found; in Vyayoga and Ihamrga only three and
in Prahasana and Bhana only two are employed.

2. Dhanaiijaya in his Dasarapaka, does not correctly
present the view of Bharata when he says that one of the
five stages of action (Karyavasth3) joined with one of the
five means to the end (Arthaprakrti) in the order, in which
they are mentioned by him,? give rise to the five Sandhis,
Bharata never meant such an order. For, as we have
already stated, according to him, the sub-plot and the minor

T 10 N.S.241.
2. D.R,6.
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plot (Pataka and Prakari) are not necessary in every drama.
And the fact is that they are not found in every drama.
According to Dhanaiijaya’s conception of the Sandhis, there
should, therefore, be no such Sandhis as involve the sub-
plot and the minor plot, in those dramas, which are without
the latter. But the fact is that all the necessary Sandhis?
are found in every Nataka, irrespective of the fact of the
presence or absence of the sub-plot and minor-plot.

3. This analysis of the drama into different Sandhis
is from the point of view of the subject-matter (Itivrtta);
just as the analysis into Karyavasthas is from the point of
view of the action and into Arthaprakstis is from that of
the means.

1. MUKHA SANDHI (BIRTH OF THE SEED).

That part of the subject-matter of a drama, which
rcpresents the Bija, marks the beginning of the action and
presents all that which, being directly or indirectly connec-
ted with the action or seed, needs presentation and is
responsible for the rise of various basic mental states to a
certain pitch, is called Mukha Sandhi. The portion of
Ratnavali from the beginning to the recognition by Ratna-
vali of King Udyana as such, beautifully illustrates it. It
clearly illustrates all the points mentioned above. It presents
the seed in both of its aspects discussed already. It in-
volves the beginning of the action. It presents various
events such as the celebration of the spring festival. It also
beautifully depicts the basic mental states of the important
characters? of the drama at different pitches in the context
of the existing situation. For instance, the heroic basic

1. A.Bh, (MSS) Ch. 19. V. 27.
2. A. Bh. (MSS) Ch. 19., V. 39,
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mental state of the minister, the erotic feeling of the king
and the marvel of Sagarika are well brought out in this.

2. PRATIMUKHA (OPENING OF THE SEED).

It may be pointed out at the very outset that on this
point there is difference of opinion between Dhanaiijaya and
Abhinava. In fact, Abhinava criticises the view, expressed
by Dhanaiijaya® on this point by attributing it to “some”
(Kecit). Whether by “Kecit” he means Dhanafijaya or
some other authority, whom the latter follows, it is difficult
to state. Dhanafjaya’s conception of the Pratimukha may
be stated as follows :(—

The Pratimukha couvsists in the development of the
seed, partly perceptible and partly imperceptible. The
second act of Ratnavali illustrates the point in hand. Here
the seed, the love of Sagarika, the main cause of her union
with King Udayana, is developed. It is partly seen and
partly urseen. Itis seen in as far as itis known to her
friend, Susangata, and the king’s friend, the fool. But it is
unseen inasmuch as it could only be inferred by the queen
from the picture-board.?

Abhinava, following the authority of his teacher
(Upadhyaya) does not accept this conception. According
to him, the various Sandhis represent the different states of
the seed®, and the visibility is the only thing to be presented
in the Pratimukha.

His view, therefore, is that the partial visibility and
partial invisibility of the seed is meant to be presented
in the Mukha Sandhi. This is exactly what we
find actually presented in the first act of Ratnavali.

1. A. Bh. (MSS) Ch. 19.. V. 40.
2. D.R.11.
3. A.Bh. (MSS) Ch. 19, V. 40.



382 CHAPTER VI

Here the activity of Sagarika, mentioned by the Minister,
which is of the nature of the seed, because all the
future developments are its cutcome, is thrown into the
back-ground by the introduction of the festive scene. This
scene covers her activity much as does the earth a seed.
And just as the earth, while covering a seed, actually helps
it in its growth, so does the festive scene the action of
Sagarika.! Thus the seed of action in the first act, which is
at first clearly visible, is rendered as if it were invisible by
the festive scene. The Pratimukha, therefore, according to
him, is primarily concerned with total unfolding of the seed,
that is presented in the Mukha, which though seen is yet,
being thrown into the back-ground, remains as if it were
unseen.

This is called Pratimukha for the simple reason that in
it the attempt of the dramatist is quite opposite? to that
involved in the Mukha. For, while in the latter his attempt
is to keep the seed concealed, in the former his efforts are
concentrated on unfoldiny it.

3. GARBHA.

The Garbha Sandhi represents a further stage in the
development of the seed than the one reached in the
Pratimukha. The latter represents the sprouting but the
former the embryonic fruition. It consists in the presentation
of the central figure achieving the wished-for and then
losing it and then again getting and losing it also and so on
for a number of times. Every time the wished-for is lost
there is a search for it. If we take the second act of
Ratnavali and a part of the third to illustrate the point, it
will become fairly clear. It is here that the first meeting of

1. A. Bh. (MSS)Ch. 19. V. 40.
2. A. Bh., (MSS) Ch. 10. V. 40.



THE TECHNIQUE OF SANSKRIT DRAMA 383

the king and Sagarika takes place in the garden, where the
picture-board was left. But soon there is separation
because of the coming of the queen. In the disguise-scene
there is again the supposed attainment of the objective
and it is again followed as if it were by the loss in
consequence of the revelation by Vasavadatta of her
identity. Again in the noose-scene thereis meeting and
again there is parting, because of the arrival of the queen.!
The presentation of the loss of the attained is the essential
part of Garbha Sandhi. For, if there be no loss it will
in no way be different from AvamarSa wherein the attain-
ment is finally freed from all shadows of doubt about it.

4. AVAMARSA.

Avamar§a essentially involves doubt. For, it consists
in reflecting or pondering over a situation that does not
seem to lead to the goal. This being so, the intro-
duction of it at a stage, when hope has already been
aroused in the mind of the hero and the goal has been
presented to be within the region of fair probability of reali-
sation, seems to be against the facts revealed by the study of
buman psychology. Ou an analysis of ordinary experience
we find that (i) doubt (i) probability and (i certainty
follow one another. Further, Avamarsa has as its consti-
tuent the Niyatapti., How can Niyatapti and Sarhsaya go
together ?

The critic, whose view is stated above, has apparently
taken a different psychological fact into consideration, from
that on which the introduction of doubtin Avamarsa is
based. The object of Avamarga is to present the climax,
And the climax is reached only when the situation, presen-
ted, brings out at its best the chief characteristic of the

1. A. Bh., (MSS) Ch. 19, V. 41.
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hero. This comes out at its best only when the struggle,
in which he is engaged, is the keenest and the obstacle,
that he overcomes, is the greatest that he has ever to face.
Further, the best qualities are forced to come out only
when, after the facts have conspired to arouse a strong
hope, there arises the obstacle, which dashes it to the
ground and arouses grave doubts in the hero about his
success. It is thus based on the fact of experience. But
it has to be understood that it is not the reflection at the
first sight of the object cf desire, but consequent on
the rise of obstacle after hope has been aroused. Avamarsa
fits in very well with Niyatapti inasmuch as it involves
overcoming of the last obstacle. At the beginning of
Avamar$a, some obstacles are put on the way of the hero
so as to bring out his best qualities. The Sandhyangas,
which have been mentioned thereunder, fully bear out
this assertion. Whether the theme of a drama be love or
heroism, the dramatis personea have to be arranged into
two opposite groups. That is, to say, in all dramas, there
has to be presented the conflict of interests at least in the
beginning. It is, therefore, natural that onc¢ of the conten-
ding parties, finding its path obstructed by the other,
should speak ill of it, that there should be exchange of hot
words between them when they meet, that one of them
should kill or arrest those primarily responsible for the obst-
ruction and so on. Thus, when a very important member,
such as the deputy lealer, of one party is killed or arrested
by the leader of the opposition, there arise grave doubts
in the mind of the hero about his success to achieve the
objective. He, therefore, exerts himself to the utmost.
This brings out his best qualities.

That! portion of Ratnavali which represents the

1. D. R 2L
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brooding of the king over the situation created by Vasava-
dutta in arresting Sagarika in anger, till the fire-scene, is a
good illustration of Avamarsa.

5. NIRVAHANA ( FRUITION )

That Sandhi, in which all that is introduced in the
presentation of the first four stages of action, of the
means, employed so far, and of all the previous Sandhis,
is shown to contribute to the production of the one result,
the presentation of the attainment of which by the hero is
the chief aim of the dramatist, is the Nirvahana. The
portion of Ratnavali, following the fire-scene till the end
of the drama, illustrates this point.

THE SANDHYAKGA DEFINED.

A Sandhi represents a part of the whole drama. This
part is further subdivided into single actions and incidents,
These sub-divisio1s of Saundhis are called Sandhyangas.
They are enumerated by Bharata in a certain order. All
these actions and incidents, when put together in a certain
order, not the one, in which they are enumerated, but that
which makes them fit for presentation on the stage, bring
the so called Sandhis into being, Hence, because they are
the constitutents of a Sandhi, they are called its parts
( Sandhyanga ).

THE GENERAL PURPOSE OF SANDHYANGAS.

