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FOREWORD

Thad the plensure of examining Dr. K. C. Pandey's
Thesis on Comparative Zsthetics for the D, Litt, degree
of the Luckoow University and I recommended the award
of the degree. His work deals with a relatively unexplored
section of Indian thought and his handling of the original
sources and sympathetic  interpretation of Asthetic
doctrines are remarkable. Nostudent of Indian Esthetics
can afford to neglect this importent work, When the
projected second and third volumes appear, Dr. Pandey
would have done work of an enduring character.

23-12-1950. S. RADHAKRISHNAN.
Caleutta,
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INTRODUCTION TO THE SECOND EDITION

I feel greatly encouraged by the demand for the Second
Edition of this Volume on Comparative /Esthetics, long
before the Second Volume on the subject could appear.
I am, therefore, extremely grateful to the readers in general,
who took sucha keen interestinit; to the professors, who
made use of it in teaching the post-graduate courses; to the
reviewers, whose valuasble appreciations and  helpful
suggestions drew the attention of scholurs to it and to the
Universities, whick recommended it for Post-graduate study
not only in Ssnskrit but also in Philosophy.

I bave utilised the opportunity, offered by the Second
Editian, in giving a more complete picture of Indian Hsthe-
tics than the one presented in the First Edition by adding
Chapters on the history and philosophy of music and
architecture, the two arts, which alone, besides poetiy, are
recognised to be independent or fine tn Indian traditionm,
and, therefore, fall within the purview of a work on Indian
wsthetics, I have also attempted to tackle some important
problems such as the following s—

(i) Poetry is the highest form of art: drama is the
highest form of poetry: tragedy is the highest form of
drama, Why did not the tragic form of drama develop
in Sanskrit ?

(i) Why is there more dialogue than action in Sanskrit
drama ?

(iify Did the ancient stage employ curtains, presenting
scenes of action such as mountains, palaces and temples,
and srtistic imitations of jnanimate sod animate objects
such as chariots and horses ?
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(iv) What is the difference between the two experiences,
Karuna and tregic ?

The primary aim of the two Volumes, which are before
the readers, is A fajthful presentation of Indian end
‘Western theories of asthetics in their proper philasophical
setting, ‘Sensitive discussion of YWestern thovght from
Indian point of view'; ‘critical interpretation and appre-
ciation of the @msthetic thought of the twa cultures's
‘explavation of the points of egreement and difference
between them' and similar other approaches, suggested by
learned critics such as Prof. Alexander Sesonske, Prof,
G. E. Myers and Prof, Herald Mc Arthy, will engage my
attention o the Third Volume,

I am extremely grateful to Sbri Jaykiishno Das Gupta,
Secretary, Chowhhamba Sanskrit Scries, for his heen personal
interest, to Shri Anand Shankar, director, Tara Printing
Worshks, for bis careful gnidance of the pressmen, to
Mr. Adityn Prakash Mishra and to Mrs, Lila Paudey for the
valuable assistance in research to complete tbis work,

Fyzabad Road
Lucknow
14-1-1959

K. C. PANDEY.



INTRODUCTION TO THE FIRST EDITION

The following pages fulfil the promise, made to the
render 1 the Introduction to my Abhinavagupta: An
Historical and Philosophical Study. Here the word ‘Esthe-
tics' stands for ‘Science 2nd Plulosophy of Fine Art',
For, the texts, on the basis of which ‘Indian Asthetics'
is presented in the {following peges, bave 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 sthetics, represented
by Bbarate and Abhinavagupta, regards ell other arts,
whether fine or mechanical, as auxiliaries to the drematic
art, yet the authorities on twe arts, () Music and (ii)
Architecture, assert the mdependence of these two fine
arts in giving rise to @sthetic experience. Thus, in Indi,
there are three schools of the Philosophy of Fine Art:
(i) Rasa-Brahma-Vada, (1) Nada-Brahma-Viada and (iii)
Vastu-Brabma.Vada. The latter two will he dealt with in
o subsequent volume on the subject.

In this volume also, as in the case of the previous,
Sanskrit tests have been studied from the historical and
the philosophical points of view. It is primanly concerned
with the presentation of Abhinavagupta’s Theory of
Zsthetics agaiost the background of the History of
Zisthetic Thought in India and in proper setting of the
system of the monistic Saiva Philosophy of Kashmir, as
propounded by him in lis two famous and voluminous
warks, (i) Iévars Pratysbhijia  Vimargini and (i) Tévara
Pratyabhijia Viveti Vimardioi or Brhati Vimardiot,

The latter work is o cummentery by Abbinavagaptn
on Ulpalicirya’s own commentary on his own ISvara

2



€ x)

Pratyabhijas Karika, It was available only in MSS.- at
the time when the present wotk was undertaken, though
1ts publication has recently been completed by the Research
Department of Kashmir, But the original commentary of
Utpalacarys seems {o be irrecoverably lost. For, not
only my search for this valusble 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
jts disposal. The published text tallies with MS. No. 464
of 1875.76 in the Bhandarkar Oriental Research Institute,
Poons, o much so that the same portions are missing
in both.

In the absence of the original, it is exceptionally
difficolt to follow the commentary closely. But Abbinava.
gupta’s method of commenting is such ns gives to his work
some sort of independent value. At the beginning of his
commentary on each Kanka he gives his own interpre-
tation’ s0 a5 to bring out cleatly its full meaning, On many
importart philosophical points, referred to by Utpalacarya

- in the courss of his lost commentary, he enters into fairly
lengthy discossions, Some of these are very important for
a proper understanding of bis theory of wmsthetics. In the
present work they have been utilised for the first time,

The Abbinava Bharati has oot yet beea fully published.
Only the first two volumes, which cover first 18 Chapters,
bave been brought out by our learned friend, :
l{rxshxm Kavi, It is the most important and the
biggest work on Indian ZEsthetics. And without o careful
ftudy and thorough understanding of its contents, it
is rot posmble to write on ladian Esthetics so es to
chow the importance of Abhinavagupta's Theory of
Esthetics in a comparative light, In this work the whole

Rama
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-
of the Abhinava Bharati has been used for the ﬁ?;tﬁm:
to solve different problems connected with ZEsthetics, such
as those of the wunities of time, place and action in Sanskrit
Drama: and why is there no tragedy in Sanskrit in the
strict Shakespearian senze of it.

The scholars, who have so far written on Abhinava-
gupta’s Theory of Esthetics, have either pletely ignored
the philosophical aspect of the problem, as Dr, Sankaran
bas done in his Some Aspeets of Literary Criticism, or have
nttempted to present it in terms of tbe Vedanta Phlosophy,
as has been dome by P. Panchepagesa Shastri in his
Philosophy of ZEsthetic Plasure. Such an attempt is as
good as interpreting the Esthetic 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 Asthetic Theory in
terms of the Vedanta,

In spite of this it would be wrong to mimmise the
impertance of the substantial contributions, which these
learned scholars have made to the revival of Indian
ZEstbetics. And it is but natural to a student of the
subject, to feel extremely thankful to them,

In precenting the views of Indian Asthetic thinkers,
fidelity to the original Sanskrit texts has been my guiding
principle. In order, therefore, to convince the reader
of this fact, 1 have not only accasiomally 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.

For the information of the reader I may add here
the following few important notes:—
1. The Romsan figures, coming after abbreviations,
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unless otherwise indicated, stand for the number of
volume. The number, coming immediately after the
Roman figures, us in some cases, or immediately ofter
an abbreviation, as in others, indicates the number
of page.

2.' In the appendiz, I have given, in some cases, &
few more fextual authorities than those, indicated by
foot-notes, and bave not hesitated to repeat the same
authority, when necessary.

3. The arrangement of the subject-matter of the
Natya Sastre  under chapters, differs with different
recensions. Even between two published editions of the
Natya Sastra, ove in the Chowkbamba Sanshrit Series and

the other in the Gaekwad’s Oriental Seties, there Is such
difference.

The references in chapter VI *The Technique of
Sunsknt Drama’ to the MS, of the Abhinava Bharati are
mostly frem two chapters (I} Dagaripa-vidhdna and (II)
Sendhyaigs-vikalpa, As the varfous recensions of the
Nagya &ustra and the Abbinava Bharati 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

Bhirati if he looks for the title of the chapter rather
than its number.

4. Foot-notes ore of two Linds, (i) those the texts of
which are given in the appendix and (i) the texts of which
are not given. The Iatter are marked with #X*

. Here 1 feel in duty bound to acknowledge my
indebtedness to the authorities of the Bhandatkar Oriental
Research lnstitute, Poona : and the Adyar Sonskrit hibrary,
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Madras, for lending their Mss. and allowing them to be
copied.

I am decply indebted to Prof. S. N. Dasgupta, ex-
Principal, Sanskrit College, Calcutts, 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 ‘Kathatsis’ : to Prof. K.A.S. Tyer, 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
typescript or in proofs, and suggesting some formal
modjfications,

Now, the smiling image of late Dr. N. N, Sengupta
stands beforc my mind's eye. I humbly baw. He was
the Guide,
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CHAPTER 1.
HISTORY OF INDIAN ASTHETICS.
PRELIMINARY.

‘The word *zsthetics” in the context of Indian Bsthetics
means *'science and philosophy of fine art”. And fise art is
the art, which presents the Absolute in sensuous garb, and
esthetical relation, as distinct from the utilitarian, with & work
of which gives rise or leads to the experience of the Absolute,
Hegel recognises architecture, music, poetry, sculpture and paint.
ing to be fine arts. Bat Indian authorities admit the first three
only to be fine arts. For, they alone have independent bemg,
To painting and sculpture they give a subordinate position to
architecture. Thus Indian Asthetics is primarily concerned
with three arts, poetry, music and architecture, /Esthetics,
therefore, ns philosophy of fine art, bas to deal with the
philosophic views of these arts, known as Rasa-Brahms Vada,
Nada-Brahma Vada end Vastu-Brahma Vada. And similarly
wsthetics as science of fine art has to concern itself with the
technique of each of them, We shall deal with them in the
order, stated above,

Poetry is the highest of all arts. And drama is the
highest of all forms of poetry. The problem of msthetics as
philosophy of fine att ia Indis, therefore, has been studied,
not with reference to music, or plastic or pictorial represen-
tation, but mainly in the context of the dcamatic presentation.
In the main, music and scenic tepreseatations have been
regarded as suxiliaries to the drama, The reason is ohvious.
The varied situstions of life, which Art mukes its provmce
to depict, lend th lves to o, more 3
indrama than in any other class of art.  For, dmmn sppeals
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to the eye and the ear, the senses, which are regarded as
pre-eminently ‘zsthetic’,  Drama marshals ell other arts,
including that of poetry, to its aid.

The problem hes been approached from three different
poiats of view, namely, of the dramatist, of the actor and of
the spectator. The study from the first two points of view
has naturally been confined to the ways and means of presen-
tation of drama and the third has been concerned with the
analysis of the psychol 1 process 1n the enjoy
of the Drama as & whole and with the interpretation of its
essential nature,

THE SCOPE.

The view, presented just above, is based on a study
of the available material on sthetics in works on drama-
turgy. There are, no doubt, references in the texts, which
do not deal directly with art, to other works on =sthetics
than those to which we can have access. For instance, two
works on dramaturgy io Satea form, one by Silali* and the
other by Krésiva, are referred to in Panini Satras 4,3,110-
111.  Since therr contents are not known to us we shall begin
our historical account of the asthetics of drama with Bharata
{circa 500 A, D.), whose work is the eatliest available
complete work on the subject. And we shall end it with
Abbinavsgupta (950-1020), whose solution of the problem
bas been nccepted by all the subsequent writers of reputein
the field of poctics and dramaturgy. The text on architecture,
in which reference to the philosophy of architecture (Vastu.
Brabma-Vada) is found is the Samarangana Satradhare of
King Bbojz of Dhara (1018-60). And the work on music,
which talks of the philosophy of music (Nada-Brah, Vada)
is the Sahgita Ratnakara of King Saraga Deva, who ruled
in Devagiri, modern Daulatabad, from 1210 to 1247 A.D,

1. 8 K253,
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Thus, the history of Indian Esthetics extends ove?rlbe(xod
of more than seven hundred years. f’/ N

No doubt, it is possible to maintain that the history of
Indian ZEsthetics is coextensive with the history of literature
on the fine arts, But we confine ourselves to this period,
because, according to our present state of knowledge, the
philosophy of fine art has been discussed during this period
only,

During the first three hundred and ffty years of this
period, that is, from the time of Bharata (500 A, D.) to that
of Bhatta Lollata (Circa 850) the problem of zstbetics was
mainly one of technique. In fact, the sole aim of Bharata's
Natya Sastra is to mstruct? the dramatist, the stage manager
and the actors 1o regard to the ways and means of producing
the drama, to tell them the necessary constituents of the
droma and the manner and material of their presentation.
The point is made very clear by the frequent use of such
words as ““Tamabhinayet” *Yojyam" etc. But there are
also found references to the phil hical and psychological
points, which have served as the basis of buildig up
- Zsthetics”,

RELIGIOUS ORIGIN OF DRAMA,

Origin of drama is closely connected with the Hindy
Religious Trinity, (1) Brahma (2) Vispu and (3) Mahe$vara.
Bharats, in the very begmning of his Natya Sastrs, pays
obeisance to Brahma® ond Maheévare for no other reason
than that he recogmses the former to be the originator of
drama and the latter to be the originator of dance. This®
is o view, expressed by Abhinavagupta himself, as stated in
the course of his interpretation of the verse in question.

1. A Bb, Vol L7. 2. A.Dh, Vol I, 1. 3. A, Bh,VolI, 2
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Bharats mentions Prajapati, the originator of drama, first,

because he recognises dsnce to be simply an embellishment
of drama.

There is another piece of evidence alse in support of the
view thst Mahcévara was the origivator of daace. For,
Hindu religious tradition recogpises him to be the greatest
dancer. He is called Natardja. And there is sn ancient
temple at Chidambaram in South India, where he is enshrined
in the posture of the greatest dancer (Nataraja). And, as if
it were, in recognition of him as the originator of dance, the
various rhythmical dance poses (Karapas) stand even to-day
cut oo rocks, with the appropriate verses from the Natya
Sastea of Bharata inscribed underneath each posture in the
compartments of the eastern and westers Gopuras of the
temple. Similarly Visnuis recognised to be the originator
of differest forms of action (Vytti) which drama presents.

Further, Brahma,* in originating the Natya Veds, is
represented to have borrowed its various aspects from different
Vedas and thejr subsidiary branches. Thus, he is sald to
have borrowed the art of effective speech or elocution from
the Rgveda, music from the Samaveda, acting from the
Yajurveds and Rasas from the Atharvaveda. And the
treatise on Dramaturgy is called Natya-Veda in order to
give it the same status as tbat 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. Sudra
is as much entitled to study 1t asfasy Brahmana.

HISTORY AND EVOLUTION OF THE
DRAMATIC ART.

Drama is the product of essentially cultured condition
of mational history. It presupposes the existence of all im-
L, N.8.2
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portant arts and, therefore, arises, only whens nahon has
risen to a cultural level, which is possible only in the” mteL
mediate and later epochs of national development.,

Thus in the Rgveda there are references to many impor-
tant arts, such as, weaving, carpentry, goldsmithery, tanning,
hairdressing, medicine, music, architecture, embroidery,
dance, poetry etc.; but there does not seem to be any refe-
rence to dramatic art. We find many dialogue-hymns,
which present the earliest form of literature, from which the
regular dramatic literature arose. The most important among
such hymns is that which consists of dialogue between
Puriiravas and Urva$i, This myth of love is presented in
a more developed form inthe Satapatha Brahmana and is
retold in the Baudhayana Srautasatra, the Brhaddevata, the
HarivatSepuraga, the Vayupurdna etc. and finally it is
modified and is given full dramatic form in one of the
immortal dramas of Kalidasa, the Vikramorva$iyam.

But it appears that by the time of the Yajurveda the
d tic art was so ad d  that dramas were presented
by actors. For, the White Yajurveda, Chapter XXX,
mentions actor as one that is to be sacrificed to Dancing
(Nsttaya Sailosam).

NATYA-SASTRA.

We have already stated that Brahma was the founder
of the dramaturgy. For long it remamed simply & matter of
orel tradition. But long before the compilation of the present
Natga. &astra., this traditinn, was. systematiserl and grohahly
became known as Brahma Bharata. From this Saraga
Deva seems o quote the illustrations of the seven Kapalas
(parts of Raga) : “Kapalanam kramad bramo brabmaproktam
padavalim” (S. R.. Ch. I, Pra. 8,14.). To this thereis
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reference in the Abbinava Bharati' And fragments of this
work have been discovered.3 Bharata himself refess to the
dramaturgic tradition, set by Brabm3, in the very first verse:
#Brahmana yadudghetam” which we shall soan discuss,

Another work that preceded the present printed Natya
Sastrn is ottributed to Swa and is koown as  Sadada
Bharata, To this also there seems to be reference in the
Abhinava Bharoti® and fragments of this also have been
found.

The thir@ work on the subject was probably that which
is known os Adi Bharata and consists of Twelve Thousand
verses and, therefore, i3 lso called Dvadada Sahasti, It is
in the form of dialogue between Siva and Parvati, A frag.
ment of this also has been discovered. This is referred to
by Bahurtipa MiSta and $aradatanaya in his Bhavaprakafa.t
The lalter says t-—

«Bharat:

as req d by Man, col d together the
jmportant patts, (the knowledge of which was) pecessary for
staging o drams, from the Natyaveda, One collection was in
Twelve Thousand and the other in Six Thousand verses,”

The present text is referred to by Abhinava as o work of
Six Thousand verses.®

The foct that there were three distinct works, presenting
the views of Brehm3, $iva and Bharata on dramaturgy,
before the present printed text of the Natya $astra was
written, is very clear from reference to them in the Abhinava
Bhacati (Vol. I, 8.) where the word “Matatrays” (three
views) is distinctly vsed.

1 A.Bh, Vol L8 *2. A Dh, VoL I, (Intro,) 6,
3. ADh, (13 ¢h20. V.99 %4, A.Bh., Vol T, (Tatco.) 5.
5 ABh,Vol.l.s -
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MEANING OF NATYA-SASTRA.

There was difference of opinion on the meaning of the
title of Bharata’s work on dramaturgy “Natyn-Sastra”. An
earlier authority held it to mean *the original book that
serves as the means of instructing the actors how toact™,

Others refuted this view They held #Natye-$astra”
to be synonym of “Natyaveda”. Accordingly they asserted
that the interpretation of “Natya-Sastra™ as “the origimal
book” etc., as stated above, is not in accordance with the
context. For, Bharata uses the word “pravaksyami™ which
meaus, according to the authority of Panini (Tena proktam
4,3,101), giving publicity by propounding and not wrting
an original book (Krie granthe 4,3,116). Further, it is
inconsistent not only with the five questions, which the
pupils of Bharata requested hun to snswer, such as “how
did the Natyaveda originate: for whom is it meant : how
many parts does it consist of : by what means of knowledge
are the different parts and therr relations to be known : and
how 15it to be presented??” but also with the rephes to
them. For, Bharata presents Brahma to be the founder
of dramaturgy on the basis of the material, borrowed from
the Vedas and the Upavedas and imparter of its knowledge
to him.

These critics, therefore, held that *Natyasastra® is to
be dissolved, mot ss a genitive compound (Sasthisemasa :
Natyasya §astram) but as a co-ordinative compound (Karma-
dhirays samasa : Natyafica tat §astram). They interpreted
“Natyafastra” as Natya, the Sastra, i e, $astra, called
Natya, because it instructs. Accordingly they interpreted
“Natyaveda” as Natys, the Veds, i.e. the Veda, called
Natya, Therefore, they held “Natyasastram pravaksyam”

L. A.Bh,VolI,2. 2. A-Bh, Vol. I, 8-7.
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to mean I shall present the characteristic features of the
Natya, which is called §astra, because it gives proficiency”.

But Abhinavagupta refutes this view also, He discusses
the meanings of the words of Bharata's text “Natyafastram
praveksyami” and shows that ‘if we understand them
correctly, the interpretations, given by earlier writers, cannot
stand. “Pravacana’ means exhaustive verbal exposition. It
is, therefore, possible of that only the essentisl constituents
of which are words alone. But Natya is not such and, there-
{ore, exbaustive exposition of it in words is not possible. If it
be said that “Pravacans” simply means preseatation in
words, then the objection that was raised against thbe first
interpretation, according to which the compound «Natya.
{astra” was o genitive compaund, becomes meaningless. For,
a book does admit of presentation in words.

Abhinavagupta admits that “Natyafastra” is a genitive
compound. But he interprets both the constituents of the
compound  differently. According to him, *WNatya" is
essentially different from everything that we find at the
empirical level. It is neither an imitation, reflection, or
pictorial presentation of the things of the empirical world :
mor is it something in which similarity with them is
recognised, It is different from what is experienced in
t i iti d i unrestrained imagina.
tion and dream, ns also from the products of msagic or sleight
of hand,  And the experience that is aroused by it canmot
be. spoken of as right, wrong, dubious, uncertain or indeter-
minate. Itis essentially Rasa, the msthetic configuration,
which consists of situation, mimetic changes, transient
emotions and basic emotion so harmoniously mixed up that
the configuration preseats to the msthete something that is
very different from mere juxtaposition of the said contents,
It can be experienced, not through any means of empirica]
knowledge, but through zsthetic susceptibility only.
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Similarly the word “$3stra” stands for the me‘?ﬁgk £
knowing the essentisl nature of “Natya” as presented above )
and as distinct from a dramatic presentation which is con.
cerned with mere imitation of the exterpal,

The portion of the Abhinava Bharati in print, wherein
Abhinavagupta’s interpretation of 'Pravaksyami” is given,
seems to be corrupt. If our amendstion, as givep in the

" appendix, be permissible, 1t may be interpreted as “I shall
give full publicity to the means of knowing what «Natya”
is in perfect accordance with the tradition, handed down
through oral tradition by the successive puptls of Brahma”.
(Aparsbrahmanal Sisyaih uditasya abuyogi yat vikafabhava-
sidhanam fena vaksyami).

This interpretation, as Abhinavagupta points out, is in
harmony with the verses in the concluding part of the work
in which Bharata says :—

“He who hears this Natyafastra, given orally by Brahma,
or stages drama in accordance with the rules given there or
studies it (or sees a staged drama with concentrated mind.
“Preksate cavadhanavan” Chow. Ed.) has the same fortune
as do the learned in the Vedas, the performers of sacrifices
or the philanthropists have.”*

One very important point, implied in the above interpre-
tation, is that Abhiravagupts holds that the present Natya
Sastra is presentation of a tradition of what was spoken by
Brabma and that it 1s not an original book, written by
Bharata.

‘The present text of the Natya Sastra seems to be faitly
late, in view of the above statement of Abhinavagupts and
also of the following line occurring in it: #Srutam  mayd
devadevat tatefca Sadkaroditam™ N. S., 471

1. N 8475,
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‘This line seems to refer to the Brahma Bharata and the
Sadafiva Bharata, on which we have alrendy given the
necessary information. It seems to essert the priority also
of the Brahma Bharata to Sadafiva Bharata, because in it
occur the words “Tatafca”  (thereafter).

The fact, that the present Natya S$astra is subsequent to
faitly ised tradition, is made abundantly clear by the
Karikas, quoted by Bharata in the context of his own theory
of Resa. According to Bharata’s own statement, they have
been taken by him from the oral tradition, successively
banded down by teacher to pupil. That is the mesning
of the adjunct “Anuvam$ya” used by Bharata to qualify
Sloke, according to Abhinavagupta.!

MANU'S ATTITUDE TOWARDS NATYA.

Abhinavagupta refers to the unfavourable attitude of
Manu towards Natys, implied, accordiog to some, by such
statements as ‘the group of ten springs from desire for pleasure’
(Kamajo dafako gapah M. VIL, 47.). Undoubtedly itisa
fact that Manu did not favour the pursuit of certain arts
and amusements such as bunting, gambling, sleeping in the
day, scandalising, association with women for mere sensuous
satisfaction, drinking, pursuit and love of dance,
in.s!rumental music and Toaming shout. He counts them as
vices, which, though Pleasant at the beginning, are
unple'a_s»}nt in the end, and deviate men from the path to the
acquisition  of  worldly Possessions and religions merit
gccordi'ngly be declares that they are to he shunned.,
st i, o L5 g and
bouseholdert pnd to the kings, Ascc’"st"“c"ﬂn SO the

3 ording to him, =

2. 3L, 237,
5. 1,237,

song and

3. 1, 63,
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twice-born ought not to take the food, offered by an ac?éx
actor isalow typeof Brabmana and, therefore, ought no
to be invited to dine on the occasion of offering of oblation
to the departed souls (Sraddha) and the gods?, He counts acting
among the secondary sins (Upapatake®) and says that actors
after their death have to suffer as do all those who are
domineered over by Rajast.

Thus Manu, an extreme moralist, condemned arts inclu-
ding Natya, very much as did Plato in bis Republic. And
it is interesting to find that the reaction of Yajfavalkya
to Manu's condemnation of fine arts in India was similar
to that of Aristotle to Plato’s in Greece. Just as Arstotle
in his Poetics defended dramatic art against the sattack
of Platon bis Republic, so did Yajiavalkya defend fine
arts in his Smrti against the attack of Manu.

Though Yajiavalkys, like Manu, enjoins on a Snitaka,
(a person who enters householder’s life after completing the
study of the Vedas, observing the vow of celebacy,) not to
take food offered by an actor?, yet he allows a king to enjoy
dance and song.  He counts certain types of song and repre.
sents them to be the means to salvation and asserts that a
pecson who knows the secret of playing upon Vind snd is
well versed 1n the technique of music i, e. knows the essential
nature of Sruti, Jati and Tals, gets the path to salvation
without much effort and that the person who concentrates
on music, if somehow he fails to attain final emancipation,
surely becomes a follower of Rudra and enjoys with him®,

It may be pointed out bere that the Purinas followed
his opinion on fine arts s much so that his words are repea-

1. M., 170, 2 M, 1070, 3. M, 43T
4. M, 475, 5. 6 Yaj, 3501,
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ted in the Vigpudbarmottars Purdpa with very slight
variation.l

‘Manu's view is referred to by Abhinavagupta, And it has
been shown that Bharata does not accept the suthority of
Manu in respect of the attitude towords arts. Heuce it scems
to follow that the present text is of a later date than
Manusmsti, which is generally assigned to the Ist century
B.C.

THE AIM OF THE NATYA-5ASTRA.

‘The Natys Sastra primanly aims at giving the necessary
directions to actors so as to enable them creditably to acquit
themselves in acting out theic parts; and to the dramatists,
who afe possessed of the power of poetic vision, to ensble
them to write flawless dramas. It also aims at helping the
wsthete, who is eager to enjoy the beantiful and is nfraid of
the study of the Vedas and the Purapas, which show the
ways (o the realisation of the main objectives of human life,
by supplying the technique of the production of drama,
from which he can lestn the said ways automatically while
enjoymng a dramatic show.?

MORAL IMPROVEMENT OF THE /ESTHETE AS
AN END OF DRAMATIC PRESENTATION,
Dramatic presentation primantly aims at giving rise to

wsthetic expenience in the msthete. But the msthetic ex-
penence consists in the experience of & basic emotion,
affecting o soul that is completely deindividualised. The
deindividualisstion is a slow frocess. It presupposes self-
forgetfulness which is brought about by the music inthe
pteliminary scene of drams; jdentification with the bero 3
essumption of another personality ; viewing everything
through the eyes of the hero ; being in touch with the entire
1. V.Dh, 5.

2. A Bh,VolI,4,
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situation and getting emotively affected as is the hero,
forgetting the assumed personality also when the basic emo-
tion rises to the climactical point. Thus zsthetic expersence
at the Kathartic level is the experience of completely deindivi-
dualised self, having no other affection than that of the
universzlised basic emotion,

Dramatic presentation brings about the moral improve-
ment of the @sthete in so far as 1t makes him experience the
experience of the hero, who is necessarily a man of high
moral principles, through identification with him in varied
situations in which the strength of hus ethical personality is
tested and which yield etbical satisfaction. For, this ex-
perience makes him realise the value of adhering to ethical
principles. This realisation takes deep root in him, because
he objectively views the actions and emotions of the adversary,
who is necessarily a man of no principle, and sees how lack
of adherence to moral principles mevitably leads to sufferng
and destructton, irrespective of the power and position of the
man and, therefore, 1s dissuaded from the path of sin?
Drama, according to Bharata, diectly and perceptually
presents the relation between action and jts froit and, there.
fore, it improves the spectator morally.® This is the meaning
of the word «jtihasa’, used by Bharata, according to
Abhinavagupta.

THE QUESTIONS ATTEMPTED BY BHARATA
IN HIS NATYA SASTRA.
The following guestions were put to Bbarata by his pupils
after they had witnessed the first drama staged by him :—
1, What? were the circumstances, which led to the
creation of the fifth Veda ; and for whom was it created ?

1. A.Bh,Vol.I,6. 2. A'Bh,VoLL13 3. N.8,1
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The reason why they put this question may be stated as
follows :—

The pupils bad witnessed the drama and they had
analysed the effect that it had on them. They had realised
that it brings sbout identtfication with the focus of the
dramatic situation, to the cifect that the sudience reslise
through experience {because of identification) that the four
recognised objects or goals of humanity, (1) Dharma (2) Artha
(3) Kama and (4) Mokss, ought to be pursved, Thus, they
had known that it jnstructs and, therefore, admitted that the
work, dealing with the ways and means of presenting it,
was rightly colled 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 Vedss. Creation of the filth
Veda, therefore, scemed to them unnecessary. Therefore,
they asked the question: *“\Why was the fifth Veda created 7”.
But if there be some, who cennot be instructed through the
Veda, “who are they ?*'. Hence the subsidiary question : “For
whom was it crested 2",

2. Into how many patts is this Natya Veda divided ?
Are there 50 many parts that it cennot be fully grasped ?

3. What are the varions asts, necessary for the presen-
tation of drama ? Of how many parts is drama made ? Is it
an organic whole or merely & jumble ?

4. What are the various means of knowledge, necess-
ary for knowing the different parts of drama ?  And if drama
is an organic whole spd not a mere jumble, “Is there any
special mesns of knowing the inter-connection of parts ?"
And if so *“What is it ?

1L ABh,VolI, 6 —



HISTORY OF INDIAN ZESTHETICS 15

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

The answers ta 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 Yugs, when
Vaivasvata Manvantara was running, the gods, headed by
Indra, approached Brabma with s request to him to create
& play-thing, which may be pleasing to both the eye and
the ear and lead people antometically to follow the path of
duty, without the need of sny external compulsion, such as
the order of a king. The teason why there arose the
necessity for such a play-thing was that Treta Yuga is
domineered over by Rajss, 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 s play-thing arises only among thoge,
whose experience is & 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 s diversion was necessary for humanity., For,
humanity, being under the influence of Rajas, was deviating
from the right path, pointed out by the Vedss, and was
igroring the rites due to gods. They, therefere, felt the
necessity of bringing humanity to the right path, This
oould not be achieved through Vedic instruction?; because
the Sodras were excluded from the circle of Vedic study.
The gods, therefore, wanted an instrument of istruction

1. A.Bh,VolY, 10, 2. ASBh, VoLI, 1L
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such ‘a5 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 catry out;
but such as would delightfully instruct, would cover the
undesitable 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 with sweet milk? so as to make 1t
pelatable.

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

The reply to the second question : “Into how many parts *
is the Natya Veda divided ? is that primanly there are four
pasts, dealing with the following topics: (1) Act of effective
speech or recitation (Vacikzbhinaya), (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,
primatily presents Rasa, and the three arts are the means of
its effecttve presentation, Thus, it is an organic whole,

* The reply to the fousth question is that it is apprehended
directly through eyes and ears. And the reply to the last
question covers the whole work.

PROBLEMS OF ESTHETICS SOLVED IN THE
ABOVE ANSWERS,
Tf we look at the traditional account of the origin of
the Natya Sastra from modern point of view, we find that
1. A.Bh, Vol T, 0.

2. A.Bh,VolT11,
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it contains relevant answers to some pertinent questwns/th‘!t
arise in modern minds as they approach the prob]em of
sthetics.

1. The first question, that is answered here, is *“What
are the msthetic senses 7" And Bharata declares that zsthetic
senses are only two (i) eye and (i) ear. He excludes touch,
taste and smell from asthetic senses, operating in getting
wsthetic 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 th: object of the same
senses of other persons. But whole sudience! can have in
common 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 15 that the end
of dramatic art is instruction, mot directly, but indirectly,
through presentation of what is pleasing to eyes and ears.
It does not directly command, but 1t mikes the aulience
evperience the goodness of victuous  path,  through
identification with the focus of the dramatic situstron. It
administers tbe medicine of mstruction, but it either coats it
with sugar or mixes 1t up with the milk of pleasant sight and
sound so that bitterness of medicine 1s not experienced

3. Bharata maiotains that the aspect of sensuous
pleasure 1s undeniable in the esperience from dramatic
p etentation. But it constitutes only the starting point.
Thus, he gives nght place to botk (1) Hedonistic and (i)
Pedagogic theortes of art in his zsthetics

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

1. A.Bh, Vel T, 10.

3
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5. The most essential subjective condution for @sthetic
experience, according to him, is that the mind of the specta-
tor should pot be occupied with excessive personal pleasure
or parn.

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 Idve, is not possible ualess
the emotion, {rom which such = physicel change proceeds,
be actually present in the heart, But there are certain!
feelings, winch ame peesliar o fawr sex only. Hence for
their accurate and hife:like pr ion women are
for stage.

¥

BIRD'S-EYE VIEW OF THE NATYa $ASTRA.

Bharats’s Natya Sastra 15 divided into thirtysi
p ding to some und jnto thirty-seven
chapters, according to cthets. The recension, which Abhi-
navagupta had before him, while commenttng on it, had
thirty-seven chapters, And he refers to one of the thirty-six
categories of Kashmir Saiva Philosophy in the benedictory
verse ut the beginning of each chopter. In the begianing of
the thitty seventh chapter he refers to Anuttara.

1

The broad divison of the subject-matter is into (i) what
drams presents j. e. Rasa and (i) the means of its presenta.
tion. The latter is techmeally called Abhinaya (acting) i. e.
that which brings what 1s intended to be presented, as if it
were, face to face with the spectator? : that which lesds to
as cestain a knowledge as that to which the directly
present leads. It is dwided into four types: (i) Augika
ie. acting, consisting in the movement of the parts
of body. i} Vacika ie. acting, consisting in the appro-

I, A.Bh,Vol.I, 212,

2 N.8,08
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priste movement of speech-organs, involved in effective
recitation. (ui) Sattvika ie. acting, consisting in the
action of mind, involved in the various emotive states,
which find fon in invol y physical ch

such as change of colour, tremor, horripilation ete. (iv)
Abzrya ie all the means of presentation other than those
elonging 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 & drama to individual actors,
such as paints, dress, omaments etc.: (i) all that is
necessary for presenting scene of action : (i1} all the mecha-
nical contrivances to present such means of transport and

ion as Vimana (Aerop! etc.

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

1t discusses ten types of drams, extending from one
act plays to ten act plays. It deals with the method of
dramatisation and types of hero, beroice and adversary.
It also states the recognised types of wsthetic experience,
different persisting and transitory emotions and psycho-

phygical and ions, necessary to arouse them.

Inthe course of our p jon of Indian ZEstheti
we shall confine ourselves to some of the topies, mentioned
in the last paragraph.

LIMITATIONS OF THE WORK.

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

RASA AS ESTHETIC OBJECT.

The word “Rasa” in Sanskrit is vsed in 8 variety’ of
meanings In % ge, which follows the VaiSesika
system, it is used for the guality, cognisable through the seuse
of taste. As such it is of six kinds, sweet, sour, saltish
ete. In Ayurceda it is used for a certain white liquid?,
extracted by the digestive system from the food. Its main
sestis the heart. Therefrom it proceeds to arteries and
goutishes the whale system. it also stands for liquid in
genera, extracted from any fruit er flower etc,, inclination,
Iking or desire, miverel or metallic salt and mereury.

In the context of zsthetics, however, it stands far the
=sthetic object. It has = highly techuical meaning,
though even in the technical sense it retsins the element of
original meaning, namely, the object of relish, not sensuous
bot wsthetic.

IMPORTANCE OF RASA,IN THE EYES
OF BHARATA.
We bave already stated that the main topics, dealt with
.x'n the Natya $astra, sre four only, acting, dance, music
and Rpsa.  The first three are the means, primary or
secondary, of presentation of ‘Rasa. Al the subsidiary
topics, on which Bhatata has written, bave a direct or

‘L APh, VoL, 250

2. 8,C, Vol. IV, 71.
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indirect bearing on it, in so far as they are talked about
in respect of their relatton to the presentation of Rasa.
Thus, when be recommends the midsized theatre, thirty-
two “Hastas” in length and sixty-two *Hastas” in breadth
(i. e 48 by 96 feet) his one concern s Rasa  For, if the
theatre be too long it will make the Rasa, that is preseated
in terms of speech and various facial expressions of internal!
states, indistinct to the spectator.

In his treat of dance he ises diffe kinds of
dance to be the sources of different® types of Rasa. He also
holds that subtle intonations in the song, which accompany
dunce, present what remains unpresented in language®. Thus,
according to him, dance also is & means of presenting Rasa,

After dealing with the importance of general introdue-
tion to drama, which consists of Nandi, a brief introduction
to drama and songs, be gives a rule that it shonld not be
too long. For, if it be so, the actors will get twred?
and, therefore, shall not be able to present Rasa clearly;
and similarly the spectator, being bored by inordinate length,
will not be able to relish Rasa.

Thus, most of the things, that Bharata talks of, are
only the means of presenting Rasa. Rasa, therefore, being
the final end of all that he talks about, is the most
important thing from bis point of view. The question,
therefore, paturally arises ““What is Rasa ?”

CONSTITUENTS OF RASA, THE ZESTHETIC
OBJECT.

Rasa, the msthetic object, is essentislly s product of
dramatic art ani 15 not to be found m the creations® of

1. A.Bh, Vol. I, 534. 2. A.Bh, Vol. 7,182
3. A,Bh,VolI,175. 4. A.Bh., Vol I, 248.
5. A.Bh, Vol I, 292,
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natnre, It is not pure upity, 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 sitvation in buman seiting, consisting of the
physical cause of the basic mental state (Vibbava) 2) tl}e
mimetic changes, which are inspired by the nroused basic
mental state and os such are indicative of the internsl state
(Anubhavay and (3) the teansient emotions (Vyabhicanbhava),
The basic mental state is the central and the most important
phase of this configuration The rest are simply necessary
sccompaniments, very much like the paraphernalia of & king.
They raise the basic mental state to prominence just as
paraphernala does the king. And just as in the midst of
the entwe paraphernalia it is the king, wha is the centre
of attraction to the spectator, so is the basic mental state o
the audience. Therefore, when itis stated ibkat the basic
mental state is the wmsthetic object (Sthiyi bhavo rasah
smrtah) the implication is not that other constituents of the
wsthetic configuration do not figure in the consciousness,
but simply that they appear as subordinate,

For s clear understanding of the essential nature of
Rasa it is necessary to geasp the full implication of the
technical terms, given within the brackets.