The purpose of Sandhyangas is to facilitate the task
of the presentation both by the dramatist and the actors
and to enable the spectator to follow it easily. Itisa
matter of common experience that when a thing, which is
long and complex, is tried to be presented, the best method
is to divide the presentable into parts. This is just what

1. A. Bh. (MSS) Ch. 19, V. 52.
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a.. good. essayist does. He first jots down the points, which
he has to elaborate. This is what we find in the modern
books. The contents of a book are divided under broad
shoulder-keadings. This kind of division helps in
the . presentation. and in the apprehension. It is the ex-
pexience of every teacher that, when a complicated problem
has ito be attempted in the class, the best method of putting
it bzfore the class is to split it into parts and to present
each part separately.

This kind of division is more necessary when the
presentation is to be attempted by a number of persons
of different intellectual equipments, of different sexes, of
different ages, speaking different languages, as in the case
of the dramatic presentation. We know that in staging
a drama utmost precision is necessary in presenting physical
movements, voluntary and involuntary changes in the
facial and other physical expressions, intonation of and
emphasis on words, the manner of delivery and above all
the basic mental state together with the transient, which
is the main spring of all. It is, therefore, necessary for
each actor to know how much and no more he has to
speak and act and in what state of mind. This is made
easy to know by the division.

This_facilitates the task of the dramatist also inasmuch
as it enables him to find out easily as to what stage:
ipstrugtions to give to a  particular character, in what
langupge to put his statemeat and what to,contain in it,
And because the division makes it possible, to attend tc
every part, it naturally,. therefore, adds to the clarity. ol
presentation. - Thus the division helps all, the spectator.
the actor, and the dramatist,

-
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LA o {
'THE PURPOSES OF SANDHYAXGAS FROM THE POINT
T 7T UOF VIEW OF DRAMATISY. = - iiac

1. To present the subject-matter in such a manner
that it may give rise to the westhetic experience: -

2. To slowly reveal the plot.

3. To put the plot in such a manner that each part
of it may in itself become interesting; and all together
may make one another more interesting, when viewed as
related, than what they could separately have been. - ©

4. To present a familiar and, therefore, uninteresting
event in such a manner that it may surprise the audience
by novelty of presentation.

5. To present what is absolutely necessary for
arousing the required mental state.

6. Not to bring on the stage what is unfit for it.

Just as a person who is without limbs cannot fight,
so a drama, without Sandhyangas, cannot be weil presented
on the stage.

Even when a drama does not present the attainment
of any very great thing by the hero, as in the case of a
comedy, still if its parts (afigas) are well arranged, it can
beautifully be presented, because of the parts being well-
defined. Even though a drama be presenting the attain-
ment of the highest goal of human life, yet, because it
is not well divided into clear parts and, therefore, is not
quite fit for good presentation, it does no! interest any
body, the dramatist, the actor, or the spectator?..

FREEDOM IN THE USE OF SANDHYANGAS.
Bharata, as interpreted by Abhinava, has allowed
“'1. N.S.242 and A. Bh. (MSS) Ch. 19, V. 54.°
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considerable freedom to the dramatist in the use of the
Sandhyangas.

The following facts have to be kept in mind to avoid
confusion :—

1. The Sandhyangas are mentioned in a certain
order. The order of Bharata is different from that of
Dhanafijaya. But no order is meant to be kept in their
presentation. Any one of the Sandhyangas can come any-
where in the Sandhi, according to the need of the
Dramatist.

2. Itis not necessary that every one of them should
come in a Sandhi. Any one of them can be left out, accord-
ing to the nced.

3. In one Sandhi, any one of its Sandhyarigas can
be brought in more than once, if the necessity for doing
so be feit. Thisis what, we find, has actually been done
by so many dramatists, from whose works illustrations have
been chosen. We find that while illustrating a particular
Sandhyanga from the same work, two authorities, Abhinava
in his Abinava Bharati and Dhanika in his commentary on the
Da$a Rapaka, give different illustrations. This can be explain-
ed only on the aforesaid assumption, e.g. Drava. But there
should not be too much of a repetition: one can be repeated
at the most thrice.

4. Sandhyangas of one Sandhi can be introduced in
another,

5. Two Sandhyangas can be compressed into one,
when there is the purposive unity between the two.?

The separate treatment of each Sandhyanga requires
more space than can be given in this volume. We, there-
fore leave it only to take it up well in some future work.

1. A. Bh. (MSS). Ch. 19. V. 71.



CHAPTER VII
ASTHETIC CURRENTS IN POETICS.

In the preceding chapters we have dealt with the
problem of asthetics from the point of view of Bharata
and his commentators. They studied this problem with the
sole reference to the dramatic art and regarded all other
arts as subsidiary to the dramatic.  Thus poetry was,
according to them, only a hand-maid to drama.

There are, however, schools of poetics, which maintain
that poetry has an independent status. The conception
of poetry, according to each school, is different. But the
difference generally refers to the question:—“What is the soul
or essence of poetty 2’ If we survey the history of poetics,
we find the conception of poetry slowly evolving, till in
the final stage, Rasa, which was established to be the soul
of drama by Bharata anl his followsrs, is accepted to
be the soul of poetry also. In this chapter we shall trace
the evolution of the conception of the soul or essence of
poetry from Bhiamaha, the first Alankarika, whom we know
from his work, to Udbhata.

The Poeticians differed from the Dramaturgists not
only in regard to the essence of poetry but also in respect
of the experience that it arouses. Although the early
available works on poetics, Bhamaha's Kavyiladkara
for instance, are so fragmentary that it is difficult to state
definitely on their basis, the poetician’s conception of
@sthetic experience : yet there are vague indications such
as the use of different expressions for the experience
which is admitted to arise from poetry. Bhamaha, for
instance, uses the word Priti for this experierce and not
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Rasasvada, which Bharata uses with monotonous
regularity.
THE DRAMATIC AND THE POETIC EXPERIENCES
DIFFERENTIATED.

The esthetic experience, of which we have talked
in the foregoing pages, is essentially an experience, in
which the elements of individuality of both, the subject and
the object, are eliminated. Itisa subjective realisation
of a universalised basic mental state (sthayin), unified
with the situation (vibhava)etc. It is due to identification
of the spectator with the focus of the situation. This is
primarily dramaturgic conception of @sthetic experience.
The earliest available authority, that mentions it, is
Bharata. The poeticians, however, had a different concep-
tion of it.  According to them, it is not an immediate expe-
rience, as according to the dramaturgists, but a judgement.
It arises, therefore, not in consequence of self-forgetfulness
of the audience and their identification with the
focus of the presented situation: on the contrary, it is
lue to the appreciative attitude towards, and the object-
ive apprehension of, the presented. On the objective
side also it is different from that of the dramaturgists.
[ts object need not be an emotive situation. Any
inguistic presentation, provided it is not a mere matter-of-
‘act description of a thing as it appears to an ordinary
nan, but possesses some crookedness (Vakratva) and is
ecognised to have some element of art and to represent an
bject as it ﬁgurés in poetic imagination and, therefore, is
.apable of arousing the interest of an appreciative’audience
f fine taste, is sufficient for the zsthetic experience, as
;onceived by the poeticians. Thus the poetician’s conception
f ecthetic experience is quite different from that of the
lramaturgists in respect of its essential nature as well as



/ESTHETIC CURRENTS IN POETICS 391

i n its subjective and objective aspects.

_The fact seems to be, asitis revealed by a careful
study of the available literature, that poetics and drama-
turgy developed in earlier stages as two independent
sciences. The object of the latter was the analysis of the
ssthetic object, technically called Rusa, as presented in
drama. The former, however, aimed at an analysis of all
forms of artistic expression in language, not excluding even
Muktaka, which is concerned with the presentation of an
isolated object as it is poetically apprehended. The
writers on poetics attempted to find out a characteristic of
poetic expfession, which may be found in all forms of
artistic presentation in language. They differ from
one another. They severally hold that the means of
externalisation of poefic vision, the figures of speech
(Aladkaras), the poetic qualities .Gupas) or the style
(Riti) etc., are the essence of poetic production,

BHAMAHA

In giving an historical account of the asthetic
currents in the poetics in respecf of both, the experi.
ence and its stimulus, we have to begin with Bhama-
ha ; because he is, by common conseut, the earliest
available authority on poztics. No Jdoubt he rp'feré
to earlier authorities such as Rajamitra, Rama Sarma,
Acyutottara and Sakhavardhana etc. and explxcxtly states
that his work is based upon a critical study of the older
authorities on the subject.  But they are not uccessnble to
us. The authorities, on which his work is based, are
those on poetics and not on dramaturgy Though the
earliest available work on dramaturgy, the Natya ‘Sastra.
of Bharata, treats of matters, which form the special gphere
of poetics, namely, the poetic figures or Alatkaras, yet
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Bhamaha does not refer to it. The eatliest authority, to
which he refers, is the one, according to which there were
only five! poetic figures. Bharata is apparently an earlier
authority than this, because, according to him, there are

only four poetic figures?.

Thus, 1t is evident that Bhamaha deals with the ‘poetic
conception’ (Kavyalaksma) of poeticians and not that of the
dramaturgists3. Hence Rasa, the treatment of which is
the primary concern of the dramaturgist, has no place in
Bhamaha's work. Inany case Rasa is not, according to
him, the Soul of poetry. On the contrary; he maintains
that a poetic composition, though delineating R:.-iz, is often
as bad as a raw fruit of wood-apple®. No doubt he talks
of Rasa in poetry (Kavyarasa) as Bharata does of Rasa
in drama (Natyarasa) as also of all Rasas as essentials of
a Mahakavya®, still Rasa is not so important a thing in
his eyes as it 1s in those of Bharata or the post-Abhinava
poeticians.

BHAMAHA'S CONCEPTION OF POETRY.