EXPLANATION OF THE TECHNICAL TERMS,

We know it on the basis of our commen experience
(i) that in aectual life an emotion, which is the mainspring
of a serles of actioas, that is directed to the achievement of
en end, is acoused by a situation with a focal point and,
betelore , situation Is 8 1o be the cause of emotion
(ii). that this emotion, which lasts tbrough the series o}
nc{ml.:s Hll the end is achieved, expresses itself in various
physical changes, e, g. the pecaliar movements of eyes and
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eyebrows, change of colour and gentleness and te;:de&r);e S
in general behaviour in love ; these changes, therefore,‘:@re
the effects of the emotion, and (iii) that the persisting emotion
is invariably panied by transient i e g. love in
separation from its object expresses itself in the emotions,
which spriog from 1t, such as self-disparagement (Nirveda),
languor (glany, 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, cinmot be spoken of as the canse of
his emotion; mor can 1t be spoken of as the cause of the
emotion, that the spectator experiences. For, netther to the
actor nor to the spectator as such, is the situation related in
the manaer, in which 1t was related to the historical character,
that 1s represented. For instance, Sitd, as an historical
person, as the danghter of King Janaka, cannot be looked
upon as the object of love either by the actor or the
spectator, because the religious assocration with the histo-
rical character, the name of which the focus of the sitnation
bears, will prevent the rise of such an emotion and will, on the
contrary, arouse emotions of quite different nature from that
of love, such as respect and veneration The cause, therefore,
being absent, the effect cannat arse. Hence the factal and
other changes, which actor may exhubit, because of the
particular traiming, which he may have received, cannot be
spaken of as effects of emotion of love. Nor can the traus-
ient states of mind, the physical signs and movements of
which the actor may show, be locked upon as the mvariable

p 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
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by the actor, that they have not been called cause, effect
and invarisble concomitants (Karans, Kacya snd Sabacari),
Instesd they have been given technical names, Vibhava,
Anubhiva and Vyabhicaribhava.

VIBHAVA. .

Vibhiva stands for the emotive situstion, which is
presented on the stage and which in actusl hfe would be
responsible for the emotion, which is shown by the hero,
but the relation between situation and emotion is not that of
cause and effect Reason for this has already been stated
in the preceding section. The relation i5 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 see a child ridiog o stick and enjoying &
horse-ride as it were, He shows most of the physical signs
and motions of a rider of horse. He tighteos bridle, whips
aod makes it gallop. The question, thst arises is “Is horse
the cause of the experience of horse-ride ?* How can it be
“so in jts absence ? The experience, therefore, is due to
medium, through which the child works himself vp so as to
experience! horse-ride: just the same is the case with the
situation, presented on the stage. It is only s medivm,
through which the actor works himself up to a certsin emo-
tional pitch and consequently shows the signs, which are
natural to an emotion.

Thus, the word “Vibbava” stands for the dramatic
situstion, which is not the cause but only a medium, throngh
which emotion arises in the actor. But emotion in the specta-
tor is due to identiﬁcnfion with the hero, Vibhiva is so
called, because it arouses emotion in® s manner quite different
from that, in which emninn arises in actual Tife,

1. D.R,9%. 2. A.Bb, Vol. 1,285,
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INRE 2N
TWO ASPECTS OF VIBHAVA, 7//\\

Emotion always has an objective reference r?f}m
arise only in the presence of an external stimulus. As -
everything 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 1ts very being and whick is its mamstay: and
(i) Uddipans, the envi , the entire surrounding, which
enhances the emotive effect of the focal pomt, the object
which primarily stimulates emotion.

If we recall to our minds the scene from the Abljiana
Sakuntnlam, in which love in Dusyants is represented to
arise for the first time, the distinction between ¢wo aspects
of Vibhava will become ¢lear. Dusyanta is in the neighbour-
hood of Kanva’s bermitage. He sees Sekuntala, 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 &
befitting manner : “\Why do you find fault with me, when
the fault lies, not with me, but with your rising youth 7"
Here Sakuntald, who has been brought to focus by the
aforesaid talk and becomes the object of lsve of Dusyanta,
s 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
offset her beauty and make it more bewitching, are
Uddipana Vibhava.

ANUBHAVA.

All the physical changes, which are consequent on the
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rise of an emotion and are in actual life loocked upon as the
effects of emotion, are called Anubhsvas, to distinguish
them from the physical effects of emotion which arise in
real life, They ure called Anubhivas, becouse they
commupicate the basic emotion to the characters, present
on the stage, or make known the nature of emotion in the
hero, as also because they make the spectator expenence
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 persen 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
sutomatically follow the rise of emotion, such as change
of colour, horripilation, blush etc. The volun'ary
physical changes are calied simply Anubhavas; but the
involuntary ones are called Sattvikabhavas. The former
can be produced by an effort of will even though the
emation, witk which they sre supposed to be causally
connected, may not be present in the heart. They, therefore,
are not the infallble 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 henrt.
'.l'hey are the infallible signs of emation. They are ejghtt
in number. They are included in the list of forty.nine
Bhavas, admitted by Bharata.

In regard to the presentation of Vibhava and

Anubhavas, simple

Bharata does oot give any instruction; nor does
he define them, He simply says that in representing them
1, N. 6., 95,
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one has to be faithful to what is found in actual life and,
therefore, they have?® to be learnt from the same source,

Forty-nine Bhavas, however, (including (i) eight Sattvika
Bhavas, which are nothing more than Anubhavas, but are
classed separately, because they are involuntery and, there-
fore, are unmistakable reflexions of inner emotive state;
(ii) thirty-three transient emotions and (tii) eight persisting
emotions) are dealt with exhaustively, because of their special
utibity in giving rise to asthetic 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" s used at the ends of compounds, standing for
situation and mimetic changes (Vibhava and Anubhivs), yet
they cannot be put under “Bbava”, because Bharsta bas
used this word in & techmical sense and has defivitely fixed
the number of «“Bhavas”.

The menta] states are called “Bhavas” for two reasons :
(i) because they bring Rasa into being, make Rasa an
accomplished fact, by means of three types of acting (Vicika,
Ahgika and Sattvike) end (i1) 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 *‘Bhave” in

1. N8, 80 2. A, Bh., Vol T, 343,
3. A.Bb., Vol.T, 347
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Sangkrit (i) one that couvses something to be (Bhavana) and
(ii) one that affects (Vdsana). In both the cases it has causal
sense  Thus, Bhivas (mentel states), present in the actor,
when represented by means of three types of acting, bring
into being, produce, Rasa (relish or relishablity) in the sta.ge~
presentation.  Similarly Bhavas, present in the dramatist,
when represented in appropriste langnage, expressive of
various physical movements snd 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 #Bhiva" jo the second sense of perva-
dmg, we bave to copfive ourselves to the spectator’s point
of view, We know! that & sweet-smelling thing, like
musk, pervades substantially other things, whick are in
contact with it. It is due to substantisl pervasion by musk
that cloth, in which it 15 put, acquires the fragrance of musk.
This process, by which a thing, which bas no strong
perceptible smell of its own, acquires the smell of another,
is known as 'Bbava" or “Bbavana”. Thus, the mental
states are called “Bhaves" from the point of view of the

spectator, because they pervade the mind of spectator exactly
85 does musk the cloth, wath which it is in contact.

VYABHICHRRIBH_KVAA

Vysbhicaribbaves are trausient emotions. They are so°
calied, becavse they come ds it were face to face with the
spectator in the course of asthetic experience of yarious
¥inds. In spite of the fagt that they are mental states, they
sppear as it were embodied, when they are acted ont by
mesns of varions types of acting in a befitting situation.
They are called Vyabhicacing for nnother resson also  That
is, they bring the different Rasas as if it were face to face

1. A/ Bh, Vol 1, 845, 2. A Bh, Vol 1, 3687,



v
HISTORY OF INDIAN ESTHETICS 'O\ 29
with the spectator. For, when a transient menlalstéte is
scted out in & befitting manner in a befitting situdtiol
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 tianstent emotion and involun.
tary and voluntary physicael changes in an appropriate situa.
tion, raises the Sthayin from being » mere matter of mference
and brings it as it were directly before the spectator. For,
inference is inference only so long as it 1s drawn from the
perception of any one of the three (1) cause (2) effect and
(3) invariable concomitant. But when all the three are
distinctly present and perceived, the inference ceases to be
inference and borders on direct perception in so far as the
element of doubt, which is ordmarily assoctated with it,
disappenrs, because? of the multiplicity of evidence.

It may be pointed out here that the word “brings"
{Nayatr) is used in the present context, not in its literal, but
only in conventional sense, just asin the case of the state-
ment “Sun brings the day™.

STHAYIBHAVA,

The reason why anemotive state of mind is called
Sthayin (persisting or basic) may be stated as follows :—

Dramsa presents & complete action. And completeness
of action consists i its having five stages : (i) fixing upon an
objective (ii) effort to realise it (i) reversal (iv) overcoming
of opposition and (v) ach of the objecti But
action in its physical aspect springs from a definite state of
mind, which 1s aroused by a particular sttuation, in which
the agent finds himself. It is necessary that the state of
mind should persist tbrough sll the stages of action. For,
otherwise action would end abruptly at any one of the inter-

1. A.Bh, Vol. 1, 285,
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mediate stages and will remain incomplete. It is also natura]
that with the changein 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 in isolstion from and flected 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 inthe 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 jmportant of ell the constituents of
drsme from the points of view of dramatist, actor and spec-
tator.  For, the dramatist cannot proceed with the effectivet
preser jon of the situat the mimetic changes and the
transient emotions, unless he fixes upon particular Rasa, that
hbe intends to present. Actor also can make choice of dress
and general makeup snd can fix upon his reaction to
situation only when he knows the Rass, which he is expected
to present. And spectator goes to theatre for nothing but
the experience of Rasa. Inhis mind the coostituents of
Rass, sitvation ete, do pot figure independently and in
isolation from one another, but ns merged in the basic mental
state, brought to a high pitch by the

1. A.Th, Vol.1,213.

accompanying
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transient states of mind, The end of dramatic presentation,
the instruction of the spectator, 1s 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 th: spectator
experience the experience of hero, in which wsthetic experi-
ence (Rasasvida) consists. Thecefore, 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 msthetics was not o
philosophical problem. He was not influenced ia his con-
ception of Rasa by the philosophical implication of it, such
as 1s presented in the Upanisadic passages like “Raso vai
sah”. He was concerned with it es an object, which is res-
ponsible for asthetic 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
heis primanily concerned, is after all for the enjoyment by
spectator. _

THE RELATION OF CONSTITUENTS OF RASA.

We have already stated that the wmsthetic cbject iss
configuration of (1) situation with human focus (i) mimetic
changes, both involuntary and voluntary (ifi) transient
emotions and (iv) persisting or basic emotion. The guestion,
therefore, that naturally arises is ¢Is the esthetic object &
mere juxtaposition of constituents : is 1t a mere jumble
or, are the constituents connected with one another
in any systematic manner ?* We huted at Bharata’s
answer to this question, when we sajd that Rass, accor-
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ding to him, is an organic unity, The precise nature of
relation of the constituents is attempted to be brought out
by him by mesus of analogy of what be calls fadara Rasa.
It may be desctibed a3 follows :—

The ingredients of §adava Rasa are (1) condiments,
such as black pepper, cardamom, curd, sour gruel
(Kaag) ete. (i) herbs (Osadhi) such ss tamarind, crushed
wheat, turmeric (Haridrd), saffron ete. (i) substances
(Dravya) such as Guda, salt etc. and (iv) rice. We
kaow that each of them has a distinct taste, They are
severally sweet, bitter, astringent, sour and saltish. When
they are put together n due proportion and cooked properly
by an expert caok, a new flavour, which is more relishable
than that of any one of them' seperately, arises. This new
flavour and the juice, which has it, both are called
Sadavs Rasa.

The relation of situation, mimetic changes etc., as
presented in Drama, is similar to that of vanious ingredients of
the juice, which gives the peculior flavour, $adava
Rosa, Just as §adeva Rasa can rise only when verious
Ingredients ate 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, es presented
in drama, can rise only when situation, mmetic changes,
translert emotions and persisting emotion are so hermonjously
united together in due proportion by a poetic genivs that
they present something that is quite different from what
each one of them 1s separately,

OMISSION OF THE WORD “STHAYIN" IN
BHARATA'S DEFINITION OF RASA,

Rt msy be pointed out here that Bharets does not
LABh, oL L,
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meation “Sthayin” in his aphoristic definition /R,\}s\
Nor does he mention in his analogy the thing that x:oﬁ‘cak
ponds to Sthayin.

This omission was first noted by Bhatta Lollats, who
held that the omitted word “Sthayin" 1s implied! by the
context. A peculiar significance, however, wes sattaghed
to this omission by two on Bharata's Natya-
fastra () Srisenkuka and () Abhinavegupts. Each atte.
mpts to interpret it in his own way so as toshow that it
supports his theory of sesthetics. We shall discuss this point
inthe course of the presentation of the =sthetic theory of
each of them.

AZESTHETIC OBJECT NOT AN IMITATION.

The constituents of the esthetic configuration are
not the products of nature :* they are the creations of art,
which dees not imitate nature, but reproduces, in all possible
details, o poctic vision,

Kaverantargatam bhavam

Bhavayan bhiva ucyate.
N. S, 79.

Trailokyasydsya Sarvasys

Niatyam bhdvanukirtanam.
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
Brahms, to pacify the demons, enraged at the presentation
of their fall in the first dramatic performance.

1. A,.Bh,Vol. L 274
2, A.Bh,Vol I, 292

5
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Naikantatotra bhavatam
. Devanath canubbavanam.
N.s, 8.

The wmsthetic object is not a product of imitation, if the
word imitation implies the production of & wmere
shadow or exterior, which Iacks the substance of
the originel, =s in the case of “imitation jewel.
The imitation jewel, is an imitation of & jewel, because,
while it hss the look cf a jewel, it lacks the substance.
Alsthetic object, however, ceases to be wsthetic object if it
lscks any oneof the aforesaid contents, particularly the
accompsnying psychic states, which are the causes of the
varying facisl and other physical® changes such as borripila-
tion etc, which ate directly perceptible. In fact, this is the
one reason that is adduced in justification of introduction
of women on the stage. For, 1o training can enable o man
to acquite that psychic frame, which is natural to a woman
in & certain situation® The p tation, which is confined to
the imitation of the external form and movement and lacks
the usually sccompanying psychic state, merely excites
laughter®. No doubt, Bharata uses the words “Anukarana™
#Anucarapa”®, “Anukirtana’® etc,, which are ordim’rily
used for imitation, But the contexts, in which these words
occur, leave no doubt that they are used by Bharata in a
special sense, s we have explained above,

DISTINCTION OF RASA FROM STHAYIBHAVA ETC.

Thus, it is. clear that Rasa is the wsthetic object, which,
2s t;conﬁgumhon, is dullerent from the basic mental state,
which is only one of its constitvents. It is also different

1. A Bh, Vol.I, 21-3, 2.

3. N.8.81. 4. N.8., 30‘7-3‘ o
€. N.8,8.

5 N.8, 247,
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from the msthetic experience (Rasasvada) which is con-
sequent upon its apprehension. The latter position is
further supported by the fact! that Bharata stresses the
ides that Jatis should be introduced to further specify the
Rasa. According to Bharats, every Rasa expresses itself
in & particular combieation of tones. Such tonal sssociates
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 menta! state, as enjoined by Bharata,
are different from® those which he enjoins to accompany
complete @sthetic configuration, the Rasa.

IMPORTANCE OF RASA IN THE EYES OF BHARATA.
ANOTHER POINT QF VIEW.

The “production”’ of Rasa, the msthetic configuration, 15
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® bis mind 1 such a manner
as to have the necessary mental states, from which the
physical conditions automatically follow.

* THE NATURE OF THE ESTHETIC OBJECT.

The zsthetic object, therefore, as presented by Bharata,
cannot be classed with any object that we ordinarily meet
in the world. It cannot be called real: #frstly because
it is not o crestion of nature and secondly because its
causal efficiency is not the same to all the percipients as it is
in the case of & jar. Nor can it be called uaresl in the same

1. N.8.,330. 2. N.8, 102
3. A.Bh, Vol.T, 273-4. 4. A.BR,Vol.1,16.
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sense 85 that in which the sky-flower is unreal, because it
hes its existence, It cannot also be classed ss illusory,
because, in its esseotisl nature, the illusion is not what it
appeats to be, but the msthetic object apparently and
essentially is what it appears to be. In short, it bas its
independent being in its own world, which is different from
the world of daily life and may be called the zsthetic
world.

THE SEAT OF RASA.

Rasa or the @sthetic fact is a configuration or pattern,
of which Vibhava, Anubbava, Vyabhicaribhava and Sthayi-
bhave ere the constitvents. Only a human being can
represent their fusion, Thus, the wsthetic configuration is
in the human focus of an emotive situation, according to
Bharata. For, he speaks of ocular expressions consequent
on the completion of Rasa-configuration (Rassja drstayah).

Thus, the problem of Bharata is purely practical and
his solution is based upon & full analysis of all the factors
of mental life end dramatic technique. This is the tradi-
tional view of Rasa, which is found in Dandin's Kavyadarfa,
This very view, without any modification, is maintained
by Bhatta Lollata. The criticism of it by Srifapkuka from

the spectator’s point of view cannot affect its correstoess
in any way,

FROM THE SPECTATOR'S POINT OF VIEW.

But Bharats has not totally ignored the Spectator,

’ . B '

because the ssthetic object is after all for the spectator,
He bas, in fact, stated in detail the qualifications of the
spectator in the 27th chapter of his Natys $astrs, There be

gives o clear idea of the subjective conditions, necessary for
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N\
wsthetic experience. The most important of the{n}' wre
o8
as follows :— N4 Jw

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

2. Koowledge of the various types of zsthetic
configuration, of the acCompinyintg psycho-physical states
and of the subtle distinctions among them.

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

4. The capecity of concentration.

5. The power of quick understanding.

6. The capacity to maintain impartial attitude.

7. Character and breeding.

8. 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 subjective ai
necessary in the spectator for the sthetic experience. But
every individual spectator, though possessed of the above
qualities, cannot get ®sthetic expertence from every sthetic
presentation, The age?, tbe wborn tendencies and the
psycho-physical copditions at the time of witnessing a
dramatic performance, sre great factors in msthetic exper-
jence. An old man, for instance, cannot have the sthetic
experience, the besic mental state of which 1s youthiul love
nor can one, who is a coward at heart, have an ‘empathic’
apprebension of the representation of the heroic emotion ;
for the simple reason that they are by nature incapable of

1. NS, 812 2 N.8.318
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identilying themselves with the presented buman focus of
the situation.

Thus, it is clear that Srifadkuka’s theory, that the
msthetic  experience is due to inference of the basic
mental state from its external physical sigas by the spectater,
is not supparted by Bharata. According to Bharata, a5
stated above, wmsthetic experience is due to ideatification
with the personality in the focus of the spectator’s attention
end consists in consequently having identical experience.  This
is exactly what Abhinava maintains. Thus, we find
Abhinava to be more faithful to Bharats in his exposition
of the =sthetic theory then sny other commentator on the
Natya Sastra.

COMMENTATORS ON THE NATYA $§ASTRA.

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

From the point of view of our present undertaking,
the presentation of Indian sthetics, besides Abhinavs.
gupts, there are only three commentators (i) Bhatta Lollata
(i) &1 Saikoka and (i) Bbatta Nayaka, who are important,
For, their theories have been presented by Abhinavagupts
at some length in the course of his exposition of Bharata’s
aphoristic definition of Rasa.

BHATTA LOLLATA'S PRACTICAL POINT OF VIEW.
We bave discussed the date of Bhatta Lollsta in an
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earlier work.?* He was a contemporary of Bhatta Kallats, the
author o1 publisher of the Spanda Kanka. He commented
not only on Bharata’s Natya Sastra bot also on the Spanda
Kariki. He, therefore, inherited both the dramaturgic
and the philosophical traditions from his predecessors. In
interpreting him we have to keep this fact in miod.

There are twao places where Bhatta Lollata’s interpretation
of the aphorstic definition of Rasa, the Rasa Satra, ts given.
(1) Abhinava Bharati Vol. I, 274, Here the name of the inter-
preter is given. (2) Dhvanyaloka Locana (p. 68). Here the
interpreter’s name is not given. But the view is substanti-
slly the same. The relevant portion in the Abhinava
Bbarati runs as follows : —

Tena Sthayyeva Vibhavanubhavadibhirupacito Rasah.

. Sthayi bhavastvanupacitah. Sa ca  mukbyaya vrttyd
Ramadavanukarye, Anukaitari ca nate Ramadwdpatanusan.
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 chracter, who
is represented on the stage. And only secondarly itisin
the impersonating actor. The reason, which explains why
Rasa is secondarily in the actor. may be stated as follows : ~

The actor identifies bimself with the (dramatised ?)
historical character and, therefore, 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
eriginal bero.

We bave stated above that Bhatts Lollata was both
o literary man anl a philosopher. He knew the Saiva

1%, Abh, 12690,
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Philosophy. It is, therefore, reasonable fo suppose that the
word  “Anusandbina”, which be uses bhere, has the
only meaning that was recognised in the contemporary
philosaphical circle, That the word “Anusandhana” was
synonymous with  “Yojana” and  not “Abhimana” or
«Aropa” is evident from the following verse of Utpalicarya
in the Iévera Pratyabhijiz Kariks end Abhinavs’s com-
mentary on it ;—
Kadacitkavabhase ya

Parvzbhasidiyoimz
Sarhsharat Kalpara proktd
Sapi bhienavabhasini.
LP. V., Vol I, 256.
Kadacitkeh  Kadacidbh ait5tadetalalakaral

avabhaso yasya dehadeh svalalaparipasya, latra Y3,
purvabhasera baladifarirabhescna yojami Yoham Balsh sa
evadya yuvi ityinurandhznam. ’

Thus, we ind that Bhatta Lollata was not concerned
with the spectator’s point of view of Rasa, In hiscom-
mentary, 25 we learn it from Abbinava’s presentation of
bis view, there was no reference to the spectator. The
word “Prafiyamansh”, implying the spectator, has been
introduced by Mammata, with very slight amendation of
the text of Abbinava, which we bave slready given above
Mzmmata’s amendation runs es follows :—

“Mukbyaya vritys Ramadavanukarye,
tzdropatinesandhanit
partzkepi pratiyamino Racah”
R.P, 31.
BHATTA LOLLATA'S THEORY,

His point of viaw is essentially practical. His purpose
1s to analyse the zsthetic object fato its constituents and fo
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point out how they combine in the production of the
asthetic object on the stage. Accordmg to him, therefore,
Rasa (wsthetic object) is nothing but ths unity of a basic
mental state in the midst of multiplicity of (1} emotive
situation, (u) mimetic changes and (1i1) transient emotions.
The basic mental state 1s the element of unity in the totsl
configuration of Rosa ; because sll the three constituents of
Rasa, mentioned above, are related to the fourth, the basic
mental state, in one way or another. The stimulative situstion
is the cause of the basic mental state. The mimetic
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 &
fully developed basic mental state gre not referred to
this context. The trausient emotions are related as
subsidiaries to the basic mental state.

The basic mental state, though ordinarily it arises only
when there is a real cause, yet the actor with the help
of his training and dramatic environment on the stage so
identifies himself with the charactet of the post’s conception
that he acts, moves and feels like the latter so as to have
the same emotion also as that with whicl the poet associates
the hero. The causal relation of the situation to the basic
mental state 1s the same as that of a mystic symbol to
mystic experience. Thus, ®stbetic object, according to
Bhatta Lollaga, 1s the unity of Sthayibhava in the multiplicity
of Vibbava ete., when it is supported, strengthened, intensified
or brought to predomimance by these very constituents of
multiplicity.

This isthe traditional view of Rasa (=sthetic object).
There is notking original of Bhatta Lollata in it,
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ITS CRITICISM.

.
From the practical point of view the correctness of the
abave view is unchallengesble.

This view, however, has been criticised adversely upon
theoretical considerations. For a clear understending of the
nature of the objection of the critic, it is necessary to keep ia
miod the following fundamenta! assumptions of the
abjector :— .

1. sthetic experience is due to the objective percep-
tion of what is presented.

2. Consciousness of all the constituents of the zsthetic
object is necessary for zsthetic experience, though varjous
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 Bhatts
Lollata, while the latter’s outlook is essentially practical.
According to him, the view of Rass, stated above, is un-
sound, because it does not hold good in regard to Rass, as

ing in the spectator’s it The basic mental
state, which is the most essenatial constituent of Rasa, is not
directly apprebended. How does it then find its way, into
the mind of the spectator ? The conventional language
proves inadequete for explaining how the basic mental state
of the hero is induced in the spectator’s mind. The
conventional language can convey only the wusual imagery
of daily life and not the sense of the ideal, If then the most
essential constituent of Rasa be absent in the spectator’s
conscionsness, how can Rssasvida (msthetic experjence) be
possible 7 Bhatta Lollata's theory, therefote, is unsound.
Sk, e o the e st forvard by

ssumptions, stated above,
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‘We may point out another interesting facf)%rd\ this
connection. After the central point in Bhatta Lgllatks
view of Ress, had been misrepresented by ersankuﬁg/
it suffered further musrepresentation in the hands of
subsequent writers on poetics, chiefly the commenta-
tors on the earlier works on poetics. They have gone a
step farther and have attributed to Bhatta Lollata a theory
of resthetic experience, as a correlate of the objective percep-
tion, &s follows :—

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 s 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 foens of the sxtunucn, the hero, though it is
really not there.

This illusion-theory of art 1s also maintained by some
of the western writers on zsthetics. We deal with their
theory in the second volume.

And much more interesting is the cntictsm of the oppo-
nents of Bbatta Lollata’s supposed explanation of the!
in the sp These late commentators

knew and had accepted Abhwmava’s elaborate theory of art.
They, therefore, knew that wsthetic experience 15 not due
to the objective cognition of 2 basic mental state in union
with the situation, the mimetic changes and the transtent

L. 8, D, Comm., 69.
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emotions, but to its subjective reafisation. Their chief
criticism of the explanation of =sthetic experience, attributed
to Bbsta Lollats, therefore, npaturally is that sthetic
experience is not possible on the basis of a mere objective
coguition of & basic mentsl state, For, if it be so, there 5
po reason why we shonld not bave zsthetic experience from
2n emotive situation in daily Lfe,

THE CAUSES OF THE MISUNDERSTANDING.

It i not diffieult to acconut for the attribution of the
above view to Bhstta Lollata. Bharats was a pore drams-
turgist; and as such be has defined Rasa (wathetic o'fect)
as preseoted on the stage. He has, however, used the
same word for the mental representation of the zsthetic
vbject on the part of the spectator, which forms the objec~
tive aspect of the total msthetic experience For, the
constituents iz both the cases, whether it bz an westhetic
object or its mental representation, are the same, But he
bas mot 4 psychologically and philosophically Tor
the sppearance of ell the copstituents of rsthetic repre-
sentation in the spectator’s consciousness, becsuse he was
primerily a dramaturgist and not & philesopher or & psycho-
logist. The writers on poetics, who came after Bharata,
soch as Dapdin, their subject being postics and not msthe
tics, }‘efa- to the 2sthetic conception of Bharata, as found
in his work, ooly by the way., His first commentator,
whose view oo Bgra is avsilable through Abhinava's refer.
ence to it in his Abbinava uhicaty, faithfally followed the
original, When, therefore, Snsﬂukuka took up the problem
from theoretical point of view, ie. Rass, ot as presented
oo the stage, but as the ultimate msthetic experience in
the spectator, be fomnd the definjtion defective For, the

appestance of basgic mmtul state is not poscible in the
p throvgh obj ion of the d

percep
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And when the basic mental state is not there, its union
with situation, mimetic changes etc, 1s out of the question,
He, therefore, criticised Bhafte Lollata, as he found in
the latter’s commentary the word Rusa used for both the
presentation and the experience without any distmction 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 nob
accounted for. Hence he criticised 1t and put forth his
theory, with which we shall deal shortly.

Similatly we can account for the attribution of an explana.
tion of zsthetic experience from @sthetic object to Bhatta
Lollata by commentators on compilations on the basis of early
works on poetics, such as those of Mammata and Visvanitha.
From the time of Srisaikuka to the present day, Rasa has been
studied os an experience rather than as an wmsthetic object.
Most writers, led by Abhmnava, have dealt with Rasa as
nn experience. Out of the four theories, discussed in detail
in the Abhinava Bharati, three are primarily concerned
with Rasa ss an experience. And the fourth also is criti-
cised from the point of view of experience. A tradition,
therefore, probably grew of sttributing some sort of
explanation of msthetic experience to Bhatta Lollata also.
This nssumed final form in the commentaries on the later
compilations on poetics, The attribution of a view to
the writer of the origial, which the Iatter did not hold,
is very common in the history of Sansknt literature. How
otherwise Badarayana’s Vedanta Sotra could be the basis of
three systems of the Vedants, Advaita, ViSistadvaita and
Draitadvaita ?

It is noteworthy that Abbinava does not himself eriti-
cise Lollata, probably because he understood his real
position. The eriticism is attributed to Srisatikuka,
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The adverse criticism of Bhatta Lollats’s traditional
view of Rass by SciSaiikuka is due to the misunderstanding
of the former’s position He defined the msthetic object and
not the msthetic representation 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
msthetic experience, were foreign to the minds of the
traditional interpreters of Bharata’s aphorism, But Srifafi-
kuka’s criticism is based on them. In short, the criticism
is due to the confusion of the dramaturgic point of view
with the philasophic.

ANOTHER OBJECTION TO BHATTA LOLLATA'S
THEORY.

Another objection that Stidahkuka brings against Bhatta
Lollata’s interpretation of the Rasa Satra of Bharata,
refers to the distinction that the lstter draws between
Sthayibbava and Rasa. We know that, according to him,
the very Stbayibhava becomes Rasa,* when it is developed
by Vibhava, Acubhava and Vyabhiciribhiva, The objec-
tion is that if development be responsible for converting
Sthayibbava into Rasa, there being innumerable steges in
the development, there would be funumerable varieties of
esch Sthayibbava. Thus it would be absurd on the part
of Bharata® (1) to talk of only six types of Havya : for, who
can deny the innumerability of stages of Hasya or for
lbn.! matter of anything that grows and (ii) to maintain
Smgir.n to be of two types only (1) Sambhoga and
(2) Vipralambha, when he himself, following the authority
;f.the Ramasatra, enumerates 'ten stages of Vipralambha

rigara s for, these stages being sub-divisible into further

1. A.Bh, Vol. 1,274,

2. A.Bh, Vo, 1, 3156,
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stages, it would be not of two or ten but o\\mlmhemble
types. Even if Bhsite Lollata be admitted to\ h’ald ﬂmt
only the highest stage in the development of Stha
Rasa, the objection, that Srifafikuka reises agamst him,
is that in that case Karupa Rasa shall have to be rejected,
For, its basic emofion, the grief (Soka), by its very nature
is such that it 1s most intense only inuts first stage and
diminishes with the passage of time. Therefore, the talk of
developing it to the highest pitch and thus conmverting it
into Rasa is out of the question.

Similarly anger, heroic entbusiasm and love, the basic
mental states of Reudra, Virs and §yixg§rﬂ tespectively,
weaken when the feeling of insult or njury 1s obliterated
due to some change m the situation, or firmaess 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 dramsa shall have to be considered devoid
of Rasa, and, therefore, unfit for the place that 1 given to
them. But such a presentstion of auger, heroic enthustasm
and love is necessary either because relief hus got to be
provided or because 1t ts 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 & high pitch 15 unsound.

SRI SANKUKA'S CONTRIBUTION.

By his criticism, howsoever unacceptable, he made a
very ‘important contribufion to zstnetcs inasmucn es ‘he
gave a new pomt of view for the study of the amsthetic
problem  He masy, therefore, be regarded as the founder
of msthetics, which reached its culminating point in the
writings of Abhinava.
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He waos a younger contemporary of Bhatta Lollata
and belonged to Kasbmir. He also commented upon
Bhatata’s Natya Sastra. But unhhe his older contem-
porary, he stndied the problem of csthetics as one mainly
of theory, ie. he was concerned not with the production
of msthetic object but with elucidation of the manner in
which the emsthetic experience arises from the msthetic -
object.

We may state at the very outset that, sccording to him,
sesthetic experience is due to the objective perception of
the msthetic object anl that this théory is maintained by
some western wstheticians also. We desl with this theory
of western =sthetics in the secend volume.

He is the first writer to point out the difference between
Rasa as an xmsthetic object on the stage and Rasa as an
sthetic jon in the sy 's ! and
to sccount 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 apy distinction. Sankuka’s
problem, therefore, was: how does a complete smsthetic
representation arise in the spectator? For, the basic
mental state is purely a mental state and as such it
cannot be cognised in the same manner as that in which other

ts of the msthetic object are cognised. He, there-
fore, put forward the theory of inference. Agcording to him,
the basic mental state is inferred from the situation etc.,
which are directly perceived, much as fire, hidden in & cluster
of trees ot the top of & mountain. is infermed fram. tha rising
smoke. But the basic mental state in the actor is nmatte:
of indirect imitation. For, while other constituents of msthetic
object can be presented very clearly by the actor ; the
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situation, for instance, through vivid poetic’ desctiption,
mimetic changes, because of their display through training,
and traosient 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 & matter of indirect
imitation, therefore, it is given a different name, Rasa, to
signily 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 imp This i is not of the
oatare of an illusion, For, illusion is quick to disappear.
Nor isit of the pature of a doubt. For, the spectator's
mind does mot oscillate between the personality of the
actor and that of the hero. The experience cannot be
classed as either true or false. It is simiar to one that
we Dave at the sight® of a lifelike picture of 2 particular
horse and formulate the judgement, “It is that horse.”
Thus, the appreciatiog spectator taking the actor to be
the hero, infers the basic mental state from the situation
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 Rams, aud because it is

d with the hanting situation, adds to itself a
peculiar charm and develops into an enjoyable condition
of the spectator’s mind. It is called Rasa because of its

enjoysbility, .
SRISANKURA'S PSYCHO-EPISTEMIC APPROACH
TO THE PROBLEM OF ESTHETICS.

Srifafikuka approaches the problem of wsthetics from
the psycho-epistemic point of view. He is, therefore,

1. A,Bh, Vol 1,274, 2. 4,Bh, VoL I, 275.
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naturally concerned with () the nature of the object of
the wmsthetic experience (i) the means of knowing it and
(D) the final judgement and its nature. According o this
{i) the basic mentel state in =sthetic object is an imitation :
(i) the means of jts knowledge is inference: (i) the
judgement is an urmanalysed 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 (1) 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
(1i) inference theories of art and (iii) the snalogy of painted
horse, He divides the contents of the msthetic object into
two classes (i) illusive and (ii} inferable, Situation, mimetic
changes and transient emotions are illusive, because their suce
cessful artistic presentation on the stoge illudes the spectator
to take them to bereal. 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 bereal Inhis exposition of theory
of wsthetics he ndopts the technique of the ancient Logic
(Pracys Nyaya). 1t is, therefore, necessary to have a clear
ides of the following conceptions of the Nysya ;:—

(i) The conditions of knowledge.

(i1} Means of right knowledge.

{if)) Theordles of error, doubt and knowledge based

on similarity.
(iv) Theory of recoguition.
CONDITIONS OF KNOWLEDGE,

The Nyaya is o realistic system, The objects of
experience, according to it, are not mere illusions or subjece
tive fdeas in the mind of knowing eubject, They have
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existence and reality independently of the @ch{ It
upholds the point of view of common sense. It mnke’e';);\usg\
of logical methods to establish the reality of externsl®
objective world, It examines the objects of knowledge ‘by ~
means of the connons of logical proof. It describes the
mechanism of koowledge 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, N

All knowledge, therefore, accordiog to the Nyays, implies
the following conditions: (i) cognising subject (Pramata),
(ii) the object of cognition to which the cogmitive activity is
directed (Prameya), (iii) the resulting state of knowledge
{Pramiti), (iv) means of knowledge (Pramana) and (v}
connecting links between the subject and the object, For,
the soul does not come into immediate contsct 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 1s an eternal and sll-pervasive substan-
tive being. It is pure substance, possessing the qualities of
desire, aversion, volition, feelings of plensure and pain?
and knowledge. Itcsnnat be directly apprehended, It
is onoly inferable from its transient qualities. For
instance, when o person has known from experience a certain
object to be source of pleasure, there arises in himata
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 nd longs for it. It experiences the external
world when it comes into contact with it through the

1. NiD, 19,
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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 contact
with everything and, therefore, it should always know every-
thing, It should be omniscient. To get out of this difficult
situntion, into which the Ny&ys is landed, because of its

dmission of the all-pervast of the soul, it admits
that objective cognition is dependent on two additional facters
(i) Manas and (i) Senses.

Manss is stomic snd eternal. It is o mediating Jink
between the soul and the senses, [t is the means of know-
ing internal states and external ebjects. Its atomicity
accounts for limited knowledge in the knowing subject.
For, the soul, inspite of its all-pervasiveness, can know
only what comes to it through the Manas, As the Manas
is atomic sud the soul is entirely dependent on it for sl
knowledge, it can know only that with which it is put
in jndwect limited contsct by the Manes. It accounts for
succession also in senswous knowledge. For, the senses,
though five in number, each having a distinct object of
its contact, cannot convey their impressions simultagecusly
to the sou), because only that sense can communicate its
impression to the soul, which is mediated by Mapas. And

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

*THE OBJECT OF RNOWLEDGE (PRAMEYA).

Generally speaking, oll that is not the means of Lnowle-
dge is the abject of koowledge. Thus spul, body, senses,
the objects of senses, knowledge, Manas, phbysical, mental

1. N.D, 22138, -
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and vocal action, attach and jon, rebirth?, pl

and pain as the fruits of action and Iiberation are all
objects of knowledge. Taking, however, the word #object”
in & restricted sense of the world of nature, the Nyays, like
the Vaifesika, holds that it is made up of eternal, unchanging
and causeless atoms and that it exists ifndependently of
thought.

MEANS OF KNOWLEDGE (PRAMANA).

The Nyaya admits four means of knowledge (1) Direct
perception (Pratysksa) (i) Inferemce (Anumama) (i) Com.
parison (Upamana, and (iv) Verbal testimony (Sabda).

Direct perception, Pratyakss, as a means of knowledge, is
nothing but direct contact of a sense-organ with its respective
object. ‘The knowledge arisiog from it is inexpressible? in
words, unerring and well-defined.

Inference (Anumdna) as o 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 parceived from the perceived is, according to Gautams,
possible in three ways () Parvavat (i) égavut and (i)
Samanyato drsta.

(1) Parvavat coonssts in ieferring the imperceptible
effect from the perceptible cause, e.g. when we see dark and
thick clonds in the sky e infer that there shall be rain,

(2) Sesavat cousists 1n 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 inferrivg one of the

i that is imperceptible from the other, which is
L N.D,18. 2. N. D13 3, N.D, 15
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generally experienced as concomitant with it ¢ &g, we know
from ordinary experience that every horped animal has s
tafl. Therefore, when we see the horned bead of an animal
we infer that it bas a tail. We moy add here that
Vatsysyana gives a different illustration of Sam3nyatodrsta,
It may be stated as follows +—

We know from ordinary experience that change of
place of a body is preceded by t. Therel 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 illusteation to bring out that 5a-
manyatodrgta inference is not based on eausal relation as
Parvavat and Segavat are. It is based on uniformity of
experience,

ERROR OR ILLUSION (VYABHICARI JNANA).

#Unerring” (Avyabhicari) is nn essential part of
Goutamsa’s definition of valid perception. It is, therefore,
inthe commentery on definition of valid perception that
Vatsyayana discusses the Nyiyas Theory of error. Error?
consists in taking an object to be what it js not; taking
“not-s” to be *a”. For instance, when the hot rays of
the summer sun come into contact with the sands of a
desert, and heat, «rsing from the heated sands of
desert, vibrates and comes into contact with the eyes of a
person at a respectable distance, there arises the perceplion
of water. This perception is an error, because in this
case the percipient takes o thing to be what it is not.

The causes of error may be stated as follows s

Every perception invalves () the abject, (ii) the exter-
nal medium such as light in the case of visual perception,
1. XD,
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{iii) the sense-organ, through which the object is }en{eﬁmj
(iv) Manas and  (v) the cogmsing subject or soul. If u—ﬂy ~
one of them does not function properly or be defective in
any way, illusion arises. Thus the defect 1 the case of
the object may be that it has close similarity with something
else. For instance, mirage, because of its close simularity
with water, is taken to be water ; or mother of pearl, because
of its similarity with silver in respect of brilliance, is taken
to besilver. The defect 1n the mediuen, such as light in
the case of visual perception, may be 1ts dimness, because
of which we cannot see clearly. Thus a 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 soffers from some disease. A person, suffering
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 bave lost a companion in a
fair and are looking for him, we mistake a person with slight
resemblance with one, we are searching for, to be our compa-
nion, because our minds are preoccupied with the lost friend,
The defect of cognising subject may be that he is swaye@ by
an emotion. Thus we find Kalidasa's Yaksa in the Meghadata,
taking the insentient cloud to be o sentient being, capable of
teking his message to his darling.

Error is subjective. It does not lie in the object. For,
the object remains what it is even whenit is taken to be
something else, The vibrating beat of the sand, scorched by
the sun, which is taken to be water, is the same at the time
when it is mistaken to be water noless than whenit is viewed
Wty s wn, el v dntel vy o Tng e
is not set aside by velid knowledge. For instance, when
8 person takes mother of pearl to be silver and proceeds

4 N.D. 290,
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to pick it up, the error exists till the moment when ke
comes close enough to discover the true nature of the
object and finds the object to be incapable of serving
the purpose that he thought it would.  Thus, error is
error only when it is discovered to be so, st 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 Nydya theory of error, technically called Anyalbﬁ\-
khyati, is distinct from (i) Jnanakara khyati of the Yogacars,
(i) Asatkhyati of the Madhyamikas, (ji) Anirvecaniyakhyati
of the monistic Vedaata aud (iv} Vivekakhyati of the Prabha-
keras. In fact, all other theories of error have been edversely
criticised by the authorities on the Nyaya. The Nyaya theory
of error is logical and free from metaphysical bias.

DOUBT (SAMSAYA).

. There are many situatioss, in which doubt erises. But
there is only one, which is relevant to our purpose. We
mey state it as follows :—

A person sees au object possessing qualities, which are
common to more than one object. Accordingly more than
one image, corresponding to two objects, which can possess
the qualities, directly hended, arise in the mind of
the percipient. He is not sble to decide whether the
stimulatiog object is this or that. His mind oscillates
between two images. This state of oscillation is doubt.

RECOGNITION (PRATYABHIJNZ).

Recognitive form of

“This is the same
wen ns that I saw before” is admtted by all systems of
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thought,  They, however, differ s regards its nature,
whether it is simple or complex. Buddhists hold it to be
8 mechanical compound of presentative and representative
states of mind, The Prabbakaras look upon it as one cognition,
which is partly perception and partly memory, The Nyaya
combats hath the views as follows :~~

The view thatit isa single compound of presentative
and representative mental states is not Sound. For, itis
neitber due to the sense-impression alone, as there can be no
sense-contact with the past object : nor is it due to residual
trace (Sarhskara) only, as gnition involves the conscious-
ness of “Thisness”. It cennot be mantuned to be a
combined product of the two. For, each of them operates
separately and produces a distinct form of consciousness,

The Nyaya, therefore, holds that recognition is & kind of
qualified perception. It gives us knowledge of the present
object ag qualified by the past. When we see an object,
discover it to be the same as that which we saw on &
previous occasion and fuse the two images together much
as we do the perception of a jar with that of blackness,
fecognitive form of consciousness arises.

Now that we have given s brief account of the rele-
vast Nyiya technique, which Srifaikuka adopts in the
course of his exposition of the wsthetic theory, Jet us
elaborate it

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

He applies the inferential technique of the ancient Nyﬁya
in inferring the basic mental state. We lmva‘ already
stated that the Nyays accepts three methods of inference :



58 CHAPTER I

(i) of effect from ceuse (Pacvavet) (i) of cause from
effect (Segavat) and (i) of one of the two concomitnxzfs
from the other (Samanyatodrsts). He, therefore, main-
\sins that the inferentinl knowledge of the basic mentsl
state arises in the spectator, when he is aware of
three types of inferentis]l reason (Metu), presented on
the stage.

() Situstion with human focus (Vibhava)?, the cause
of the basic smental state.

(i) Mimetic changes, the perceptible physieal changes,
voluntary or iovoluntary, the effects of basic ments}
state (Anubhaval.

(i) Transient emotions, the invariable concomitants of
the basic mental state.

THE NECESSITY OF INFERENCE.

Rasa, sccording to this theory, is nothing but the basic
mental state,  But it s beyord the reach of the imitative art

to present it directly®, The imitstive art has only two means
of presentation,

1. The literary language, which s tbe primsry
means of presentation of the situation. The stagelimitar
tions are such s do not allow the scenic presentatios

o go as far in the representation of the resl ns the
laoguage can.

2. The psycho-physicsl training to bring about physi-
csl changes, in which an emotion expresses itself, or which
invn.rinbly eccompany it. By this means the effect of the
basic mental state, the mimetic chupges, and the invariable
concomitants of it, the transient emotions,

are presented.
1. Aibh, VoL T, 874

2. A.Eh, Vol 1,275,
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The basic menta! state does not admit of pr:sel;;igkfof'n.‘
even in words : hence the necessity of inference. -

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 mentsl state
does not exist in the imitating actor. The msthetic
experience, however, results from it exactly as does fear
from a rope mistaken for a serpent.

SRISANKURA'S EXPLANATION OF THE OMISSION
OF “STHAYIN” IN BHARATA'S DEFINITION
OF RASA.

According to Sti Saikuka, as has just been stated, the
basic mental state is known through inference only, And he
bolds that in maintaining this view he bas the support of
Bharata himself. For, Bharata, in bis aphoristic definition
of Rasa, does not mention the word “Sthayin” though it
is the most important, inasmmch as Rasa is nothing but
Sthayin itself inferred from situotion, mumetic changes and
transient emotions. He interprets the «phorism of Bharata
to mean that the busic mental state, inferred from Vibhiva
etc., is Rasa. (Vibhavanubhavavyablicaribhyap Sthayinah
Samyogit—Anumanit, Rasasys nigpattih~—anumansjanyi
pratitih), The dissolution of the compound makes it clear
that the word “Sthiyin', if it had been used by Bbarata,
would have been put in u different cose from that of
Vibhava ete. Far, while the latter would have been in
ablative case, the former would have been in the genitive,
But in spite of the different case®, in which it was to be
used, nud consequent necessity of using it, he omits it
altogether, The omission is mot without its significance,
It implies that, according to Bharats, Sthiyin, as a

1. A.Bb., VolLT, 275. 2. A Bh, Vol 1,775
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content of spéctator's consclousness, appears in & cogei-
tive form different from that of Vibhava etc. The latter
are known through direct perception, but the former is a
matter of inference only,

NATURE OF THE INFERENTIAL JUDGEMENT.

The judgement is reached through inference. There-
fore, both the place where the thing is inferred snd 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 Nyays view
of recognition. It is qualfied perception. It is fusion of
two images, the one stimulated by the stage-presentation
and the otber, that was constructed by the spectator, when
e beard or read abont the hero, who is now artistically
presented on the stage. The latter fuses with the former
and figures in the concciousness as a quality of the same.

Heace there arises qualified perception “that happy Rama
is this.”

UNCLASSIFIABILITY OF THE RECOGNITION
IN ART,

But! recognition ordinarily involves the element bf
certainty, It is cerrain knowledge, such as prevents the
recogoition of the sam: in mamy. If ope has srecogaised
“X' fn “‘A", recognition of the same in “B” is ont of the
Question.  For, in the Iatter case the former recogpition shall
bave to be declored invalid, The fact,

however, according
1. ABh, Yl T, 275,
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to the exporients of the imitation theory of art, is, that the

d is recogpised in all ful 1mitations, The
recognition 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 Nyays theory of error we stated
{i) that error may be due to some defect in the object such
a3 close similarity with something else, (i) that it consists in
taking the directly perceived to be something that it is not,
{iii) that it is subjective and does not lic in the object, (iv)
that error 1s error coly when it is discovered to be so, at
Jeast 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 pomts m mind, we can understand
why 8§17 Saikuka holds that recogmtive sthetic judgement
is not an error. He is concerned with explaming the essen-
tial nature of asthetic expertence. He, therefore, confines
himself to the psychological process, which 1s involved in the
course of its mse. He has nothing to do with the point of
view of unmsthetic observer of the asthetic object. Thus,
accordiog to him, the spectator, when he comes to theatre,
bas either got the image of the kero in bus mind, if the hero
is an historical character, or such an imsge is generated in his
mind by the description, ined 1n the general introduction to
the drama, if the hero is an invention of the genius of drama-
tist, 85 in the case of Carndatta n Sadraka’s Mycchakatika.
Thefefare, when the dramstic heto appears on the stage, the
spectator mistakes him for the historic or fictitious character,
because of close similatity between the mental picture in the
spectator and the stage-presentation.




62 ) CHAPTER 1

But the spectator’s attitede is not practical; on the
contrary, it is ssthetic. His psychic activity does not pass
into physical. He does not verify facts. He does not put
himself in prectical relation with the presented. Therefore,
error is no error to him, because it is not contradicted by any
subsequent cognition that he, as an asthetic observer, has,
His recognition may be erroneous from the point of view of
unzsthetic observer, but surely it is not so to him, becsuse
his attitode is not practical. Hence Sr1 Safikuka holds that
asthetic recognitive judgement is not erroneous.

AZSTHETIC 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
inthe case of recognitive msthetic expertence there is no
oscillation of mind between two images; on the contrary,
there is fusion of them, it cannat be said to be doubtful,

IT IS NOT A COGNITION OF SIMILARITY.

In the cognition of similnrity 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 1o the case of recognitive zsthetic appre-
hension, the two imoges do not stand apart from each
other, but fuse together ns substance and its quality, it
cannot be spoken of as cognition of similarity.

INFLUENCE OF PAINTING ON HIS ESTHETIC
THEORY.

. It appears that at the time when Sri Safikuka wrote
bis commentary on the Natya Sastra of Bharata, there
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whas a recognised view of experience, got from painting, For,
be cites the anslogy of experience, arising from & horse,
painted by an expert artist, to explain the nature of ssthetic
experience from dramatic presentation. And only a well
known fact is cited as analogy. The anslogy of painted
horse implies that the ssthetic cognition is unique in itself
and, therefore, is different from every accepted type of
cognition in the system of Nyaya, which presents common
sense point of view; thatit isa special type of recognition,
which cannot be classed as true, false or dubious; that it
is not & mere conscrousness 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 recognition
yields artistic satisfaction. Sri Saikuka, therefore, holds
that amsthetic recognition s an unanalysed flood of cog-
nitions of the opposing nature and, therefore, no question
about its neture can be raised. It is o unique experience.
The consciousness of the imitated arises from an imutative
dramatic presentation exactly as does that of a horse from
a pictorial or plastic presentatton of it.

CONTRIBUTIONS OF THIS THEORY,

1, Indefinability of the experience.
2. Unpresentabilityof the basicmental state inlanguage.
3. The doctrine of contradiction in experience.

ITS CRITICISM.

The imitation and inference theories of art canvot go
gether, if the infe has ref to the basic mental
state, that is, if Rasa be held to be due to objective con-
sciousness of sn imitated basic mental state, got throngh

inference from three types of reasons, cognised as imitations.
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The imitation theory of art is maintamed by some of
the western mstheticians also, We discuss the western
point of view in the second volume. Here, therefore, we
shall confine our sttention to Seikuka's theory only, His
imitation theory aroused immediate opposition fram Abhina-
va's teachers in poetics and dramaturgy, Bhattenduraja and
Bhatts Taula, who were probably his younger contempora-
ries, because Abbinava 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 () of spectator (u) or that of actor (iii) or
that of o disinterested analyst, who aims at findimg out the
real nature of dramatic presentation (iv) or is it that it
is the view of Bharata himself as expressed somewhere in
his Natyn Sastra ?  Let it be remembered that &ridaiikuke’s
imitation theory of art refers ta the basic mental state only.

(i) Imitation theory cannot be maintained from the
fpecta(m's point of view, Frstly, because consciousness of
1mx'tn(1'z'>n _presupposes direct perception of what 15 spoken of
as an imitation. As for instance, when a certain person
driks milk in & 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 zsthetic object, what is
tlfere 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, ate the only things, which are directly perceptible.
But nobody will be prepared to accept them as imitation of

! 1 A.Bh,VolI, 275,
2. A.Bh, Vol 1, 375.6.
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a basic mental state, because of essential differf;;ce in their
nature ; the former are physical, but the latter is-
mental. There is difference in the means of therr 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 mentsl state of the imutated histeric
person, the spectator cannot be supposed to know, because
of lus being very far distant in time. As for its knowledge
throngh literature, Sridafikuka himsedf holds, as we have
already stated, that language can gwe only a conventional
imsge of basic mental state of ordinary run, but not the
ideal one.

(i) The second argument disposes of the second
question, namely, does the actor imitate? For, justasa
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.

Leaving aside the external factars, which are respon-
sible for the consciousness of imitation, if we analyse spec-
tator’s consciousness of busic ments] 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
feom the effect, the mimetc changes; or as of & major term
from that which is invariably concomitsnt with jt; the
inferced mental state would be the real basic mentsl state
and not an imitation of jt.

1t cannot be urged that the situation etc. are real only in
the case of the historic, the imitated, but in that of the bero

9
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on the stage, they are only creations of art. Therefore,
the bastc mental state also, that is inferred from them,
would be only that of the artistic imitation of the real.
For, then the exponent of the imitation theory will be asked
whether the situstion etc, as artificinlly 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 the question,

Nor can the exponent support his position as follows :—

It1s o 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 can koow
the origin from appearance. Thus, from effects, appacently
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
but natural to a man of critical mdgement.

For, this is an indefensible position. The possibility of
inference of different causes from two effects npparently
similar, we do ot 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 effcct with what simply Das siralarity
with the cause, the inlerence is not possible. A heap of
China roses (Japahusuma), for instance, looks very much
like fire; so does the mist hke smoke. But does a man,
knowing the mist as such, infer a heap of China roses from
it? The inference, therefore, of basic mental state, as an
imitation, from perception of artificiality of the sityation
elc., is impossible,
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(iii) From the point of view of an impartial analyst of the
dramatic presentation also the basic mentsl state is not an
imitation, but is an identical reaction to the sitnation etc.
(Anuvyavasiya), due to identification with the historic
through the instrumentality of the siuation etc., as we
shall show in the following pages, dealmg with Abhmava's
esthetic theory.

(iv) As regards the alternative! that the imitation
theory is based upon the authority of Bharata, we have
to say ooly this, that there is no passage in the Natys
Sastra, which, taken in proper context, supports the imi.
tation theory, All relevant passages establish the identicel
reaction (Anuvyavasiya) theuryL Thus, St1 Saftkuka's theory
that zsthetic object is an imitation is unsound from all
points of view,

CRITICISM OF THE ESTHETIC JUDGEMENT.

In respect of the zsthetic judgement? also, which is conse-
quent upen cogrition of the ssthetic object his theory is equally
unsound. According to him, “Rass" is a judgement. Itis
an ion of the i which cannot be classed
with any ope of the well known different forms of cons-
clousness. But this is an indefensible position. For, if
consciousness of the wmsthetic object, as expressed in judge-
ment, implies consciousness of presence of Rima at the
time of presentation only, it is a vahd cognition, because
itis not contradicted by any subsequent cogaition. But
if it is subsequently contradicted then certainly it is wrong
koowledge, And even if there be no contradiction, it will
in reality be only wrong knowledge. Therefore, the judge-
ment, asstated above, cannot be an expression of consciousness
of & peculiar type, because there is no such consciousness.

1. A Bh, Vol. 12773, 2. A Bh) Vol 1, 218,
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ARGUMENTS AGAINST IMITATION OF STHAYIN
SUMMARISED.

Sr1 Saiikuke's theory in the main is that Sthdyin is
imitated by the hero, who represents an historical character,
such os Rama, And because 1t is imitated and not actual,
therefore, it is called Rasa. The difference, according to
him, between Rasa and Sthayibhiva is only this that Rass
is only imitated Sthayibhava, while the real Sthayibhava
is actusl and not imitated.

The argument ngainst this view is that imitation has
two chief charactersstics (i) it presupg the direct percep-
tion of the imitated and (it) it is n presentation of the criginal
in & medium different from the material, of which the
ariginal is made up. Asthere is mo posstbility 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, mimetic changes etc.,
the position is untensble, because they belong to a category
different from that of the Sthayin, inasmuch as they are
directly perceptible while the Sthayin is not so, But if it be
seid 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
(Anuvyavasiyas),

CRITICISM OF ANALOGY OF PAINTED HORSE.
It appears that soon after Si5 Sankuka, the ‘recognitive
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theory® of art of painting was substituted by that of simili-
tude. Possibly the Iatter was contemporanecus with the
former. Abhinavagupta and his teachers accepted the latter.
Hence the criticism of Sri Saiikuka’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 sucha
manner that they, taken together, look very much like the
original and give rise to the consciousness of similasity of
representation with the original.

Accordingly criticism! of Sri Saithuka's position is that
painted horse is an imitation of & living horse, because the
former bears similanty with the latter : but Vibhava etc.
cannot be taken to be imitation of the basic mentsl state,
because there is no similarity between them in any wey.
Therefore, Sankuka’s theory, that Rasa is nothing but
imitated basic mental state, is wrang, hecause no imitation
of the latter (basic mental state) is possible.

SANKHYA THEORY OF ZESTHETICS,

Another theory?, that is summarily treated, is the one
that was advanced in the light of the Sankhya philosophy.
¢+ ceording 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 1s essentally an inner
state of pleasure or patn. Obviously the expovents of this
theory took the basic mental state to be identical with
msthetic experience.  Hence they bave gone not oaoly
against the Isct of experience but also against the textual
authority of Bharate, according to whom the two are very
distinct from each other.

1. A.Bh, Vol 1,278 7 A Bb,Vel1, 2
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CRITICISM OF THE EARLIER THEORIES.

YWe have so far discussed two theories (i) the theory
of inference, which is apparently from the pomt of view of
the Naiydyika, snd (i) the Saikhya theory of zsthetics.
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 atises 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 cogritions, 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 presentations : for, we will bave to 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 posstble.
The reason may be stated as follows 1—

Suppose we are attempting psycho-epistemically fo
account for the rise of Rati (love) from the presentation of
Rama and Sita 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 Siti as an -
object of love. In fact the historical and religions assacis-
tions, which surtound the personality of Sita, will prevent
the rise of such feeling from such a presentation,

SI_\Y:JK!:IYA THEORY OF ZESTHETICS IN THE
SANKHYA KARIKA AND THE TATTVA
KAUMUDL
The Saikhya theory of emsthetics, presented and criti-
1, A,Bh, Vol T, 1278,
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cised above, in the liht of the Abhinava Bharati seems 4o be
based upon an authority that was not thoroughly familtar with ™~
the views of Isvara Krpe (circs 20d ceptury A, D), the
suthor of the Sadkbya Karika, and Vacaspati Miéra
(976 A. D), the commentator upon the above. For, their
theory of zsthetics 1s very different from that presented above
snd the criticism, levelled against 1t, does not apply to their
theory. They are definitely of the wview that msthetic
expertence is due to the objective cognition of the presented,
including the basic emotion : but it is different from ordinary
wordly cognition and does not give rise to ordinary attitndes
and responses, because tbe spectator is deindividualised
exactly as Porma is when the knowledge of distinction
between himself and Prakyu dawns, The references to the
asthetic theory in their works may be presented as follows ;o

There are two references in the Saikhya Kariki to
@sthetics. The one points out the natare of the relation of
the actor to the hero that he represents. According to this,
the actor does not imitate but himself becomes the hero, The
telation between the actor and the hero is similer to that
between the subtle body (soksma Sarirs) and the gross body.
Just as the sobtle body becomes' (bhavati) s man or zn
animal so does the actor become the character that he
represents. The other asserts that jn sthetic experience the
subject is free from two Gupas, Rajas and Tamss, and, there-
fore, from the selfish and purposive attitude and the deter-
minative cognitive activity (cf. Kant). Heis simply aware
of the zsthetically presented, exactly as the Purusa is of the
Praksti?, after the realisation of his distinction from the Intter,
This accounts far the freedom of amsthetic experience from
pain even when the presented is painful from the empirical
paint of view,

1. S. T, K, (v.) 42, 2. B.T.E.,{v)¢5
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INTELLECTUAL BACKGROUND OF BHATTA
NAYAKA.

Bhatta Nayaka was an immediate predecessor, or an
older contemporary, of Abhinava : for, he was king Saikara
Varman's contemporary (883.902 A. D.).  He, therefore,
lived in the same literary atmosphere as that in which
Abbinava lived. By bhis time the two important factors
in the evolution of the form, which the zsthetic thecry
assumed in the hands of Abhinava, had come into being.
(1) Ananda Vardhana had propounded the theory of Dhvani,
the power of langusge to convey the spiritual meaning
(Dhvani) snd (2) Saiva metaphysics also bed ‘been well
systematised by Utpala in his detaled commentary, the
Vivrti, on Ius awn ISvars Pratyabbijia Karika. But Bhatta
Nayaka did not come under the influence of either. He was
an avowed opponent of the spiritual meaning theory and wrote
& work, the Hrdaya Darpana, with the expressed object of
demolishing it. And be 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 bhave discussed
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 Natys Sastra, be 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 Rama, Rivapa etc (in stage-
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 imagicatwe additions, They are different from
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objects of dream, illusion etc., and therefore, are capable
of fully captivating the heart, They are products of actdrs,
who in the course of production do not abandon their essen-
tial nature, exactly as Brabman does not give up his essen-
tial nature when he creates the phenomenal world, But
in spite of all this they are capable of giving rise to zsthetic
esperience and thus serve a human purpose. Just so this
phenomenal world, which is nothing but mere name and
form, which really do not exst, serves the highest human
purpase,! through reflection and contemplation.

He alsp mokes use of the Vedantic conception of
Anands, as predominance of pure Sattva, free from &ll
admixtore of Rajas and Tamas., He reptesents the asthefic
experience to be akin to the mystic renlisation of Brahman.
He, however, does not thoroughly stick to Vedantic technique
in his exposition of the wmsthetic theory. We shall briefly
give an account of Vedantic 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 bis
individuality. For, in that case presentation of sorrow shall
have to be admitted to arouse an unpleasant experience,
Futther, the experience of persenal emotion 1s not posdi-
ble, because historic character, such as Sita, is not related
to him as o stimulus to his personal emotion. The personsl
emotion cannot be said to be due to recollection of the object
of bis own love, at the sight of stage-precentation, on the
part of the spectator: for, it is against the fact of experience;
there is no sach remembrance,

1. A.Bh.VoLEL 6.

10




74 CHAPTER 1

He also rejects the theory that the cognition of emotion
in the presented is due to inference or verbal presentation
for, such n cognition cannot give rise to zsthetic experience,
On the contrary, it will give rise to the feelings of envy,
shame, 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 bas had the wsthetic experience, will egree that they
give o true picture of the experience. /Bsthetic presentation
is never the cause of painful feeling. Tragedies also enliven,
It does not nronse those responscs, which the real does.
This need explanation. Hence the adoption of & new
technique, not applicable to ordinary worldly experfence.

This new technique was adopted by Bhatta Nayaka.
According to him, ns according to slt his predecessors in
the field of xsthetics, wsthetic experience is due to objec-
tive cognition of the presented. Unlike, however, his
predecessors, he maintains, and rightly too, that both, the
cognising self and the cognised object, are free from all
limitations, which fgive individuality., And the resultant
subjective state is, according to him, & state of perfect
sest of the self within itself because of the predominance
of the quality of Sattva and total relegation of the qualities
of Rejas and Tamas to the background. Hence that
state is characterised by the absence of all conscrons physical,
psychologics] and volitional activities and so by freedom
from all attachment to and aversion from all that can enter
intg consciousness,
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The reason? is obvious, All volitional and s&r/t huscious
psycho-physical activities sre due to predomindnigé\.oi
Rajes, Similarly all lack of consclousness is due to Tamas,
All knowledge, however, apd consequent state of rest of
the self, in which Bliss consists, is due to Sattva. Rajas
and Temas being overwhelmed by Sattva and so volitional,
psychological and conscious physical activities being ount
of the question and the state of ignorance being impossible,
there arises a state of the self as described above.

HIS BASIC ASSUMPTIONS, .
He maintaios that the poetic language has three powers.

1. Abbidhs, the power to arouse the couventional
image, associated with 2 word in the mind of the hearer.

2. Bbavskatva, the power, which frees the presented,
the wsthetic 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 gqua-
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 Bhatts Nayaka, by the lact of the
said powers, technically calied Bhojakatva, The Iast
twa powers he attdbutes to the poetic language in addition to
the generally accepted Abhidh3, the power of giving rise to
the conventional image. The second of the said powers, namely
Bhavakatva, also cooperates with the last in bringing
sbout this state of rest of the self, innsmuch ss it frees the
presented from all limitations and so wpiversalises it
Thus, Rajas does not work, because the presented is Iree

1. A. Bh, Vol. 1, 278.9.
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from all limitations and is universalised. The presented is
thus incapable of giving rise to any desire to gain or shun
it. And desire being the motive foice of all psycho-phy-
sical activities, the Iatter caunot take place. Rajss is thus
relegated to background. As for Tamas, it can be as
little effecfive at the time when the Sattva is working as
darkness can be in the presence of light. Hence there
arises o state of simple awareness or consciousness of the
presented, which is skin to the mystic experience of the
Brahman in so far asitis 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 arises;
because the universalised csthetic object still affects
the upiversalised subject. It cannot be classed with the
ordinary experiences, got through perception, remembrance
etc., because it is not a determinate cognition, inasmuch
as there is no dgtermi'uativc 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 zsthetic experience
is the experience of the universalised wmsthetic object by
universalised subject in the state of perfect Hiss, due to
the predominance of Sattva.

ITS CONTRIBUTION.

"The problem sroused 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

R objective cognition ?* This new theory expleins the non.rise
by presenting the cognising subject to be above the fesponse-
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Jevel, inasmuch as the power to respond, the Rajas, is per-
fectly inoperative, because of the universalisation of the
presentation by the assumed particular power of the poetic
langusge, called Bhivakatya, Response is due to the
cognition of the particular: that being absent, it does not
arise, Ilence there arises the state of the subject with
the predominance of Sattva, in which the Bliss consists,
The of the experi therefore, according

to this theory, are the universalised subjcct and the universal-
iscd eesthetic object,

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

To answer this he postulates 8 new cognising activity,
called Bhogs, and the experience, he represents to be
Avanda, Let us, thercfore, sec what are the implications of
these expressions in the known schools of philasophy.

VEDANTA METAPHYSICS AND ANANDA.

The veoricty of ordinery experiences can be brought
under three heads, (1 pleasure (i) pain and (iii) insensi.
bility. Similarly states in the life of & conscious being can
be put under tbree heads, (i) the state of knowing
(i) of ncling and (iii) of sensclessness. But in ordinary life
1 pain and i ibility are not ixed, nor are so
}.nowlcdgc. action and senselessness.

The ultmate cause of both the sets, mentioned above,
is the triad of qualities, Sattva, Rajas and Tamas, which
constitutes the Avidy# or ignorance.

There is no moment in the Lfe of an individual, in which
they arc inopecative. There is no determinate knowledge,
which docs not arowsc attitudes and responses. And deter-
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minate knowledge of one thing means the ignorance of
others. At some moment, however, one is predominantly
operative and at others another. Thus m ordinary life one
of them is always shrouded by the other two. Shll ocea-
sionally one of them attains predominance over the rest.
Predominance of Sattva is pleasure, of Rajas pain and of
Tamas insensibility. Bliss (Ananda), thereforc, in its techai-
cal restricted sense 15 not possible to sn individual so long as
the individuality persists.

The universal Selff, as admitted by the Vedanta to
explain the phenomenal world, is also associated with the
Avidy3, but that is not individua!, 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 Avidyd
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 isoperative as tbe darkness is in the presence
of light. This universal Avidya with the predominance of
pure Sattva is Anandamayakoga of the Universal Self.  Bliss
(Ananda), therefore, as distinct from pleasure (Sukha),
according to tbe Vedants, is predominant and perfectly
pure Sattva, es related to the Universal Selé. The predomi-
nance is due to inoperation of the other two, because of
absence of the limited phenomenal world.

SANKHYA CONCEPTION OF BHOGA.

Bhogs? involves the following four :—

1. Ved. 8. npd Coram,, 911, 2. LRV.V, Vol. 1, 182,
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() Purusa, identified with his reflection, falling on the
Buddhi.
(i) Buddhi, which receives the reflection of Purusa
frem within and that of the object from without.
(iif) The reflection of object on the Buddhi.
{iv) Ahankara® which isr ibl

(a) 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,

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

(d) for the rise of consciousness #I know this™.

THE PROCESS.

1, The Buddhi rececives reflection of ebject from
without.

2. The reflection of the subject comes from within,

3, Ahaikara unites them,

4, The two reflections merge into each other

5. The object shines. This shinng of the object,
because of union with the subject, is the culminating point

of the process, described so far, Hence it 1s spoken of as
the fruit of the cogitive actwvity. It is called Jitana.

Union of reflections of the subject and the object,
when used for practicel purposes by Ahaiikara through giving
rise to the consciousness “I know this”, which refers the
object to the subject without recognismg the difference

1. LE.V.V,Val 1,165
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between the subject and its reflection, is called Bhoga:
because it involves umion of the two reflections in the
common ground of the Buddhi and also because the
consciousness, that has been aroused by Abafkara, has
the common substratum with the rEﬂectic:n of the Purnga.

THE CONCEPTION OF BHOGA, ACCORDING TO
YOGA SYSTEM.

#Sattvapurugayol atyantassikirnayoh Pratynyavieso
Bhogah™., Sattva in Yoga terminology means Buddhi. It
is insentient. And Purusa js 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 s no consciousness of difference between them.
This consciousness of identity of Buddhi and Purvsa in
practical life is technically called Bhoga,

VAISESIKA CONCEPTION OF BHOGA.

According? to the Vaifesiks also, knowledge (Jiana)
is distinct from self. Bhoga, the reference of knowledge
to the self, therefore, is exploined in terms of relation of
inberence. Thus, according to the Vaidesika slso, relation is
involved in Bhoge, though not Sathyogs, 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 Ananda, which is nothing but the predomi-

L LP V.V, VolT, 1587

2. LBV, V, Vol 1,155,
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nance of pure Sattve, is not possible so long as ti;;‘sﬁlbject-
object relation persists. Bhoga is the opposite of 3 okss,
which consists in Ananda. Thus the new theory is unsxﬁg,&n
because it brings in the contradictory conceptions to explain
the zesthetic experience.

It may be stated here that there is no essential
difference in the conception of msthetic experience, admitted
by Bhatta Nayaka, as stated in the preceding paragraphs, and
that, admitted by Abhinavagupta, as dealt with in ali 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 thst of Bbatta Nayaka, but simply
en improvement upon 1t in the following respects :~—

1. Zsthetic experience is not 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 simost the same psycho-physical
conditions as those of the bero 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 thet the cognitive process leading
to the ultimate zsthetic experience is different from that
involved in ordinary perception, remembrance etc.,
but he psychologically ts 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

L A.Bh, Vol 1,230,
11
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which Bhatta Nayaks belonged, clearly explains the infiu-
ences which were Tesponsible for the new twrn that he
gave to the theory of Indjan asthetics. For five hundred
years, from the time of Bharata (circa 500 A D.) to that
of Bhatta Lollata, (e latter half of Oth century) msthe.
tics was studied purely from the artist's point of view.
The problem of the writers on asthetics during that period
was, therefore, practical. Their task was to show how to
present dramas so that the audience might have the desired
wsthetic experience. Srifafikuka, a younger contemporary
of Bhatta Lbl]ugn, took up the study of wmsthetics 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 have it, because
he approached the problem of wsthetics from the point of
view of laymen, represented by the Nyaya. His theory,
therefore, is very unsatisfactory, because it is not bated
on experience and, what is more, is against the facts of
experience. This point was noticed and criticised by Bhatta
Nayska (close of the 9th and beginning of the 10th
century A. D).

At this time the monistic Saiva philosophy, technically
called #Trika”, or Recelistic Idealism, as I bave called it
elsewhere, had fjust arisen, Utpalacarya had just systema.
tised the Pratyabhijia system and Abhinava had not
spoken on the subject; the Sadkhya philosophy was still
dominant in Reshmir. Ananda Vardhana's theory of Dhvani,
the spiritual meaning of Janguage, as different from bath
the conventional snd the secondary, had not yet been well
established. It was rather being vehemently opposed by
a set of learned scholars, Bhatta Nayaka himself probably
being the leader of the opposition, as is testified by his
work, the Hydaya Darpsne, which was written with
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the avowed object of demolishing the theory of Dhvani.
Bhatta Nayaka's theory of asthetics, 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 Iiterary history of a country.
And every important pertod in the literary history develops
certain characteristics which distinguish all the literary
productions of that period. The rise of Saiva philosophy
in the Oth century marks the begining of a tendency to
give an important place to personal experfence in  the
formulation of a theory, and to mterpret the literary autho-
rity in the light of the same. Thus a new point of view
for looking at the wsthetic problem having been given by
Srifafkuka, Bhatte Nayaka attempted the problem in
accordance with the new tendency and formuisted his own
theory. It is correct in respect of the essential nature of
wsthetic experience, But the technique that is adopted to
account for it, is defective. The defect was due to the
fact that the d for ph logical observation,
which culminoted in the peculiar theory of *Zbhasavada’
of the Saiva philosophy, bad not fully developed. Bhatta
Nayaka, therefore, was naturally under the influence of the
Savkhya and the Vedants systems of philosophy. He failed
to explain the essential nature of the subjective and objective
aspects of the ssthetic experience nand to account for the
essential nature of the experience, for the obvious reason that
the Sankhya and the Vedania systems do not supply the
necessary principles, point of view and mechanism of psycho-
logical analysis which is pecessary to explain the wsthetic
experience in all its details. .




84 CHAPTER 1

THE NEW FACTORS, WHICH INFLUENCED
ABHINAVAGUPTA'S ZSTHETICS.

The two scholastic generations, which intervened
between Bhatte Nayaka and Abhinava, prepered the ground
for Abhinava's asthetic theory; which, becauce of its sound-
ness, has well steod the test of the long time of more than
one thousand jears. 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
background, Reason was given only o secondary
place as the basis of a theory. Even metaphysical
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 contrast with that of the Vedanta
and other schools of Indian philosophy, is based, not upon
an ancieat authority, but on a wvery acute psychological
analysis of the same human expeiience. Utpalacirya’s
Tsvara Pratyabhujaa Karika is an unmistakable proof of it :
for, in this he declares and proves that without All-inclusive

i 1 } lly called Maheévara, 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 primarily responsible for it,

Utpalacarya’s method and point of view were followed
by the next generation not only in the sphere of philosophy
as did Laksmanagupta, Abhinava's teacher in philosophy,
bot alse in the sphere of poetics, when any problem
relating to human experience had to be attempted, as did
Bhatte Indurdja and Bhotts Tauln, Abhinava's temchers
in Dhvani and NatyaSastra, respectively,. No doubt, we
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bave not got any Iiterary record of the views \f,;\hﬁe
scholars, but Abhinava’s own statements in the in‘rro%ijk\
tions to his three works, (1) Iivars Pratyabhijaz Vimar-
&ini (u) Abhmava Bbarati (i) Dhvanyaloks Locana, make
it perfectly clear that much of what he gives there, is what
came to him as literary mhenitance from hs teachers,

At this time in the literary history came Abhinavas
gupta with s rore combination of gifts of both poet and
philosopher and with no other interest in the world but the
hterary. He specialised in three branches of learning,
philosophy, Tantra and poetics and acquired all that the
tradition bad. With this mtellectual equipment he was
able to appreciate better and to follow the new point of
view to attempt the msthetic problem and ultimately to
formulate s new sthetic theory from the phenomeno-
logical point of view of the Saiva Philosophy in such
details that it seems difficult to Improve upon it subs-
‘tantislly. For & proper understanding of Abhinavagupta's
wmsthetic theory it is necessary to have full hnowledge
of his philosophical background. We shall, therefore, in
the next chapter, give a brief account of the philosophical
doctrines, which nfluenced his zsthetics.
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THE SAIVA BASIS OF ABHINAVA’S
ASTHETICS

IMPORTANCE OF ABHINAVAGUPTA.

Abhinavegupta is of main importance to us, because our
object in the present volume is to 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
seems to have given almost the final shape to the philosophy of
besuty. And his views are followed by all subsequent writers
on the subject, with the exception of just a few, who attack
him on isolated points, such as Mahima Bhatta and Panditaraja_
Jagannathe, His theory stands to gain and not to lose in
importance, if it be compared with that of any ancient
or modern zsthetician in the West. To bring out the
full importance of his theory in the light of comparison
with those of the Western Estheticians, we are devoting a
separate volume to a presentation of the allied msthetic
currents in the West; and another to a detailed comparison
of the views of Indian and Western ZEstheticians.

He was an encyclopzdic thinker. We know of forty-
five works from his pen, of which an account has been
given in the Second Chapter of an earlier work, entitled
“Abhinavagupta”. Though mainly o commentator on
earlier works, he has shown great originality and founded
new schools of Metaphysics and sthetics. His Bsthetic
theoty is based oo the Saiva Metaphysics sud epistemology.
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He was not a follower of the Vedanta, as has wrongly been
thought by some. He was a critic of the Vedants. His
@sthetic theory accordingly is not based on the Vedanta
but on the Ssiva Philosephy. 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 zsthetics.

RATIONAL MYSTICISM OF ABHINAVAGUPTA,
Abhigavagupta 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 buman soul and
to be realisable through intuition, altainable throngh
disciplined life. But he is a rationalist also, inssmuch as
be rationally justifies what mystic vision reveals, Thus he
is a rational mystic, because his plulosophical ideas are
based not only on super-sensuous experience but also on
Reason. .
HIS IDEALISM.

He may also be called an idealist in so far as he holds
¢y that Reality is rdeal and not sensuous, (if) that all
hnowledge is conceptual; that the object of knowledge is
nothing more than a mere configuration of universals, (fif)
that the universal is real; 1tis not subjective; it is mot a
product of individual mind ; it has an independent being and
is known through reason alone, (iv) that Reality is distinct
from appearance; the former has sbsolutely independent
being, but the latter depends upon the former, (v) that
thought and beiog sre 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 OTHER SCHOOLS OF THOUGHT
IN ABHINAVA'S SYSTEM.

Like Hegel, Abhinavagupta also assigns defintte places
to other systems in his philosophy. Thus he holds that the
highest spiritual principle, grasped by the Vedantins, the
Brahman, 15 nothing but the Sadafiva, 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 Sanya Pramata. And the
ultimate principle of the Safkhya he holds to be the same
as the Puruga Tattva, as concewed by him. The fact is
that in most of the systems of the Saiva Philosophy, eight of
which have been dealt with in the introduction to the Bhaskari
Vol, II1, thisty-six categories are accepted, including the
well known twenty-four categories and Purnga of the
Saikhys and the Maya of the Vedantin, plus ten more
categories, five of which are tr dental znd the r g
five are limitations of individuel subjects. Whether the
Saikhya and the Vedanta have borrowed their categories
from the earliest form of Saiva philosophy such as Voluntaris-
tic Saivaism of Nandikedvara, who according to the tradition,
recarded by Upamanyu, was older contemporary of Papini,
or the latter is a synthesis of the former, is a point, the
discussion of which needs more space than can be given in
this work. Suffice it to say that Abbinavagupta, following
the earlier authorities like Somananda and Utpalicarya,
accepts these categories and iaterprets them in the light of
monism. At the top of them all he places his Ahsolute
(Anuttars), of which the categories are mere manifestatjons,

MYSTIC CONCEPTION OF THE ABSOLUTE
(ANUTTARA).
We hbave already said that Abhinava is s rational
mystic. His Absolute is not only what reason by its very

v
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nature is forced to admit, but also what pure spiritual
experience reveals, From mystical pot of view it is the
Reality, beyond which there is nothing. It is, therefore,
free from all limitations. It is indefinsble in terms of
ordinary everyday life. It capnot 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 1t is possible.
It is pot a thing to be perceived or concetved, but simply
to be realised. Whatever word or words we may use to
indicate its nature, we fail to convey the ides of rts real
nature. For, wotds stand for definite ideas, but it is indefiaite,
not in the sense that it is shadowy nathiag or niluhty but that
language cannot adequately present 1t,

The western mystics alio such as Plotinus, talk of the
Highest Reality in the same tone, ss is shown in the Fifth
Chapter of the Second Volume,

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

THE IMPURITIES OF THE SOUL.