His conception of poetry is substantially the same as
that of Dandin, though a little differently worded.
Undoubtedly, the latter’s presentation of the corcept is more
accurate than that of the former. According to Bhamaha,
words and meanings together form poetry. This definition
of poetry, however, is too wide, because it can apply equally
to all linguistic productions. He, therefore, after enumera-
ting the various kinds of poetic production, maintains that
the mode of presentation of ideas in” words, which gives
®sthetic pleasure to those who are possessed of wsthetic

1. KA. 8 2. N.S. 206. 3. KA. 48.
4, KA.38 5 K A.,32 6. K.A.,S3.
7. K. A,4
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susceptibility and which he technically calls Vakrokti, is
the essential element of poetry. A composition without
Vakrokti, though written in a good style and so possessed
of the qualities such as sweetness and clearness, is not
poetry. It is like a song which pleases the ear only.!
Thus, according to Bhamaha, embellishment (Alankara)
is the most essential element of poetry and it consists in

the striking manner of putting a striking idea in equally
striking words.?

Hi1s CONCEPTION OF POETIC EXPERIENCE.

He is silent on the @sthetic experience. It was
natural for him to be so, because his object in the work
was not to discuss the nature of the esthetic experience,®
but to state the poetic embellishments*. There are only
two accidental statements which give some idea of his
conception of @sthetic experience. According to one, it is
a certain pleasant experience. No doubt,® .according to
the context, this exp:rience refers to the poet’s experience
and not to that of the appreciating hearer or reader ; but
we kunow from later psychological analysis of the asthetic
experience by Abhinava that the two experiences are very
similar. Hence what Bhimaha has said with regard to
poet's experience may be said to hold good of that of the
reader. At another place he distinguishes this pleasure
from that resulting from a mere sensation, such as the
one from song or music. Further, this was recognised to
be due to the objective perception or cognition of the
presented and not to the subjective realisation of a basic
mental state at its highest pitch, because he compares
embellished speech to a tastefully decked lady.® The

1. K. A4 2. K. A, 39
3. K.A,40. 4. KA, 1L
5. KA, 1 6. K.A,25.
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pleasure arising from it can, therefore, be reasonably held

to be similar to that arising from the perception of
the latter.

BHAMAHA'S CONCEPTION OF GUNAS.

As in the case of poetic embellishments or Alankaras
so in that of the poetic qualities, Bhamaha's source
seems to be different from that of the subsequent poeticiaus,
Dandin etc. In this case also Bhamaha ignores Bharata.
For, while, according to Bharata, there are ten qualities
of poetic composition, Bhamaha mentions only three,
sweetness, clearness! and forcefulness (Madhurya, Prasada
and Ojas). Further, the latter’s conception of these
qualities also is different from that of the former.

1. Sweetness, according to Bharata, consists in such a
présentation of the same meaning in more than one way
in? succession as pleases the mind of the reader or the
hearer of the composition. But, according to Bhamahs,
it eonsists in the sweetness of sound and simplicity, i. e.
freedom?® from complexity, of meaning.

2. Clearness (Prasida) according to the former,
consists in that particular arrangement* of words and
meanings, which clearly conveys to the reader what is not
direbtly expressed. But, according to the latter, it consists
in such clarity of meaning that from the learned to the
child, all are equally able to grasp it®.

3. Powerfulness (Ojas), according to the former,
conststs in the use of compounds, the syllables® of which
are necessarily related and involve some alliteration. But

1. K.A,8. 2. N.S.,212. 3. K. A,S
4 N.S,211. 5 K.A,8 6 A Bh,VolIL 340,
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according to! the latter, it consists in the mere use of
compounds,

It is interesting to note in this connection that
Mammata accepts cnly three poetic qualities, mentioned by
Bbamaha, and not the ten, admitted by Bharata, Dagdin
and Vimana. He definitely states that the poetic qualities
of composition are three and not ten®. It is probsbly
becanse some of the rest cf the qualities are nothing
more than absence of certain flaws and others are
included by him among the poetic embellishmeuts.

THE POETIC QUALITIES IN THE EYES OF BHAMAHA,

According to him, Vakrokti is the chief characteristic
of poetry. The poetic qualities {Gunas) which, according
to him, are only three, (Madhurya, Ojas and Prasada) are
not essential in a poetic production :3 they have only the
musical and not the poetic value. A composition that
lacks Vakrokti and has the said qualities is only a song.

BHAMAHA’S INDEBTEDNESS TO BHARATA IN THE CON-
CEPTION OF VAKROKTI.

Vakrokti is not a production of the originality. of
Bhamaha. According to the information, available from the
existing literature, he is indebted to Bharata. In fact, the
manner, in which he talks of Vakrokti clearly shows that
be regarded it to be a very well-known concept. He does
not care even to define it. Had he thought it to be his
own contribution or something that was not known te and
accepted by all, he wounld have certainly tried to define
it clearly and would have tried to justify it as Avanda
Vardhana has done in the case of Dhvani.

. KA,8 2 KP18. 3 KA,4
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We have already stated that, according to Bharata,
there are only four Alankaras. But according to the latest
Alankarika, Appayya Diksite, their number is 124. The
question, therefore, that naturally arises, is, did Bharata
know only of four linguistic decorations ? Was the pre-
Bharata dramatic language so inornate ? The evidence
of the literary history is against such a conclusion. We have
stated before that the Natya Sastra assumed its present
form sometime about the 5th century A. D. We know of
so many dramas, which are acknowledged to be of earlier
dates, the dramas of Bhasa, for instance. We find in these
dramas more linguistic embellishments used than those of
which the author of the Natya Sastra talks. The question,
therefore, is, did he not take all the literary factsinto
consideration before making any statement regarding
them ? A closer study of the work leads us to a totally
different conclusion.

It may be stated as follows :—

Bharata draws a distinction between Alankara and
Laksana., According to Bharata, Alankaras are only four,
but Laksanas are thirty-six,

Sat triméat laksananyevarh kavyabandhesu nirdiSet
(N. S., 200).

It may be pointed out in this connection that Bharata’s
text, as given in the Chowkhamba edition, quoted above,
is different from that, given at the top of the pages of the
Abhinavabharati, published in the Gaekwad’s Oriental
Series. The latter runs as follows:—

Sat trirhéadetani tu laksanani

Proktani vai bhasana sammatani

Kavyesu bhavarthagatani tajjiaih

Samyak prayojyani yatharasantu

A. Bh,, Vol. II. 295,
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Abhinava comments on this and brings the definition
of Laksana out of it. And what is more, he cites Bhamaha's
versei——

Saisa sarvaiva vakroktiranayartho vibhavyate.

(K.A. Ch. II. V. 85)
The fact is that there existed two different readings
of the earlier part of the Chapter, dealing with Laksana,
The other reading also is given in both the editions.

But Alankirikas like Bhamaha, have ignored this distinc-
tion, and have included almost all Laksanas under the head
of Alankara. Further, Bharata, according to Abhinava’s
interpretation, does not exhaust the list. It would, therefore,
be wrong to say that Alaskarikas discovered any new
Alankira, of which Bharata was ignorant. Hence, they
are indebted to Bharata in every way.

DIFFERENCE BETWEEN LAKsANA AND ALANKARA.

The distinction that Bharata has drawn between
Laksana and Alankara is based on the analytical study of
the process of externalisation of poetic vision as well as of
that of its apprehension. In reality there 1s no distinction of
Alankara, Guna, Vrtti and Laksana from one another. In
fact Dandin counts some Alankaras under Gunas. But
the distinction is assumed to facilitate the production of
poetry and its appreciation®. There is a difference of opinion
among the analysts, as is evident from Abhinava’s reference
to them in the course of his commentary on the verse, in
which Bharata defines Laksana.

Abhinavagupta compares the different stages in the
production of poetry to those in building up of a palace.
According to him, the introduction of Laksanas in poetic

1. A. Bh., Vol. II, 295.
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production is like the construction of walls ;! and the use of
Alafikiras in it is Jike adorning them with paintings.
Alafikara, therefore, presupposes Laksana. Further, Laksa-
nas are the beautiful characteristics, which belong to and are
the essential aspects of what the poet presents, like the
plumpness in the case of breasts? or the slendernessin the
case of waist. But Alankara is something that exists apart
from what is the object of presentation; for instance, the
moon, which is brought in as a standard of comparison in the
course of a linguistic presentation of a beautiful face.
Alankara in poetry is hke a garland which is different from
the body, which 1t serves to beautify.®> But Laksana is the
beautiful characteristic of the body itself which is beautiful
independently of the ornaments.

LLAX$sANA DEFINED.

Laksana is the meaning, which is given such a peculiar
pleasing turn by the process of externalisation of poetic
vision (Kavivyapara) as makes it look different* from the
ordinary worldly one so that it becomes a befitting consti-
tuent of the asthetic configuration and makes asthetic
experience possible. It is, according to Bharata, the most
essential constituent of poetry® (Kavya) which is solely
concerned with the presentation of zsthetic object®.
For, it is this that distinguishes the esthetic from the
unzsthetic.

It is of thirty-six kinds, as stated by Bharata. But
this number does not exhaust all the varieties?, It
represents those which are ordinarily met with. But the
fact is that Laksana is of innumerable kinds.

1. A. Bh, Vol. i1, 292. 2. A. Bh, Vol 11, 297.
3. A. Bh, Vol. 1L 321. 4. A. Bh, Vol. 1], 321.
5. A. Bh., Vol. II. 298, 6. A. Bh, Vol. 1L, 295-8.

7. A. Bh,, Vol. Il 298.
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It is this very Laksana which is spoken of as Vakrokti
by Bhamaha in his Kavyalankara and is represented to
be the most essential element of all poetic embellishments,
which, according to him differentiate poetic expression from
the! ordinary.

DIFFERENCE BETWEEN BHARATA AND BHAMAHA.

But there appears to be this difference between Bhamaha
and Bharata that while, according to Bharata, a compo-
sition is poetic only if the meaning, presented through
Kavivyapara, presents the asthetic situation with a focus,
the mimetic changes, and the trausient emotions? in such a
manner as to bring about the relishability of the basic
mental state ; the former does not seem to attach so much
importance to Rasa, According to him, a linguistic expres-
sion, provided it has the crookedness (Vakrokti), irrespective
of the fact whether it presents a complete esthetic confi-
guratlon or not, is fit to be called poetry.

The fact 1s that Bhamaha represeuts the tradition of
the poeticians as distinguished from that of the drama-
turgists. And it is an historical fact that Rasa was able
to establish its position of supremacy in poetry only after
Ananda Vardhana and Abhinava hal spoken on it.

There is no denying the fact that there is some kind
of delight to be got from hearing a compo. ition that presents
a poetic vision, even of a constituent of an asthetic con-
figuration. It is another matter that the experience. fror_n
the apprehension of a complete @sthetic configuration is
different from that, got from a part thereof. This difference
was noticed later, probably first of all by Ananda Vardhans.
The early poeticians, therefore, rcpresented by Bhamaha,
held Vakrokti, irrespective of delineation of complete

1. A. Bh, Vol. 1L 298. 2. A. Bh, Vol 1I. 297.
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eesthetic configuration, to be the mo:t! essential element
of poetry.

OrHER CONCEPTIONS OF VAKROKTI.

Dandiu, however, uses the word Vakrokti as a class-
name for a set of poetic embellishments. According to him,
the poetic embellishments are of two kinds, ) natural
(Svabhavokti, and (i) artistic (Vakrokti). After him this
word is used in a limited sense. It is the name of a poetic
figure. The earliest writer to do so was Vamana., He uses
it as the name of that poetic embellishment, in which a word
istused in the secondary sense, because of the similarity? of
the meaning, ascribzd to it by the poet, with the cne, which
is associated with it through convention. But Bhoja, in his
Sarasvati Kapthabharana, uses the word for one of the
sub-divisions of that class of poetic embellishments which
represents a conversation of two or more individuals
who intentionally misunderstand each other3. Ruyyake
and other writers follow Bhoja. Kuntaka is the only writer
who again uses the word in almost the same sense as that
in which Bhamaha used it.

His SCANTY TREATMENT.

He is, according to his own statement, concerned with
what is essential for all kinds of composition, which he
brings under Kavya. According to him, a treatise on any
one of the arts as well as the one dealing with* any
Sastraic matter is Kavya. And Mahakavya is no less a
Kavya than stray verses or stories are, The last two he
calls Anibaddha®. He does not say which of the Kavyas
is superior or inferior to any one of those, mentioned in his
listt. What he says is that the common distinctive

1. K. A,17. 2. K. S,129. 3. S.K., 296.
4. K. A, 2 5. K. A,4.
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feature of all these is a certain crookedness in Sabda and
Artha. He simply mentions other types of composition
without stating any distinctive features of them, excepting
what is most apparent. Of Rasa he talks in connection
with Mahakavya only. On Nataka he does not say
anything at all. For, according to his own statement,
others have exhaustively dealt with it. By “others’ he
apparently means Bharata and his followers. His position,
therefore, seems to be that, leaving aside the consideration
of superiority or inferiority of different types of composition
to one another, a composition can, and rightly too, be called
Kavya, provided there is Vakrokti in it. This is surely a very
comprehensive definition of Kavya and its correctness has not
been questioned by any subsequent writer, including Abhi-
nava himself, who is the greatest exponent of the Rasa and
the Dhvani thecries, on which the latest definitions such
as “Kivyam rasatmakam vakyam'' are based. What the
later writers have done is simply this that they have classi-
fied the different .types of Kavya according to their supe-
riority, inferiority or unfitness to be called Kavya, according
as the spiritual meaning, the Dhvani, occupies the predominant
or the subordinate position or is totally absent. They are
technically called (i) Dhvani (ii) Gunibhatavyangya and
(iiiy Citra Kavyas.

DaxDIN’S CONCEPTION OF POETRY
Next after Bhamaha, from the point of view of both,
the chronology and the evolution of the conception of poetry,
comes Dandin. His conception of the body of poetry is the
same as that of Bhamaha, though he words it more precisely
than his predecessor. He, however, differs from Bhamaha
on the following points :—

1. His study of the regional poetry is very much
S1
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deeper than that of Bhamaha. Hence, while the latter does
not acknowledge any difference between the two styles
(Riti); (i) Vaidarbha and (i) Gaudiya® and looks upon this
distinetion as foolish ; the formet, through analytical study,
bas finally establistied? it.

2. Heis more under the influence of the dramaturgic
school of Bharata than Bhamaha. For, while the latter talks
of only three poetic qualities or attributes and looks upon
thém as don-essentials of poetry ; the former accepts all the
ten, discussed by Bharata, and represents® them to be the
vety life of the Vaidarbhi style.

3. While, according to Bhamaha, Rasa holds an
independent status only in the case of Mahakavya, and
elsewhere it is only subservient to the poetic figures, such as
Preyas and Rasavat etc.: Dandin, from his conception of the
poetic attribute, Madhurya, seems to have discovered Rasa
as an important element in all poetic presentations. For,
according to him, sweetness of style (Madhurya) consists in
the inclusion of such words and ideas in the composition*
a8 reveal the Rasa.

Dandin thus appeats to represent a more advanced
sehool of literary ctiticism than Bhamaha.

DIFFERENCE OF OPINION ON THE QUALITIES OF POETRY
EXPLAINED.

There arée two views on the qualities of poetry
‘Guim). According to one, they belong to word or mean-
ifg or béth. According to the other, they belong to the
pithetie expetience and, thetrefore represent the state of the
wit at the time of msthetic experience. Further, there is &

1. K. A,4 2. K. D, 3. 3, K. D., 40.
4, K.D, 50,
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difference of opinion among those who maintain the formes
view. According to some, all the ten poetic qualities,
enumerated and defined by them, belong to both the word
(Sabda) and the meaning (Artha). To this class belong
Bharata, Vamana and Abhinavagupta. But accarding to
others, some of the qualities belong to word only, such as
Slesa, others belong to the meaniog only, such as the
Prasada or clearness, and still others belong to both the
word and the meaning. Dandin represents this wiew.

There are two opinions on the number also of these
qualities. According to one, they are only three in number,
namely, Prasada, Madhurya and Ojas. This view is first
found mentioned in the available literature on poetics in
Bhamaha's Kavyalankara, It is adopted by Ananda
Vardhana in his Dhvanyzloka and vigorously defended by
Mammata in his Kavya Prakasa against Vamana’s view of
the ten qualities. According to the other, there are ten
poetic qualities. The earliest known writer, who main-
tains this view, is Bharata. He is followed by Vamana
and Dandin etc.

Abhinava’s position in regard to both the number
and the relation of these qualities is a little interesting. Hjis
views are expressed in the commentaries on two works ; one
on dramaturgy, the Natya Sastra of Bharata, and the othgr
on poetics, the Dhvanyaloka of Ananda Vagdhana. In the
former he maintains and defends the view that theye age
ten qualities and that they belong to both the word and the
meaning. It may be interesting to note in this connectign
that in so doing he follows Vamauas. For, nat only
does he put the substance of Vamana’s Satras in the
course of his interpretation of the Bharata Sutrag on
Gunas but also gives in all cases those very verses as
illustrations which are given by Vamana. In the latter,
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however, that is, in his Locana, he maintains that there are
only three poetic qualities and that they belong to the
&sthetic experience and as such represent a state of the self
at the time of the said experience.

It appears that there were two independent traditions
about the poetic qualities, represented by the two early
authorities, Bharata and Bhamaha. One belonged to the
dramaturgic school and the other to the poetic. The fact
is, as pointed out by! Abhinava, that the division of means
of poetic expression is not based upon any principle. It is
made for the convenience in instructing novices. The two
traditional authorities, therefore, divided the means of ex-
ternalisation of poetic vision into two classes: poetic embel-
lishments (Alankara) and poetic qualities, according as the
one or the other was looked upon by each as the essential
means of poetic expression. The comparative position
of the two sets of means is different, according to each of
the two authorities. According to the former, Gunas are the
essentials and Alahkaras are the non-essentials of poctry.?
Hence some of the means of poetic expression, which are
included in the list of Alankaras by the Alankarikas, are
counted among the poetic qualities, by the dramaturgists.
The number of poetic qualities, therefore, according to them,
is larger. The poeticians, on the other hand, maintain the
poetic embellishments to be the most important elements
of poetry.® They have, therefore, included in their list of
poetic embellishments some of those means of poetic
expression which are included in the list of poetic qualities
by dramaturgists.