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

1, Tanate ignorance (Anavamala). [t conceals the real
pature of soul. It consists in the loss of universality and*
consequent forgetfulness of its true mature. It is mere

i of sopposed imperfection. It is beginningl
though destructible.

12
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2. Indefinite desire (Kdrmamala). The former, the
ifpurity of indate ignorance, s the condition of indefinite
and limitless desire, Perfect sonl, for which nothing apart
from or ontside itexists, can have no desire. For, desite
hds objective reference and, therefore, presupposes some
impérfection and limitation in the desiring subject.
Karmamala, therefore, is potential desire, which, as such,
has no definite object, but, when it actualises, is responsible
for countlass associations of the self with creations of Maya,
It is distinet from Karma Sathskara, which is nothing but
an effect, left on the mind by varions 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
techpically called Mayiyamala. This is constituted by five
limiting coaditions of the individual sobject: (i) Kala
(i) Niyati (iii) Raga (ivy Vidya and (v) Kala and the
categeries from Mahdn to Prthvi. We shall discuss the
important ones among them in 2 subsequent section.

SPIRITUAL DISCIPLINE FOR FREEDOM
FROM IMPURITIES

Just as there are three impurities, 5o there are thres
distinct types of spritual disciplie to g'et purified from
them. We have stated the impurities in descending order.
The‘purification, bowever, takes place in ascending order.
We shall, therefore, state the means of purification in the
same order.

1. Pa!h of action (Kriyopaya). 1t is that path of libera-
tioz, in"iwhich external things, such as repetition of a certain
religious formuls (Mantra) is used as means of self.realization.
It is called Kriyopdys, firstly because the follower of this path
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has clear consciousness of both the self and the objective
world, and secondly because the physical activities, such
es repetition of & Mantra, are very important in it. Itxs
the means to freedom from gross impurity of Maya.

2. Path of contemplation (JAanopaya). It consists
in makiog repeated sttempts 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 conscionsness “The Seli”. It 15 called
Jianopaya, because the mental activity of contemplation is
the most important mit. Itisthe means to freedom from
the impurity of potential desire. For, it destroys the
duelity of subject and object and thus leaves no field for
operation of desire.

3. Pathof will (Techopaya). It consists in the exercise
of will-power, without any serious effort at contemplation,
to realisc the Ultimate Reality. It is the highest means and
is responsible for freedom from the greatest impurity.

4, Path of grace (Anupaya).

Far fuller information about these the reader may refer to
“Abhinavagupta” (182-190).
BACKGROUND OF HIS METAPHYSICS.

Rationalism 1s concerned with the explanation of the
why, the what and the wherefrom of the entire field of
experience, Abhinava 1s not a rationalist of the Kantian
type, according to whom metaphysics is not possible, ,0n
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 the Nyaya and
atomistic pluralism of the Vassesika botb in detals and funds-



92 CHAPTER 1L

mentals, He holds that these systems present only the
layman's point of view. His difference from the Realistic
Duslism of the Sahkhya, the subjective Ideshsm of the
Bauddha and the mopistic Idealism of the Vedanta, is
confined to the fundamentals only.

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

In regord to the Buddhistic doctrine of momentariness
his position is slightly different. He accepts Buddhstic
doctrine of momentariness of ideas, but rejects the doctrine
of momentariness of the subject. For, if there be no perma.
pent subject, capable of retaining the memory of objective
ideas, if the subject be momentary and, therefore, were to

i with the disapp of each ides, the unifica-
tion of ideas, necessary for consciousness of a combined
whole, would be impossible,

Similarly in regard to the Vedantic conception of the
Maya he holds that it 1s wrang to say that Miya is neither
of the nature of being nor that of not-being and, therefore,

' indefinable. For, the Vedantin lands himself into contra.
diction when he says that this indefinable is the cause of
the phenomenal world, Isnot the assertion that Maya is
the cause of phenomenal world, in itself o definition ? He,
therefore, bolds the Maya to be real, as power of the Ulti-
mate, and marmntains identity of power and its possessor.
We will deal with this point in detail in its proper context.
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He was very much influenced in his conception of the
transcendenta] categories by the Indian Philosophy of
Grammer, He recognises Bhartrbari, the author of the
Vakyapadiyam, s very authoritative work on the Philosophy
of Grammar, to be s great authority and frequently quotes
from this work to support his own views, He, however,
naturelly follows the view of Somianands, as presented in
the third chapter of the $tva Dysi, that Para is distinct from
and not identicnl with Padyanti, as Bhertrhart maintained
in his Vakyapadiyam For, Bhartrhari admitted only three
aspects of speech (VAk) (Trayya vacah param padam V. P,
115) and recognition of Pard, as distinct from Pagdyanti,
by Nage$a Bhatte and his followers, wus due to the influence
of the Saivagama, os pointed out by Professor Surya
Natayana Shukls in his commentary on the Vakya Padiyam
P, 97. Accordingly Abhinavagupta uses the word ‘Pard’ as
synonymous with Svatantrya 5akli, Pratyavamsrés, Vimar-
da, Sphuratta and Mohasattd, He identifies Maya with
Para Vak and calls it Mahamiya at the transcendental level,
Similerly he identifies Padyanti with the third category
“Sadadiva” of the monistic Sarvaism.

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, es
we have stoted already, was concerned, according to him,
only with the removal of impurities. Mystic experience,
therefore, he held to be nothing but realisation of the S,
free from all impurities, whick constitute the individuality
of the individual self. This implies the identity of
the individual and the universal in essential nature, This
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means that the universal is essentially the same as the
individual, His conception of the Universal, the Absolute,
s, 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, 10 less than by the residual traces of past experiences.
o this aspect, it is simply a substratum of the psychic
images, which are merely its modes or forms, due to either
external objects, e at the time of perception, or the revived
residual traces as at the time of remembrance, imagination
and dream. Abbinavagupta is not an Empuricist ; the effect
of ‘an external stimulus on the mind, therefore, according to
‘him,'is not like that of seal on wax. On the contrary, it is
like* that of an external object on a clear mirror. The point
that the analogy of mirror isintended to bring out, is that
‘mind shows the affection as one with itself, without losing
its purity or sepmrate entity. The point of distinction,
however, between the mirror and the mind is that the former,
in order to receive reflection, requires an external light to
illumine it. A mirror in darkness does not reflect any
image. But the’ Iatter 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 **Prakaga”,

2. The other aspect of mind is that it knows itself in all

/its purity, as in the case of mystic experience; it is free to
‘analyse and synthetise the varying affections ; it retains these
affections in the form. of residual traces; it takes out, at

*will, anything ont of the stock of memory to reproduce a
former etate, a3 in the case of remembrance; it Creates an
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altogether new construct, as m the case of imagination,
This aspect is technically called *Vimarda". This is the
characteristic aspect of human mind. For, it1s this whick
distinguishes mind from such self-shinmng things as crystal,
Mani etc.

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

Admission of Vimaréa or self-consciousness in the Abso.
Ilnte by the Sawa, 15 the point of distwiction between the
Saiva aud the Veddntic conception of the Ultimate Reality.
The latter holds that the Brahmen is $ants i. e. without
any sactivity, It is static and not dynamic. It is self-shin-
ing but not self. i For, all i is activity
and, therefore, sclf-consciousness also is an actwity and as
such would disturb the peace (Sant), perfect restfulness,
the inactivity, The Brahman is indeterminate (Nirvikalpa).
And, therefore, thinking that admission of self
would mean admission of determinacy, the Vedantin holds
the Brabman to be self-shining only (Sud@ha Cinmatra).

The Saiva maintains that the Absolute is not only self-
shining but also self-conscious and at the same time maiota-
1ns it to be indeterminate (Nirvikalpa). He explains his posi-
tion as follows :—

Determinacy (Vikalps) consists (i} in unilying a
multiplicity into unity, #s when a person combines s number
of simple percepts into & complex whole (i) in contradistingui
shing the object of cogmtion *this” from “not-this” (ifi) in
interpreting a stimulus in a variety of .ways and ,accepting
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one interpretation to be correct! nnd rejecting others as
incorrect. ‘Thus determinacy in all cases is dependent on
the consciousness of multiplicity either for unification or for
consciousness of distmaction.  Therefore, in the case of
absence of consciousness of multiplicity determinacy is not
possible. Since in the case of transcendental self-consei-
ousness there is nothing to be contradistinguished from Self,
as there is no “not-being’ from which “being” is to be
distinguished, it canno: be spoken of as determinate
COonsclousness.

But one may say that the conception of determinacy,
as given above, is not traditional but original. For, tradr-
tion recognises determinacy to consist in the wvse of

pression (Sabhiliparn Vikalpakhyam). And because in
the case of tr dental self- i there is: the use
of the expression “Abam' 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 censciousness of expression,
which brings in determinacy. But expression is not neces-
sarily always gross. Expression (Vak or Ablulapa) 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
edmits is not gross, but identical with “Paravak” and as
such is free 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
intelligible interpretation, 1s conceived as it were o duality

1. LE.V,V,VolII, 2734,
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z of self-luminosity apd self- 3t In
reality, bowever, self-consciousness is as identical with self.
luminosity as fire is with its so-called capacity to burn,
The two are mseparable.  Self-luminosity (Stva or Prakada)
1s mever without self-consciousuess (Saktt or Vimarda).

From the rationalistic poiot of view, therefore, the
Absolute is not pure identity but identity-in-difference. Lhis
conception of the Absolute 1s represented in Art by a figure,
one half of which represents Siva and the other half repre-
sents Parvati (Ardhenari Natevara),

CONCRETE MONISM OF THE $aIva,

The Absolute of Abhinavsgupta s mot a pure unity,
For, such a conception of the Absolute, would make the

festation of itiphicty ble. If there is no
multiplicity 1 any form 10 the Absolute, how can it proceed
fromit? The matuplicity, ftovever, which is admitted in
the untty of the Absolute, is not gross or actual, but subtle
or potential. It 1s in the form of absolute Free Wil
(Svatantrya Sakt), which, 10 the state of non-manifestation,
is simply subtle self-consciousness (Suksma Abam Vimarda).
The multiplicity of the manfestable, isin as potential iden-
tity with the Absolate as the imiges, which figure 13 the
dream of ap individual sobject, are with him in the
wakeful state  Or, if w2 take up a more realistic amalogy,
the potentisl manifestable multiplicity 15 as 1dentical with
the Absolute as the creation, that a grest Yogzin brings
about, is with him before be actually creates.

VOLUNTARISY OF THE $AIVA

Saivs Voluntarism (Svatantryavila) holds that the
Ultimate,! os  universal free will, manifests 211 from

1. LRVV,VelLI, 8.
13
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jtself, in itself and by itself, All that constitutes
the world of experience, whether unity or diversity or
unity in diversity, whether subjective or objective or the
relation between them, such as that of causahty or action
ete., is the manifestation of the Absolute 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 experience is in identity with
the 'Absolate, 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 distinct from the same.

3. The so-called cause of manifestation in diversity and
distineticn 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
entite world of experience rests in the Ultimate, as the
voluntarist holds 2

2. 1f the Will manifests the world of experience
externslly from itself, the statements 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 ns external to the
Ultimate snd yet it is within the Ultimate or rests in
the same ?

3. The volustarist muintaios that the maniested
diversity is in esseatial identity with the Ultimate Uaity.
But how can that, which has diversity, be in the relation
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of identity with that which is essentially a unity? For,
mity and diversity are fundamentally opposed to each
otber.

4. Why does the Will manifest the subjective zad
the objective variety ? Is the manifestation due to some
cagse? If nmot, the diversity of mamfestation shoald be
endless or it sheuld rot st all arisa.

The voluntarist answers these questions from a strict
logical point of view.

1, Tke question “how can we get over the contradic-
tion involved in the voluntarist’s pesition that the Ultimate
manpifests the diversity externally from itself but still the
diversity is within it and rests in it ?” s answered as
follows :—

Consciousness of both “being” and “not-being” of the
object of consciousness depends upon its being a fact of
conscionsness.  Unless the object bz a fact of coascicusnpess,
there can be no determinate cogmition either of its being
or of its notbeing, And bewnz a fact of consciouspess
means identity of the object with conscrousness,

‘The statement that objects shine (Prakasante) means
that they are ia the same relation with the consciousness as
the individual subject is with the universal. Just ss the
individusl subject, though in relation of identity with the
Uhiversal, is yet the individual, co the object of conscions-
ness, thongh in identity with the consciousness, is yetan
external chject. Extervality doss not mean poi<consciocs-
pess. For, that would mean its essential difference from
conscicusness and lsoding into the difficnlt position of the
dualist : because what is pot<conscionsness and, therefore,
does not shine, can never be made to shine. The essential
pature never ch : and if it changes it is not essentisl
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Hence, according to the voluntarist, external manifes-
tation of the objective world does not mean thst it is not-
consciousness, And if it 15 essentially non-different from
consciousness how can the essential identity of the Ultimate
and its menifestation be denied ?

Thaus the objective vartiety is represented to rest in the
Ultimate conscious principle, because it shines as related
to, resting on, consciousness. It does mot shine indepen-
dently.

2. The manifested variety is maintained to be within
the universal consciousness, because every experience is
unity in maltiplicity and the unification of multiplicity into
unity presupposes a common basis, The Seiva, therefore,
holds that just as the objects of dream constitute a unity,
only because they are within a single dreaming subject,
thongh manifested externally from lim; so the objective
world of multiplicity is a unity, becouse it is within one
consciousness, though 1t is manifested externally from it
The universal conscionsuess 15 the permanent substratum
of all that is objecttve. The objective world can have
no more existence apart from 1t and independently of it
than o 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 sbout the relation of the Ultimate
Reality with 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. Asregards the question, “How can the manifested
diversity be in relation of identity with the Ultimate and yet
not destroy its unity 2" the reply of the voluntarist may be
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stated as follows :— w e
S

The Ultimate Unity is not on abstract unity! but .
concrete unity. It is not only the unity of opposites, as Hege
maintains his Absolute to be, but also the unity of distincts,
as Croce, mproving upon Hegelian position, maintains his
Absolute to be (Second Volume, Chapters XI and XIII).
If the Absolute be pure unity, the deduction or manifesta-
tion of multiplicty from it would be impossible. If there
is no multiplicity in the Absoluts, bow can it be deduced, or
proceed from it ? The Saiva rejects the pure monism of
the Vedantin on the same ground as that, on which Hegel
rejects abstract momsm of Spinozs.

4, Inreply to the question, *Why does the Wil mani-
fest the subjective and the objective variety ?” or “Is the
manifestation due to some cause?” the voluntarist
says that causalty explains nothing. The causal explana-
tion js pure dogmatism. For, the first cause is 1itself an
inexplicable mystery. In fact, the voluntarist admits free
Will, simply because he finds causal explanation extremely
wnatisfactory. It is thz ezsential nature (Svabhava) of the
Will to manife-t itself.

ABHASAVADA.

Just as the Saiva metaphysical theory is called volun-
tarism (Svatantryavada) from the point of view of the
Ultimate principle, <o 1t is called Abhasavada from the point
of view of mamfested variety. In the Absolute, the entire
variety, that we find in the objective world, is m a state
of perfect unity, exactly as the whole varety of colours
that we find in a full-grown peacock is 1 afstate of perfect
identity in the Yolk of peacock’s egg. This analogy, which
is very frequently employed in the Saiva literature to explain

1, LPV,VolIL, 26
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the absolute umty of all varety in the Ultimate, is
technicelly called “Mayoranda rasa nyaya'.

All that emanates from or is manifested by the
Absolute is called Abbasa, for the simple reason that it is
5 manifestation and, therefore, hassome sort of imperfec-
tion or limitation, Thus even the highest category *Siva™
or “universal being” is an Abhasa, becavse it has limitation,
inasmuch as it represents a disturbance in the abzolute unity
of the Absolute. It represcnts coming into predominance
of one aspect. It represents the *Prakafa’ aspect of the
Absolute. It is self-luminous mirror, in which everything
is reflected, It is the backg d of the entire variety
that can ever come within experience. It is the “I”
in relation to which alone things, that shine in consci-
ousness, can do so. Thisis an undeniable presupposition
of oll experience. It is the presupposition even of its denfal.

But this light, the ©I", is only self-luminous. It repre-
sents an analytical view of the Absolute. It represents only
selfluminosity of the Absolute and not its aspect of
consciousness. It represents Self in Self-consciousness, “Self"”
and “Consciousness”, however, are_ inseparable. There can
be no self without conscrousaness, nor can there be
consciousness without self. The two are always in union,
just as fire and its cepacity toburn are. The category
of #Being” is nccepted by Hegel slso as the highest cate-
gory, because the idea of *Being” is the most common
idea that the logical mind can thik of. The $aiva,
however, admits it to be the highest category, because
it represents the highest level of mystic etpenence. It is
a level at which consciousness alsp 15 merged i the Self.
There is no consciousness, Self alone shines. It is light
or flame, without the least flicher.

1. LRV, Vol.1L1,
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But there can be no self without at least potential
consciousness. There can be no light without the capacity
to go into waves. Consctousness, the capacity of aware.
ness of the Self, technically called “Sakt”, 15 therefore
admitted to be the second category.

Abluavagupta puts the asthetic experience at this
level. 'We shall, therefore, deal with it in detail, m order to
show what is the essential nature of the zsthetic expetience
and how it cannot be explamed in terms of the Vedanta,
in the light of which its ‘explanation has been
ottempted by scholars, wha have written so far on
the subject. The fact is that the tradition of the Monistic
Saivaism died out very early outside Kashmir and the
Vedanta acquired svpreme position in the philosophic
thought of Iediz.  In ignorance of Abhinava's system,
therefore, ccholars attempted to interpret Abbinavagupta's
esthetic theory m the light of the system, which was
known to them as the best. The main object of the
volumes, which ere being written on Abhinavagupts, is,
therefore, to revive the Momstic Saiva tradition and to
put his wmsthetic theory in the proper perspective of his
general philosophy.

THE CATEGORY OF $AKTI (CONSCIOUSNESS)
AS CAMATKARA.

Abhinavagupta, 1 the course of his presentation of the
essential nature of the wsthetic expertence, says that it is
nothing but the basic mental state (Sthayw) which figures
in the consciousness, which 1s free from =all smpediments
{Vitavighna pratitigrabyo bhava eva Rasah) Aed while

laining the implication? of ! free from
impediments”, lie sdds that it is nothing but “Camatkara’.
He cxplains “Camathara” as an soctivity of the subject

1. A Bb., Vol 1, 281,
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which bas got merged into “Spande”, which is essentially
a wonderful #Bhoga.” .

«Bhu#janasya-adbhutabhogatmaka Spandavigtasya”

(1) Camatlars (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 Ifvara Pratysbhijaia Karika at three
places, in the course of his exposition of (1) bha
vabhasasya” (I, 5, 11). (2) “Citip pratyavamar$itma
para vak” (I, 5, 13). (3) Prthagdipaprakasanam (11, 3, 8).

2. Onthe conception of “Bhoga” he writes in the
course of his exposttion of *Svasvarapaparijiapamayo”
(I11, 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$inion I, 5, 11 and 1, 5, 12.

3 And the philosophical implication of ¢“Spanda” is
fully brought out in a branch of the Momstic Saiva system,
called by the same name *“Spanda”, The works on this
subject are (i) Spanda Karika (ii) Spande 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 metophysical theory of the &aive. We know that
the Saiva voluntarist holds that the entire limited world
emapates from the Absolute exactly as the creation of =
. great Yogin is manifested by him from within; that it is
perfectly independent of any material cause such as atoms,
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admitted by the Ny3ya and the Vaifesika; that all that is
manifested is potentially within the Absolute exactly as
the deas, which figure in dream, are within the limited
individual dreaming subject and that it is the Will, which
is responsible for external mamfestation of what lies within
the Absolute. Further, the voluntarist maintasins that
the maonifestable variety is within the Absolute, exactly as
the jar that 1s intended to be produced by a potter is within
bim 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 poiut, that has to be remembered in this connec-
tion, is that before the rise of the Will itis in a state of
identity with the Absolute in the former and with the limited
subject in the latter case.

Thus the voluntarist holds thst the objective world
is 2 manifestation of the Absolute Will. This Will, however,
is nothing but the “Vimarfa" or “Amara™ 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, 1s not this position incon-
sistent with the admission of the Absolute ss free from all
determination ?

The verse 1, 5, 11, in which the conception of Camatkara
is discussed, Is o reply to the nbove question, which may
be stated as follows :—

The Absolute is not only self-shining or self-luminous
but alsa conscious of its luminasity. It is the conscionsness
that constitutes jts essential nature and distinguishes it
from such things as quactz (Spbatika) avd ather self-
shining gems.

This “Vimarda" is characterised by *freedom® (Sva-
tantrya). And the Will, that the voluntarist admits, is

14
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nothing but this very Svatantrys, the perfect independence
of anything external to it, the freedom to manifest what
lies potentially within it ‘or to bring back to state of poten-
tinlity what has been snctuslly manifested. This freedom
is the essentinl nature of the Absolute. And the Willis
nothing but this freedom. It is nothing but emergence
of this freedom of the Absolute to manifest jtself. 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, inasmuch as its aspect of
frecdom comes into predominance., It is, therefore, not
possible to attribute any determinacy to it. For, deter-
minacy is hmited i which has ref to an
object with spatial and temporal limitations, as distinct
from the subject. As space and time are the creations
of Maya and Freedom transcends Miya, and as the *This”
is not jet distinct from the “I" but identical withit,
determinacy at this stage is out of the question.

Now in this context, Utpalacarys, while stating that
if the Absolute be without #Vimar§a” (freedom of Will)
and be only self-luminous (Prakasa), it would be insentient
hke quartz (Sphatika mani), instead! of using the word
“Vimarfa” uses the word “Camatkrti”. This gives Abhina-
vagupta an occasion to dizcuss the conception of Comatkara
in its metaphysical and zsthetic 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 \!'\s.{inguishes the technical
sense, in which it is vsed in the Saiva philosophy, from
the ordinary. He points out that “Camatkara” in its
technical implication is notbing but perfect self conscious-

Y LRV, Vol T, 1775,
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pess; i.e. consciousness of the Self, free from all limita-
tions; it is nothing but “Vimarda” m its universal impl-
cation, which is the most essential aspect of “Prakasa” and
which distinguishes 1t from self-luminous substances like
gem:  As such it is also called Ananda.

The pomt may be elaborated as follaws :—

A person, who tdentifies lus whole being with his body
and, therefore, is a lmmited subject, has empty stomach,
is extremely hungry and is completely overwhelmed by
intense desire for some eatable, which is not yet within
his reach. The mental epergy, the thought-power, of such
o person naturally runs to eatsbles and cannot be centred
on his self. He is, therefore, without *Ananda”. But
as soon as his belly is full, lis mental energy turns
back to himself and he experiences freedom 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 unfulfilled desire and runs after its object in
order to secure jt. For instance, the person, whose belly
is full, will natorally think of a beautiful woman to
embrace, Thus the attainment of the worldly objects of
desire never brings peace, happness, 1est on one’s own self
or “Anands”. For, the attainment of object of one desire
cither Ieads to a desire for another, cr anxiety for ils preser-
vation, or fear of its loss, Hence the so-called #Ananda”
that o person gets on acquisition of a wordly object of
desire is imperfect, because it immediately leads to other
states of mind, such as that of anxiety for its preservation
or desire for something else. An jota 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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nance of the “Vimarfa”, the continuous realisation of univer-
salised “consciousness”, which s called “Rasana” “*Carvaga”
“Nirvrti® or “Pramatr viSrant”. “Cematkara”, therefore,
according to Abhinavagupta, 1s the realisation of *Conscious-
ness” or “Vimar$a® winch is inseparable from Self-
luminosity” or **Prakase” in 1ts universality and, therefore,
of freedom from all limutations, notonce for & moment but
continuously and without any mpediment, This #Camat-
kira” is synomymous with “Resa”, *“Apanda” and
“Paramabhoga™.

In conclusion, therefore, we may say that while in the
case of the experience of flavonr, the impediment in the form
of object of experience is there; in the case of the zsthetic
experience such an impediment is totally absent. Though the
residual trace of what is presented on the stage and occasions
zsthetic experience 15 vndeniable ; yet the person, possessed
of fine easthetic susceptibility, rises above such residual
traces, does not let them remain in the foreground of
conscionsness and, therefore, i, able to expemence “Param-
ananda’’.

Ve know that the second category of the Saiva is

terised by pred of ¢Vimar$a” and that
Vimarfa is synonymous with “Ananda” and *Parama-
bhoga”, Now that the preceding discussion has shown
that “Camathara” and “Rasand” are identical with
“Vimaréa” the view of Abhinavagupta that ssthetic ex-
perience belongs to the level of the second category of the
Sniva, the &akti, 15 beyond doubt. That this was the
philosophical background of his theory of msthetics is made
clear by himself in the course of his exposition of Camat.
kara, where be explicitly refers to the Abhinava Bhirati and
bis view on Rasa, presented in it.

h
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SAIVA CONCEPTION OF BHOGA.

The Saiva conception of “Bhoga” is discussed in the
Tattva Safigrahadhikara of () the *Idvara Pratyabbijaa
Karika (1) a commentary thereon, called Vivyti, by Utpala-
carys and (i) two commentaries on the above, called
Vimaréini and Vivti Vimardini, by Abhinovagupta. In this
section, as the title indicates, o 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 (ii) the quahties (Gupas)
which characterise it and (i) the experiences to which it is
subjected in 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" s technically
called “Mahedvars”, “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 snd multiplicity as identical with
Himself, His experience is “I sm this” “Abamidam®”, He
experiences “This” not as something external to Himself but
as His own manifestation, He s identity in difference,
unity in multipticity and  Universal in individual. He is the
manifester of the manifested in the field of hnowledge and
action. All the multiplicity is in Hm 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 o fact of experience that the insentients do not
sbine independently. « The supposition that they do so is
beyond experience and as sacht is inadmissible. When-
ever and wherever the insentients shine, they are related to
selbcansciousuess, they rest on it. The insentients, there-
fote, are without self-conscousness, The seatients alone
possess it.  This self-consciousness, as such, 1s 1dentical with
the universal and is free from temporal and spstia) limitations;
for, they apply to what is objective in nature, such as body
and vital airs, which, aswe have just stated, do not shine
independently, How can they, which have po independent
“being”, delimit that, on which their being depends ?  Thus,
the Absalute, the uaiversal self-consciousness, Mahedvara,
isthe self-consciousness in all the sentients. He is “free”.
He manifests within Himself all the mohiplicity that is
referred to ns “this” and, therefore, He is petfect (Porps),
because the whole of **This" is withia Him and shines as
identical with and not as externni to Him>

THE INDIVIDUAL SUBJECTS.
Here the follawing question arises 1—
1f the Absolute (Mahedvara) is the self-consciousness in
all the sentients ond is free from limitation, there isno

question of bondage, for hiberation from whick the Saiva
system is propounded ?

This is replied as follows s~—

The process of manifestation is the process of concreti-
satiort of the Umversul.  And concretisation means the rise of
distinction, differentistion and limitation. It means splitting
up of the unity into multiplicity, breaking of “this" into

——— — ———
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othises”, Amongst *Thises” there are body, intellect
(Buddhi) and vital airs (Prana), The concretisation of the
Universal self-consciousness consists in identification with
the muliiplicity 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-
pess. It is what is technically called “Svaropakhyati”.
This ignorance of the essential nature of self-consciousness
and identfication with body etc., constitutes the indivi
dual subjects. As there is multiplicity of objects of jdentifi-
cation so there 1s multiplicity of individual subjects. They
are in bondage, because they are ignorant of the resl
nature of self-consciousness, The system, therefore, is
meant for therr hiberation.

THE QUALITIES OF INDIVIDUAL SUBJECTS.

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

POWER AND QUALITY DISTINGUISHED,

If Sattva, Rajss and Tamas are nothing more than
the powers of Mahefvara, with the only distinction that
they are limited in the case of the individual subjects, the
question arises *\Why sre they looked upon es distinct from
the individual subject, and are not called powers (Saktaysh)
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but qualities! (Guyns)

Reply may be stated s follows 1o~

While the Nalyayikas walntain the power and {ts posses.
sor to bo cessentinlly distinct from cach other, the
Saivas  hold them to  bo identical  (Sukiifaktinma.
torabliedaly),  Further, the clinracteristic of tho powers of
Luowledgo and action is that their mmnifestations are not
distinet foom but {dentical with them, It {3 their essentint
hatore to nanifest their objects without any gep or intermis.
sion and their objects are identienl with them. “Fhercfore, if
Sattva, Rujas apd Tamas weee accepted o bo the powers of
individual subjects () thele hnowledge and action wonld
Iava to bo admitted to be cternal and without nny gap,
bmt they nre not so, (i) freedom of the individual subject
from thent would have beea impossible, beeanse power and
its pos.cssor arg identical and inseparable. (i) Tho last
twenty-three entegories of tho Saiva (Manas, Buddhi, Alinfia
Kitn, ten senses, five subtle and five gross clements) nre the
(flects ot manifestations of Sattva cte,  But if the Sattva cte,
were powers of the individunl and as such {dentienl with hin,
the world of natwre wonld have been regarded ns mani
testation of the indnidual and would have shona as ldeatical
with and tot as distnct ot hun, e such - case ha wonld
cease to be individual and  would Dbe Mabedvara,  The
Sitens, therefore, admt Sattva  cte. to be qurilitios and
uat powess,  The distinction between them consists m this
that while the lLutter are ideatical wil the possessor,
the former are distinet or reparate from amd externad to the
subject § they are only the means (Upakarapa),  In the
context of dicengrion on the imdividual  subject, whowe
individuality i3 due to nonaccognition aof his true natwe,
Saltva cte. are to be reperded as qualities and hot as powers,

. LINV, Vol I, 238 0.
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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 snd obscuration (Jiana, Kriyad and
Maya) of the Absolute appesr in the case of the individunl
subjects es Sattve, Rajas and Tamas, This point is presented
in n subsequent verse in another way as follows :—

The Supreme Lord is free to be! (Bhavane
Svatantrah). This freedom to be is technically called
#Satta” or “Sphuratta” and is inseparable from cons-
ciousness or “Vimar§a” which refers to nothing else than
this very freedom to be and, therefore, may be called
saction” (Kriya), Action in this context includes the activity 1
of knowing also. For, the difference between Jiana and
Kriya is fined to greater predomi of the objec-
tive manifestation in the case of the lstter than in that of
the former. This very Vimarfa is called Ananda also,
inasmuch as it refers to nothing external and is character-
ised by the rest on the inseparable aspect of itself, #Praias.”
or “Satta’, N

Now ia the case of individual subject, the in-
separable  “Prakafa”,  “Vimar$a” or #Satta” and
“Ananda” appear as its qualities, because they are
obseured by Mayd, so that there is negation of both
“Satts” and “‘Ananda”. The limited sppeaiance of Satta
and Avanda in individual subject is the quality of Sattva.
1t is hmited light of knowledge, It has limited objective
reference. 1t illumines some object to the exclusion of the
rest. This much is duve to the limited “Prokaga” aspect.
But “Prakasa™ is inseparable from Vimarsa: sod Vimards,
resting on “Prakasa®, is “Ananda”.

1, LBV, Vol.IT, 257.8

Therefore, the other
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aspect manifests itself jn the form of rest of the oonsc:ofi(
aspect of individusl on his limited self. This rest is
distinct from that of the Supreme Lord on Himself, which
is technically called “Anands”. 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 “Prakas”
and “Sukha”, it represents the aspect of Ananda”,

“Tamas” is complete obscuration of both, “Satta”
end ¢«Znanda” in their hmited manifestation. It is, there-
fore, charscterised by absence of both the limited light of
knowledge and Sukba. It is utter darkness, total
ignorance. It is o negative quality. It is negation of both
pleasure and pain. It 15 utter senselessness.

Rajes is the mixture of the two, In it light and
darkness are in union. In it beng and notbeing shine
together exactly as do light snd shade in a picture or as
various colours do in the plumage of & peacock, It is charac-
terised by restlessness and, therelore, itis of the nature of
pain, For, prin is nothing but absence of rest. 1t is not
purely negative. It hss positive element afso in it, It is
action inasmuch as it is o combination of being and not.
being and, therefore, involves succession, which is the chief
chatacteristic of action.

Plessure 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” oaly. Inthe 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 igoorance, on
the part of individual subject, of his essential nature, of
his identity with the Supreme Lord. The Saiva dransa
distinction between **Bhoga” and **Parama Bhoga™, The
formerljis the experience of limited subject and consists in
plensure, 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 aimof cur presentation of the Ssiva conception
of the Absolute and its first two manifestations, Siva and
Sakt, was to determine the spiritual level at which Abbi-
navagupts places the cesthetic experience. These dis-
cussions justify our position that he was influenced in his
exposition of the theory of Esthetics by the Saiva system
and not by the Vedanta. And our object in presenting the
1Saiva conception of qualities, Sattva, Rejos and Tamas,
was to show that Bhatta Niyaka, who explained asthetic
experience in terms of predominance of “Sattva™ and
identified it with “Ananda” failad to grasp the true nature
of Esthetic experience, For, if his conclusion be nccepted
the sesthetic experience would belong to the sphere of Mays,
because the quahties, Sattva, Rajas and Tamas, are the
constituents of Maya, according to the Vedantin, whom
he follows.

According to Abhinavagupta, msthetic experience is &
transcendental experience. It does not belong to the sphere
of Maya. It does not admit of explanation in terms of the
qualities of individual subject. It is beyond Sattva and its
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predominance. It is free from all qualities. It is the
experience of itsell by the Universal, Itsis the rest of one
aspect of the Absolute on the other. Itis conscrousness,
fiee from nll external reference and resting on its in-
separable aspect, the “Selt, and as such it is “Anande™,

LIMITATIONS OF INDIVIDUAL SUBJECT.

In an earlier section we have stated that individuality
is due to identification of the Universal Subject with the
timited objective manifestations, such as body, vital airs,
intellect (Buddhi) etc. and that the powers of the
Universal are obscured by Maya. The question, thercfore,
that arises is “How can the individual know aud act if the
powers of knowledge and action are completely obscured ?*
To answer this the Sawa admits five imiting conditions of
the individual subject () Kala (iiy Vidya (i) Raga (v) Niyati
and (v} Kdla.

1. KALA (LIMITED POWER OF ACTION).

Maya obscures the true nature of the subject. It brings
abont the state of deep dreamless sleep as jt were in him.
Under its influence, therefore, his powers of knowledge and
action are as it swere 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, ndmuts five categortes, which we bave stated
above. They are the limted powers of mdivideal subject
nnd constitute his limiting conditions. Kald is the first
of them. It is the limited power of the subject to act.
The subject and his lmited power to nct 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 sprritus! disciplive, tiis embrace is relaxed
and he attains freedom from it.  Kala can, thus, operate only
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in connection with the subject, exactly as 2 seed can develop
only in contact with eorth, air, water etc. It is = 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 materizl cause? can produce an effect only througha
modification of itself. It is the causal agent which prompts
the limited subject to definite acts. Dawn of knowledge
of distinction betwesn this limiting condition (Kald) and the
subject that is delimited by it, enables the Iatter to transcend
the level of Maya and to attain freedom from the bondage
of Karma. The knowledge of distinction between Kald
and the limited subject is distinct from that® between
“Boddhi” and “Porms:” as conceived by the Saakhya.
The latter, according to the Sajya, doss not mean freedom
from the bosdage of Karmi ani attainment of & spiritusl
level beyond AMayz.

Kald, as accepted by the Saiva, is the metaphysical
recozuition and explanation of the limited reach of human
action. Map, howsozver great, can accomplish only certain
things and not all.  This fact, in Ssiva terminology, is dus
to the limited powver to act, because of the limiting condition
constituted by Kala, which partly restores to the limited
subject his power to act, which is st first completely
obscured by Maya. The word Kala” in Sanskrit means s
part. It is, for instance, used for th= sixteenth part of the
total Juminosity of the moon. It is used by the Saiva to
sigrify o part of the total universal power of sction operative
in bumanity.

2. VIDYA LIMITED POWER OF KNOWLEDGE).

But action has reference. Itp o a defer-
minate knowlzdge of the object, towards which it is directed.
1. T.A,ABTX. 132 2. T.A, Ab, IX, 3(0-1
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T he Saiva, therefore, admits another himiting cendition of the
subject, which restores to it the Jimited power of koowledge,
technically czlled #Vidya™. It distinguishes the technigue,
which the Sava adopts for explaiminz the pheromenon of
koowledge, from that, followed by the Sabkhya, which may
be stated s follows :—

The Saakhya explains the phenomenon of knowledge in
terms of () Peruga (1) Buddhi (1) sepses and (iv) externsl
objects.

1. *Purysa” the sentient subject, is the principle of
pure sentiency. It remains upaffected by the affection of
Buddhi. It is inactive. 1t simply shines.

2. Buddbi is made up of three qualities (3attva, Rajas
and Tamas), It is Iike a mirrar, whicl: is capable of receiving
reflaction on both sides, s that reflection on oze side can
meet that on the other. Buddby, thus, is the meeting ground
of the light of Purvsy,' comung from oze side, and of the
reflection of the exturnal objrct comng frem the other.
But external objective reflections full on Buddhi enly in
succession : because Buddin is eoveloped in the dark-
ve:ss of Tamas. And Raps 1s sble to remove the veil
ouly partly, so that Sattva, though in itself lumicoes
sl round, is able to receive the reflections of external
tabjects only in succession. according as they come within
the focus, Thus knowledge, accerding to the Sadkhya,
is nothing but reflection of esternal object on Buddbi,
llumined by the light of Putrss, coming from within.

But the Saiva admits Vidya., because the technique of
the Siikbya caonot explain determinacy in  knowledge,
or conscionsness of distnction of one affection from another.
For, : of distinction p n comparisca

.1 PV, Vol 1, 726
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of the present effection with the past. Buddhi,
however, being insentient, cannot do this. The reflection
of the light of Purusz on 1t canuot be supposed to bring
sentiency to it, exactly as the reflected fire cannot bring to
micror the capacity to burn. It 1s Vidya, the sentient
principle of lmited knovledge, which alane can explain
thé consciousness of distinction and determinacy. Itis an
active principle and not passive like the mirror of Buddhi.
It apprehends what 1s reflected on Buddhi, It revives
the restdual traces of similar past experiences, compares
them with the present’, recognises distinction of the
latter from the former and thus brings determinacy and
certamty to it. It is the subjective means of discrimination
end determination of the affection of Buddhi.

3. RAGA (GENERAL OBJECTIVE DESIRE).

We have shown above that “Vidya” is accepted as a
limiting condition of the individual subject to nccount for the
determizate knowledge of the object, jnvolved in his limited
action, But individual act has definite objective reference. It
imples choice of one object to the exclusion of the rest. To
explin this the Saiva  admits  another limiting
condition, called “Raga™. It s innate tendency to objective
relation. The idea will become clear if we draw a distinction
between Raga? Tattva of the Saiva and R3ga, as admitted
by the Sankhys.

() Raga Tattva, as the Saiva admits 1t, is desire with
general objective reference nntl without reference to any
specific object. It is o mere feeling of want in general,
withont clear consciousness of the wanted, It expresses
jtself as “May something Imppen to me” (Kificin me bhayat).

— —_—

b DA, 161,
2. T.A,Ab IX, 157-3,
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(ii) But “Réga” as admitted by the Safikhys, is merely
an sttribute of Buddhi (Buddhi Dharma). It js negation
of freedom from attachment to the objective world, It
is attachment to definile objects, It has direct reference
to definite things so as to be responsible for definite desire,
such as desire for food, water, wine, woman etc.