The difference of opinion between dramaturgists and
poeticians in regard to the relation of the qualities to the

word and the meaning or to the aesthetic experience, is not

1. A. Bh., Vol. II. 295, 2. A. Bh, Vol. II. 322,
3. K. A,2



ZESTHETIC CURRENTS IN POETICS 405

inexplicable. When the poeticians talk of the poetic
qualities as belonging to the word and the meaning, they
do so from the ordinary conventional point of view. Accor-
ding to them, sweetness (Madhurya) etc. are the qualities
of words and meanings, exactly as in common language
sweetness is a quality of milk. When the later exponents
of Rasa in the light of the monistic Saiva Philosophy
say that the poetic qualities ( Gupas) belong to the
®sthetic experience, they do so from the philosophical
point of view. Undoubtedly, poetic sweetness is an
experience and as such it cannot belong to the word or
the meaning : but so is the sweetness of milk. Can anybody
say that one who talks of sweetness of milk is talking
absurdly ? Thus, the difference between the dramaturgists
and the poeticians in regard to the relation of the poetic
qualities is due to the difference in their points of view from
which they talk. Both are right in their own respective ways.

VAMANA’S CONCEPTION OF POETRY.

From the point of view of the chronology and from
that of the evolution of the conception of poetry, Vamana
comes next after Dandin. His conception of poetry presents
a very great advance on that of Bhamaha. Heis the first
in the history of Sanskrit poetics to talk of the soul of
poetry as distinct from the hody. His conception of the
body of poetry is identical with that of? Bhamaha. But
in presenting the Riti as the soul of poetry he? maintains
not only Vakrokti but Rasa also to be an essential element
of poetry.

Riti, according to him, is a peculiar style or mode of
linguistic presentation. The peculiarity of it consists in the
possession of the following qualities or distinctive features,

1. KS.S 2. K. 14
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technically called Gunas:—

(i) Ojas (i) Prasada (iii) Slesa (iv) Samata (v) Samadhi
(vi) Madhurya (vii) Seukumarya (viii) Udarata (ix) Artha-
vyakti and (x) Kanti?.

These qualities are common to both the word and
the meaning (Sabda and Artha). And, according to him,
the best poetry is that which possesses all of them It is
because of this that he enjoins that the? Vaidarbhi style
should be followed. For, it possesses® all the qualities. He
rejects the other two, namely, Gaudiya and Paiicali, because
they have only a few of the said qualities.

Of the said ten qualities, the two qualities as defined
by Vamana, require clear definitions here. The one places
his conception of poetry on a par with that of Bhamaha
and the other represents an advance of his idea on that of
the latter. The one is Madhurya and the other in Kanti.
Bhamaha's idea of Vakrokti, which, according to him, is
the most essential element of poetry, is included in Vamana's
conception of Sweetness of meaning (Madhurya), because
it consists in presenting the meaning or idea in such a
manner that it may have an interesting* peculiarity
(Vsicitrya) of its own. This is just what Bhamaha means
by Vakrokti. The word Vuicitrya is used by Kuntaka, a
distinguished follower of Bhamaha, as synonymous with
Vakratva., Viamana's conception of the quality, Kanti,
represents an advance, because the Kanti involves the
presentation of the asthetic configuration, Rasa, as gon-
ceived by Bharata, as an essential element of poetry.
Kanti® consists in having the various Rasas well delineated.

1. KS,70. 2 KS,2.
3. K.S, 21 4. K.S.,92
5 K.S. 9.
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VAMAN'S CONTRIBUTION.

Vamana's poetic theory presents an advance on those
of his predecessors in the same field in the following
respects :—

1. In his conception of poetry, he brings in the
poetic qualities also. According to him, poetry is not
a body of merely words and meanings with certain crooked-
ness, as according to Bhamaha  but of words well polished
( Sarhskrta ) with the embellishments and qualities?.

2. His study of regional poetry 1s wider and more
thorough. While Dandin was able to point out a clear
distinction between the poetic productions of only two
regions, Vidarbha and Gauda; he does so in the case of
three, including Paricala.?

3. For the first time in the history of literary criticism
of the poetic branch, he speaks of the soul of poetry
(Kavyasyatmd). And that soul, according to him, is the
style (Riti)3.

4. He settles the comparative importance of the quali-
ties and the embellishments in poetry. He has conceived
poetry not on the analogy of a beautifully decked lady, who
though beautiful, would not look to be so in the absence of
ornaments, as Bhamaha has done. For, according to the
latter, the poetic embellishments on the body of poetry have
the same importance as have the ornaments on that of a
beautiful lady. According to Vamana, poetry is like a
picture. And the comparative importance of the embellish-
ments and the qualities in it is the same as that of paints
and lines respectively in a picture.* Just as the beauty of a

K. S., 5. 2. K.S,15. 3. K.S., 14,
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picture depends upon the lites, of which the sketch is made,
and the paints simply enhance it, so the beauty of the
poetic production depends upon the poetic qualities, which
are the essentials, of the style, and the poetic embellishments
simply enhance it.! This view of the poetic embellishment
appears to be opposed to that of Dandin, who maintains
the poctic beauty to be due to embellishments.

(Kavyasobhakaran dharman alamkaran pracaksata).
K.D. 100

But according to Vamana there can be no poetic beauty
without poetic qualities.?

5. He has come more under the influence of the
Dramaturgic school of Bharata than even Dandin. For,
not only does he accept the ter poetic qualities of Bharata
but also maintains that among the Sandarbhas drama is
the best.?

6. In regard to the spiritual meaning (Dhvani), his
position, according to Abhinava’s own statement in the

Locana, is better than that of the Alankarikas. Heis
counted not amongst those who totally devy the existence of
the spiritual meaning, but amongst those who were conscious
of its existence, but maintained that the secondary power of
the language was sufficient to arouse its consciousness'#

UDBHATA'S POSITION.

The view of Udbhata, on what a poetic composi-
tion should be, marks the last stage in the conflict
of the poetic and the dramatic ideals. 'We have seen
that with the lapse of time the views of the dramaturgic
school, represented by Bharata, have slowly been
gaining ground among the poeticians and the opposi-

1. K S,689. 2 K.S,7. 3 K.S.,35
4, Dh, L. 10.



ZSTHETIC CURRENTS IN POETICS 409

tion to the dramatic ideal has been losing strength.
After Bhamaba, according to whom ths Vakrokti
was the only distinctive fesiure of the poetic pre.
ductions, Dandin asserted the importance of the poetic
qualities and Vamana represented the style to be the
soul of poetry, Udbhata’s conception of poetry, therefore,
coming historically after that f Vamana, represents another
and probably the last but one stage in the eyolution of the
conception of poetry. For, after him the two conceptions,
of poetry and of drama, have lost all the difference, except~
ing that the one is intended to be presented on the stage
and the other is simply to be recited.

Udbhata’s position may summarily be stated as
follows temme

1. He, for the first time in the history of poetics, talks
of Vrttis, (i) Parusi (i) Upanagarika and (iii) Komala.}

2. His position regarding Dhvani, saccording to
Abhinava, is the same as that of Vamans. That is, he
holds that the spiritual meaning (Dhvani) can be aroused
by the secondary power of language (Laksana).

3. His attitude towards Rasa, the mstbetic iconfigura-
tion, is very interesting. We know on the anthority of
Abhinavagupta that be commented on both, the Kavyalap-
kira of Bhamaha and the Natya Sastra of Bharata. He was,
therefore, in close touch with both the schools of literary
criticism, the poetic and the dramatic. Neither of his two
commentaries is available. We, therefore, cannot state,
on their basis, his views on Rasa. His independent work,
Kavyalankara Sahgraba, is, however, published. Therein

he seems to have well-nigh accepted the conception
of the Kaya, propounded by the dramaturgic school

1. K.A.S,, 5=6
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of Bharata.

His conception of the poetic embellishment, Rasavat, is
oot very different from that of Bhamaha. It consists in the
clear! delineation of the various Rasas in terms of (i) the
basic mental state (ii) the transient emotions (iii) the mimetic
changes, and (iv) the situation. But Rasa is not the
soul of poetry, according to him. It is only an embellish-
ment (Alankira).

But one interesting fact has to be noticed in this
¢onnection. At the time when Udbhata flourished, the
theory of Dhvani was not well established. In fact, as we
have already stated, he is represented to belong to one of
the schools, opposed to the theory of Dhvani. He, therefore,
naturally held that all the constituents of the =sthetic con-
figuration, not excluding even the basic mental state, admit
of linguistic expression (SvaSabdasthayi) through Laksani, a
view which has been so adversely criticised by the exponents
of the Dhvani.

Between Udbhata and Ananda Vardhana there is no
literary critic, who has made any important contribution
to the critical thought. 1In fact, these are the only writers
whose views have been taken into consideration by Ananda
Vardhana and Abhinava. From our point of view, there-
fore, it is unnecessary to deal with the rest here.

THE END

1. K.A.S, 49.
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72, 176.

Dima, 181, 182, 379,

Dipaka, -28, 329.

Dipta Rasa, 182.

Disentanglement, 267.

Doctrine of momentariness,
80.

Dosapaya, 191.

Drama, 337, 338, 341, 342,
343, 344, 245, 346, 347,
348, 350, 351, 352, 353,
354, 355, 356, 357, 358,
359, 361, 364, 366, 367,
368, 370, 371, 372, 373,
374, 376, 378, 379, 380,
384, 386, 387, 389, 408.

Dramatisation, 346.
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Dramatist, 336, 338, 340,
341, 342, 343, 344, 346,
347, 349, 350, 352, 356,
359, 370, 373, 377, 382,
385, 386, 387, 388.

Dramaturgist, 348, 369, 390,
392, 399, 404, 405.

Dramaturgy, 5, 177, 344,
391,

Drava, 388.

Dréya, 347.

Durgacarya, 293.

Dusyanta, 15, 16, 156, 164,

Dvaitadvaita, 35.

Dvesa, 191.

Dyotaka, 322.

Dyotakatva, 284.

Emotion, 352, 353, 354.

Emotive response, 162.

Emotive situation, 207,

Empathic reaction, 144, 148,
156, 162, 340.

Empirical level, 154, 184,
199, 200.

Empiricist, 82,

English, 350,

English Drama, 352, 353,

354, 368.
Erotic, 366, 381.
Error, 44, 45, 50, 51, 289.
Exposition, 368.
Fall, 356.
Feeling soul, 115, 116.
Figures of speech, 208, 209,
248.

Final emancipation,
185, 191, 194.
Free will, 85, 114, 280, 281,

282.
Gamya, 288.
Garbha, 379, 382, 383.
Garva, 172.
Gauda, 407.

181,

Gaudrya, 402, 406.

Gauna, 292.

Gautama, 43, 44, 191.

Genius, 23, 149, 211, 222,
342, 343, 344.

Gita, 192.

Grammarian, 231, 232.

Greek, 350.

Grief, 351, 352.

Growth, 356.

Guna, 98, 101, 121, 227,
391, 395, 397, 402, 403,
404, 405.

Guna vaitrspya, 188.

Gunibhatavyangya, 314, 315
317, 326.

Hamlet, 341, 353, 375.

Harsa, 194, 356, 357, 371.

Harsacarita Vartika, 335.

Harsa Vartika, 357.

Hasa, 173, 192.

Hasya, 36, 171, 176, 181,
182, 198.

Hedonistic, 2.

Hegel, 76, 88, 89, 90, 114,
115, 116, 117, 118, 301.

Hegelian, 114, 126.

Height, 356.

Hero, 340, 341, 346, 349,
350, 351, 358, 362, 366,
370, 373, 375, 377, 378,
384, 387.

Heroic, 366, 380.

Hetu, 310.

Hrdaya Darpana, 60, 70,273.

Icchamala, 109.

Icchopaya, 79.

Identification, 123, 126, 150,
151, 153, 154, 156, 157,
158, 159, 161, 162, 168,
197, 198, 204, 211, 212,
305, 306, 350, 352, 353,
354, 370, 390.
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Thamrga, 379.

Illusion, 145, 146.

Illusion-theory, 33, 58.

Imagination, 82, 125; 131,
161, 163, 352.

Imitation, 23, 24, 145, 286,
287, 289, 299, 316, 317.

Imitation-theory of art, 50,
53, 56.

Immediacy, 139.

Incongruity, 329, 330, 338,
340, 350.

Indefinite desire, 77.

Indeterminacy, 139.

Indian Aesthetician,
212.

Individual, 194.

Individual mind, 280.

207,

Indra, 5.

Inferable, 296, 297, 298,
300, 303.

Inference, 190, 283, 286,
287, 290, 297, 301, 303,
304, 305, 305, 307, 309,

311, 312, 314.
Inference theory of art, 53.
Innate ignorance, 77.
Inner expression, 133.
Inspired poetry, 212,
Internal sense, 188.
Introduction, 368, 372.
Introductory scene, 155,166,
I$vara, 140, 141, 154, 166.
Isvara Pratyabhijia, 278,
284.
I$vara Pratyabhijiia Karika,
29,60, 72, 92, 98, 140.
ISvara Pratyabhijia Vimar-
§ini, 72.
Itihasa, 185.
Itivrtta, 380.
Jagannatha, 74, 127, 128.
Jagrat, 112,

Janaka, 13.

Janaki, 175.

Jati, 24, 231.

Jatyangaka, 204.

Jimatavahana, 203.

Jiva, 123, 233.

Jnana, 67, 100, 102, 112,

Jnanakarakhyati, 45.

Jianopaya, /8.

Jugupsa, 185.

Julius Casar, 346, 369, 372,

Kaivalya, 114, 197, 198.

Kala, 78, 105, 110, 112, 120,
132.

Kala, 78, 105, 106, 112, 120,
132,

Kalakrama, 280.

Kala Sakti, 110.

Kalhana, 291.

Kali, 110.

Kalidasa, 45, 155, 163, 165,
332, 372.

Kama, 4, 173, 185, 204, 345.

Kamasatra, 36.

Kaficanamala, 364.

Kant, 110.

Kanti, 406.

Kanva, 15, 164.

Karana, 3.

Karma, 106.

Karmamala, 77.

Karma Samskara, 77, 172.

Karpanya, 171.

Karuna, 36, 171, 182.

Karya, 369, 377, 378.

Karyavastha, 379, 380.

Kashmir Saiva, 8, 275, 278.

Kashmir Saivaism, 280.

Katharsis, 131, 138, 163.

Kathartic level, 126, 138,
140, 141, 165, 168, 169,
170, 197, 205.

Katyayana, 330.
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Kau$ambi, 357, 358.
Kavivyapara, 398; 399,
Kavya, 228, 323, 324, 325,

326, 332, 333, 398, 400
401, 409.

Kavyadar§a. 26.

Kavyahetu, 298.

Kavyakautuka, 298.

Kavyalaksma, 392.

Kavyalatnkara, 389,
403, 409,

Kavyalankara Sangraha, 409.

Kavyarasa, 392.

Kavya viSess, 323, 326.

Keith, 349.

Komala, 409

Kofala, 358, 359, 367.

Kramabheda, 330 331.

Kramadyotita, 262.

Kramastotra, 176.

Kraufica, 210, 211, 212, 213,

Kriya, 102, 112, 280, 281.

Kriya sakti, 280.

Kriyopaya, 78.

Kréasva, 2.

Kuntaka, 273, 327, 328, 330,
334, 400, 406,

Laksana, 396, 397, 398, 399.

Laksana, 216, 221, 230, 234,
235, 236, 237, 238, 239
240, 241, 303, 409, 410.

Laksana laksapa, 239, 240.

Laksanagakti, 219.

Laksand.vadin, 234.

Laksanikartha, 215, 234.

Laksmanagupta, 72.

Laulya, 171, 174,176,

Level of identification, 158.

Liberation, 192, 198, 203.

Linga, 306, 310, 311.

Linguistic expression, 208.

Linguistics, 208.
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Literary criticism, 210.

Literary convention, 226.

Locanra, 180, 215, 274, 298,
320, 323, 404, 408.

- Logic, 114, 115.

Leogical realism, 79.

Lokottara, 166.

Lollata, 26, 29, 30, 31, 32,
33, 34.

Madanika, 364.

Madhurya, 394, 403,
403, 406.

Madhyamika, 46.

Maha Bhasya, 291.

Mahakavya, 392, 400, 401,
402.

Mahamays, 81.

Mahan, 78.

Mahanata, 343.

Mahasatta, 81.

Mahe§vara, 2, 3, 72, 98, 99,
120, 101.

Mahima Bhatta, 74, 214,
215, 217, 274, 275, 276,
277, 278, 283, 284, 285,
288, 289, 290, 291, 293,
296, 298, 300, 301, 302,
303, 306, 309, 310, 312,
313, 315, 317, 318, 319,
320, 322, 323, 324, 327,
328, 329, 330, 331, 332,
333, 334, 335.

Malafodhana, 140.

Malayavati, 194.

Mallinatha, 296.

Mammata, 30, 35, 395, 408.

Manss, 41, 42, 44, 45, 101,

Manoratha, 217.

Maya, 76, 77, 78, 79, 80, 81,
94, 100, 102, 104, 105,
106, 112, 120.

Mayiyamala, 78.

Meghadata, 45.

403,
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Mimamsa, 283.

Mimathsaka, 181, 244, 246,
283.

Mimetic changes, 207.

Mind, 114, 115.

Minor plot, 37¢, 377, 378,
279, 380.

Mithya jiaua, 289.

Mithya jaianapays, 191.

Moksa, 4, 68, 109, 114, 173,
191, 345.

Monistic idealism, 79.

Monistic Saivaism, 91, 92,
275.

Mouistic Vedanta, 216.

Moral purpose, 184.

Mrcchakatika, 51.

Mudita, 195.

Muharta, 348.

Mukha, 379, 380, 381, 382.

Mukhya, 292.

Muktaka, 391.

Muifija, 176.

Mystic experience, 81, 82, 84,
90 152, 169.

Nagananda, 194, 202, 203,
201,

Nageéa Bhatta, 81, 275.

Naiyayika, 59, 101, 128, 218,
231, 242, 275,

Nandi, 11, 372.

Nataka, 198, 204, 355, 380,
401.

Nataka mimarhsa, 335.

Natarija, 3.

Natural soul, 115, i17, 118.

Nature, 114, 115.

Natya, 178, 343.

Natyarasa, 392.

Naityaéastra, 2, 3, 7, 8, 11,
20, 26, 28. 52, 53, 56,60,
141, 177, 178, 287, 343,
344, 357, 391, 403, 409.

Nityaveda, 3, 4. §, 6.
Nihilistic Buddhism, 76.
Nirasa, 371.

| Nirukta, 293.

Nitvahana, 385.

Nirveda, 171, 172, 1835, 186,
189, 190, 191, 200, 201,
202.

Nirvicara. 189.

Nirvitarka, 188.

Nirvrti, 97.

Niyama, 201.

Niyatapti, 356, 383, 384.

Niyati, 78, 105, 109, 112,
120, 132.

Not—being, 119.

Nyaya, 40, 41, 42, 44, 43,
46. 47, 49, 52, 70, 79,
97,191, 218, 275, 284,
285.