Thus, Raga of the Sankbya isa further stagein 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 an.
nlogy of seed, sprout and plant. The first is the seed, the
second is the sprout snd the third is the full grown plant.

This conception of Raga Tattva is closely related to
the Saiva conception of final emancipation (Mokss). Accor-
divg to the Saiva, detachment from the objective world
(Vairagyo) is also an attitude of the subject and, therefore,
itis Raga and not true Vawigya. It does not mean trne
or perfect emancipation, but only partial. It raises the
individual shove the level of natore (Prakrt), but it does
not mean freedom from all limitations. True freedom is
realised only when the individoal is free from even the
Icchamala. This point we have discussed in Abbinava-
gupta: An Historical and Philosophical Study,

All emotions, of which Bharata talks, whether they

be basic or transwent, arse 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
P of the intended, I ity is not free, Man

cannot produce any effect out of aoything, He is
subjected to caussl law. This subjection to causal law

1. LP.V.V, Vol I11, 201,
16
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is technically called Niyati and as such it is a limiting
condition of the individual subject. Thus, if he desires to
have a mango he has to look for mangoseed and to grow
it in accordance with the causal Iaw, before he can have
the desired fruit.

5. KALA (TIME).

The word Kala is used in Saiva philosophy for (1) an
aspect of the omnipotence of the 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 ible for ion or ltaneity in the
mamfested. As such it is called Kals Sakti. This philo-
sophical conception is represented in Hindu religion ss
goddess Kali. As a limiting condition of individual subject, it
is his lumited power, which experiences succession  at first in
what he identifies himself with, such as body, vital air, Buddhi
etc., and then in attribution of succession to external objects
of experience, according &s they happen to be apprehended
together with a certain link in the chain of subjective
consciousness. It is very much like “time” whick Kant
represents to be a form of sensibility. It is & determination
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 mot have an independent objective

i 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, &s a standard of measure, is merely & concept,
which is bssed ona construct, that is unity in multiplicity.
We observe certain phenomena happening in s regular
1 T.A,An, V1,6,
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order. We accept them as standards of measure. Thczé
wre other things which happen without any regularity.
The latter we measure in terms of the former, The
judgement consequently reached is “A is six yesrs old'
Taking a concrete instance to mske the point clear, we
would pnt the proposition as follows :—

X sees the sun rising at & particular spot and. setting at
onother. This happens with absolute regularity, He
sees other events which lack this regularity, For instance,
be sees o student going to bis college. It means his seeing
the student g5 associated with different places. This
Yacks regularity, But he wants to get a correct idea of
the irregular succession, involved in going, He, therelore,
puts 1t belore his mind’s eye by the side of the regular

involved in the of the sun, measures
it in (erms of the Iatter and says: “He takes two
hours to resch his college™, Thus we find that the concept
of time is based upon a 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 us appeacring st
different points of space; and the former becanse the
whole forms one object of apprebension.  Thus we find that
in the cace of time, only multiplicity exists outside but the
upity exists only within,

We talk of time in 2 numbsr of ways. We falk of hours,
days, weeks etc. Wealso talk of quickness and slowness,
priority and posteciority, and present, past and future,
These sub-concepts are also, like the general concept of
time, based on & mental construct of the same nstare,
For instance, when a person says: “X studies for 2 hours"
ke is caloulsting the sctivity of X in terms of that of the
sun. The only thing to be remembered in this connection
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of will (Prakada and Vimarda or Svitantrys). When
the Absolute free will, which fin the sphere of duality is
technically called Maya, obscutes its aspect of consciousness
there remains only the self or Prakads without consciousness
or Vimards ie. freedom of will. There is multiplicity of
such selves. They are not universal, but limited beings.
These beings corresp&nd to the Buddhistic conception
of the subject, techmically called Alaya Vijfans. And
because they are “Prakads” without *Vimarda”, they are
technically called “Vijigna kevala”. At this stage there
is no i of loss or ot fon of the power of
free will. Attainment of this stage is recognised by the
Bauddhas to be liberation (Mokss or Kaivalya).

But when the other aspect of Anavamala, the ignorance
of freedom of will, is operative, there arises a different
personality, which is characterised by negation of
knowledge (Ajiana or Abodhe). Itis completely dissociated
from the objective world and, therefore, it is contentless,
empty or blank, And as such it 1s called ‘Sunys Pramata’,
It is constituted by the Self as identified with absence of
xnowledge (Ajfiana). A

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

Hegelisn system is o system of triads: but the whole
system itself is concerned with & single triad of (i) Idea (it
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. Noture, which is the expression or manifestation of
the Mind into its opposite, the Mimndless, the irrational, the
crude external world, is the subject-matter of the Philosophy
of Nature,

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

In his Phenomenclogy of Mind he takes up the problem
of sovl. According to Hegel, soul is the first manifestation
of Spirit. It is the first stage of the subjective spirit, the
human mind, viewed subgectively as the mind of an individual
subject. Itis o stage that precedes both *“consciousness”
and “mind”. It is the lowest conceivable phase of the
Spirit. It is o stage that manifests itself into tbree stages:
(i) Natural soul (i) Feeling soul and (iii) Actual soul. It
is so rudimentary o stege that it has not yet reached
sense-perception, It is hardly recogmsable as human, It
is hardly above the level of mere animality.

Hegel seems to start the analysis of the human mind
st the point where life for the first time becomes manifest
in the human body in mother’s womb, His soul represents a
stage just chove that of mere animality and just below
that wherein the perception develops. The soullevel 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 Naturat soul.
It is immediate and, therefore, can be chacacterised ss mere
wbeing”, free from all determinations. Nothing can be said
of it excepting that it “us”. If we remember the instance
that Hegel gives of the second stage of the soul, the feeling
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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 os 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 uadifferentiated unity.
No category is applicable to it, excepting that of being.
There s no consciousnzss 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 ils
being, as the quality which it has.

But the 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 1o the appearance of ths sonl, with the next
two. While in the former case the soul is entitely empty,
a mere blank, in the latter case there is implicit distinction
between the soul, ns mere blank, and the affections of the
environmeat, 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
() content, sensations and feelings, a multiplicity of diversi-
fied particolars.  The coalescence of these two is the actual
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soul. It srises from realisation by the soulf d;&n."bau
between iteelf as such and what belengs toits &6:&:1.;\{\'
and regarding the content es mot something alizn to itself

but itself.

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

INCONSISTENCY OF HEGEL.

Hegel seems to be inconsistent in his conception of
the first stage of the soul. Os the one bhand ke speaks of
it as {mwediate and, therefore, having no characteristic
except thot of being; having no distinetion withia it ; not
mediated by enytbing outside it and, therefore, free from
all relations.  On the other hand, he talks of it as blank and
empty. “Being” sod “Blank" or “empty” sre ideas of the
appasite nature.  ““Being” is positivity ; blaok or empty is
negation, The former is immediacy. The latter is media-
tion. Kegation withont reference to something negated
is ingless and i ivable. Negstion has both a
substratum aod a positive counterpart which is negated,

Further, if the patural soul be immediate, how can
it be distinguished from the Absolumte ? And if it be non.
difercat from thie Absofute, Bow can the vasious modes in
which it is affected by its environment, appesr in it as
quilities which it has ? How can there be the awareness
of distinction of one mode of environmental affection from
another, so that at a sobsequent moment there be the

17
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awareness of physical alterations ? On the contrary, there
should be the experience of perfect identity with all.

‘Two polats have to be carefully poted here,

(i) In the context of the Natural soul, Hegel is dealing
with only an abstract state of mind. It is an abstraction
of the same type as ¢bare sensation™ of the psychologists.
It is rother a thinner abstraction thar even “bare sensation”.
1t does not exist in men.

(i) Hegel’s dialectica]l method means that higher
stages are implicit in the lowest, Hence all ths later stages
of spirit, even the highast, are implicit in the Natural soul
Thus sall the future stages such as those of sensibility, feeling

i 1l IE. i appetite, represen-
tation, recollection etc. are implicit in the natural soul.

As a logical assumption, it contains an illogical element.
\What is immediate cannot at the same tme be
black or empty. And the conception of the presence of
future states, implicitly ia the first, cannot explain the
attribution of blankness or emptivess to it, Emptiness and
blankness presuppose duality, the substratum of negation
and the negated,

SUNYA PRAMATA OF ABHINAVA.

Abhinava also speaks of a stage in the spiritual
manifestation of the Absolute, which he represents to be
empty, blank or $anya. But, according to him, it is not
the first stage, por 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 immediscy of Sunya! that he emphs.
tically ssserts it to be mediacy.

The expetience of Sonya Pramata is a pegative

1, LRV, Vo1, 216.7,



THE $AIVA BASIS OF ABHINAVA'S ZSTHETICS 131

experience and as such is determinate experience. Fer,
pegation involves dunlity. 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 (Apavedyn
Sugupta), negation refers to all that is apprebended through
internal or external senses. “The 1", the sclf, is related
to or identified with something that is not the object of
internal sense, such as "Prina” and *Sukha” por with that
which is the object of external sensc, such as body and
other physical objects. It 15 identified with mere limitation,
the Anavamala, inoperation of its power of knowledge and,
therefore, ncgation of knowledge (Sahkocamitram eva
cidrapam Sonyam LP V.V., Vol. II, 297).

The word ‘Sunyn’ is used in this context on the
analogy of “Akada”. Just as Akzda is not absolute not-being
and is yet spaken of as Sanya, so is the cose with Sanya
Pramats, There is another point also on which snalogy
with Ak3da Lolds good. It is all-pervasive. Just as there
is nothing with which Akasa is not related, so there is
nothing, that is objective, to which this limitation, Ajizna,
does nat reler.

Now the question atises: “Is there any object ta which
the inoperation of power of knowledge refers? The
Saiva replies to it a5 follows :—

The state of deep sleep is the state of emptiness of the
subject, because in that state there is abscoce of whatis
called abject in the wakeful state; there is negation of the
common object. But negation 35 stways on the basis of
something that figures objectively in consciousness; because
it fs detorminate cognition and, therelore, refers to two
() that which is elimivated and (i) tbat from which
something is eliminated, The Saiva, therefore, bolds that
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there is rudimentery consciousness of the residual trace
(Sarthskara) of objectivity in general, which was experienced
in the wakeful state, and that negation refers to gross
objective variety of waking experience, Apavedys Susupta,
therefore, is not total negation of objective consciousuess,
but only that of well differentiated and gross objective cons-
ciousness. Accordingly the difference between the experience
of Vijianakala and that of Sanys Pramata is only this that
in the former case “1”, self. i , predomi and
the negative consciomsness occupies a subordinate position
to it ; but in the case of the latter the position is reversed.

The personality in deep sleep (Apavedya Susupts) is,
therefore, constituted by the Prakaa aspect of the Absolute,
with Vimar§a aspect obscured by the principle of ignorance,
the Maya. But this does not mean total negaton of
Vimar§a. It is partly restored to the subject in the form
of Vidy3, 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 (h) Niyati and (iii) 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 () Vidya and (i) Kala, whick function
in deep sleep. The frst is responsible for conscicusness of
pegation of the gross objective world and the second
accounts for consciousness of time, because of which the
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 amnihilation (Pralaya) (i)
intense concentration on negation (Na iti abhava samadhi)
and (ifi) deep sleep without gross objective consciousness
(Apavedya Sugupta),
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These types of experience sre due to the =absence of
gross objectivity because (i) objective world has got yet
risen (ii) it? has been negated by intense concentration (ifi)
it has been disregarded, respectively.  When “The 1", the
subjective consciousness, 5 related to this genera] pegation
of objectivity, which is withont any distinction in jtself, is
devoid of all forms, cognisable in the objective world, ond
is a mere affection of t e subject and, therefors, does not
touch the ordinary level of objectivity, it is called Sunya.

APAVEDYA SUSUPTA AND TURIYA
DIFFERENTIATED.

But if the absence of gross cbjectivity is the common
feature of the experience® of Sanya Pramata io (i) Pralayn
() Apavedya Swsupta and (i) Samadhi; what is the
distinction between Apavedya Susupts and Turiya ? The
level of Turiya 15 distinct from that of Apsvedya Susupta
in this that while in the latter case “The 1", *The Self”
is identified with “negaton™ (Sanyn) and, therelore, is
limited and accordingly does pot shive 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 tn terms of qualities (Guna). In
the case of Susupta “The I" is obscured by Tamas. But
in Turiys the veil of Tamas dissppears snd the self shines
in the light of Sattva.

The distingtion between Apavedys Susupta and
Turiys® depends on the pred i of objectivity and
subsedination of subjectivity in the former. In the Jatter,
bowever, the position is reversed, In the former case the
Apavamala  persists. But in the latter it dissppears
temporarily.

1. 1. P. V. Ve Vol 111, 331.2. 2. LP. V.V, Vol. I, 207.8,
3, L P. V. V., Vol I, 3176,
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DISTINCTION BETWEEN TURIYA AND
TURIYATITA.

Ve have shown that in the case of Turfya the objec-
tivity is subordinated to subjectivity, which is conscious of
its true essential nature of being eternal, self-luminous
and perfect, In the case of Turfyatita, however, the
subjectivity does not simply predominate, but rises as it
were above the objectivity.” But Turiyatits is of two types
(1) n which the objectivity persists in the subconscious and
(i) in which there is total absence of objectivity, The
fiest 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 meaus of the analogy of chemical
process by which gold is melted. We koow 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 apd that the final stage is 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 tbe lineal form of melted silver enters
into melting gold so thet the distinction between the two
still persists, is the stage fo which Turiya is comparable.
For, in this, distinction between the subject and the object
still remajns. But Turiyatita is comparable to that stage in
which the two are so melted together that they forma
homogeneons unit and one remains only as an affection of
the otber. This statement applies to Vyatireka Turiyatita
in which objectivity remains, though only ss subconscious
ailection,

SAVEDYA SUSUPTA AND PRANA PRAMATA. .

‘We bave discussed in the preceding pages the nature
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of Apavedya Susupts and have explained how the experience
of absence of all knowledge arises there. But we have
divided Susupta into two types (1) Apavedya and {ii) Save.
dya. Let us, therefore, take up the second now,

The experience of Savedys Susupta, which finds expression
es I had good, sound or pleasant sleep” “Sukham nham asve
apsam” 1s closely connected with Sanya Pramata, We re-
member that Sonya Pramata is nothing but “The I” jdenti-
fied with negation. Now the pure subjective aspect, which is
an element in the constitution of Sinya Pramats and as such
is above the physical vital air, iotellect and hody (Prapa,
Buddhi and Dehs), descends to physical level and manifests
itself as general internal power or activity (Sadhrani aZntart
vrtti}, which is 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 obfects and in moulding
them according to individual desire.  This power is responsi-
ble for division of the air in the physical system jnto five
types such as Prapa, Apana etc. It is this power, which,
through fnternal arr, inspires hfe into senses of perception
angd organs of action, which 1n themselves are insentient and
lifeless. Thus the pure subjective aspect of Sanya
Pramata, manifesting! itself s genersl nctivity or power
in the physical system, is called jiva.

Therefore, when “The 1" identifies nself with the
general internal power, which is responsible for what we
call tife? in the physical system and as such is ordinarily
called “Praga”, it is called Prana Pramiti.

‘The conception of Prapa Pramits is occasionally based
upan the identification of the Sclf with vital air, which is

Vot 11, 84, 2 LT VL Vel iLas
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known throngh the subjective power of internal touch or
organic sensation (Spardanendriya gamye). This power is
nothing but particularisation of the general power, of which
we bave spoken sbove. It pervades all the centres of sensation
and organs of action end 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 fo strong strokes of
internal wind,

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

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

ZESTHETIC EXPERIENCE FROM SENSE-LEVEL
TO OBJECTLESS LEVEL.

Abhinavagupta's treatment of the problem of =sthetics
is very comprehensive. He analyses wmsthetic experience
into different levels, each of which leads to what follows,
and allocates varions conceptions of asthetic experience at
separate levels. His analysis begins at the sense-level. He
admits that sesthetic experience begins with direct perception
of the pleasant objects of sight nnd hearing, the two

1. I P V.V, Vol If,205.0 2. I P.V. Vol II, 285
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senses, which ealone are accepted by him to be” wmsthetic,
But he recognises the msthetic object to be only a medium
and not the object of msthetic experience. For, asthetic
experience is not merely a mental picture of the objects
of wsthetic senses, related to an empirical subject, who
evaluates it in terms of pleasure and pain, A lsyman may
be satisfied with pleasant sensation end may identify
ssthetic experience with it, but a real msthete will never
recognise an object to be besutiful if it simply pleases the
senses and does nothing more.

A true msthetic object does not simgply stimulate
the msthetic senses. It primarily stimulates imagination, of
course, throngh senses, It s;imply presents only brosd outline
of a pictore, which has to be completed in all necessary
details by the imagmative power of the spectator, The
second level of zsthetic experience, therefore, is imeginative.

As the zsthete rises from the level of sense to that
of imagination, bis p lity chang, Heis d, 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 crestion. In it he meets with
o dramatic persooality, which is the focal point in the
whole. He finds in it nothing to disapprove, It is the
ideal realised. He, therefore, slowly and gradually identi.
fies himself with it. His personality 1s substitated 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 dertves the same satidfaction
from them a5 does the hero. 'Thus, if the hero actsin
strict sccordance with s moral principle in a sitaation,
that swouldl tempt an ordinary person away from the
right path, though it means grest sufferig and sacrifice
of what is near and dear, and feels faner satisfaction in

18
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suffering and distress, the spectator also feels the same, At
the level of identification with an ideal 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 zsthetic experience. Here the zsthete experiences an
emotion at s high pitch.

It is, however, an undeniable fact that an emotion at |
o high pitch makes the emotively affected person completely
forget himself, It deindividualises the individual. It frees
him from those elements, which constitute his individuahty.
It raises him to the level of the universal. This may be
spoken of as the Katbartic level, not in Aristotelan but in
Hegelian sense. At this level, emotive experience is compl-
etely freed from all objective reference ns also from temporal
and spatial relattons, which are due fo limitations of indivi-
doality, Emotive experience at this level consists in nothing
more than the experience of a universalised emotion, trans-
formed into something else than pure emotion, because of the
harmonious unification of the situation etc. with it, and
accompanied by o definite condition of heart snd mind, by
the dejndividualised zsthete.

- This is the stage of msthetic experience, of which
Dhanafijaya talks, in his Dafarapaka when he says ;—

“Jast as the verb, whether spoken? ar understood, when
combined with noun etc., is the essence of & sentence, so the
basic mental stete (Sthayibhiva), when combired with situs-

tion etc., is the essence of drama. This very basic mental
1. D. B
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state is Rasa, because! it is relishable. This relish consists
in the expesience of bliss{ulness 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 implied. Although Rasa is only one, becanse
the mmversal subjective® blissfnlness has ro variety, yet,
becanse of variety of emotive affections of mind as alsa of
accompanying conditions of heart, it is divided into four
primary Rasas. Thos the blissinl state of nniversslised subject
is accompanied by blooming (Vikaga) of heart in Sriigars, by
brosdening of it (Vistara) in Vira, by tossing of it (Ksobha)
in Bibhatsa and by violent agitation of it in Raudra®.

Asthetic experience, according to Dhanafijays, who
follows Bhatta Nayaks, consists fn the realisation of bliss-
folness of the wniversalised subject, affected by & universa-
lised basic mental state eod accompanied by a correspend-
ing condition of heart,

Tke emotive nature of wsthetic experience is emphasi.
sed by Panditaraja Jaganodtha? also in his Rasagadgidbsra,
when he states Abhinavagopta’s view of Rasa and points out
how his view differs from that of Abhinavagupts. Esthetic ex-
perience, accerding to Abhinavagupta, Panditardja T ath
helds, is the experience of a basic rmental stat such as Rati,
swith the mniversalized Self (i. e. Cit freed from all obscuring
limitations) as its attribate  His own view differs from the
above inasmuch as ke maintains that the Self is sot an
attribute of the basic mental state; on the contrasy, it is the
substantive of which the Sthayin is sa attribute.

Abbicavagupta’s view of wsthetic experience, which
marks the culminating point, is not what has been sttributed
1. D.R,38 % D.R,97. 3. R.G, 223
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to him by Panditaraja Jogannatha, He does not hold that
msthetic experience is the experience of Sthayin, related to
the Self (Cit), as the attribute of itself (Cidvigistah’ Sthayyeva
Rasah). He holds that substance-atiribute relation caunot!
be attributed to the Self (VidesapaviSesyabhavamukhena
yo vyavaharah sa &tmani 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 Bauddhas 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 externsl. There is nothing which can be put oo &
par with it. And the relations of predominance and
subordination, of substance and attribute and of adjuact
and noun depend on the consciousness of both being on the
same par. Thus we say *“This cloth is white” meaning that
the Iatter is an attribute of the former, because both of them
shine on the same par of chjectivity, 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
sttribute. In fact, he points this view out asa mark of
distinction between the $aiva and the Naiyayike conception
of the Self.

He states his own view, clearly asserting that this view is
bis own (Asman mate tn Sathvedanam evinandaghbsnam 55
vadynte A. Bh, Vol. I, 293), He holds that msthetic experi-
ence . its highest level is the experiente of the Seif ftself, »8
pure and unmixed bliss. And ia regard tothe position of Sthayio
in it, he maintaios that it is in the subconscious and that it
3 LP. V.V, Vol.L 147,
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is on the basis of this varying subconscious element ffm\t i

is divided into various types, such as $hgara, vira etc.
The function of drama is only to awaken this subconscious
element,

He ndmits that there? is a stage in the process of sthetic
experience, in which the Self experiences 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 g little hight in an earlier section, he definitely
asserts that msthetic experience, which arises from witness.
ing & dramatic performance or reading a good poem, is
distmct from the experience that we get from objective
perception of a pleasent object ; because sthetic experfence
is characterised by freedom from all elements of individuality.
Itis an experience, in which the self-luminous aspect of
the uoiversalised subgect is thrown into background.
Hence msthetic experience is the experience of Ananda,
Vimar$a or rest of umiversal subject in itself,

Here he distinguishes between two levels in msthetic
experience and refers to Abbinava Bbarati, in which he
discusses the problem n detail,

1. The level, at which the universalised basic mentsl
state is npprehended, 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 (Sataskara) by dramatic presentation. It awakes
because the msthete his completely idestified himself with
the hero. .

2, Theother level is that, in which the duality of
1. LPV.V, Vol II, 1730,
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subject and object disappears through intehse introversion
and utter disregard of the basic mentsl state. At this level,
the basic mental state sinks back into the subconscions. Thus
the final stage in zsthetic experience, according to Abhinava.
gupts, is that in which there is the experience of Parama-
napda and even the basic mental state, awakened by
dramatic presentation, sinks into the subconscions. /Esthetic
experience, therefore, according to Abhinavagupta, in its
final stage, belongs to the level of Vyatireka Turiyatita, in
which all objectivity mergesin the subconscious and the
Subject, the Self, shines in its Ananda sspect,
MEANING OF RASA.

In the course of his treatment of the problem of ssthe.
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, itis lkely to escape his notice.
The following points have to be carefully noted in this
connection :—

1. He usesthe word “Rasa” in both the cases, but
with & different meaning, In the case of the frst level, in
which the universalised basic mental state is reahsed 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.
Inthe case of the second level, inwhich the hasic mental
state sinks into the subconscious, and there is the experience
of the Ananda espect of the Self consisting in its introversion
and, therefore, rest within itself (Niravacchinna svatma
paramarsa ; Svatma viSranti), Resa means the act of relishing
{Rasanam Rasah).

2. Althongh the basic mental state is predominantly
experienced at the first level, yet he holds that it is 5 mistake
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to say that it is experienced in isolation from situation,
mimetic chnuge§ and transient emotion. Accordingly he
muintains that Srifapkuka was wrong? in saying that basic
merztal state, inferred from situation etc, is Rasa, because
of its relishability, He defintely  states that Rasa s
different from  the Sthayin (Sthayi vilaksano Rasah),
Its di.stinction from Sthagm is due to the fact that it is ot
Sthayin s sueh, which 15 the object of experience, but
Sthayin barmouiomly mixed up with situstion etc., in the
Sa.me manger, in which various ingredieats of Panaka Rasa
mix with 092 snother so as to give rise to & flavour, different
from that which esch ingredient has in isolation.

In desling with the philosophical background of
Abhx'n:xvngupln's theory of sthetics, we bave so far confined
ourselves to the discussion of such metaphysical doctrices
&s explain the final phase of wmsthetic experience. Bot, as

. wehave already stated, =sthetic experience, according to
bim, begins at the senselevel and it is only through ima-
gination, emoticn and Katbarsis that it res to the transcen-
flex:tul level. To explain the entire process, thst is presupposed
L the realisation of the final phase, it is necessary to deal
with the epistemic techniqus of Abhasavads.

Epistemic approach of the Abhasavidin to the pheno-
menon of knowledge is conzernsd with its analysis into its
elements, This analysts reveals the following four :—

1, Means of knowledge (Pramana).

2. Subject of knowledge (Pramata).

3. Knowledge itself (Pramiti).

4. Object of knowledge (Prameya).

Abhicavadin's conception of these elements is different
from those of other systems. Let us, therefore, state

L A, Bb, Vol I, 285
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briefly what these terms signify and imply in the Saiva
system. ’

EPISTEMIC TECHNIQUE OF ABHASAVADA,

Pramipal:—Abbisavadin’s conception of Pramiya, the
means of knowledge, is different from that of the Sankhya.
It is not, ns maintained by the Sankhya, the Buddhi, which
is perfectly independent of and different from the sentient
principle (Cit or Purugr) and is simply the insentient meeting
ground of the hght of Puiusi, commg from within, and the
reflection of external object, coming from without. The
means of hnowledge, admitled by the Abhisavadin, is not
devoid of self-luminosity. For, how can that, which in
itself lacks luminosity, lamine another. On the contrary, it
is sentient. It is the hght of Cit itself, as a limited mani-
festation of the Universal consciousness. It proceeds towards
the object and receives its reflection.

2. Pramata?:~Cit has two aspects. (i) It sends its
light towards the object and, as such, it is the means of
knowledge. (i) But it is self.conscions also and as such
it is the subject of knowledge, ths knower, It persists even
ihen 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 o flame, which keeps burniog
irrespective of the fact whether theie is anything to illumine
or not, Kala, Niyati, Raga, Vidya and Kila are its limiting
{ conditions.

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

1. 1, 2. V., Vol. I ok 2. L P, V., Vol I, .
s, 1, PV, Vol 1L €,
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expression in it, it is called knowledge (Pramiti).

4. Prameya :—Metaphysical implication of the epistes
mic technique of Abhasavada is that everything, excepting the
Ultimate, 1s Abhasa. All Abbasas are the manifestations of
the Ultimate. Thus, the subject, the object, the means of
knowledge or knowledge itself is an Abhasa. Abhasa is
an isolated’ manifestation, for which, in practical life, a
single expression is vsed.

In the light of the above metapbysical implication, let
us see what is the object of the cognitive activity (Prameya),
The cognitive activity is of two kinds: () the primacy and
(ii) the secandary,

i, The primary :—The primary activity begins with the
movement of the light of the limited self towards ap isolated
objective Abbzsa. The light receives the reflection, The
nctivity terminates with the mental reaction, which consists
in the rise of the inner expression (Pratyibhasam pramina-
vyaparah). Thus, the object of primary cognition is t"ery
much like the universal, which the Vaiyzkaranas hold to be
the meaning (Arthis) of an expression. As such it js free
from limitations ol time and space. It is not primarily
given in objective time and space. The isolated Abhasa,
which is the object of primary cognitive activity, is real; -~
(i) because it is the object of the primary cognitive
activity only (i) because it alone is the object of mental
reaction and  (ifi) because the causal efficiency of an object in
practical life depends entirely on it.

il. T Secondary +—The secondary cognitive activity? ’
consists in mere unification of the various Abbisas, separate-
Iy cognised through the primary activity, It is responsible for

. LIV, VolIL 701 2 L.P V,Vel I, 728
19
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bringing sbout a configuration of Abbasas, which is the
object of action, (as distinct from that of mere knowledge,)
inspired by the purposive attitude of the cogniser, Ao
object of ,action is not an isolated Abhisa. Itis a con-
figuration of innumersble Abhasas. It is made up of as
many Abbisas 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 constituent Abbasas of an object into a whole. This
whole is called by a word, standing for the most needed or
desired Abbasa.

The constituents? of an object are not always the szme
toevery person. They differ with the difference in indivi-
dual (i) predilection (Ruci) (h) purposive attitude (Arthitva)
and (jii) the capacity to kuow (Vyutpatti).

Time® and space are not always the necessary
canstituents of an object of cognition. Everything is not
elways necessarily cognised in temporal and spatial relations.
(i) Fire and smoke, for instance, at the time of the acquis-
tion of the jdea of their invariable concomitance, are not
ascociated with external time and space. (i) 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 nniversal,

The Abhasa¥, us an object of primary cognitive activitys
is as good as a universal (Saminydyamane Pramapa-Vys-
pamsh).  But object, the configuration of Abhasas, is related

—
1. LP.9.V, V1,135, 2. LP.V.Vol II, 15T,
2% LP.V. V., Vel 11, 318, 4 LP.V,V, Vol 111, 10
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to time and space, when it is desired to be msde an object
of practical utility. Hence, when there is po such desire,
it is free from the externn} time and space.

The Abhasavadin holds that, in ordinsry life, an expres-

sion such ns *jar” is used for an external object, which is a
coufiguration of many Abhisas looked upon 8s one, It is

vnity in multiplicity, Its apprehension as unity presupp
perception of m\xh)phmy ond is due to appeatnnce of all,
that is sep 1 gnised, on a basis.  The

configuration is ca]led 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 & whole. But this whole admits of analysis. Analysis,
bowever, will reveal only o whole within n whole, Abhfsa
within Abhfisa. And the constituents so revealed differ,
according to the analysing individual's inclination or tcn-
dency, attitude and knowing eapacity.

For instance, if we nnalyse onr expetience of o jar, we
find that though ordinarily it is taken to beonc Abhlisa,
the object of knowledge, it embodies a8 many Abhisas
as there are words, which can be used with reference to it
by various analytical perceivers, looking at it from different
points of view. To an ordinary perceiver it isa combination
of Abhisas of roundness, matetiality, exteroality, blacknes:,
existence and g0 on. But if a scientist were to do on
atomic or electronic analysis of the same, how many percep.
tunl acts will be bave to do and how many words will he
requite to describe the results of his amalysis? Can any
body say that the atoms or electrons aro not the conatituents
of what i3 ordinarily taken to be ono thing ?  The
Abhisavadin, therelore, hotds that ordinvy object of
cognition is s collection or configusation of & cettaly
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pumber of Abhasts, each of which requires a separate
mental process to cognise, and that its causal efficiency
(Artha-kriya-karitva) depends on its determinate cogaition
and the latter also depends upon the inclination, immediate
need and cognitive capacity of the individual. Abhasavadin
holds that buman mind is so constituted that it begins its”
cognitive activity with apprehension of and reaction to
isolated i of the pr d, Each constituent,
as it is apprehended separately, is an Abbasa, a universal,
which marks the farthest limit of cognitive activity.

But practical life! is entirely dependent on the unifica-
tion of Abhasas, The isolated Abbasa has no practical
utility, In order that it may be an object of oction, as
distinct from that of mere primary cognition, it must
be united with some other Abbasas, at least the external
time and space,

UNCHANGING NATURE OF THE ABHASA.

The Abhasa® does pot change even when it is united
with others. It is of generic form. For instance, the
Abhass, for which the 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 Abhasase. g
red, earthen, bigh etc. and appears as distivct from the
geueric form, because it is looked upon as the substantive
of the ottributes “red” elc,, 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, i
constituted by externsl time and space. They do not figure

1. LP.V, Vol II, 90, 2. L P, V.V, Vol Im, 119,
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in free and conventional cognitions (Yathzraci, Yathz vyut
patti). They figure only in the purposive cogoition. They
do not figure when we are visualising the conventional
meaning of a linguistic expression : for, according to the philo-
sopby of grammar, the linguistic symbol stands for the
unjversal alone.  Even the word “this” tAyam) stands for the
universal ‘This' which is common to all that is objective
(Sarvabhavagatedants simanya) and not for the particular,
And the free cogmtion would cease to be free if it be limited
by time and space,

THE IMPLICATION OF UNIVERSALISATION
(SADHARANIKARANA), ACCORDING TO
ABHASAVADA,

We have discussed above, the essential nature of the
I eod the particular, Perti y consists in the
tempors! and spatia) relations of the Abbasa. And the moi-
versal, the isolated Abhdsa, is free from such relations. The
particular is a configuration, & unity in multiplicity (Ek3gela-
raporthsh!  And the Abhass is the vniversal, notsuch asis
due to the generalisation, bascd on the perception of a persis-
tent element in s oumber of different objects, but such as,
united with others, constitutes the very being of o particalar
object.

But we have shown above that unification of an
Abbasa with temporal and spatial couditions, is due to the
purposive attitude of the cogniser. ‘Therefore, if the cog-
niser & free from such on attitude, his cognitive sctivity
will terminate at its primary stage snd will not proceed to
relate the spprehended to temporal and spatial conditions.
Thus, the smsthetic object, s it figures in the consclousness
of an mesthete, is universal, because he spproaches it disin.
terestedly, becanse his attitude is not practical but westhbetie, -
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KATHARTIC LEVEL IN THE LIGHT OF
EPISTEMIC THEORY OF ABHASAVADA,

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

1, The subject is free from practical attitude. His
attitude 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 esthetic object also has its own peculiarities.
1t 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 s not determined by the subjective
categories, because the subject is free from sl 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 A£STHETICS

We have dealt with the highest level of Esthetic
experience, according to Abhinavagupta, in the preceding
chapter and have shown that it is nothing but Ananda.
This conception of Rasa is in perfect harmony with the
assertion made in the TaittisTya Upanisad (11, 7) “Raso vai
Sah”, At this level the Self shines in its ospect of Ananda,
Vimarda or Sphuratts, Here there is no affection of even
the basic mentel state in its universality, Here even the
universalised sesthetic object sinks back into the subcons-
cious. ‘This level is recognised to be *Rasa™, not because
msthetic 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 ns distinct from the subject, yet both are
frec from all elements of individuahty, both are universals,
Here universalised subject experiences umiversalised object.
Here the process of universalisation of subject and
object is complete. Here the abject 1s apprchended 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 immediscy, because the
object, though completely uciversalised, yet stonds sgainst
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the universalised subject; though the object is not contra-
distinguished from another object, yet it is contra-distingui-
shed from the subject.

The question, therefore, naturally arises, “How is this
level reached ?. Abhinavagupta was a rational mystic.
He, therelore, attempts the problem, not by any new
sssumptions, as did Bhatta Nayaka, but by spplying the
technique of his rational mysticism.

In the mystic system, that he followed, purification
from impurities (Mala $odhana) was a recognised method,
He himself has discussed various methods of purification
from -various impurities and has named them separately a3
Dedadbva, Tottvidhva etc. in his Tantraloka, The Saiva
believed that freedom from limitation, hberation, could be
attained through purification. Utpalacarys asserted in his
Tivara Pratyabhijia Karika that when the objective world
is apprehended 15 mere “this” through gradual elimination
of its determinacy, the state of Iévara, which is characterised
by experience of universal! #this” by universal 1" (Abamidam)
asises.  He recognised intense ion on an object to
be the means of attaining it.

Abhinavagupta, therefore, rational mystic as he was,
made use of the doctrine of purification and elimination,
which was already well sccepted by the Sniva mystics and
rationalists, to explain asthetic experience at the Kathartic
level, where there remains only the universalised object,
standing as ¢this", ngainst the universalised subject “I".
For, be discovered that zesthetic experience at this level
is very much like what Utpalacarya represented to be the
characteristic experience at the level of «Idvara”,

He, however, recognised the fact that the method,
throngh which purification or universalisation of the

1. LRV, Vol I, 266.6.
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7,
subjective and the objective aspects of the msthetic tztperiencc )

at the Kathartic level is effected, is different Ir&g; hat,

through whick a similar universalisation s got at the level -

of “I$vara”. He discovered that the dramatic techuique
is such as brings about the universalisation, without much
conscions effort on the part of the spectator. He realised
the distinction between the mystic and the @sthetic methods
of purification. He held the former to be peinful and the
latter to be pleasant, He asserted the superiority of the
Iatter over the former}, He has accordingly interpreted the
Nitya Sastra of Bharata so as to show how dramatic
technique brings sbout universalisation by purifying both
the subject and the object from all that is impure in them.
His asthetic theory is based mainly on the highest type of
drama (Nataka).
TRIADIC RELATION.

Influenced by his mystic tendency, he draws a distinction
between ordinary worldly experience and wsthetic expetience
in terms of dysdic and trndic relations, He points out that
erdinary experience of daily life is an outcome of the
subject-object relation, In it the subject 1s free to pick and
choose from the presented, according to the individual
disposition, need and cogritive capacity at a particular
time, Hence in ordinary life the experiences of two persons
about one object are seldom the same. Thus, every r?ny
experiences result from the dyadic relstion of the subject
and the object, -The zsthetic experience is totally different
from it. It is on experience, which is got, mot tbmu‘gb
objective perception of the presented, but through fubjl’cllvt
realisation of whiat is presented through artistic medivm.

We know that in the case of religious con(:mpla('icu,
83 when & worshipper contemplates on Vigny, the object,
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that figures in consciousuess, is not simply & copy of s
statue or picture, which he places before himself, but some-
thing essentully different from it, somcthing that the mind
constructs with the help of what is presented to optical sense,
somethingl, in the determinate apprehension of which, the
directly present image, statue or picture, is only & medium.
Similarly in the case of msthetic experience, the asthetic
object, which is presented on the stage, does not figure in the
spectator’s consciousness in the form, in which it is directly
prescnted, but in one, which is essentially different from it,
which the imaginative mind of the spectator, stimulated by
ortistic presentation, constructs. The wsthetic object is only
o medmm, which helps the imaginative mind to have free
play in the warld of imagination,

This is the view of the msthetic object, which Bharats
himself held, us we have already stated in the first chapter.
It js on the basis of recognition of the constitvents of
asthetic object collectively as a medium to the rise of basic
mental stafe that they have been called Vibhava, Anubhava
and Vyabhicaribhava.

We have stated that, nccording to Abhinavagupte, uni-
versalisation of the wmsthetic object and subject is effected
through dramatic technique. Let ns, therefore, find out what
are the constituents of the subject snd 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 /ESTHETIC OBJECT
AS A CONFIGURATION.

We have presented Bharats’s view of the asthetic
object. Abbinava simply polishes it. The constituents of
wsthetic object, =25 polished by Aphinava, may be
presented as follows :—

1. A.Bh, Vol T, 288,
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A. (i) The wsthetic object is ily & situation, in
which one or more human beings ace involved,

(i) Though from the point of view of a disinterested
observer of the whole situation, there is o 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 presentsticn. For, the tactile and
other affecti i diately precip the motor tenden-
cies and thus make the universalisation of the presented
(Sadharagibbave), on which the msthetic experience chiefly
rests, impossible.

(iii) The stimuli in most cases have s spirituad meaning
{Dhraniy in addition to the conventional or primary and
the sccondary.

(iv) The situstion has a foces, on and around which
everything else revolves.

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

. B. () When more than one human bemng are msolved
in ap emotive sitnation, each buman being is a stimulus
to others. The human personality, either a5 a whole or in
any of its aspects, gives nse to sccal conscicusness,
which leads to the expression of the emctive effect of the
total sitvation by means of the mimetic changes. Taese
serve to stimulate other beings and establish mental commu-
nication between indwiduals so that all become parts of one
situation. The mimetic changes are technically called

. Anutham.