Ojas, 394, 403, 406.

Olwvér, 369, 376.

Organic attitude, 159.

Orlando, 376.

Padakanda, 291, 292.

Padasphota, 231.

Panaka Rasa, 131, 193.

Paficala, 407.

Paficali, 406.

Panini, 2, 282, 291,292, 322,
330, 343, 356.

Para, 80, 81i.

Paramabhoga, 97, 104.

Paramananda, 97, 130.

Para Vak, 84. 275.

Parusg, 409.

Parvati, 85, 265.

Pagyanti, 81, 275,

Pataks, 369, 375, 376, 377,
380.

Patadjali, 170, 190, 195,
201, 204, 291, 293, 330,
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Paunaruktya, 330, 331.

Pedagogic, 8.

Phalagama, 356.

Phebe, 369.

Phenomenology of Mind, 115.

Philosophy of grammar, 80,
137, 290, 291.

Philosophy of Nature 115.

Pity, 351, 352.

Plot, 346, 349.

Plotinus, 77, 88.

Poet, 340, 352, 400.

Poetic experience, 214.

Poetic expression, 208.

Poetician, 327, 389, 390, 392,
399, 404, 405.

Poetic inspiration, 210.

Poetic language, 215.

Poetic production, 210.

Poetics, 208, 209, 214, 216,
389, 391, 405, 409.

Poetic vision, 207, 208, 209,
397, 398, 399, 404.

Poetry, 389, 392, 393, 395,
397, 398, 399, 400, 401,
402, 405, 406, 407, 409,
410.

Power of visualisation, 151,
152, 161, 163, 214, 222,
241, 247.

Prabhikara,
242, 243.

Pradhana, 189,

Prahelika, 325.

Prajapati, 2.

Prakarana, 379.

Prakari, 369, 376, 377, 380.

Prakasa, 82, 84, 90, 94, 95,
97, 102, 103, 114, 120.

Prakramabheda, 330.

Prakrti, 109, 189.

Prakrtilaya, 139, 190,

46, 218, 230,

Pralaya, 120, 121.
Pramana, 41, 42, 131, 132,
284.
Pramata, 40, 131, 132.
Pramatr vifranti, 97.
Prameya, 41, 42, 131, 133.
Pramiti, 41, 131, 132.
Prapa, 100, 119, 123.
Prapa pramata, 123, 124.
Praptyada, 356, 362.
Prasada, 394, 403 406.
Praganta vahita, 198.
Prastavana, 372.
Pratibha, 151, 163, 214, 241,
Pratimukha, 178, 379, 381,
382.
Pratiyamana, 288.
Pratyaksa, 42, 282.
Pratyavamarsa, 81.
Pravesaka, 347.
Pravrtti nimitta, 294.
Preyas, 172, 402.
Primary, 292, 296, 297, 301,
316, 317, 322, 325.
Primary meaning, 243, 245.
Primary power, 240
Priti, 389.
Problem
292.
Process of identification, 156.
Process of Universalisation,
160.
Punyaraja, 291.
Purification, 140, 141.
Purposive attitude, 151.
Purusa, 66, 67, 68, 76, 79,
106, 107, 108, 132, 187,
189, 196.
Purusatattva, 76.
Parvavat, 43, 44, 47.
Raga, 78, 105, 108,
112, 120, 132, 191.
Raga Tattva, 108, 109.

of meaning, 208,

109,
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Rajamitra, 391.

Rajanaka Sura Varman, 291.

Rajas, 5, 61, 62, 63, 64, 100,
101, 102, 103, 104, 107,
112, 187, 188, 189, 190,
196.

Rajatarangini, 291.

Rama, 57, 60, 147, 148, 175,
204, 256, 259, 260, 261,
369, 375.

Rama Sarma, 391.

Rimayana, 210, 377.

Rasa, 6, 8, 10, 11, 12,17,
18, 20, 21, 22, 23, 24,
25, 26, 30, 31, 32, 34, 35,
36, 37, 38, 39, 47, 48, 53,
57, 58, 62, 97, 127,
130, 131, 139, 170, 171,
172, 173, 174,175, 176,
177, 181, 182,183, 184,
185, 193, 195, 197, 198,
203, 20s, 252, 274, 287,
290, 297, 299, 300, 310,
322, 323, 324, 325, 326,
327, 332, 333, 378, 389,
391, 392, 399 401, 402,
405, 406, 409, 410.

R asabhasa, 254.

Rasabhasadhvani, 256.

Rasadhvani, 225, 230, 253,
254, 256 262, 310.

Rasagangadhara, 127.

Rasajah drstayah, 26.

Rasan3, 97.

Rasasitra, 274.

Rasasvadas, 21, 24, 214, 390,

Rasa Tarasgini, 171.

Rasavat, 230, 252, 253, 402,
410.

Rasavat Alankira, 225.

Rasikatva, 149,

I Rati, 59, 127, 171, 173, 174,

175, 176, 185, 192, 199,
201, 202, 204, 206, 316.
Rationalism, 79.
Rational mysticism, 140.
Ratnavali, 356, 357, 358,
359, 360, 362, 366, 367,
368, 369, 370, 374, 375,
380, 381, 382, 384, 385.
Raudra, 37, 127, 173, 193.
Ravanpa, 60, 256, 259, 291,
366, 375.
Realistic dualism, 79.
Realistic Idealism, 70, 275.
Reality 75 76, 77.
Reflection, 147, 286, 287.
Rgveda, 3.

Riti, 228, 230,
405, 407.
Romantha, 152.

Rosalind, 376.
Ruci, 134.
Rumanvan, 358, 367. .
Ruyynka, 273, 277, 278,
279, 312, 330, 331, 334,
400.
Sabda, 42, 282, 283.
Sabdanaucitya, 330
Sabdartha guna, 224, 228,
230, 233.
Sabdarthalankara, 224, 228,
230, 233.
Sabdagaktimalanurananav-
yangya, 333,
SabdaSaktyudbhava,
263, 318.
Sabdasphota, 322, 323.
SadaSiva, 76, 81,
Sadava! Rasa, 22.
Sadharanibhiva, 143, 157,
178.

391, 402,

262,

1. Sandava is a misprint.
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Sigarika, 358, 360, 361,

. 362, 363, 364, 363, 366,
367, 368, 381, 382, 383,
385.

Sahitya mimarhsa, 335.

Sahrdaya Darpana, 290.

Sahrdayatva, 144, 150, 151,

. 168, 290

Saiva, 60, 74, 75, 83, 84,
88, 90, 97, 98, 99, 100,
10k, 104, 103, 106, 107,
108, 119, 128, 140, 181,
231, 281, 282, 284, 285,
293, 296.

Saivigama 81.

Saivaism, 81, 281, 285.

Saiva Philosophy, 70, 71, 72,
73, 280, 405.

Sakhavardbana, 391.

Sakti, 91, 97, 104, 112.

Sakuntala, 15, 16.

Sama, 172, 179, 183, 184,
193, 194, 199, 200, 201,
202, 203, 204.

samadhi, 121, 188. 189, 197,
198, 200, 201, 406.

Samanyatodrsta, 43,

Samasokti, 248, 250, 314,
325.

Samata, 406.

Samavakirs, 379.

Samavaya, 68.

Samaveda, 3.

Samprajiata Semadhi, 188,
189.

SamS$aya, 383.

Sathyoga, 68.

Sananda, 188; 189

Sandhi, 377, 379, 380, 381, |
382; 385; 388. i

Sandbyanga, 359, 384, 385, !
387, 388.

sSangraha Karika, 179. l

Saykara, 216.

Sapkara Varman, 60.

Sankhya, 39, 68, 70, 7t, 76,
79, 106, 107, 108, 109,
132.

Santa, 83,153,176, 177, 178,
179, 180, 181, 182, 183,
184, 183, 186, 189, 190,
191, 192, 193, 194, 195,
197, 198, 199,.200, 201,
202, 203, 204, 205, 2.6,

Santa Rass, 298, 339.

Santi, 83.

Sarasvati Kanthabharana,
172, 400.

Sasmita, 188, 189.

Satkaryevada, 308.

Satta, 102, 103.

 Sattamatra, 189.

Sattva, 61, 62, 63, 4, 65,
66, 68, 100, 101, 102,
103, 104,107, 112, 121,
187, 188, 189, 190, 196,
197, 198, 285.

Sattvika. 9, 18

Sattvikabhava, 16, 17.

Satvati, 182,

Saukumarya, 406.

Savedya, 123.

Savedya susupta, 123, 124.

Savicara, 188, 189.

Savitarka, 188.

Secondary, 231, 232, 238,
292, 297, 301, 303, 305,
306, 322, 334.

Secondary convention, 236,
237.

Secondary meaning, 208,
214, 215, 225, 226, 235,
236, 237, 238, 239, 240,
243, 245, 246.

i Secondary power, 230, 236,

239, 240, 241.
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Seed, 370, 373, 380, 38},
382.

Self, 90, 95, 105, 127, 128,
129, 130, 139, 187, 189,
190, 192, 196, 197, 198,
199: 200, 201, 205, 206,
233, 234.

Self-contempt, 192.

Self-consciousness, 90, 94.

Self-disrespect, 192.

Self-dissatisfaction, !92..

Self-realisation, 187, 188,
189, 190, 191, 1Y%, 198,
203, 206.

Sesavat, 43, 44, 47.

Shakespeare, 338, 341, 346,
353, 368, 376..

Shakespearian, 355,372,373,
376.

Silali, 2.