C. (v Asthese changes take place and the situation
develops, transient emwtions erite and find expressions w
charnctesistic  decds and  apparent  involuntary physical
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changes. ‘These transient emotions ure technically called
Vyabhicaribharas.

D. (vii) In every situation there is a habitual set fo
react, And because it is the deteimining factor of all the
varying psycho-physical responses to the subsequent changes
in the situation, it is called bdasie mental state, technically
Sthayibhara.

‘Thus the wsthetic object as a configuration is made up
of four principsl constituents, (i) the situation with & focus,
(iiy the mimetic changes, (i) the transient emotions and
(iv) the basic mental state (Vibbava, Anubhava, Vyabhi-
caribbaya and Sthayibbava).

THE ESSENTIAL NATURE OF THE ZESTHETIC
OBJECT AS REVEALED BY PSYCHOLOGICAL
ANALYSIS,

In order to ascertain the essential nature of the @sthe
tic object through psychological analysis, one has to laok
at it esther from the point of view of the artist or from that
of the spectator, who possesses esthetic susceptibility
(Sahrdayatva) Further, while judging the cesthetic object
from the former point of view, both the internsl and ke
external nspects of the presentation- have to be taken
into account. For, the presentation comsists, not only of
what appeals to the eyes and the cars, the emotive situation
and the mimetic cbanges, but elso of the transient emotions,
which cause the latter, and the basic mental state, which
directs all psycho-physical reactions to the emotive situs:
tion. In fact, the internal aspect, consisting of the
transient emotions and the basic mental state, is mo
importsnt than the external, because the ssthetic 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
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that dramatic presentation to be the best which represex\lts

o well known event. Let wus, therefore, consider the bgid.

of the representation, that is, what the actor does when- -

he represents an bistorical character, Does he imitate?

Is the dramatic presentation an imitation of the rea} ?

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

() It presupposes & knowledge of the original,

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

(iii) The most successful imitation at its best is oaly an
illusion, so that the knowledge of it that we get at fisst sight
is contradicted by & subsequent one an closer observation.

(iv) When one human being imlates another, the
former is nware of the latter as totally distinct from himself.
Hence the imitator can never succeel 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 imitationl.
Firstly : because the actor can never have the direct know-
ledge of the historic person that he represems, becanse of
bis being too far removed from the Iatter in time. His
acting at best is bised upon what in tself 15 o representation,
nsmely, the acting of the predecessors, Secondly : because
the msthetic objcct is a configuration of all thc csscnunls of
the emotive life, the emotive situation, the t
the transient emotions and the basic mental state. But
the idea of imitation imphes lack of inner essence. For,
one, who imitstes, 15 an imitator only if he lacks the
spirit of the character whose external look he assumes,
Hence the actor casnot be said to be imitating an

1. A.Dh,VolL L, 3.
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Historic person, because he does not lack the spiritual eles
ments of the latter, Thirdly : becanse the conscionsness, that
is nroused by it, is not contradicted by a subsequent bre And
fourtbly and lastly : because 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 zsthetic configuration, would be impossible.

DRAMATIC PRESENTATION IS NOT AN ILLU-
SORY OBJECT.

That object is tllusory which, because of the possession
of some quality, which is common to another object of
greater value, gives rise to the consciousness of the latfer,
because of the needy attitude of the observer. Every
determinnte consciousness is made up of the objective and
the subjective elements, ie. partly of the stimulus received
from outside and partly of the material from the stock
of memory. Hence the difference between right
knowledge and illusion lies in this that, while i the former
the objective elements predominate, in the Iatter, the
subjective elements preponderate. Accordingly the latter
is negatived by a subsequent closer observation, as
in the case of consciousness of silver at the sight of brilli-
ance of mother of pearl, Therefore, when the question,
whether the dramatic presentation is illusory, fs raised,
the point of inquiry is, whether the dramatic presentation
s an msthetic object is an object, which, because of the
possession of some external quality, the look, for instance,
of the represented historic person or sceme, gives rise to
the consciousness of the latter, exactly as mother of pearl
does that of cilver. The spectator with wsthetic suscepti-
bility will at once say ‘0o’ to it. For, be does not
supply a greater portion of what forms msthetic conscious-
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AP
ness from the stock of memory. He is primarily apaws"slve
gecipient of all that enters into consciousness. )?urfsi;.e_!(k
the consciousness, aroused by the wsthetic object, is ‘i:wt N

negatived by any subsequent observation or reflection. S

1S ZSTHETIC OBJECT A “«REFLECTION"
(PRATIBIMBA)?

Here we ore using the word ‘reflection’ in a special
sense. Ordipanly it meansan imsge that is cast by
a certain object in s mirrar or any other smoath surface,
Here, however, we are using this expression m the sense of
total reproduction of an historical character in respect of
paraphernalia, speech, situation, mimetic changes, trausient
motions  and the bastc mental state. The question,
herefore, is whether the dramatic presentation is = correct
‘epresentation of historieal event m ell its aspects. To
‘bis 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 upan the person representing the heroine, Sitz, ss the
bistorie Sit%i: nor does the spectator look upon the presentn-
tion ns reflection; because in that case consciousness
of the reflected as distinct from the reflecting being
necessarily there, the presented would ook unreal, and,
therefare, the entification with the preseated and consequent
empathic reaction would be impossible,

IT IS NOT A PARTIAL REPRESENTATION,

Thet the dramastic msthetic object is mot o pactiai
representation of the historic goes without saying, It
is not, for instance, a representation of the external
appestance only, like the pictorial or plastic representation :
nor is it o reproduction of the set words enly, like recita-
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tion. 'We can neither class it with the production of magic
nor with the feat of jugglery. .

ESTHETIE OBJECT FROM SPECTATOR’S
POINT OF VIEW.

Looking at the zsthetic object from the point of view
of the spectator, we find it difficult to class it with aay
object of the ordinary world. We can get an idea of the
essential natwe 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 fignre that appears in his consciousmess is
neither exclusively of the lustoric 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 paraphernahia, It 15, therefore, a configuration 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 Rima,” because such a consciousness
would make the identification with the focus and so tbe
empathic reaction and zsthetic experience impossible.  For,
this consciousness depends upon an objective perception of
the presented,

3. The object does not figure in the spectator's
consciousness as an error, because of the exact external
similarity between the presented and the histarical, as 1n the
case of {be twins in the Twelfth Night. For, the
presence of o subconscious idea, that there is an actor
seting a part, cannot be denied,

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

5. Nor is the actor imagined to be the historic person
because of the causal sttributes, just asa pdet imagites o
lovely face as the “moon" because it gives the same
delight to the percipient os doss the moon. The reason
for mot classifying the spectator's consciousness of the
object with the last two 15 again tbe same, namely, that
they involve an objective perception of the presented.

UNWORLDLY NATURE OF THE ESTHETIC
OBJLECT,

The question that srises naw 15, if the asthetic object
camnot be classed with any real or ilusory object of
ordinary experience, what is it ? The answer that the
majority of zestheticians have given is that it is wnwerldly
(Alaukiks). [t does not mean that it 1s transecendental,
supernatural or shadowy nothing. What 15 meant by this,
is that the essential nature of the ssthetic object 1s 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.
Itis an object of the asthetic world and as such las only
wsthetic reality and that too for those only who brenthe
and bave their being in that world. Itis a world, which
is & crestion 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 muxtere of both. Sumilarly s subjects
are those to whom such objects appesl, when presented, as
haviag a pecaliar reality of their own ; & reality which is 2o
less a reality than the common world reality, simply because
it is wsthetic reality.

21
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THE CONSTITUENTS OF ZESTHETIC
PERSONALITY.

1. TASTE OR RASIKATVA.

Taste is the inborn faculty of discerning the ssthetic
elements in & presentation and of finding great satisfaction
in zsthetic contemplation.

II. SAHRDAYATVA OR ZSTHETIC SUSCEPTIBILITY.

The msthetic experience at the emotive level is the
realisation of a basic mental state at = 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 patt of the spectator. In the absence of similar
emotive experiences 1 ordinary life, the sesthetic presenta~
tion will have as lttle meaning as the sight of a very
delicious fruit hss to one who sees it for the first time
and is perfectly 1gnorant of its taste A love scene, for
instance, will bave no meaning ta a lfe-long celibate. The
following few lines will make it clear how practical experi-
ences, similar to those asthetically presented, help in
wsthetic experience t—

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 10 react, so as to make it better
fitted for reaction to a similer 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
th= resp at the stimulation by nay part of
the fota) suununu, Let it be clezely understoad that this
response is jnvoluntary and more or less mechapical, because

L. B V,470.
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it does not presuppose any psychic function. VWhen 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
had stimulated it. The constituent of personality, which
is responsible for this type of reaction, s technically called .
Sabrdayatva. It brings about jdentification® with the focus
of the situation, It presup close and freq appli-

cation to the study of drama and poetry and occasional
visits to the theatre,

{Il. POWER OF VISUALISATION.

But the smsthetic susceptibilty 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.  Another subjective prerequisite of the
wathetic experience is, therefore, the power of visualisation,
The real wmsthetic image 15 not what 1s given. Thbe given
is only one third of the totsl. The suggested elements
and the spiritual meaning, which are not given, are supplied
by this power of visualisatton which partly removes the
shifting opaque barrier which divides the unconscious from
the conscious and brings about the union of the suggesfed
elements and the spintual meaning, whick come froms the
uncopscious, with the given and thus completes the image,
This image is different from that which arses in a determi-
nate cognition, inasmuch as the latter is determined by
the purposive attitude of the percipient. But in the former
case, the @sthetic attitude, wiuch is characterised by frees
dom from sll ndividual purposiveness, is the determining
factor, Hence the mstbetrc image has life, which a mere
cognitive image totally lacks. This power of clear visuali-

1. Dh.L,11 .
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sation of the sesthetic image in all its fullness and life is
technically called ‘Pratibha’

1V, INTELLECTUAL BACKGROUND.
But the power of visuslisation, m order thatit may
function and complete the wsthetic image, presupposes the
it And the ious is only what was once
experienced. Therefore, wsthetic experience 1s not possible
unless the spectator has bad the consciovsness of all those
elements, which are necessary to complete the image, in
some form.

V.CONTEMPLATIVE HABIT (BHAVANA OR
CARVANA).

ZBsthetic experience, in respect of the process involved
in its acqusttion, s very much lke the religions
mystic  experience, got through contemplation. The
elements of the mystic experience, resulting from con-
templation, are not exclusively or entwely those which
constitute the object of contemplation, but are rather thase
which are mostly subjective, but appear objectively because
of the force of contemplation. The contents of the zsthetic
experience  also are stmilar and similarly they become
objectified. Futther, one or two days' religious contempla-
tion does not result in mystic experience : nor does the very
first zesthetic contemplation lead to xsthetic experience.

The plative process, involved in the rise of
wsthetic experience, 1s conceived on the analogy of chewing
the cud by sn animal, a cow for instance (Romantha),
It consists in calling back the experiences, which an msthete
bas trom an asthetic object®, but which, as they come in
succession, sink into the subconscious. It consists in reflec-

1, Dh,L,2%apd L P V. V., Vol, 111, 197.
2. Dh L., 30.




ABHINAVAGUPTA'S THEORY OF XESTHETICS 165

ting over what has been so called back to conscious level 3
in holding up before the mind’s eye these experiences
separately ; in realising their true nature as such aod in
grasping the whole, which, because of mutual affection of
experiences by one another, appesrs as something different
from what each icolated experience is separately.

VI. PSYCHO-PHYSICAL CONDITION.

Every experience presupposes o certain psycho-physical
state. ‘The charming music, which Is ordinarily pleasant, is
positively unpleasant when gloom sits on the heart, The
sportive movements of & beautiful Iady similatly do pot
give rise to that experience in an old man which they
naturally nrouse 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
situation, requwes the sbsence of all deep rooted ideas
which the music may not be able to drive away, whether
they be pleasant or unpleesant. A man, for instance,
who bas just lost a relative or is arm in arm with his
beloved, cannot have sthetic experience.  Further,
@sthetic experience of oll types cannot be got at all times
of Iife. Experience of perfect teanquillity (§anta) is oot
ordinartly possible in youth, nor that of the erotic (Srigara)
in old age. Hence suitable psycho-physical conditions
are also necessary for @sthetic experience,

VII. CAPACITY TO IDENTIFY.

Identification consists in the unification of the self-
forgetful self of the percipient with the human focos of
the situation, which, being freed from the elements of time,
place and all that constitutes individuslity, 1s a mere set
of certain psycho-physical conditions. We shall discuss
this topic in detail in a subsequent section.
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We have presented sbove the two aspects, the objec-
tive and the subjective, of wmsthetic experience, We have
now to shotv how these two aspects play their part fn giving
rise to msthetic experience ot tbe Kathartic level, which
Abhinavagupta recognises to be similar ta the level of “Jévara”
which is charagterised by the experieace of universal “this"
by universal #I" and which is presented in Sanskrit as “Abam
Idam”. At this level the “This” is the predominant
element in the experience as a whole, At the empirical
level this type of subject-object relation 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 umversalised subject to related to the
universalised object as to shme as the Intter 15 the charace
teristic of @sthetic expenience at the Kathartic level, Let us,
therefore, find out how we asscend from the sense-level
to this: what are tie other levels through which we
pass to this ?

We have stated that Abbinavaguptn recognises five
levels :—
1. Sense,
Imagination,
Emotion,
Katharsis,
Transcendency.

oA

He psychologically explains how we rise from the
empirical level to the @sthetic level as follows 1 ~

1. ZSTHETIC ATTITUDE,
The mental process, involved in the rise of wmsthetic
experience from a dramatic presentation, begins with the rise

of the attitude of play at the time of detcrmination to go to
the theatre. This attitude differs from the practical sttitude
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in ordinary life inasmuch as it is marked by total absence of
expectation of being cslled upon to act in reality, It
copsists in the expectancy of a short hfe in the :deal world
of beautiful sights and sounds. This attitude is respon-
shile for the percipient’s self-forgetfulness es soon as the
music starts, Al 1deas, therefore, connected with worldly
lfe are mhibited. The mtroductory scenz further deter-
mines his atutede. The determination consists 1 (1)
the supervention of the basic mental attitude, with which
be 1s to face the enlire presentatton, (lI) tendency to
identify with the focus of the situation and to perceive
the presented through the eyes and euars of the latter.
Thus, when the presentation of the plot begins, the elements
of time and place, the tlea of realty or unreahty of the
presented sad all those inental processes, which are 1n-
volved in the rise of coascrousness of 1ight, wrong, dubrous
and possible, are mhibited fro n the intellectual apprebension
of the presented.?

1I. FROM SENSE-LEVEL TO SELF-
FORGETFULNESS.

With an attitude of play the asthete reaches the
theatre, But still the rdeas, connected with the world,
haunt him to some extent. As he sits down, looking on the
outer side of the stage or somsthing 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 stsge-manager comes with his
wife 2nd attendants and announces the play that 13 going
to be staged, introduces sonz, dance and music soas to
bring about a state of self-forgetfulness 1 the audience
and retires anmouncing the arrival of the fero or some
other character. That the music in the introductory scene

1. A.Bh, VoLI, 367,
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in a drama, transports the audience from the ordinary
world to that of the ort, s the opimon of no less an
authority than Kalidasa, who puts the following statement
in the mauth of the stage-manager in the introductory scene
of his Abhijians Sakuntala :—

“My mmnd has bzen forcibly ‘carried away” by your
besutiful song, like king Dugyanta by o swift-running deer.”

The psychic effect of such an introductory procedure
is obvious. The music at the begioning draws the oscilla-
ting nttention of the audience to the stage and fixes it
there. The appearance of the stage-manager prepares
the audience to receive what 1s coming, as s work of art
() by giving rise to the necessary atttude; (u) by
making o habitual set ready to react to the situation
that 15 eristog; (u) by telling the essentisl nature of
what is before, namely, that the preseated is nol a fact
of the ordinary worfd but that it is an artwstic fact, and
(iv) finally by removing sll possible affections of eouscious-
ness by sa interesting musical performance,

III. FROM SELF-FORGETFULNESS TO
IDENTIFICATION.

Zsthetic experience at the Kathartic level is essentially
an experience of a basic mental state which, being affected
by situation etc., is different from what it ts in its purity,
Itis due to empathic resction throngh identification. But
identification consists in the merging of one’s individuality
into that of another and so m having another’s emotive
experience. Let wus, therefore, analyse the process of
identification,

PROCESS OF IDENTIFICATION.

The presentation of the plot begins, when the rmsthete
is st the level of self-forgetfulness, which has been brought
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nbout through an appeal fo wmsthetic senses. The e{ fhite.,
sits charmed by what has been presented to his eyé e
and ears. Thus, when the hero appears in the midst of
an extremely interesting situation, with his artistic external
look, paraphernalia and the psychic state, a5 indicated by
the gestures and grimaces, no element of the actor’s
personality is distinetly perceptible, Therefore, we caunot
recognise the actor m the presented figure, The figure to
all intents and purposes is mn historical figure. But the
time and some other factors do not permit the recognition
of the historic person in him. The presentstion 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 situstion and
feels pleasure in it, it ignores all that is dnll and conflicting
in it. There is the famous saying *There is no 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
sre presented simultaneously. Hence at the presentation
of an asthetic situation, the mind, because of the =sthetic
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 and the rest affects the consciousness of the
audience. In short, the zsthete 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 threc elements is what is technically called

iy lisation or Sadbaranibhava of the objective nspect.

But identification is the union of the self-forgetful
self of the percipient with the psycho-physical tonditions

22
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of the hera. How this happens in the case of on
wsthetic observer is not difficult to explain, We have
alreddy stated that the state of self-forgetfulness is brought
about in the spoctator, possessed of asthetic suseepti-
bility, by the charming music of the mtroductory sceme.
In other words, the consciousness is freed from the elements
of individuality. We have also explained the reasons of
the intibition of the individusl, time and pliwce elements of
the presented from coming into the spectator’s consciousness.
Thus the self-forgetful s2lf on the subjective side and the
psycho-physical conditions of the bero on the objective side
united together bring about & state which is known as the
state of identification, technically called *Tadatmya’.

But identification is & slow process. It does not take
place oll at once. The process of identification begins at
the moment of freedom of the self of the spectator from
everythiog that constitutes individuality. At this moment he
has no purpose, no bodily or mental aftitde, no disposition
and  covsequently he s not smaking psycho-physical
responses  When at this stage the hero appears in certain
psycko-physical conditions fn the midst of a befitting situa-
tion, the first thing that be does is to draw the entire
attention of the audicnce to himself. He then inspires
the spectator with his purpose. This leads fo the forma-
tion, on the part of gudiente, of mental and bodily
httitudes and sa of disposition fowards the rest of the
prezented exactly like those of the hero. Then, the wsthete
sees and hears all that is going on, on the stage, as if
it wete through the eyes and the esrs of the hero. Thos
the level of identification is reached when the zsthete
evaluates the entire situation in which the hero i3 placed,
exactly a5 docs the hero himself. The following two poiats
bave to be remembered in this connection 1—
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(1) Mentification is & state of cveness in duality. I?'qg/-k

s state of ozeness fozsmech as the constitments of both
the experiencing entities, th2 2sthete and the bero, are the

same. Bot duwality still persists, For, otherwize the
association of the experi q upon identification,
with the individoal seif and subseque brance of
the wsthetic experience, will not be possible.

(2) We are talking of the 1dentity of the aclor and the
spectator only in reference to zsthetic experience, bpt the
actor is not simply an msthete like the spectator. Hence,
while they are identical a5 experiencers, tife former differs
from the latter inasmuc: ss onsz 15 what the otber is not.
This difference is constituted by the couosciodsness of @
task and the consequent action attitud: in the actor. Hence
all the sbove processes are involved in the experience
in tke acter; but they are only incipently arcused in the
spectator. Firstly, becauss they come upon the mind of
the latter without preparation ; and secondly, becauze while
the former identifies himself w.th the historical character
primarily through organiz feclings, action attitudes etc., the
Istter does s» primarily through visual and auditory
expeticaces, which give ris~ to the organic attitndes,

PHILOSOPHICAL EXPLANATION OF ELIMINATION
OF TIME ETC

Ve have said that, according to Abhasavidin, every
objct is unity in multiplicity. It iz made up of a
nomber of Abhzsas, #the universals”, Every Abhisa,
that fignres in the consci of a particut ish
subject, naed not pecessarily oppear in every otber percipient,
Ths constituents of the objective aspect of experience
differ with tbe difference in the aftitude, that the scbject
takes towards the cbject. Tke ctutude is the mamn facter
in apprehending the contents of the objective sspect of

N
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experience. The objective time, the time, the consciousness
of which depends upon viewing the given in relation toa
standard of measure, such as the sup, is not necessarily a
content of every objective expericace.

The elimination of the given objective time from some

perience 18 1 d by the Mimamsakas also. Abhinava-
gupta himself refers to this view in the course of explanation
of the process of universalisation, The Mimathsaka! admits
that from such statements as “Tam agnau pradat” and
ORatrim 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 time that figures in bis consciousness, as is
indicated by the exp “Pradadami”, in which the
final form of consciousness, aroused by the said statement,

is expressed. It 15 not only the elimination of the given
time element, which the Mimarsaks admits: he admits
the elimination of person also that may be given in a
statement, For instance, in the above statements it is the
third person that is given. But in the final experience of
the hearer, with requsite attitude and inclinstion, it is
eliminated, it is substituted by the first person as iodicated by
the words *fase” and “Pradadami”,

Abhinavagupts, 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 Mimig-
sokn, the expetience of the hearer is different in form from
that which is presented in o statement, which stimulates it,
as in the case of “Tam agnau pradat”, so from a poetic

1. 4. Bh, Vol. T, 250, -
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statement also there arises in the hearer, with msthetic
attitude, an experience, which is characterised by elimina.
tion of temporal and other clements and substitution of
some and addition of others.

IV. FROM IDENTIFICATION TO IMAGINATION.

In the preceding prges we have dealt with the process,
which is involved i the wathetic experionce, up to the point
of identification with the humin focus of the presented
situation, Identification, as bas elrcady been stated,
consists in the unification of the self-forgetful sclf of the
percipient with the human focus of the situation, which,
being freed from the clements of time, place and all that
constitutes individuality, i3 a mere set of certain psycho-
pbysical factors. Let us, therefore, now amalyse the
constituents of this et and find ont how they are respon-
sible for the peculiat nature of the wmsthetic experience.

As arule, the appearance of the hero on the stage is
never without a well defined purpose,  As every purpose
has an objecti fe it lly involves u certain
psycho-physical attitulde, When, therefore, the spectator,
identified with hero, faces a sttuation, the disposition comes
to the forefront and the following constitucnts of the
wsthetic personality are evoked s

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

11, The power of  visualisstion (1) pattly
removes the shifting opaque baruer  that  divides  the
unconacious from the conscious: (2) unites the given
with what s ecxposcd from behind the barmier: and
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(3) puts the image so formed ogoinst the,intellectual back-
ground snd so constructs the world of imagination,

THE DEVELOPMENT OF ESTHETIC IMAGE.

It may be pointed out here ‘that the dramstic presen-
tation is but an idealised represeutu}ion of historical or
some other events. Therefore, ss in the case of history
so in that of drams, the situation, which leads to the chief
or central event, develaps but slowly, The completion
of the wsthetic 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 preliminares and
identification with hero having taken place nt his sppearance
in the aforesaid manner, the situation affects the audience
exactly as it does the heto. 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 esthetic
imagel, This, with additional strokes in the form of
empatbic rezction and emotive responses, reaches the state
of fully developed esthetic rmage when the dramatic
climax is reached, sthetic expsrience, therefore, does not
persist throughout the presentation, because the asthetic
image, on which it depends, slowly develops. Hence
it is a climactic experience. It arises when the image
reaches completion, when the basic emotion rises to the
highest relishable pitch.

V. FROM IMAGINATION TO EMOTION.

All the three, the poet, the actor end tbe spectator,
have, according to Indian wmstheticians, almost the same
experience (Samanonubkave}), The process involved in the
rise of the experience and its subjective and objective, consti-

1. Dh.L,57.
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tuents also, therefore, must be almost the same. We have
already stated that cesthetic experience is due to idestification
with the focus of the presented sttuation. The psycho-
physical condition of the wsthete in zsthetic expertence is
similar to that of the actor himself. Purpose, mental and
bodily attitudes and dispositioas are mnspired directly by the
actor, and the given also s recervel through him,

Thus, when the zsthete, assisted by tastz, intcllectual
backyround and pover of viswilisation arranges and moulds
the sensations, unites with the given the necessary elements
from the unconscious end se bulds upa sorld of imagina-
tion in which he lives anl his his being, another subjective
power, the wsthetic susceptibility, is evoked and requisi
tioned,  Its harmonious working and arrangement with
other subjective constituents leads to the formation of
complete sthetic 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
resson that he is possessed of msthetic susceptibility ;
‘and .the same is the case with the experience on the
intellectual plane, because the ‘pratibha’, sssisted by
intell 1 background, has populsted the field of imagi
tien with more or less the same figures; another and the
most important aspect of the msthetic experience also
Qevelops along the same line to the same pitch, on a higher,
the spiritual, plane.

How the presented situstion with a focus together
with sutomatic physical changes is responsible for the
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development of the spiritual suggested meaning on a higher
plane, is explained by Abhinavagupta in his Abhinava
Bharati, He takes the 1l{usteation from Kalidasa’s famous
drama, Abhjjiana §akuntalam,

The process may be explained as follows s—

The ssthetic personslity has been prepared by the
introductory scene to receive the presented in the zesthetic
manoer. 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 o part of the holy forest in the vicinity
of Kagva's hermitsge. A hermitage-deer appears, pursued
by King Dusyanta in bis chsriot. It is ruaning 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-
naks, in the king and through him i 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 : —

Grivabhahgsbhiramam muburanupatati syand
baddhadrstib,
Padeardl pravistah Sarap bhayad bhayssa
parvakiyam,
Darbhai avalidbaih $r i kha-bbrahibhip
kirnavartma,
Pasyodagraplutatvadviyati babutarad stokamurvyam

prayatl, _
‘The spectator hears it, The consciousness of the mean-
ing of the verse as a whole arises in him through conven-
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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 inbibited, the inhtbition of the
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 from the objective
relstion, is reduced to “terror’” (Bhayam), This terror,
appearing in the cobsciousness 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
spiritusl suggested meaning, techoically called Bhayanaks
Rasa which develops on the spiritual plane2.

»
THE SOURCE OF TERROR.

Here it may naturally be asked, where does this terror
come from? In reply to this, Ablinava says that it does
not come from outside. It springs from within the self.
The soul is beginningless and the tendencies of love,
fear ete. (Vasands) are innate in it. These tendencies
manifest themselves in such & way as to get clearly
vismalized within, when s man, possessed of wmsthetic
susceptibility finds himself in a situation which pleases the
eye and the ear. When this happens in an esthetic
situation, it constitutes the suggested spiritual aspect
of the meaning of wsthetic situation, In support of
this view he cites the suthority of no less a person than
Kalidasa ®.

1. A.Bh, Vol 1,38 2. A.Bh., Vol.T, 280,

3. A.Bh,VolI, 281,
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Thus ive find that at the Kathartic level the process
of universahsation is completed and that zsthetic experi-
ence ot this level is nothing more than the experience
of the universshsed object by the universalised subject.
The objective aspect, however, predominates, just as in
the case of the fourth spiritual category of the Abhasavida,
«Tévara™, The experience at this level is «[ am this”
(Aham idam)

The asthetic expedence at the transcendental level
has already been discusted in the preceding chapter.

IMPEDIMENTS TO ZSTHETIC EXPERIENCE.

There are seven impediments! to this wmsthetic
experience, The co-operation of the subjective conditions
cf the speclator with the peculiar nrature of the zmsthetic
presentation, removes them all. They may be stated
as follows :— *

1. INABILITY TO GET AT THE MEANING.

@ +ha

P yogyata 3 virahah).

It arises from the ides of impossibility of the presented.
To get over this two things are necessary : (a) Sabrda-
yatva on the subjective side and (b) on the objective side, the
presentation of a well knowe 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 seeing the presentation,
because of the persistence of the tradition. Such & name
has the capacity to ntouse a flood of associated ideas,
which prevent the rise of the ides of impossibility
of the presented,

1. A.Bh,VolI, 2816, PR
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2, 3, SUBJECTIVE AND OBJECTIVE L]MITATIONS
QF TIME AND SPACE. ,.
kA

(Svagata-paragatatva-niyamens dedakilavidesavedah).

The following ‘are 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
ns such and then concealing his identity with sutable
dress, punts and specch with peculiar intonation, such as
fit in with the histotic assoctattons of the name, that
is given to the hero,) is the means of universalising the
presentation, (i) Similarly music ctc., which are well
known to bring about the sclf-forgetfulness in the bearer,
are the means of subjective universalisation,

4, THE INFLUENCE OF PERSONAL JOYS AND
SORROWS.
(Nija-sukha-du khadi-vivadibhavah),

Selfforgetfulness, brought about by music etc., is the
means to get over it,

5. LACK OF CLARITY DUE TO INSUFFICIENT
STIMULUS.
(Pratityupaya-vaikalya-sphugatvibhivan).,

v The mind does not get restful satisfaction if the
knowledge is due to the inferential signs or lingmstic symbals,
To bring about the sufficiency in the stimulative ity
of the dramatic presentation, scting is introduced wluch
has the stimulating effect almost as good as that of the

directly present, in renlity.
6., SUBORDINATION OF THE PRINCIPAL.
(Apradbinata),
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The mind doss not get the restfcl sstisfaction in what
occopies o subordinate position. Its natursl tendency at
the presentation of the suberdinete is to seek for or rom
to the principal

In order, therelore, to give the restfnl satisfaction
to the mind, the Sthayi is given the predemirant positien
in the midst of the sitnation ete.

7 DUSBIOUSNESS OF PRESENTATION.
(SatSsya-yogah).

The siteation ete, have no fixed defisite mesning in
isolation from other constitusnts of the drsmatic presentation.
In order to chvizte this dubionswess, the sitwatiom,
mimstic chsnges snd transient emotions are presented
together. °

THE CONCLUSION.

The msthetic experience at the Kathartic Jevel in the light
of Abbasavads, does rot consist in the objective cognitionof a
basic mantal state in the kero, but in the self-experience of
the self, free from all limitations, as identified with the
basic mental state becoming patent throwgh the rise of

Vasans, due to identificstion with the focrs of the sitvation.

THE AIM OF THE DRANMATIC PRESENTATION.
The Indian drsmatist aims st presecting an emotive
experience and ot action, as do the Evropean dramatists.
This experience is not sn ordinary daily experience of the
common mo of men, but that of an ides! msa in an
ideal sitmation. And becsnse experience is ea inmer stats
of the <elf and a5 soch does not sdmlt of being directly
d, the physical siteati ic charges and o
voluntaxy physical stetes are introduced as the only means
of presentation of the jnuer state. Further, the experience
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that the dramatist attempts to present, being essentially
emotive, presupposes & situation, without which the presen-
tation would be but partial, Hence the situation is introduced,
not as an independent centre of attention but only 2s a
means of realisation of the emotive experience.

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 ;
because experience is never ~objective ; it is escentially
subjective. And how can this be known but through identi-
fication, as stated before? Hence there is fundamental
difference between the point of view of the school of Indian
dramaturgy, that we are presenting here, and that of some of
the European dramatic theories. We can bring out the
difference by stressing the spectator’s point of view,
according to each of these.

To the European spectator the whole of the presented,
including the kero, is an object of perception from the point
of view of an unprejudiced und impartial spectator; and so .
there arise feehngs of pity and sympathy for the bero 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 herg and has the same experience
os the letter, The feelings, therefore, which characterise
the European dramatic expertence, gre different from
those aroused by an Indian drama.

ZSTHETIC EXPERIENCE NOT TRULY EMOTIVE.

It is o little misleading to call esthetic experience
at the Kathbartic level, with which we are dealing bere, an
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emotive experience. For, in what is understood as
“emotion” the physical aspsct is very much emphasised ;
in any case, much more than the psychological, The
organic changes are more intense in it. But in the zsthetic
experience at the Kathartic level, it is the mental aspect
which is more emphasised. Further, in the emotive experi-
ence it is the directly perceived, shich serves os the
stimulus; but ia the msthetic, the directly perceived is
simply s medium, throngh swhich the real object of
experience is conveyed, much in the same manuer as that
in which the object of mystic experience of a devotee is
brought before his mind's eye through the medium of a
statue or something similar to it.

It is differeat not only from the ordinary emotive
experience in ordinary life but alsa from the experience of
another’s emotion by o Yogin at a lower level (yogi

pratyaksaje-tatastha-parasathvittijianat).

According to Patafijali, there is s spiritual [discipline,
which brings to a Yogin the power to kuow the states of
mind of another person®. This power is got tbrough
concentration and contemplation on and merging in the
state of mied, which is known through external expressions
ofit. Aud we Lnow that msthetic experience at the
Kathartic level is the experience of & state of mind of the
hero of the piece. One may, therefore, ask *Is it of the
type of experience of another’s mental state by a Yogin ?*
That it is not so will become clear, if we remember
that msthetic experience at Kathartic level is the experience
of the universalised mestal state by universalised subject,
It is, therefore, distinct from the knowledge of another’s
mental state by a Yogin. For, in the latter case both the

—_—
L A.Bh,Vol L, 286,
2, Y.8,8.19,
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subject and the object sre individual, In the former
both are universal, In one case the mental state is
definitely associnted with another individual. In the
other case it is free from such selations. In one
case the mental state is known as such, free from
all associalions with s cause.? In the other case the
mental state is not experienced as such, but es something
different from itself, because of its transformation into
something else by relatton with Vibbiva etc, In zsthetic
experience we do not experience Sthaym but Rasa, which is
very different from Sthayin? .

ABHINAVAGUPTA'S EXPLANATION OF THE
OMISSION OF “STHAYIN" IN BHARATA'S
DEFINITION QF RASA.

Abhinavagupta holds that wsthetic experience is not the
experience of the basic emotion (Sthayin) in isolation from
situation, mimetic changes and transient emotions, but in
union with them ; exactly as the relish of the Panaka Rasa,
on the analogy of which the conception of @sthetic experience
is based, consists, not in the experience of the Aavour of any
one of its ingredients, but in the experience of the peculiar
flavour, which is due to the harmomous mixing of all of them.
Accordingly he bolds that Sridaikuka and others, who held
that msthetic experience consists m the experience of the basic
emotion, known from the sitaation etc., are wrong.

His view may be elaborated as follows :—

He attempts to answer the question “Why does Bharata
not mwention the word “Sthayin” 1 bis sphoristic definition
of Resa" in two works : (1) in the Ablwava Bharati in the
course of discussion on Bbarata's apborism that defines Rasa =

1. Y.s,320.
2. A Bb, VoL I,285,
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and (if) in his commentary on the Dhvanyaloka Chapter 1, 21,
* According to lim, the basic emotion, which is the most
important content of the sthetic experience, does not figure
in the concciousness of the msthete in consequence of the
employment of any means of right knowledge. It is rot
known through perception, because it is mental: nor isit
koown through inference, because if it were so it would be
necessarily nssociated with another person and, therefore,
would not be relishable,  He, therefore, assetts that it emerges
from the sut ious to the ious level in

of identification with the hero, the focus of the situation; and
s2y8 that in this assertion he has the support of Bharata.
For, Bharata in his aphoristic definition of Rasay doss not
state #Sthayin' just to indicate that the basic emotion is not
objectively known through any mesns of knowledge. If he
had included the word #Sthaym” it would have been as great
s source of trouble as is an atrow that gets into a living
organism (Salyabhatam syat).!

But it may be pointed out here that Bbarata himself
says io other contexts that Sthayin (basic emotion) in union
with situation, mmetic changes and transient emotions
becomes Rasa;® and that “Sthayins” ‘being visualised as
if it wete’ (Pratyahgakalpatamgatah) attain the statos of
Rasas (Rasatvam dpouvant)®  The questian, therefore,
atises;  “How are these statements of Bharsta to be recon-
ciled with Abhinavagupta’s assertion that zmsthetic experience
is not the experience of basie emotion but of something very
different from it 2" And reply to this is that such statements
nre based wpon propriety (Aucityad evamucyate). For, the
basic emotion is the principal among all the constituents of

1. Db, L., ()57
2. A Bh, Vol. L 385,
3. A.Bh, Vel T, 283,
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L
Rasa ¥ h a3 other i have the h va.kzi‘

only in selation to it.7

RSTHETIC EXPRRIENCE FROM DRAMA AND
POETRY.

Rsthetic experience is more easily possible from drams
than from poetry; becanse drama appeals to both
zsthetic senses, the eye and the ear, while poetry appeals to
one only i.e. the ear. The rise of wsthetic experience
presupposes the visualisation of the complete picture, which
the poet draws op in his imagination but can only partially
present in his work, in both of its aspects, visual and auvdible.
Esthetic experience from peetsy i, therefore, possible jn the
case of such persons only as possess the power of imagination
that can complete the incomplete picture, that poetry presents,
0 as to make it correspond to that which dramatic presenta.
tion presents®, This is the view, maintained by Abhinava-
gupta's teachers.

Others held that sthetic experience from poetry is due
to the abundance of poctic qualities and orpaments.

Abhinavagupta’s view about this subject may be stated
as follows :—

Drama is the highest form of poetry ; because it emplays
appropriste Janguage and presents the zsthetic configuration
more completely than any other kind of poetry by pressing
into its service different modes of action, change of voice under
the iofluence of different emotions, make-up, dress and
scenery, Other forms of poetry are confined to only one means
?l presentation of the poetic ides end that slso they employ
o 8 very defective way inasmuch as they make all the

1. A.Fh, Vol.T, 285,
2. 8. Ph, Vol 1201,
. 24
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characters of the piece speak in the same language, though
it does not fit in the mouths of different characters, belonging
to different social levels, countries and climes. Presentation
of the poetic ides in them lacks naturalism, It was because
of the reasons of this kind that Dandin and other poeticians
recognised drama to be the highest form of poetry!.

ZESTHETIC EXPERIENCE POSSIBLE FROM EVEN
HEARING THE RECITATION OF DRAMA.,

Zsthatic experience depends upon the wsthetic suscep-
tibility of the msthete. Therefore, if he naturally be posse-
ssed of extraordmnary ssthetic susceptibility and be capable
of forgetting himself independently of music etc.; if his mind
be naturally like & spotless mirror in so far as it rises above
personsl joys and sorrows and be not affected by the empirical
emotions like anger, desire etc. on hearing the recitation of
drama; and if his power of imagmation be sufficient to
complete the picture of dramatist’s imagmnation with the help
of the poetic presentation, which gives it in a few vigorous
touches, be can have the msthetic experience even from
hearing the recitation of drama. The various aspects of the
dramatic presentation o stage are meant for those who have
not gat the powers, mentioned above. The realistic presen-
tation of the events and action through actor with appropri-
afe scenic arrangement presents visually as complete picture
of thg dramatist’s imagination as possible to help the weak
imagination And music 1s introduced in the introd y
scene to bring about self-forgetfulness in those whose minds
are 50 occupied with personal matters that they cannot rise
above them,

In, fact, it is admitted that the wsthetic experience from
evenan isolated verse, presenting an aspect of the entire
1. A.Bh, Vol I, 292.




ABHINAVAGUPTA'S THEORY OF XZSTHETICS 187

zesthetic conﬁgumtxon, is possible in the case of persons of
extraordinary h ptibility and power of visualisa-
tion, who can construct the whote of the configuration in their
imagination with the help of the part thereof that is

presented.}

. A, Db, Vol., 253



CHAPTER IV
TYPES OF RASA
DIFFERENT OPINIONS ON TYPES OF RASA.

There is difference of opinion on the types of Rasa, But
Iet us remember that in the present context the word *“Rosa”
is sometimes used for smsthetic experience, at others for
wsthetic configuration and at still others for both. It is
admitted to be of one, eight, nine, ten, twelve or of innu-
merable types, The first view is held by (i) Abhinavagupts,
when he talks of zsthetic experience at the transcendental
level, and (i) Bhojs, when hedeclares &pigara to be the
only Rasa in his Spiigara Praka$e and looks upon others as
modifications of the same snd considers them to be non-exis-
tent and based upon erroneous traditional belief. The second
view is maintsined by the opponents of the $anta; the third
by the exponents of it. Bhoja admits ten Rasas in the
Sarasvati Kentbabharana. Others sdd Vatsalya, Laulya
and Bhakti to the Nine, recognised by Abhinavagupta at the
emotive or the Kothartic level, and hold the types of Rasa
to be twelve. Bhatta Lollata holds that Rasa is of Innu-
merable! types, though only those, which are mentioned by
Bharata, are to be presented on the stage, because they are
very popular smong the theatre-goers. From emong these,
we consider five views here ; those of Bhavabhati, Bhanudatta,
Bhoja, Dhansiijaya and Abhisavagupta.

DOES BHAVABHUTI ADMIT KARUNA TO BE
THE ONLY RASA?

In Bhavabhati's Uttara Rama Carita, occurs a verse,
which may be translated as follows :—

1. A.Bh, Vol.1, 200,
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“Thete is only one Rasa. That is Karaps, which,
because of the relation with different causes, the sitmations,
appears in different forms (such as those of Srigars etc.),
just as water appears as whirl-poc], bubble, wave, though all
that is nothing but water.”*

‘This verse, taken in isclation from the context, has been
responsible for attribution of the view to Bhavsbhalti that
there is cnly one Rass, that is Karuns, snd all other Rasas
are mere appearances of it due to the influence of set of
causes, exactly as the contents of the objective werld are
appearances of the Brabman, because of the influence of
Maya, or, to put it in terms of analogy, exactly as whirl-pool,
bubble and ripple are sppearances of water,

Bat if we take the context into account and interpret it
accordingly, as s statement of Tamas3, the only companion
of Sit3, we find that it has no reference to Karuga as such,
but to Karuns, as presented in the Uttara Rama Carits,
partticularly in the third Act.

The following pomts szpport cur contention :—

(i) The Rasa, mainly presented by the dramatist in his
work, is Karuga, the essential content of which is the grief,
due to an irrecoverable loss of that which the kero holds
to be the dearest.

(i) In the Uttara Rama Carit the hero, Ramas, absndons
Sits, gets her left in the forest all alone for Leeping the
public opinion in his favour. Heis sure that she bas bees
devoured by wild bessts? and, therefore, union with ber is out
of the question, This thought is clearly expressed in the
following statement of Rama himself :—

1. U.C. Act IITL, 47,
2. U.C Act IIL 3%
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“The first separation from the beautiful eyed terminated
with the destruction of the enemy. How is the present endless
separation to be born® 7"

Though the poet skilfully brings about a very temporary
reunjon more than once as the action progresses, but that
is taken by Rama not es a fact but as & dream only.

(iii) Sitd, while meving on earth, could not be seen by
even n forest god; her being seen by mortals was out of
the question. Rama, therefore, could not see her, even
when she was near him and even touched his body., Hence,
the union for a short while, that 1s presented to take plnce,
is only a dream for Rama.

(iv) It is in the last scene that the poet presents the
reunion of Rama with Sitd and, therefore, strictly speaking
in the light of the last event i the drama, Karuna cannot
be spoken of s the pervading Rasa. For, in consequence of
this reunion, the Karuna assumes the form of Vipralambha
Sriigara. Hence certamn suthorities are of the view that
here there is the mixture of Karuns with Vipralambha Srigara
and, therefore, call the Rasa presented here “Karuna-Vipra-
Jambha''ze. g.

Yanorekatarasmin  gatavati  lokdntaram' punarlabhye.
Vimanayate Yadekastada bhavet Karuna-Vipralambhakhyah.

(v) The dramatist, sccording to the statement of Murals
in the beginning of the third act, presents Karugs Rasa in
Rama. “Badhatyagat prabhrti-

Putapikapratika$o Ramasya Karupo Rasah.” (Act III, 1.)

It gets extremely intensified because of the sight of
the places in Dapdaka forest where he Mved with Sita in
exile from his kingdom, so much so thst he very frequently
gets fainted,

1. U, 0, ActIII, 44,
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(vi) Sita also, afflicted with long continuous grief, is
presented as Karupa personified or the pang of separation
embodted.?

(vi)) While Sita is Karups personified, otber emotions
also srise in her. They are besutifully presented in the
statement of Tamasa, who explains the condition of Sitd’s
heatt as follons :—

Your heart, that remained upaffected by the emotion of
love teven at the sight of Rama) because of the absence of
hope of reunion with lim; was disturbed by anger, because
of the wr:mg (done to you in exiling you without sound
Jjustification}; wonder-struck by tbe sudden event (of the
sight of Rama here); bappy because of the expression of the
tender feeling for you (expressed by Rama) and deeply
affected by sympathy on account of the piisble condition of
your object of love; has at this moment got melted as if 1t
were because of love?

{viii) On seeing different emotions, such as love and
enthusiasm, grise from the basic state of grief on account of
different situations, Tamasa says :—

“There is only one Rasa, that 1s Karupa, etc. «o-veese”’

{ix) Bhavabhoti bas written not only Uttara Rama
Carita, in which Karupa is primanly presented, butalso
two more dramas (i) Malatt Madhavs, in which predominant
Rasa is Syr’zgira and (i) Mahavirs Carita, 1n which the main
Rasa is Vira.

(x) The drama within the drama that is included in the
sevepth act contains a statement of the Satradbars (stage.
mansger) ssserting that it presents Karvpa snd Adbbuts
Rasas?

L. U.0, ActIOL, 4. 2, U.C, ActIIL, 13.
% U.C,Act VIL 1,
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From what has been stated above it is clear that it is
wrong fo say that Bhavabhati beld the view that there is only
one Rasa and that is Karupa.

BHANUDATTA'S APPROACH TO THE PROBLEM
OF TYPES OF RASA.

Bhanudatts in his Resa Tarahgini maintains the
number of Rasas to be nine, But he holds that Nirveds is the
Sthayibhava of $anta and that §anta with Nirveda as its
Sthayibhavs, does not admit of stage-presentation, He also
mentions four more Rasas (i) Vatsalya (i) Laulya (ifi) Bhakti
end (v} Karpanys, but only as o prima facie view
(Parva pakss). He does not ncoept these ndditional
Rasas s independent, He neserts that (i) tenderness
(Ardsta), (if) yesrning (Abhilsss), (if) faith (Sroddha) and
(iv) desire to scquire (Sprha), which are accepted to be
the bssic mental states (Sthayibhava) of the said Rasas
are not independent : on the contrary, they are identical
with Rati, when it appears as & Vynbhicarin (a transient
state of mind that accompanies the basic) in some ather
Rasa than Srigars. He holds that (i) Rati is called
Vatsalya, when it appears as Vyabhicarin and evpresses
itself in tenderness in the context of Karuna; (i) it is
called Bhaki when it Aigures as Vyabhicarin and manifests
itself as faith in the context of Santa; (i) it s spoken
of as Laulya, when it figures &8s Vyabhicarin of Hisya
and shows jtself es yearning for an  object of desire,
which is yet to be acquired ; (iv) if, however, Rati
appesrs ns Vyabbicarin of Hisya and expresses itself in
intense desire for preservation of what is in one's possession,
it is called Karpapya.t

His view in regard to &anta may be stated ns
follows 1—m

1. B.T,33, —
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He holds that $&anta edmits of the stagepresed-
tation also; but the situation etc. in this case are different,
In the case of dramatic presentation of Santa, its
Sthayibhava is the wrong knowledge that has been revived
(Prabuddha mithyajiana). The implication of this assertion
is that the hero in the context of S3nta has to be one, who
has reached the transcendental level, but has temporarily
descended to the empirical level, because of the revival of
jgnorance, duve to Karma-sariskara, Its Vibhava can be any
worldly sitaation, in which the hero may be pursuing any
worldly objective, irrespective of the fact that it brings
merit or demerit to him.

But in the case of poetic presentation of Sants, its
Sthayin §s Nirveda; its Vibhava is freedom from evil
effects of surroundings; its Aoubbivas are tears of bliss
(Anandagru), horripilation ete.1

DOES BHOJA ADMIT $RNGARA TO BE
THE ONLY RASA? :

King Bhojs, in his Srigara Prakada, sdmits
&rigara to be the only Rass, according to a quotation
from the first chapter, given in the summary of the work,
in the introduction. Here he i ten Rasas, inoluding
Vatsala and Santa, as meintained by others,

In his Sarasvati Kanpthabharana, however, he admits
twelve Rasas. Here he recogrises () Preyas (i) Santa
(iif) Udatta® and (iv) Uddhats, in addition to the generally
accepted eight Rasss. According to him, () Sneha
(i) Dbrti (iif) Tattvabhinivedini Mati and (iv) Garva are
their Sthayibhavas respectively. He holds that $ama,
which is maintained to be the Sthayin of $anta by some,
isbuts  rm of Dbrtit

1. R, T,49, 2. 8.9,VL
3. B.Ka, 595, 4. B.Xa., 5989,
25
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The question, therefore, arises : Does he admit Srigara
to be the only Rasa ? In the Sarasvatt Kanthabbarana also
we find his partiality to Srigara.  For, here not only does
be deal-with Srigara alone exhaustively, and discusses
other Rasas summarily only, but also briefly presents his
view that Rasa is called Abhimana, Ahafkara and Sn‘:gﬁra‘
and, therefore, seems to hint at the theory that Srﬁgsm is
the only Rasa.

But in the $rigara Prakaa, as the title of the work
shows, be is concerned with Sriigars only. Here”he decla-
res that just as itis the intended meaning that alone is
relished in speech, the suggested meaning only in poetic
composition, devotion only in the wealth of qualittes of the
object of love, beauty only in the body of the lady, so
&rigare only s relished in the heart of the msthete, He
asserts that though the learned have admitted ten Rasas,
1 Sgﬁgﬁrn, 2 Vira, 3 Karupa, 4 Adbbuta, 5 Raudra, 6 Hasya,
7 Vibhatsa, 8 Vatsala, 9iBhayanaka aud 10 $anta; yet
twe hold that Sigara aloge is Rasa, because it is relished’,
He adds that Virs, Adbhuta etc., which are popularly known
as Rasas, are a matter of belief only like the one that
relates to the existence of & Yaksa ina particular banian
tree. It is due to the fact that people blindly believe in the
tradition® He undertskes to write this work with the
object of smashing this unfounded belief,

HIS CONCEFTION OF $RNGARA.

In presenting his view be makes use of a philosophical
term, not used in any system of philosophy. That is Ahgg-
keta, Does it mean the same thing s Ahafikara or Ahsfi-
krti or something different fromit? That by Ahafiketa he
means Ahafikdirs seems to be mede clear by his use of the

1, 8, Ka,, 555, 2. &P,VIL
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word “Abafikara’ in the very first line of Chapter V jn the
Sarasvati Kafithabharepa. This view is supported by his
own interpretation of the verse under discussion, wherein he
uses the word Abahkdra instead of Ahaftkpta (Abafkira.
gunaviSesasya (S. P, (R.) 515). Therefore, if we take him to
mean by Abafkrta just the same thing as Abafkars, on
which he has written in his Tattva Prakadika, a work, in
which he summarily p the dualistic Servaism, popu-
latly known as Siddh Saivaism, his i of
Ahadkrta may be stated as follows :—

Abankara is the principle of action (Ssthrambharapah).!
It is the cause of life in so far asit is responsible for the
movement of vital airs (Pranadiviyu—pravyttibetutvena
Jivanam api taddhetukam eva). 1: is also respon51b1e ior
the definite self-
ego-feeling, exactly as Buddhi is responsxble for the deﬁmte
consciousness of the object.

The three quslities, Sattva, Rajas and Tamas, are the
essential constituents of Ahafikira by common consent. The
Dualist Saivas admit that their functions or modifications
are not‘only light, action and obscuration but also different
emotions.® Bhoja seems to be mfluenced by this view when
he asserts that the emotions such as love etc.  spring from
Sriigara  or  Abadkara (Yadyapi éigars eva eko rasah
tathapi tat prabbava eva ratyadayab::---~Abhiminah ratya-
dinim nimittam, 8. P. (R) 532).

It may be added here that the Siddbanta Saiva Dualism,
of which he is an exponent, though it bas much in common
with the Saikhya, such asthe theory of evolution and the
doctrine that the effect bas its potential being in the cavse
(Satkarysvada®), differs from the Safkbya in admitting Thirty-

1. T.F. 845, 2, M., 37.
*3. Bk, Vol, III, LXVL.
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six categories instead of the Twenty-five and in-accepting &
sepaate category, called Gupa, the first evolute of the
Prakytil, It may be pointed out here that Bhoja admits
this category, though some other exponents do not,

In the Sghigara Prakada itself, Bhoja identifies Syhgara
with Ahankara, Abhimana and Rasa® at one place ; at another
place he speaks of it as a ‘peculiar quality, characteristic or
property of Ahankara®. At the latter place it is asserted that
this peculiar quality belongs to Abafkara itself ; but it is
reflected on the self or Atmon. It is the véry life of love
(Kama). It is called Rasa, because the relishability of Rasa,
(the object of zmsthetic experience), depends upon its own
inherent power. (“Atmafaktirasaniyataya” has to be split
as Atmedaktyd rasaniyataya.) A person is called Rasika be-
cause be possesses it.

Aljtde later in the same work he ssserts that the self-
fecling (Ahankara), which is the cause of the experience of
the feeling of pleasure etc. (even in the presence of acknowle-
dgedly painful things) because they are in harmony with or
ngreeable to the ‘mind’ (Manas), is Rasa. For, it is relishable
on account of its inherent power. It is wrong to talk of
relishability of the emotions such as love etc.# :

Bhojs, commenting on this, talks, not of Ahafikars as
such, but of a particular type of Abatkara and says that it is
Rasa when it is being experienced by an swmsthete (Sl:’cetns,
Sahrdaya®).

The problem, therefore, arises : Does he mezn to convey
distioct ideas when he talks of Srigara as (i) & particular
quality of Ahadkara (Gumvis’e;nmnbiz‘xknnsyh) or (i) &

particular type of Ahaik or (ii}) Abaikira only. From
*l. Bh,Vol. LI, CIV,” 2. S.P. (R) 519
3. 8.P,VI 4 B.P,VIL

. B.P,(R)61% .
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the context it appesrs that he does mean distinction,
though he has not elaborately presented it.

The fact is that Ahaiikara, with whick he identifies
&rivgara, 15 of & particular type in so far as it is due to the
pure pious deeds of the bengs in whom the quality of Sattva
predominates; it arises from the residual traces, left by the
experiences in the past births; 1t is responsible for the rise
and growth of all excellent qualities in the soul : it wakes up
in the heart of the wsthete : 1t is essentially Abankara,

Now the question arises: What is it that gives parti-
cularity to the Abaikara or ego-feeling ? Bhoja’s reply to
this may be stated as follows : —

Bhoja attempts to answer the question : Why is it that
some persons only can have the msthetic experience, but not
sll? He ascerts that the cause why the zsthetic experience
is confined to s few only, is not perceptible, becanse we
do pot perceive it. 1t is imperceptible and only s few
possess it but not all.  For, if all be supposed to possess it,

« the question, stated above, cannot be answered. This imper-
ceptible canse is nothing but the effect of the pious deeds of
the past births 1n the form of residual traces in the inner self.
1t is, ke says, a peculiar quality of Abafkara : it is §rigara :
it is Abhimana ¢ it is Rasa,?

Thus, according to Bhoja, that which gives particularity
to Ahafikira is the érﬁgirn, because of which the different
emotions of Jove etc. arise in the wsthete and which, being
fully manifested or brought to light or to the conscious level
from the subcanscious, is relished by those who have it.

There is po doubt about it that very often Bhoja
identifies Srfigara with Abafikara, ego-feeling or Abhimana
but that is due to ignoring the distinction between the quality

1. B.P.(R) 518,
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and its possessor,

Thus, the word Srigara is used by Bhoja in the Srigare
Prakads, in the context of his theory that Srigara is the only
Rasa, not in the ordinary sense of the word as an asthetic
canfiguration, the centrsl fact of which is love, but in the
sense of self-feeling of a particular type, which is due to the
pure religions deeds of those in whom the quality of Sattvs
predominates and arises from or is strengthened by the residoal
traces of the experiences of the past births and takes a man
to the highest cultural level (Yens Srigam ucchrayo riyate
S. P. (R) 420).

RASA AND BHAVA DISTINGUISHED.

According to him, Bhava, which is of Forty-nine types,
including Bight basic fons, Thirty-three jent i
snd Eight involuntary changes, i3 that which an zsthete
contemplates in the mind, free from all distractions, til he gets
thoroughly absorbed in and affected by it to the exclusion of
everything else. But Rasa is that which 1s beyond the Jevel
of contemplation of Bhava! snd is relished in the heart that
is full of Ahaftkare or Abafikrti.

He rejects the view thst Rasa is nothing else than o
basic emotion, developed to a chimactic point. He does pot
admit the distinction between the basic and transient emotions.
He holds that all are equally ient® or pasic. Accord
he rejects the view that Rasas are eight or nine,

1
0

ZSTHETIC EXPERIENCE.

It appenrs that Bboja admits Sriagara to be not only the
cause or means (Nimitta) of the ssthetic experience but also
the object of smsthetic experience. A comparisor of the

L 5.7, VIL 9. 8., VI,
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{ollowing two passages leaves little room for doubt about it :—
(1) Kimete ratyadaysh svebhyahsvebhysh alambanebhyah

pady h sarvasyapyutpady uts kasyacideva

sesensaneiitha kasyacideva tatra ninuttam abhidhaniyam

atmano gupaviSesam brimah,

ega §rhgaraly (S. P. (R) 518).
(2) Seiigaro hi nama

sacetasd rasysmano rasa ityucyate (S. P. (R) 517).

= 1o

aravidesah

Thus, according to Bhoja, Siigara, the particular
quality of Abahkars, which gives particularity to it, is
responsible for the rise of an emotion, such as love at the
artistic presentation of the befitting situation etc. The emotion,
which is aroused by Sriigars, develops with the development
of the situation etc. and, reaching the climactic pitch, brings
the Srigara fully to the foreground of consciousness,

Zisthetic experience at the highest level, therefore,
according to him, 15 the experience of definite self-conscious-
ness, self-feeling or ego, with its attribute, *Sydgara’, brought
to light, manifested or raised from subconscious to the
conscious level by any one of the recognised emotions, such
as love etc., reaching the climactic pitch on account of the
situation etc.}

He holds that emotions presented by .drama or poetry
can be experienced by those only who have got Srigara, a
peculiar quality of Abadkdrs, in them Le. those who are
Rasikas, Hence msthetic experience is not a common experi-
ence,

It may be pointed out here that what Bhoja says
it the context of Srigdta, as the cause of the tise of
emotion or as the object of wmsthetic experience, namely
that it is due to the pious deeds, done in the past births

1. B.P.(R)5]5.
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and s0 om, is asserted by Abhinavagupts in comnection
with ethetic susceptibility (Sebrdayatva). Take for instance
the following :—

Tepa  ye Kavyabhyasapraktanapunyadihetubalad
atisahrdayah (A, Bh., Vol. T, 288),
And compare it with the following statement of Bboja

Sattva ladbarmavidegajanma (S. P. VL),

Thus, it appcars that both Bhoja and Abhinavagupts
admit n cause, a means, a condition, of the msthetic experi-
ence, Bhoja calls it Shgara and Abhinava calls it Sahpda.
yatva.

Now, accordisg to Bhoja, the very sgnvﬁm, when fully
manifested by an emotion, aroused by poctry, is the object
of asthetic experience at the bighest level, We may, there-
fore, say that msthetic experience at the highest level,
according to him, is the experience of the Sabrdayatva,

THE PROCESS,
C ion s Bhoja recognises the plete concen-

tration on the presented to the exclusion of everything else
as an essential condition of the msthetic experience,

Contemplation :  After the mind is concentrated on the
presented, the next thing to be done is to reflect on the
presented mentel state so that becanse of the continuous
rise of the same state the mind may get thoroughly saturated
with it and the reflective effort may become unnecessary for
its preservation in the mind.

Full Actualisation of the Potential : The Bhava, that
is developed to o climactic pitch by situation ete., brngs abaut
the full actnalisation of the potential Srigira. The actual
Sriigara is to the potential what flumes are to fire.!

L 8.P.,VI,



TYPES OF RASA 201

THREE STAGES OF SRNGARA.

The first stage s that which is mere potentiality for
the arousal of an zwsthetic emotion from an artistic presen-
tation of it in drama or poetry.

The second stage is that jn which this Srigara manie
fests itself in any one of the recognised emotions such as
Rati etc. which develops to a climsctic point because of
relation with situation, mimetic chavges and transient
emotionst.

In the third stage, the emotion, that is the expression
or manifestation of Srigara, changes into ‘lave’ (Preman)
and thus returns to the original state of Sriigara, Rasa of
Abafikira. DBhoja bolds thst every emotion rising to I8
climactic pitch turns into love.?

THE REPLY.

The reply to the question “Does Bhoja admit one or
many Rasas 2" is that at the highest level of zsthetic ex-
perience he admits Syigara to be the only Rasa, At the mid-
level, however, be admits not only Twelve Rasas, of which ke
talks in the Sarasvati Kantbabharaps, buot also as mapy es
Forty-nine. For, he bolds that every one of the Forty-nine
Bhivas, states of mind, can reach the climactic pitch be-
cause of the relation to the befitting situation, mimetic
thanges and transient emotions and, therefore, can be spoken
of 83 Rasa.®

DHANANJAYA'S APPROACH.
Dhanafijays, the author of the Dadardpaka, and his
brother-commentator, Dhaniks, admit the number of
Rasas to be nine, including Santa. We shall state fn
detail the difference of opinion between Dhanafijaya and
Abhinava on Sinta in o separate section,

1. B.P.(R) 519 2. 8.Ks. 705, 3 8.P.(R)450
26 4
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ABHINAVAGUPTA'S APPROACH TO THE
PROBLEM OF TYPES OF RASA.

Abhicavagrpta, a5 we kave already stated, holds thet
there are diferent levels cof zstbetic experience. At the
dertzl level, ding to kim, zsthetic experience
i cf ove type ozly inasmech s it is the experience of the
Self iteelf 25 prre avd vemixed bliss azd the basic emotion,
brocght from the subeenscicns level to the eonsciors, sinks
beck ixto the svboonsciovs.  Thus, speaking from the point
of view of the trenccendentz] level, Be 2dmits Resa fo be ocly
coe, Brt speakicg from tbe point of view of the emotive or
Ratbertic level, at which the backc emction seerns fo be
_daccinz es it were befere the defndivideslised stbiect,
Pe mazintzins thet the comber of Raszs is only nice
Of these, forr ere the prircipal 2nd the sest are scbordizate.
Those Raees zre priscipel, whbich 2re daos to bacic merntal
states, which Ie=d to aay coe of the four recoznized aimsof
Eremen Efe, Thee, Sifizzra hes Refi s its bacic mental
state, which lezds to the sttat of Kzma aed I
of Dbarrea and artha; Revdrs spricgs frem Krodka, ecd Jeads
to the ettzinment of Artka ; Vira is based ©pon Utszha end
Msthxm:dArth&;SinmisbawdcmeumAjﬁza
srd lezds to Mokgr, These four, therefore, 2re the principal
Resas.  Thergh cccesicrelly they may be foced to occepy
2 sobordinats position, yet it &5 a0 vodesfable fact that there
ere dremas, in which ezch of them s separztely fored to
bethe priscipal. As Himz etc. do pot icdependertly lead to
ecy Prregantte, but do o exly esparts of Rati etc,, they
are recogaied to be subordinate?

Abliravegrpta edmits only eight Sthzyitbzyas. Fer,
they zre 0 extrrel mental states that £o brman being can be
without them; they 2re basic sod do pot presuppose sy

J. A Bh, VelT,2:24
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other mental state for their being ; they are natural; we
cannot question “Why do they rise ?" e.g. We can question,
why is a person tired; but can we similerly question
why is he enthusiastic ?

He definitely asserts thst there are no more than
nine Rasas. These are the only Rasas fit for exposition.
For, they are directly or indirectly related to objectives of
human life and nre extremely interesting to human mind,
He sdmits Rasas to be nine, not because this number was
recognised in the literary circle,! to which he belonged, but
because no other mental state admits of so interesting a
presentation, nor is so closely connected with the objectives
of buman life,

He refutes the view of those who admit Vatsalya,
Laulya, Bhakti ete. to be independent Rasss. His
refutation is based upon his conception of Rati. He draws
o clesr distingtion between Rati (love) in ordinary life and
that which art presents. It may be presented as follows ;:—

There are three distinctive features of Jove in ordinary
Tife.

1. Itis between two persons of opposite 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 wile”. The resultant feeling, therefore,
that is aroused by such Rati in the spectator, is that of
yeasning for the enjoyment, which the couple is imagined
to have.

3, It does not persist. It lasts only So long as
does the state of infatuation snd the judgement, therefore,
about jt is “It is a transient state',

1. A.Bh, Vol I, 841,
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- Ratiin poetry is of essentially different nature, The
, characteristic features of it may be stated as follows :—

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

2, The ultimate fruition of it is perfectly free from
all elements of pain nnd sorfow. Its froition is in perfect
bappiness.

3, Its fruition js in the erotic msthetic experience,
techmcully called Smuam. While in the experience of the
“Rati in ordinary Nfe the most , important constituent is
“the external objective fact; the erotic asthetic expenence
is charncterised by total absence of such a_fsct. It fs
pure]y subjettive, :

.

This poidt may be clarified as follows :—

Amorotts sport, in the world of reality, &5 o thing
.between two persons of opposite sexes in a state of infatus-
tion. It represents the culmination of the stream of pleasant
experiences, The beautiful world, presented by a poet, has
no reality of the ordinary world imasmuch as it is purely
imaginary. In this world of imagination there is no insentient
.nbj?ct‘cf enjoyment as in the ordinary world of reality, The
‘c'ulmibn‘ting point in the stream of enjoyment consists,
not in physical union of the two in love, but in the
spiritual union of two groups of idess; in mutualt
‘merging of the two in each other so ss to lose
‘duality. It is such & love as makes the couple look
‘vpon each other nsthe verylife, It is just what Rama
says in separation from Sita: “My effort of breathing'is n
mockery, Jinakiis my life”. Itis dedication oi the whole
being of the lover to bis object of love,

1f we keep this conception of Rati in mind, we shall

1. A.EBh, Vol. I, 303,

AP o
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ot once realise that Vatsalya, which is sdmitted by sonte to
be an independent Rasa, with tenderness as its basic mental
state, is nothing but Srigara and tenderness is oothing but
Rati, inasmuch as Sneba 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 ultmately 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 ie.
completely merging his whole being into that of the son.

Similar is the case with Lavlys and Bhakti For,
their basic mental states are only subvarieties of Rati, Hasa
or some other basic! mental state. Their mutusl difference is
due 1o the difference in the objects of their respective psycho-
physical activities, Thus on closer analysis we find that
Laulya is nothing but Rati expressing itself as intense desire
for the acquisition of & certain object in the context of Hasya.
Similatly Bhakti is nothing but exireme devotion to an
object that is held in high esteem and dedication of the
whole being to it. Abhmavagupta summarily dismisses the
views of those who admit more than nine Resas, He gives
only one paragraph to thejr criticism.

Leaving aside the details, concerning situation (Vibhava),
mimetic changes (Anubhfiva) and transient emotions (Vyabhi-
caribhava) which are too well known to discuss here, his
conception of each of the nine Rasas may be presented as
follows :—

ZESTHETIC EXPERIENCE OF LOVE (SRNGARA).

The Meaning of Srrigdra: &rixgira primarily means love
8s msthetically experienced.  For, a person wl'na has immense
liking for the msthetic experierce of love is spoken of ns

1, A.Bh, VoL I, 341-2.
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«Srigar” by those who are capsble of having the wsthetic ex-
perience of love.  Similarly they term him, who is very much
in the habit of merely dressing himself up brightly, “Vyasani”
(of bad habit), But all that which belps in the rise of the
msthetic experience of love, on account of serving as the
situation etc. is called $riigara in the secondary sense onlg,
provided it is in barmony with the scriptural injunction, js
not contemptible but bright and lovely!, t

Derivation of Sragara: Srhgars is the conventionsl
word for the zsthetic experience of love®, It is derived from
root SF to kill (8 hirhsayam), eccording to Upadisatra *Spi-
garabbrhgarau” (423). The affix is Arak, & and g sre
inserted and T is replaced by v (Smati hirhsati iti Srigarab).
Sritgars fs so called because it kills, eliminates the personality
of one who has its experience.

Abhinavagupta criticises the view of an earliar anthority
on the derivation and the meaning of the word $ragara. It
derived the word “Sriigara” from “Sriga” by affixing Arak
to it, according to Katyayana’s Vartika “Snigavradabbyam
arakan” (S, K. 293) and held that it means that which
primarily appeals to the sex-instinet.,

.,s!ﬁgnﬁ, hi ma hodbhedah tad3; hetukah. =

Uttamaprakrtiprayo rasah ériigara igyate” (5. C. 603).
This is apparently a mistake, because, according to the
Vartika, referred to above, the affix that is added, is not
Arak but Araken. Accordingly the word, formed by adding
it, will not be Sragara but $¢igarakas,

LOVE, THE BASIC EMOTION OF SRNGARA.

The love in the context of msthetic experience is very
different from the emotion that human beings feel at the

1, A.Bh, Vel I, 301, 2, A.Bh, Vol 1,302,
8, A.Bh., Vol 1,303,
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empirical level. The empirical emotion oflove consistsf
the intense desire in two persons of opposité:sgxes for esch
other and in the enjoyment of each other. It is#the basis cé
social recognition of the couple as husband and wile. Itis
transient, It lasts only so long as the state of mfatuation
persists, The love, however, that is presented in the focus
of the dramatic situation and is responsible for the rise of
esthetic experience, is persistent. It persists without break
fram the moment of its first rise till its full fruition. In it
there is not even an iotn of pain. Itis entirely a blissful
state of mind,

The experience of the empirical love and the possession
of the residual traces of it are necessary for both the poet
a0d the asthete ; for the one to be able to present the situa-
tion and mimetic changes in his drama in such a manner that
they may give rise to the msthetic experience of love in the
@sthete; and for the wmsthete to take up the necessary
ottitude towards the presented at the initial stage,

The difference of the empirical love from the wsthetic
lies in this that in the former case the individuality of the
two persons in love remains in tact throughout. For, separate
individual entity of ench in & state of infatustion is the nece-
$sary presupposition of the enjoyment of the sports,
which constitute the terminating point of the stream of pleasure
inlove, Itis mainly &t the physical level and, therefore,
needs the material presence of all that excites it and makes
its enjoyment possible. The pleasure, that is experienced
in it, is purely sensuous,

The =msthetic love transcends the physical level. Al
that is related to it, may it be the sitoation with allits
charming constituents or the object that inspires it, belongs
to the level of imagination. Such a love isaroused in the
wsthete by the poetic presentation of the msthetic object,
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complete in all its aspects of situation etc., because it is not an
imitative representation of what is found in the world of nature’
but a suggestive presentation of what figures in the imagination
of the inspired poet. It presents the merging of the two selves
of the lover and of the object of love into each other, And the
@sthetic enjoyment of the love consists in the experience of
the unity that emerges in consequence of the merging of two.
selves into each other : it bkas nothing to do with anything
that Is purely *physical. Such s love finds expression from
the lips of Rama at the time of separation from Sitd when
be says “Janaki is the life'".

Accardingly the msthetic experience of love is a unitory
experience in spite of the fact that the love is presented in
two persons of opposite sexes; because the two get sa it
separably united spirituelly that duality is lost in unity.

This Js experienced in two states: (i) in union and
(i) in separation. It fs, therefore, wrong ta say that Sciigars
is of two types. It is of one type only !

The presentation of love in union necessarily has to be
mixed up with the presentation of separation in order to
make it appealing to the heart of the spectator. For, the
f t of union conti Iy is a5 uopl as a dinner
in which sweet dishes only are served,

THE PROCESS IN THE RISE OF ZSTHETIC
EXPERIENCE OF LOVE (SRNGARA). .

‘The i lisation or deindividuali

ion is a very
importsnt factor inthe rise of sthetic experience, 2s con-
ceived by the Indian wmstheticians. And time cod space are
the most essential elements of individuality. To bring about
the deindividuslisation, therefore, elimination of these ele-
ments is necessary. The dramatic technique js employed to

1. A.Bh., Vo, 1, 803,

2, A.Dh, Vol T, 309.
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produce it in the msthete as has already been stated. The
elimination of these elements from the presented, particularly
the focus of the situation, is due to the law of contradiction,
That is as follows :—

In a dramatic presentation the personality of the actor
is concesled by means of dressand makeup in order to
prevent the rise of the idea of actor in the mind of msthete.
But the idea of the historic or imaginary personality, that
is intended to be aroused by the guise and the poetic presen-
tation, does not take deep root in the mind of the asthete
coasto drive out the ides of the actor, because the latter
is firmly rooted therein. The result is that both of them
being contradictory to each other drive out such elements
from each other as are in conflict, the most importsnt of
them being space and time. Accordingly the external
perceptible signs of love, which are perceived m the focus
of the situation and are known to be invariably associated
with the basic state of mind, arouse the idea of love so
entirely free from relation with eny personality that the
spectator’s already deindividualised personality is not ex-
cluded from it, because in it also the emergence of love from
the subconscions to the conscious level has taken place, through
identification with the focus of the situation, Hence the
love is experienced, not objectively as present in the hero,
objectively viewed: nor is it experienced as due to any
fixed individusl cause, so that the determinste ides to
acquite it may arise: nor is it experienced as present in
another so that the idess of enmity and jealousy may arise,
Therefore, wmsthetic experience of love (Srigara) consists
in the affection of the deindividualised self of the sthete?
by equally deindividualised love.

1, A,Bh, Vol. X, 287,
27
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ZESTHETIC EXPERIENCE OF ANGER (RAUDRA).

Abhinavagupta divides Rasas into two kinds, eccording
as they presuppose complete identification with the focus of the
situation for the experience of the basic emotions, which are
their essential constituents, or do not. The complete identi.
fication is necessary in the cases of love (Rati} and geief
(Sokp). For, their objects, which are gesponsible for the
arousal of the respective emotions, are such as cannot setve #s
common objects for exciting emotions in all those who see
them, Inother cases such identification is not necessary,
because their objects are such as can serve 8s common objects
for arousing respective emotions in all the percipients with
common tendency.

Anget, the basic emotion of the Raudra Rasa, illustrates
the point in hand. The violation of the principles of morality
and social laws excites the wrath of all right-minded persons.
And they wish to “suck the blood” of auny one who violates
such laws and prmciples. Such a person, therefore, can be a
common object of wrath of many. Hence for the rise of
anger at the sight of such a person, complete identification
with the focus of the situation s unnecessary, Accordingly
in the case of ssthetic experience from a presentation that
arouses anger, the emotion that affects the self is essentially
the same as that of which we have an experience at the
empirical level® and not different from it as the emotion of
Tove, that we experience in the Sriigars, is different from loye,
of which we have experience at the empirical Jevel.

The experience of Raudrs arises from the sight of the
character, presented on the stage, wha is proge to kill at the
slightest provocation.

On this point there is difference of opinion. Aa eaclier
authority held thst the experience of Raudra is due to the

1. A.Bh, Vol. I, 330, -
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presétitation of héto’s wrath that atises from war and éxpréssés
itself m such acts 25 drinking of the blood of the enemy e.g.
preseatation of drinking of Duiéasana’s blood by Bhima.

But this is a wrong view. For, drinking of blood in
which Bhima's agner finds expression is not due to war. On
the contrary, it was because of his easily irritable nature that
Bhimu' taok a vow to do even such an unbecoming sct as
drinking of the blood of Duéasana. And it was witha view
to justify such anact on the pift of Bhimi that theé poet
presented him to b inspiced by Réaksisa,

Abhinavagupta, therefore, holds that the distinction,
drawn by en easlier authority, between a person, whose enger
is aroused by war (yudhahetukoddhats manusys) and a
Rikgasa, who is naturally of very irritable temper (Svabhava-
krodhana) in the context of Raudra, is not justifiable, and
asserts that all the beroes in the dramas, presenting Raudra
Rasa, are naturally of extremely irritable temper. AEsthetic
experience of anger is got through contemplation on the actor
representing such & character.?

The emotions, which are wsthetically experienced, are
the universal emotions in so far as they are found in all
living beings, anger for instance, Therefore, sthetic presen-
tation of them is possible in both men and demons altke in
situations sufficient in themselves to arouse them, Thus, we
find that for the arousal of sesthetic experience of anger, it is
presented not only m the demons but also in renowned men,
such as Advatthimi, Paraurama and Bhima. Similarly
laughter and grief als> are presented in demons, due to the
sitaations which ote sufficient for th2ir arousal and overpoweér
the predominant irritable dJency, to give rise to asthetic
experience of laughter and grief in the spectator.

1. A,Bh, Vol I, 320.1.
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ZSTHETIC EXPERIENCE OF ENTHUSIASM (VIRA).

Zisthetic experience of enthusiasm from presents-
tion of drama of higher type is possible in the noble
minds only. For, they slone have the right type of
enthusiasm. And the experience of it arises from the presen-
tation of it in end through & character that is noble.
Enthusiasm is the common characteristic of the hero of every
one of the four types. For, it is enthusiasm that makes the
hero of every type attractive, whether it be in the context of
love or war. It lends charm to a person, irrespective of bis
rank and status in society, It is this quality that makes
even such characters as are not fit for being held out as
examples to be followed, fit heroes of the dramas of lower
type. 'The rightness of enthustasm depends oo the rightness
of the object that inspires it.

ZESTHETIC EXPERIENCE OF DISGUST

(BIBHATSA).

Zsthetic experience of disgust (Bibhatsa) is due to
the sight of loathsome things, presented on the stage or
hearing thereof. The disgust is due to various causes, sub-
jective, objective or both. It may arise because of the
dislihe for an object that the cultural peculiarity of the man
generates. Thus, Brahmanas have natural disgust for garlic,
because of their spiritual culture. An object, though generally
recognised fo be pleasant, is dishked on account of inequil-
ibrium in the three humours. Thus, milk is disgusting to a
man suffering from phlegmatic disorder, An object, though
good in itself, becomes disgusting, because of its being dirty
or because of its having been cnjoyed to satiation.
Dialogue between Vasigandhi and Rudbirapriys in the
Venisambara is a famous illustration of Bibhatsa, DBibhatsa
implies the simull rise of Bhaysnaks, because of the
identity of the sitnation.!

1. A.Bh, Vol. T, 290,
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BIBHATSA IN RELATION TO MORSATy\

Bibhatsa is recognised to be of two types only by(‘ﬂmse
who ignore the implication of the word *Dvitiyakah™ in~
Bharata’s text. According to them, it is of two types: (i) pure
and (i) impure, When the feeling of disgust is aroused by
the presentation of such objects as blood, mtestine ete. which
agitate the mind (Ksobhanatvat), we have pure Biblatsa.
But when disgust is aroused by the presentation of fonl-
smelling excrement etc., which trouble the mind or make it
shrink, we bave impure Bibhatsa.

Bat, necording to the teachers of Abhinavaguptas, it is of
three types: (i which agitates the mind (Ksobhana) (i)
which troubles the mind or makes it shrgk (UdvegD) aod
(in) which is pure. They assert that the second is rare and
that the word #Dvitiyakah” is used in connection with the
second type to indicate its rareness. It does not mean that
Bibhatsa is of two kinds,

They hold that loathsome object may be presented in
such & way as may lead to the realisation of vanity of human
wishes through contemplation on them and so help in the
attsinment of the highest human objective, the final emanci-
pation. Such a presentation of Bibhatss as lesds to the
attainment of such an objective, is, according to them, pure
(Suddha).

ASTHETIC EXPERIENCE OF LAUGHTER (HASYA).