Silvius, 369 ;

Simile, 209, 253

Siva, 85. 90, 104, 264.

Siva drsti, 80, 291.

Slesa,, 403, 406.

Smrti, 185, 203.}

S€neha, 175,

Soka. 204.

Semananda, 80, 275,291,

Soul, 115, 116, 117.

Space, 115.

Spanda, 91, 92, 112.

Spanda Karika, 28, 92.

Spanda Sandoha, 92.

Spectator, 181,184, 185, 336,
340, 348, 352, 369, 385,
386, 387.

Sphota, 231, 232; 323, 324.

Sphotavada, 291.

Sphotavadin, 324.

Sphurattd, 81, 102, 139.

Spinozs, 89.

Spirit, 134, 1¥5. ~

Spiritual: meaning, 151, 207,

o213, 214, 215,

Sraddha, 171.

Srisankuka, 26, 27, 32, 34,
35, 36, 38, 39, 42, 48, 20,
51, 52, 53, 54, 36,.57, 58,
70, 71, 131, 274, 285,
288, 289, 290.

Singara, 36, 37, 127, 129,
153, 171, 172, 173, 178,
181, 182, 183, 185, 192,
198, 204, 205.

Srigara Prakasa, 172.

Sruti, 203

Stage, 348, 355, 356, 359,
361, 362, 365, 366, 368,
376, 378, 385.

Stage-manager, 337.

Sthayi bhava, 12, 19, 24,
26, 31, 36, 47, 126,
144, 173, 182, 183, 256,
286, 350, 378.

Sthayin, 23,48, 54,57, 58,59,
91, 127, 128, 131, 139,
167, 170, 172, 185, 186,
191, 192, 193, 194, 198,
199, 200, 201, 203, 204,
286, 287, 288, 390.

Subjective Condition,
345, 346.

Subjective idealism; 79;

Subjectivism, 280.

Sub plot, 369, 375, 376, 378,
379, 380.

Subtle elemént, 188.

Sicya, 347.

Sadra, 3, 6.

Sudraks, 51.

Suggested, 301,, 308; 309,

341,

1. Smriti is a misprint.
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310, 311, 312, 314,
315, 316, 318, 319, 320,
321, 323, 324, 325, 326,
329, 333,

Suggested meaning, 163, 207,
208, 209, 210, 213, 223,
225, 226, 227, 230, 231,
232, 233, 234, 235, 237,
241, 243, 246, 252, 254,
255, 257, 258, 261, 262,
286.

Suggestible, 297, 300, 301,
302, 309, 322, 328.

Suggestible, image, 235.

Suggestible, meaning, 232,
237, 238. 240, 243, 247,
273, 274.

Suggestive, 300, 308, 312,
320, 322, 323, 325, 329.

Suggestive meaning, 232,

Suggestive poetry, 257, 312.

Suggestive power, 207, 208,
237, 239, 240, 241, 247,
248, 254, 255, 256, 263,
284.

Suggestive word, 232, 237,
243.

Sanys 118, 119, 121.

Sanya pramata, 76, 114, 118,
119, 120, 121, 123.

Surya Narayana Shukla, 81.

Susangata 362, 363, 364, 381.

Susupti, 112, 113.

Satradhara, 372.

Svabhava, 201.

Svabhavabhinaya, 201.

Svabhavokti, 100.

Svapns, 112.

Svarapakhyati, 100.

Svatantra, 281, 282, 310.

Svatantrya, 93, 114, 278,
279, 281.

Svatantryasakti, 81, 85.

Svatantryavada, 85.

Svavamainana, 192.

Sympathy, 351, 352.

Tadatmya, 158.

TaittirTya Upanisad, 139,

Tamas, 61, 62, 63, 64,65, 66,
100, 101, 102, 103, 104,
107,112, 121, 187, 188,
189, 190, 196.

Tamasa, 210.

Tanmaitra, 188.

Tantra, 73.

Tauntraloka, 140.

Tapasa Vatsaraja, 374.

Taste, 149, 150, 163, 342.

Tatparya, 164, 303.

TatparyaSakti, 217,218, 242,
307.

Tatparyasaktivadin, 307.

Tattvabhinive$ini mati, 172.

Tattvadhva, 140.

Tattva-jiana, 173, 186, 190,
191, 199, 200, 201, 204.

Theory of inference, 38, 39.

Theory of meaning, 232.

Touchstone, 369.

Tragedy, 356, 366.

Tragic, 355.

Transient emotion, 183, 199,
207, 252, 254, 256.

Tretayuga, 5.

Trika, 70, 72,

Trikata, 291.

Trilinga, 291.

Turiya, 112, 113, 121, 122.

Turiyatita, 112, 122.

Twelfth Night, 148.

Ubhayasaktyudbhava,

Udarata, 406.

262,

“ Udatta, 172.

Udayana, 357, 358, 359,
360, 361, 367, 380.
Udbhata, 214, 215, 216, 228,
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298, 329, 389, 408, 409,
410.
Uddhata, 172.
Uddipana, 15, 16.
Ultimate, 80, 85, 86, 87, 88
133, 183, 184, 1835, 192,
198, 203, 280.
Ultimate Reality, 79, 83, 84,
Ultimate Unity, 78.
Unasthetic, 398.
Unity of action, 350.
Unity of time, 348, 349,.
Universal, 2006.
Universal Consciousness,
132, 231, 285.
Universalisation, 142 143,
157, 178,212.
Unworldly, 149.
Upadhirapa, 310.
Upadhbivadin, 277, 296.
Upama, 225, 328, 329.
Upamana, 42, 282, 284.
Upanagarika, 409.
Upangabhinaya, 201.
Upapadana, 297.
Upasambrti, 379.
Utpala (Acarya) 60, 70, 72,
92, 94, 98, 140, 278, 284,
Utsabha, 173, 192, 202, 206.
Vacika, 9, 18.
Vacikabhinaya, 6.
Viacyartha, 215.
Vacyavacana, 330, 331, 332.
Vaicitrya, 329, 406.
Vaidarbha, 402.
Vaidarbhi, 402, 406.
Vairagya, 109, 186, 187, 188,
189, 190, (Para) 190, 191.
Vaisesika, 10, 42, 68, 79, 92,
283.
Vaivasvata, 5.
Vaiyakarana, 133, 231, 275,
293, 294.
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Vakratva, 390, 406.

Vakrokti, 332, 393, 395, 399,
400, 401, 405, 406, 409.

Vakroktijivita, 327.

vakyakanda, 291, 292.

Vikyapadiyam, 80, 81, 290,
291, 323.

Valmiki, 210, 211, 212, 213,
214.

Vamana, 214, 216, 395, 400,
403, <405, 406, 407, 408,
409.

Vasana, 96, 165.

Vasavadatta, 357, 360, 363,
374, 383, 385.

Vastu, 297, 324, 325, 333,

Vastudhvani, 254, 255, 310.

Vasubhati, 357, 358, 367,
368,

Vasurata, 291.

Vatsala, 172.

Vatsalya, 171, 174, 175.

Vatsyayana, 43, 44.

Veda, 3, 4,5, O.

Vedanta, 40, 60, 71, 72, 74,
75, 79, 91, 104.

Vedanta Satra, 35, 216.

Vedantic, 191.

Vedantin, 76, 79, 80, 104.

Veni Sarmbhara, 376.

Vibhava, 12, 14, 15, 17, 26,
31, 36, 47, 49, 142, 143,
144, 170, 172, 179, 180,
184, 186, 192, 193, 201,
211, 252, 255, 286, 288,
324, 390.

V:darbha, 407.

Videha, 189.

Vidheyavimarsa, 330,

Vidya, 78, 105, 106, 107,
108, 112, 120, 132.

Vidyadhara, 194.

. VijAanakala, 120.
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Vijiiana-kevala, 114.

Vikramorvadiya, 331.

Vimars§a, 81, 82, 83, 84, 93,
94, 95, 97, 102, 112, 114,
120, 129, 139, 279, 379.

Viwar§ini, 98.

Vipralambha Srngira, 186.

Vira, 37, 127, 129, 173, 193,
198, 203, 204, 205.

Virodhabhasa, 263.

Vigistadvaita, 35.

Viskambhaka, 347, 369.

Vi§varnatha, 35.

Vivaksitinyaparavacya, 257,
259, 261, 333.

Vivek khyati, 46. -

Vivrti, 60, 92, 98.

Vivrti Vimarsini, 98.

Voluntarism, 85, 89,

Voluntarist, 92, 93.

Vrtti, 228, 230, 397.

Vyabhicaribhava, 12, 14, 19,
26, 35, 142, 143, 144,
179, 256, 286.

Vyabhicarin, 171, 185, 186,
192, 199, 200, 201, 202,
204, 287.

Vyadi, 291.

Vyakarapigamae, 291.

Vyakarana Smrti, 291.

Vyakti, 306, 309.

Vyakti Viveka, 218, 274,
275, 278, 301, 334.

Vyangya, 292.

Vyafijakatva, 284, 297, 321,
322.

Vyaifijand, 235.

Vyatireka turiyatita,
130.

Vyayoga, 379.

Vyutpatti, 134.

Vyutpatti Nimitta, 294,

Wwill, 86, 89, 93, 94.

Yajurveda, 3.

Yaska, 293.

Yatna, 356.

Yaugandharayana, 357, 358,
359, 368, 374.

Yoga, 68, 197.

Yogacara, 45.

Yoga system, 187.

Yogin, 188, 189, 190, 197,
198, 200.
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