Bsthetic experience of the emotion of laugbter is
essentially the same as that of the laughter at the empirical
Tevél. Tt is dus to thc presentation of a distorted mitation
of another's dress, ornament, linguage ctc. such as do not
fit in with time, place, age, maoner ete,

1. ABh, Vol. I, 332,
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1t is of two kinds : () sélf-centféd (Atmastha) (i) centred
in another (Parastha). On this point there is difference of
opinion. An earlier authority maintained that itis said to
be self-centred when 8 person’s laughter is excited by the
ridiculous dress, ornament etc., which he himself is putting
on; e.g. the jester laughs at his own ridiculous dress,
appesrance and demeapour. It 15 said to be centred in
another when another is made to langh by it: e.g. the jester
makes the heroine laugh by his dress etc.

This view is not justtfiable, because, accordiog to this,
Hasys of both types refers to the ssme ridicnlous dress etc.,
which belong to one's own self or another and as such
Serve as stmulant of the laughter, But if the opponent
were to say that he speaks of Masya as centred in another
inasmuch as the sight of laughing mav excites laughter
in anotber, then he may as well speak of the Karmns, the
basic emotion of which is grief, and other simlar Rasasas
of two kinds, For, grief in the master csuses grief in the
servants also.

Abhinavagupta, therefore, holds that the basis of division
of Hasya jnto two kinds is as follows :—

The laughter is s contagious emotion inasmuch as its
expressions arouse identical emotion in others, exactly ss
the sight of = person, enjoying a delicious frumt, produces
saliva in the mouth of the beholder, Thus, it happens that
when we see another person laughing at something we oursel-
wves start laughing, though we do nat see the cause of laughter
ourselves. Thus, self-centred laughter (Atmastha Hasya)
means the experience of the emotion of laughter due to the
perception of an object that is ridiculous. And the laughter
centred m another (Parasths Hasys) means the experience of
the emotion of laughter because of the sight of expression of
laughter as an emotion in another, without seeing the ridi-
culous object that is the stimulant of it,
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ESTHETIC EXPERIENCE OF GRIEF (RARUYA).

The basic mental state or emotion of the Karuna Rasa
is recognised to be the grief. And grief, as our own expe-
rience tells, is an unpleasant state of mind. The question,
therefore, arises : “Is the experience of Karuns Rass a
pamnful expetience " If so, why is it that people do nat
shun that dramatic presentation which presents Karups Rasa,
a question similir to that which is rawed about the dramatie
presentation of tragedy.

Different authorities answer (his  question differently,
secording a5 they propousd or follow different theories of
zsthetics.  The exporents of the theory of imitation hold
that grief that is aroused by the presentation of Karuna on
the stage is different?®, because it is only an imitation. Hence
it is not painful.

This reply is not scund jnasmuch as it presupposes that
grief is necessarily painfel uader all conditons and circu-
mstances. For, it is agamst the facts of experience, because
when we find an enemy in griel we are pleased : and the
grief of a person, who is neither a friend nar an enemy, is
a matter of indifference to us. The emotions, therefore, are
recognized by higher authorities to be peitker pleasant nor
painful in themselves. Ther ple or painfulness
depends opon their relation with one's own limited self or
& fricnl ara foe. The indwidualty, both subjective and
objective, is the pecessary  condition of their affecting us with
pleascre, psia or indifference.

Abhipavagupta, therefere, holls thst the experience of
Ksruna Rass, the most essensial constituent of which is grief,
is not unpleasant, because itis frez from all clements of
indwviduality. In the experience of Karuna Rass as in that of
any other Rasa, th: msthete experiences the self that is

1. A.Bh, Vol L 252
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completely deindividualised and, therefore, the aspect of bliss
(Ananda) of which becomes predomnant, as affected by
grief that has risen from the sub ious to the i ;
Ievel and is also completely deindividualised. In the experi-
ence of Karuna Rasa grief arises because of identification with
the focus of the situation, presented on the stage. And the
@sthete and the emotion get completely demdividualised
because of the reasons stated elsewhere.

KARUNA AND VIPRALAMBHA $RNGARA
DISTINGUISHED, .

There ore ten states of Kama recognised by Bharata, in
common with the Kamasiatra. The last of them is the
death, Sr‘ng:‘ara, therefore, admits of presentation in the
context of death, But the death of the object of loveis
responsible for the rise of grief, which is the basic emotion
of Karuna Rasa, The question, therefore, arises: How is
Vipralambha &;figars different from Karuna, i the important
aspect of the situation of both is the death of the object of
love ?

The reply is that the difference between them is due
{0 the difference in the basic emotion. Inone caseitis love
(Rati), but in the other 1t is grief (Soks). The essential
difference between the two emotions is that the former pre-
supposes the existence of its object and the person under
its iofluence entertains hope of the reunion with the object
at some time and place, however distant they may be. This
idea has beautifully been presented by Kalidasa in his
Meghadata (1-9) : “In separation it is usually the band of
hope that supports the affectionate and flowerdike heart of
women which is apt to melt in no time.”

In the case of Karuna, bowever, the basic emotion is
the grief, which presupposes the extermination of the object
1. A.Bh,Vol.T,203.
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of love, due to 8 cause, such as curse, which cannot be
died and, theref: pletely elimis the possibility
of reunion,!

A dingly in the pri ton of Vipralambha $rigara,
of which death is one of the recognised transient states; the
death is to be presented as a stage in between life on the
earth and that in heaven and care has to bz taken to show
the beginning of life in heaven coon after, so that the grief,
felt at the sight of death, may remein o transient state oaly
and may not become the basic.

This bas been done beautifully by Kalidisa in his
Raghuvarifa in the 8th Chapter. Here there is the presen-
tation of death of Indumati, consequent on the fall of a
garland from sky on her chest; and Aja is represented to be
<o intensely affected by grief that he fasts unto death, But
poet takes care that grief does not become basic. He pre-
sents death as & temporary phase only of longer combined
life bere and hereafter and concludes tbe Chapter by presen-
ting the umon of the lovers m very much better condition
in the beautiful gardens of beaven.

Some other euthorities held that death, as a transient
state in the context of Vipralambba &yiigare, does not mean
the end of life, but a conscious state just before the separa-
tion of life from body, which provides the last opportunity
for tbe mectiofy of lovers.?

SRIZANKURA’S CONCEPTION OF KARUNA.

According to Srigankuka, Karupa (pity or sympathy at
the empirical level) is the heart-felt compassion, fclt for
another in suffering or distress. The same is called Karupa
Rasa, when it arises in the heart of msthete, who infers grief

1. A. Bh,Vol. 1,811, 2. A,Dh, Vol 1,203,
28
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in the bero from its expressions, which constitute reason
for the inference.?

ITS CRITICISM.

1f we remember what Sridaikuka sajd in the context of
Srigara, we ot once find that what he says about Karupa is
incousiﬁ'tent with what he said in the context of Sragars.
According to him, Sriigara is vothing but imitated love as
known by the spectator through inference from the situation,
the mimetic changes and the transient emotions, Now if
consistently the same theory were to be applied here, Karupa
should be nothing but imitated grief (Soka) as Lnown by the
p through the infe of it from st etc. But
even Srifankuka himself admits that Karuna is pity or
sympathy which includes a desire to help another who is
found to be in suffering and distress. But tow can then
such a feeling be spoken of a5 an imitation of grief?

ABHIINAVAGUPTA’S VIEW OF KARUNA.

Abhinavagupta holds that just as we cannot question why
& person is called by a particular name, so we cannot question R
why a Rasa is called by a particular same. Just as the will
of the parents in accordance with the scriptural injunction is
responsible for giving names to children, so the will of the
founders of the science of dramaturgy was responsible for
giving different names to different Rasas.? .

Accordingly in conformity with his genersal theory of
wsthetics be holds that Karuna is nothing but grief (Soka) as
completely universalsed and being experienced by msthete
who is completely free from all elements of individuality.?
Hence it is pot painful,

1. A.Bh, Vol.1, 318" 2. A.Bh, Vol. T 302,
2. A.Bh, Yol I 2189,
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ZESTHETIC EXPERIENCE OF WONDER
(ADBHUTA RASA),

The basic mental state or emotion of Adbhuta Rasa is
wonder that is due to the perception of what is looked upon
as impossible at the empirical level.? 1t is necessarily to be
presented in the closing scene of the highest type of drama
(Nataka). In the last sceme of the Uttararama Caritam,
according to Bhavabhati’s own statement, we find it presented.
1t may come in any part of a drama. Thus we find it presented
in the very first act of the Ratnavali, wherein the extraordi-
nary beauty of king Udayans makes Sagarika take the king
to be Cupid and inspices wonder 1 her, It seems to have
much in with the ption of “Sublime",

MESTHETIC EXPERIENCE OF FEAR (BHAYANAKA).

Fear is ordinarily aroused by the sight of terrible
objects such as demoos etc., in  women, children and
persons of low type only, Occasionally, however, it may
atise in persons of higher type also, but then that is due to
teacher or king, Y dt na, for i isrep d
to be afraid of king Udayans. Such fear is not inconsistent
with their greatness. Very often fear and excitement in
others slso are responsible for the arousal of fear in those
who see them in those moods’. An instance of such fear
scems to be the fear, presented in Dusyanta at the sight of
flecing deer. Fear is of two types, feigned and genuine,
The former is shown by high character, the Iatter by low.
In the former its expression is weak.

SANTA RASA.

Before the time of Abbinavagupts, Sinta Rase wasa
point of great controversy among the authors. Therclore, he
devotes n whole section to the discussion of the essential
nature of Sinta Rasa and its establishment 2s the most impor.

1. A, Dk, Vol 1,330" $. A.Dh, Vol 1, 827,
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tant snd independent of nlt Rasos. He criticises o view,
which is very similar to what Dhanafijaya holds on Saata,
though he does not mention sny name. We shall, therefore, -
deal in some detail with his theory of $anta and his criticism
of » view similar to that of Dhanaijaya.

DHANANJAYA AND ABHINAVAGUPTA ON
SANTA RASA.

Dhanafijaya and Abhinavagupta were poraries.
The former was older. For, h: and his brother graced the
court of King Muiija (974.995 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
Intter’s sthetic theory. For, the Dhvanyaloka Locana
snd the Abhinava Bharati belong to the second period of
his literary activity and, therefore, could not have been
written before the commencement of the 11th century.

Dhanafijaya partly followed Bhetta Nayaks, who
belonged to the close of the 9th and the beginning of the
10th century A.D. and bad written a commentary on the
Natya Sastra of Bharota, In this section we shall discuss
how Dhanaiijaya differs from Abhinavagupts on two
fundamental points, on one of which nndoubtedly he
follows Bhatts Nayaka.

Both, Db jaya and Abhinavagup have written
on dramaturgy. Both follow the authorily of Bharata,
The former has simply summarised the views of Bbarata
in the Dafarapaka. The latter has written an extensive
commentary on Bharata’s Natya Sastrs, koown as Abbi-
pava Bharati, Both knew the views of earlier authorities
on drematurgy : though in the case of the former there is
only indirect evidece in support of his_knowledge, because
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these earlier views are quoted by his brother, Dhanika,
ooly in bis commentary on the Dagaroipaks, Dhanaiijaya's
attitude towards the theory of Dhvani was antagonistic.
He, therefore, geoerally criticises the views of Aoanda-
vardhana, presented in the Dhvanyiloka.

The difference between Dhanafijaya, ss interpreted by
Dhaniks, and Abhinavagupta is very pronounced on the
two fundamental points

1. The former admits only eight Resas and refutes
the view that Santa is the nmth Rasa such as could be pre.
sented on the stage, Tle latter takes particular pain to
establish it as an independent and the most basic Rasa and
holds the number of Rasas to be nine. According to him,
Santa admits of presentation on the stage.

2. The former does not accept the theory of Dhvani
and, following the sutbonty of Bhatta Nayska, bolds that
the rise of the basic mental state (Sthayin) in the spectator
is due to the contextual power of the langucge (Tatparya.
natirekdcea  vyafijakatvasya) snd that the universalisation
(Sadbaranibhaya) of the subjective and the objective aspects
of the wsthetic experience is due to the two powers of the
poetic or dramatic composition, which had been assumed
by Bhatta Nayeka for the first time. The latter is a great
exponent of Dhvani.

There are many other minor points, on which they
differ, such os the conception of Natya, Bindu, Pratimulba
ete,

THE TEXT OF THE NATYA SASTRA.

A carcful study of the Abhinava Bharati cleacly
reveals the fact that there were two recensions of the Nitya
Sastra (i) earlier and (i) later, In the former, Bharata’s
text on Santa did exist. In the latter, it did pot. These
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two recensions are clearly reflected in the two published
texts of the Natya Sastra: (1) published along with the
Abhingva Bharati in the Gaekwad's Oriental Series and
(2) publisbed in the Chowkhambs Sanskrit Series. In
the former we find the text on Santa. In the lstter
we do not.

In both the recensions, however, some stray remarks
on Sants were present, as we know on the authority of the
Abhirava Bharati, sechk as “Kvacicchamsh" and “Mokge
capi viragipah”. But they are so few and short that
they did not draw the attention of the less careful and nn-
critical readers. f

EVIDENCE OF THE ABHINAVA BHARATI,

The text of the Natya Sastra of Bharata, as given at
the top of each page of the Abhinava Bharati, published
in the Gackwad's Oriental Series, does mot present correctly
the text of the Natya Sastra as Abhinava had before him
while writing his commentary, The reasons in sopport of
this view may be stated as follows 1=

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

#Tatha ca cirantanapustakesu Sthayibhivin
Rasatvam upanesymah ityasyanantarar
Santonama Samssthayibhavatmaka ityadi

Y
éanta laksapam pathyate"

. 1L The Vibbiva, Anubbava and Vyabhicribbava, as
given in this edition, were omitted in Abhinava's text:
becavse the Vibhava.etc., as given by bim in his commentary,
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are very different from those given in the published text.
It runs as follows :—

4Sa tu tettvajaans.vairdgyadayasudhyadi-

bhih vidhavai dy.
Vynbhlcannuscasyn mrvedn-smmdhrth
sarvase Y ¢ -rOmAii -‘n)nh"

Abhinava states the Vibhava etc. of the Santa as follows t—
#*Tattvajisne-laksanasya ca sthayinah
samastoyath laukikalaukika-cittavrtti—
kalapo vyabhicartameti———
vibhava api kathamidvaranugraba prabbrtayah”,

If the subsequent portion of the prose passage of
the Nztys Sastrs, as given in G, O. S, existed in the
manuscript that he had before him, he would not have
mentioned other Vibhiva etc. of Sama than those given
in the original,

11I. He quotes two of the Sasgraha Karikas in full
in his v, namely, *Moksadhyatma S hah"
and “Svath svath nimittamadsya" whick are found as
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 Kariki “Evam ete Rasih”
which was there in his manuscript. To it he refers and

<-scmments on it (A. Bb. 342).

1. OPPOSITION TO SANTA ON TEXTUAL BASIS,
Orthodox followers of Bharata, to whom only the
later recension of Bharata’s text was avatlable, rejected
Sinta on the basis that Bharata does not define 3inta, nor
does be state the situation (Vibbiva) ete. in the context of
which it is ta be presented.  This view is referred to in the
Locana (176) and the Avaloka on the Dagarapaka (92).
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ITS CRITICISM,

In the latter it is simply stated but not criticised. In
the former, the untenability of the opponent’s view is 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, it daes not matter, it says, if Bharata does not define
and state the situation etc. of it. We have to admit it
because we experience it when all the desires for the worldly
objects cease. In the second place there is the evidence 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 Avaloks (92)
but not drwectly referred to by Abhinava, which denies
$anta independently of Bharata’s text. It says that there
is no such zsthetic experience as is assumed by some under
the pame of Santa, becsuse attachment and aversion, which
have been associated with the self from time immemorial,
cannot totally be uprooted. The statement is so brief that
its implication is not quite ¢lear. If, hawever, it be supposed
to imply that in po case sud under no circumstances can
they be totally uprooted, it would mean that the fourth
objective of human hife, the final emancipation, is impossible,
8 view which no follower of the orthodox systems of Indian
thought, excepting of course the Carvaka and to some extent
the Mimarhsake, csn accept, much less can a Sajva Dike
Abbinavagupta. But if it means that such a state of freedom
from all desires and aversions s not possible in the spectator,
it would mean that no msthetic experience is possible,
because such a state of freedom is involved in all, & position
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which the opponents themselves will be most: ;}nwdlm"
to hold. N

1. OPPOSITION ON THE BASIS OF THE‘ N
INDIRECT EVIDENCE OF BHARATA. @
Bharata, while defining Dima, onc of the ten types of
drama, says that in it only six Rasas onght to be presented
and that Sragara and Hasya have to be totally excluded from
it, Becnuse Bharata states only eight Rasas here, six to
be presented and two to be excluded, some opponents,
therefore, take thiz stat t as an evidence of Bharata's
non-admission of Sinta, They argue that if Bharats had
accepted Santa as an independent Rass, he would have
surely included it in the list of either presentable or
unpresentable Rasas in Dima. Hence they conclude that
there is no Sinta Rass.

ITS CRITICISM.
Abbinava refutes this view as follows ;—

Bharata's defivition of Dima ratber than being an
evidence against his acceptance of Sinta, is in favour of
it. The mistake of the opponent is due to lus having
taken only o part of the defintion 1nto account. He
ignores the two important parts of the definition.

LI onﬂmntu from o composition, whersin a
Rasa, involving predomi (Dipta rasa

Kavyayonih).

2. It is written in styles technically called Satvati
and  Arabhafl  (SatvatyZrabhativitti  samyuktab).  The
first part excludes the possibility of the introduction of
Sinta in Dima wherein a Dipta Resa predominates. If
there had been no Sinta Rasa what could it have
meant to exclude? If, on the other hand, Sinta be

29
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sccepted, then and then alone, alter the statement that
in Dima there are to be presented only six Rasas excluding
$rogara snd Hasya, the question arises “What about Santa ?”
And the first part is meant to exclude it.

It cannot be wrged bere that that part is meant to
exclude Karupa, Bibhatsa and Bhayanaka. For, they are
excleded by the second part.

IV. SEMLTEXTUAL OPPOSITION TO THE SEMI-
TEXTUAL EXPOSITION OF SANTA.

It is difficult to say what were the contents of
Bharata’s text on Sants Rasa, as discovered by Abhinava
inthe esrlier recemsion. Two things, however, are clear
from Abhinava's own statement. (i) Whatever else may or
may not have been the content of Bharata's test 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 S:inln, cited
by Abhinava in the Abhinava Bharati, had the support
of Bharata’s authonty. One thing, bowever, is clear,
namely, that it had the support of Bharata in the
admission of 3ama as its Sthayibhava, For, a reference to
it is found even in the later recemsion, as has been
stated above, .

According to this view,
1, 3amal is the basic mental state of $anta.

2, Itis to be presented in the context of the situation,
constituted by practice of austerity, contact
with Yogins etc.

1. A.Bh,YVol7, 835,
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3. Its nction is confined to the presentation of not-
being of all such passions as those of love,
anger cte,

4. Its transicnt cmotions are patience ete.

ITS CRITICISM BY ABHINAVA'S PREDECESSORS.

(8) The nceeptance of Ssma? as o bnsic mental state
is contrary to Bharata's view, nccording to whom the
number of Bhivas is only forty-ninc; while if Sama be
accepted as  SthAyibhiva, the number would come up
to filty,

{b) The situation of a basic mental stato constitutes the
fringe-cxperience in the case of the accepted Rasas such as
SrigAra, Dut such 1s not the case with susterity etc. in
relation to Sauta.

1f it be said by the exponents, “We speak of austerity
cte. as the camse (Vibhiva) of Sanm, not beeause of
thefe immediate causality to Samn, but becise of their
causality to the realieation of the Ulumate, which constie
tutes an clement in the cyperience ol b‘ﬁnln,-- the reply
is that fn that case tho cwmlity of the austerity etc.
to Sama will be indiccct and ss such unfit to be repre-
sented ag the Vibhiva of  fintn,

(¢} The nbsence of passions such as love and anger,
ennnot be spoken of as the Anubldava of Sints, because
it cannot be distinguishrd  from  Samn, which i3 sup-
posed to be the causc and, therefore, different  from
Anublitva, which is its effect.  Further, the abzence, being
of the negative nnture, cannot be presented and, there.
fore, cannot serve ns the sign, from which Sama could
be known, As to the presentation  of deep slecp and

1. A Dh, Vol 1,303 4,
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they are pr ble through deep respira-
tion, fall, lying on the ground ete.

(d) The transient emotions of Santa, such as Dhrti,
which consists in the use of the available, are impossible
in the context of Santa.

(e) Further, drama is supposed to have o 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 through
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,

CRITICISM OF THE ABOVE.

Abhinavagupta takes up the problem of Santa Rasa
at this point. He replies to the point, meutloned in the
last paragraph, &s follows :—

The audience is to be instructed not only in regard to
the empirical and semi-empirical aims of human life, such
ps the triad of Dharma, Artha and Kidma, but also in
regard to the transcendental and highest aim, namely,
the final emancipation. JIn fact, it is well known that
oll the systems of philosophy no less than the various
Smrtis end Itihasas are primarily meant to instruct people
in regard to the highest eim of human life. Therefore,
just es the basic mental'states, necessary for the attainment
of the first three objects of human Mfe, such as Rati etc.,
if well presented on the stage, are responsible for the
wsthetic experiences, known as Srigars 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 srousal of the corresponding zesthetic experience
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in such spectators as are possessed of the necessary =sthetic
susceptibility.

Having thus established $anta to be & Rasa, he raises
the question *“What is its basic mental state ?”

V. EXPOSITIONS OF SANTA ON THE BASIS OF
INDIRECT EVIDENCE OF BHARATA.

Some authorties attempt to answer the question, “\What
is the basic mental state of Sants ?" on the basis of
indirect evidence of Bharata. One school holds Nirveda to
be the Sthayto of Saota, Another asserts that any one of
the eight Sthayios cap be the Sthayin of Sants, provided
it is presented in a situation that can serve as the means of
realisation of the Ultmate. And there is a third school,
which independently of Bharats maintains that all the eight
Sthayins harmoniously mixed up constitute the Sthayin of
Sante. We shall take them up oue by one.

1. NIRVEDA AS STHAYIN OF $ANTA.

Some maintain Nirveda to be the Sthiyin of Sants .
as follows :—

They! distinguish Nineda, that is due to poverty etc.,
from that which is due to the realisation of the Ultimate.
The difference, they hold, s due to difference in the
canses. 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 Vyabhicarios.
But for this intention he would npever have begun his
list of Vyabhicirins with suoch an inauspicious word.
Further, Bharata excludes Jugupsa as a Vyabhicarin from
the p jon of Vipralambh Srigara. This makes
it clear that Bharata intended all the Bhavas to be used

1. A.Bh, Vol 1,334
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8s either Sthayin or Vyabbicarin, Hence there can be
no textval objection to presenting Nirveda as a Sthayin,

That Nitveda, which is duve to the realisation of the
Ultimate, is more permanent than the directly meationed
eight Sthayins, because it is capable of driving them all
away, How could it do so unless it were more permanent
than the accepted Sthayins, as bas just been stated ?

ITS CRITICISM.

According to those who hold that Nirveda, due to
the reshsation of the Ultimate, is the Sthayin of Santa, the
realisation of the Ultimate should be the Vibhava of $aate
and not the causes of Vairdgya, as pointed out in Y. S, 1-15.
(Drstanudravika visays vitrsnasya vadikarasarhjia vaira-
gysm), For, the causality of Vairagyabija to Nirveda is
indirect £nd admission of the indirect cavse as Vibhava will
make the conception teo wide. And even if the realisation
of the Ultimate be accepted to be the Vibhava of Santa Rasa,

.-it would cease to be presentable, because its situation, the
realisation of the Ultimate, is unpresentable.

Further, the causal relation betweea Nirveda and
Tattvs Jidna bas been totally misconceived. For, what
1s Nirvedza after all? Isit not complete indifference to all
the wordly objects? If so, it is rather the cause of Tattva
jhiana, the chief charecteristic of which is the freedom from
sl attechments, For, o person, who is free from all
attachments, makes such efforts as lead bim to the reali-
sation of the Ultimate which is responsible for liberation, It
is pever the case that o person realises the Ultimate first and
then comes to the reslisation of the futility of pursuit of
olt wordly objects, which ultimately leads to liberation.
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PHILOSOPHICAL CONCEPTION OF VAIRAGY‘A\
AND ITS RELATION TO SELF-REALISATION
(TATTVAJNANA).

According to the Yoga system, the mental attitudes
towards the objective world are determined by predominance
of any one of the three qualities (Gugas) 1. Sattva
2. Rapmsand 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, 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 igl It 15 then ively attached to the worldly
objects (Avairdgyopagama) and experiences disappointment
everywhere,

3. When, however, darkeess of Tamas disappears
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 (Vairagyopagama) and feels
no disappointment,

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

5. The consciousness of distinction between Buddhi
and  Poruga  consists in perfect freedom of 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-reslisation, even
the consciousness of Buddhi, involved in the consciousness

1. Y.8,(LP)5.
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of distinction {Vivekakhyatl) must disappear : the conscious-
ness of distinction between Buddhi and Purssa also,
therefore, has to be discarded, When, therefore, a Yogin
becomes indifferent even to this distinction i, e. rises above
the level of oll affections, sttains the ligher Vairagya or
Gupavaitrsgys, he attains perfect Self-realisation.

Vairagys, 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 disippearance of Tamus
and consequent co-.operation of Sattva and Rajas It is
& means to control the aflections of the mind and to
concentrate the mind on the object of meditation to attain
Samzdhi. The Samadhi so attained is technically called
Samprajiata, inasmuch as it involves objective reference,
The object of concentration in this case may be gross
or subtle,

Samprajiata Samidhi, the concentration with objec-
tive reference, has four well defined stages (1) Saviturka
(2 ) Savicara ( 3 ) Sansnda and (4 ) Sasmta. (i) When the
coucentration is on gross matters and involves the
orguni: of the data and the i of
expressions, standing for the different constituents, and
thelr meanings, as when, n person concentrates on a certain
deity, with definite form,’ such os four-armed Vispe, the
Samadbi is technically called Savitarka, But when concen-
tration involves neither the organisation of sense-data ner
the consciousness of expressions and their meanings, it
is called Nirvitarke,

(ii) \Vhen the concentration is on the subtle objects
such as the internal sense (Antahkarana) and the subtle
clements (Tanmiltras) involving the conscicusness of the

1 Y.8, Q. 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 Nirvicara,

(i) When the concentration is on the Sattva, tinged
by Rsjas snd Tamas, and Sattva predominates and the
self is thmwn into the background, it is called! Sananda
Samadhi h as the predomi Sattva, on which
the concentration is practised, is essentially bliss and light
(Sukbaprakadamayasya sattvasya bhavyamanatvat). The
persons, who firmly stick to this samadhi, do not realise the
higher objects, the Pradhana and the Puruga. 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 impurities of Rajas and Tamas, the
Self predominates snd the Sattva is thrown into the back-
ground, the consciousness is limited to mere Being (Satta-
matra). Hence 1t is called Sasmita, The Yogis, who finds
satisfaction in this Samadhi, is not able to realise the Self.
His Buddhi, however, merges into 1ts origin, the Prakyti,
"Hence he is called Prakytilaya.?

In the Samprajistsa 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 Samprajdata Samadhi only.

Therefore, the position of those exponents of Santa, wha
hold Nirveds, the realisation of the unfitness of the worldly
objects as the objects of kumsn pursuit, to be the basic
meatal state of Sants, and maintain the Self.realisation to be
the cause of Nirveds, is not sound. For, what is Nirveda
after sll? Js it not the realisation of the unfitness of the

L Y.8,(Bb. V.)201. 2. Y.8., (M. P.) 215,
30
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worldly objects as the objects of human pursuit 2 1f so,
such a realisstion (Vairagys) is the cause of the self-realisa~
tion (Tattvajiana) rather than tbe effect of it, For, &
person who hes become indifferent to the worldly objects
makes such efforts as lead him to the Self-realisation.
Further, the lower Vairagys is the cause of Prakrtilsys
only, as explained above, It is never the direct cause of
Self-renlisation.

PARA OR 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 Tamas
and, therefore, there' arises 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 reference whatsocever, It is simply
a higher stage of purity of consciousness.

Hence the position of those who msintain that Nirveda
(Vairagys) which is due to self-reslisation, is the basic
mental state of Santa and cite the authority of Patafjali’s
aphorism (Tatp purngakhyaterguna 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.

RELATION BETWEEN NIRVEDA AND TATTVA-
JNANA IN THE LIGHT OF THE NYAYA SYSTEM.
It is* also wrong to seek the support of Gautama’s
1. A.Bh, Vol.I, 3%, 2. A Bh, Vol J, 335,
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aphorism “Duhkhajanma” etc, to assert the causality of
Tattvajidna to freedom from attachmeat to the worldly
objects (Nirveda) on the gromnd (1) that it mentions
Tattvajidna (Mithyajianapays) as the cause of Vairagya
(Dogpaya) and (2) that Vairagya is nothing but Nirveda,
and, therefore, to maintain Nirveds to be the basic mental
state of Santa, For, Nirveda, according to Bharata,
is nothing but a continuous flow of the current of grief
and, therefore, is 2 distinct state of mind and as such is
very different from Vairagya, the destruction of all mental
affections such as Raga and Dvesa.

Even if Nirveda be taken to be synonymous with
Vairagya it would still be not right to maintain its causality
to the final emancipation, For, though Nirveda may thus
be said to come after Tattvajidna, yet, even according to
Gautama, it is pot the direct cause of Moksa. There are
other causes of Mokse, mentioced in the Satra itself, Hence
Nirveda cannot be accepted to be the Sthiyin of Santa,
Another fact that may be pointed out, is that the oppovent
confuses the Vedantic conception of Tattvajidna with that
of the Nyaya. For, accordmg to the Nyays, Tattvajiiana is
not self-realisation but knowing different things in the true
perspective. 1f, however, he were to take it in the Vedantic
sense his position is reduced to simply fighting for the word
“Nirveda" iostead of Sama, without any difference in
meaning, inasmuch as he will have to admit Nirveda as
due to Tattvajiana, the self-realization,

DHANARJAYA ON NIRVEDA AS STHAYIN
OF SANTA.

He rejects Nirveda as the ninth Sthayin. Inso doing, he
seems to have ignored the realisation of the Ultimate as jts
cause. He seems to have taken it in the strict sense of the
term ie. self-dissatisfaction, self-disrespect or self<contempt
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(SvavamZnaps). For, Dhanika, in the course of his inter.
pretation, talks of anxiety (Cinta) etc. as its Vyabhicarins,
which are impossible in o state of mind, caused by the
realisation of the Ultimate. His reason for the rejection is
that the definition of Sthiyin, as a state of mind, the
conticuity -of which is not broken either by such states of
mind as harmonise with it or even by those which are
antagonistic to it, dees not apply to it, because its continuity
is really broken by anxiety etc. He definitely refutes the
view, accordiog to which the gromnd for its rejection asa
Stbayin is its incapacity to lead to any one of the well
recognised goals of buman life. For, then, he says, we will
have to reject Hasa etc. alse to be the Sthayins, 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 Sthiyin of Santa. Any one of
these if presented in the context of a situation different
from that to which Srbgars etc. are due (Le, 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
srouse & different zsthetic experience, called Santa. Thus,
uninterrupted devotion to the Self, to the exclusion of all
the rest, may be the means to liberation, Hence Rati may
be presented to be the Sthayin of Santa. Utsaha etc. also can
similarly be treated. Their view is supported, its exponents
maintain, by the Gits, which says “Yadcatmaratireva syat™
The view that such Vibhavas were meant 1o be introduced
in the context of Ratiete. "is attributed by the exponents of
the theory to Bharata, who, they hold, implied them by

the use of the word “Adi” at the end of the enumerated
Vibhavas.
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Abhinava criticises this view as follows :—

This means that there is no defimte Sthayin of Santa,
And multiplicity of Sthayins would involve the moltiplicity
of Rasas nlso. 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 salso will
have to be looked upon as identical, because of the identity
of their effects

3. ALL THE EIGHT TOGETHER AS STHAYIN
OF S$ANTA.

Still others hold that all the Sthayins, umfed in the
manner in which the different ingredients are unified in
the Panaka Rasa, are the Sthayin of Santa. This view also
is untensble. 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 DIFFE-
RENCE FROM THAT OF ABHINAVAGUPTA,
Some maintain that Sama, the absence of all affections

of the mind, is the Sthayin of $ants. But this view also is
not sound: because the total not-being of yearning, being
of the nature of total negation, canmot be rightly spoken of
8s o Bhavn If, however, the exponents mean by “Trsna
asadbhave” not total absence of yearning but the presence
of o state of mind, which in its nature is quite opposite to
yearning, we perfectly agree with them.

DHANANJAYA ON SAMA AS STHAYIN OF $ANTA.

He holds that though Sama as the basic mental state
of Sants may be presentable in poetry; it is certainly not
presentable in drama: because drama is primarily meant
to be presented in action, Such a presentation, however,
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is not possible in the case of ama, because it consists in
cessation of alf activities.

According to him, there is no drama wherein Sama is
represented to be the basic mentel state. The position of
those who maintain that in the Niganande, a drama from
the pen of Harga, Sama is the basic mental state, is, accord-
ing to him, untenable: (i) because such a view js inconsistent
with the love for Malayavati and the sttajnment of sovere-
ignty of the Vidyadharas: and (i) because there is no
instance of a drama, wherein 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, He holds that in the
Naganands, the basic mental state js Dayavirotsaba : because
only in relation to such a Sthiyin, the erotic asthetic
configuration can occcupy a subordinate position and also
because with it alone attainment of sovereignty harmonises,

ADDITIONAL REASON FOR UNPRESENTABILITY
OF SAMA.

According to him, Sama, the basic mental state of
Santa, atits highest pitch, is not presentable, For, sucha
state of mind is reached only at the final emancipation,
which consists in the merging of the individuel into the
Unwersal. It is a state, which, nccording to the well known
suthorities, 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 p ion of it is, therefore, poss.
ible. Even if it be somehow presented, no asthetic experi-
ence from it is possible. For, there is no person possessed
of the necessary wsthetic susceptibility for Santa.

If, bowever, Sinta be identified with the means of
attaining it, such as Mudita etc., it implies the admission
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that the zsthetic experience of Santa Qoes mot jaovolve a}
state of mind distingt from those involved in the first four *
primary Rasas such as én‘:gita ete. Therefore, the nature
of its experience being included m those of the fitst four,~it
does not require a separate statement.

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

THE VIEW OF $ANTA BASED ON ANOTHER
CONCEPTION OF $AMA.

Still others, who have noticed the verse of Bharata “Svarm
Svarhy 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 fo the specific
causes e.g. Srigara 15 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, Abbinava says, is not very different from
his own. There is just o slight difference. It consists
in the fact that while, according to the opponent, it is the
sbsence of affection preceding all affections: according
to Abbinava, it s the freedom from affections consequent
on the destruction thereof. The latter position is sound

inasmuch as it has the support of Pataiijali who says
#Vitarage joemadardanat”,

ABHINAVAGUPTA’S THEORY OF $ANTA,

Santa is @ state of mind or Buddbi, It coosists in the
continuous flow of the cwrent. of. pur Sutyn., nasfastly
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 ag
objects of human pursuit,
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2. Indifference to the worldly objects.

3, Coscentration 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
Saitva in the background.

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

8. Realisation of rejectability of Buddhi.

9. Merging of pure Buddhi Sattva into its erigin L e
its being reduced to a mere residual teace.

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

11, Attainment of the state of total unaffectedness
(Asamprsjiata Samadhi).

Thus when a Yogin is in Asamprajista Samadbi, he is
Santa inasmuch as his Buddbi Sattva, which has now
merged into its origin and is, therefore, no better than o
mere residual trace, bas continuous uninterrupted flow of
pure Sattva,  Blis Baddbi is perfectly free from the impurities
of Rojas and Tamas ss well as from all external affections

hat: , not excluding the affection by the Z
of distinction between the pure Buddbi Sattva and the Self,
Continnity of this state depends on the depth of the effect of
Asamprajiata  Samadhi! on its continuous
practice, It is a stage in the Sell-realisation, which im-
mediately precedes Kaivalya, the perfect Self-renlisation.
1. Y8, (Bb, V.) 123,
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SANTA IN PRACTICAL LIFE.

The continuous flow of the under-current of the pure
Sattva in residual trace (Qénta) is possible only so long as
the Asamprajiata Semadhi 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 10 the same manner even after the Samadhi has been
broken aod 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 ordigary man
in practical life.

THE HERO OF $ANTA RASA.

The zsthetic 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 Drams, however, is
primarily concerned with the presentation of sction. Sants,
therefore, being cessation of all physical and mental sctivities,
does not admit of dramatic presentation. Hence some have
rejected Santa as the ninth Rasa,

Abhinavagupts's exposition of Sants is based on deep
insight, close study and practicsl experience of Yoga.
According to him, 8inta js never to be presented as the
principsl Rasa. It has always to occupy s subordinate
position to either $riigara or Vira. For, Bharats enjoins
that in Nataka such action only 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

1. Y.8, (Bb, V.) 205,
31
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bring abont identification of' all élusses of people, But if so,
the question arises: *Where is the room for the presentation of
Santa 7" His reply is that o dramatist, who intends to
present Santa Rass, has got to be very careful in the
choice of the hero of the piece. The hero oughtto bea
Yogin, who has practised Assmprajidta Samadhi and is
at the stage, immediately preceding the Kaivalys, the
perfect Self-realisation. For, such s hero will naturally
have the low of the current of the pure Sattva (Prasanta
vahita) even after the rise from Samadhi. The dramatist
has to.take further care to choose only that portion of
hero’s lfe for dramatisation wherein the flow of the
current of pure Sattva in the residval trace is temporanly
checked by the revival of the residual traces of the objective
experfence; when he lives the life of s practical man
pursuing & practical goal. In such a presentation Srhgara or
Virs is related to $ants 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 nttainment, the former has necessarily
to be presented as thz Sthaym. The realisation of the
Ultimate is rothing but the realisation of the Self. Inthe
senlisation of the Self, the latter (Self) does not appear as
o distinct nbject,‘ as in the case of the objective cognition
through senses at the empirical level. This point is dis-
cussed in his y on “Matra daste” etc. (Bh. G.
Ch. 2, V. 15). The word Tattvajiana, therefore, according
to him, means nothing but the Self itself as pure knowledge
and pure bliss and free from all determinate experiences.
Such Self is the Sthayin of Santa.

L A, Bh, VoL, 387




TYPES OF RASA 243

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

It should not be mentioned as Sthayin like Rati ete.
For, the latter are spoken of as Sthayms, because they are
comparatively more permanent 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 o picture is to a picture-board. The Self as such
is the most permsnent of all the Sthayins. This relegates
all the basic mental states such as Rati to the position of
the Vyablicanns. Its permanence is nstural and real
but mot parative. It is, theref y to
mention it separately in the list of Stbayins. For, nobody
includes the genus in counting the parts of a thing which is
subsumed under it

The af id argument disp of the objection that
the assumption of a separate Sthayin of Sants will increase
the accepted number of forty-nine Bhavas.

WHY IS TATTVAJNANA (§AMA) MENTIONED
SEPARATELY?

As to the question: “Why is Santa and, therefore,
Sama counted separately ?°, he replies that because it is
wsthetically experienceable in a manner distinct from that
in which Rati etc. are experienced It is separately men-
tioned for the additional reason that just as Rati etc,
in all their puiity, are experienceable at the empirical
Jevel so is not the pure Self. Even that indeterminate
experience of the Self, that a Yogin has after the rise from
Surnadhi, 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 experienceable

at the empirical level, it does not affect our position,
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Bharata! in his enumeration of the basic permanent states
of the mind does not mention all such mental states as can
possibly be represented os permanent, because oll of them
are not necessary in the tise of the accepted types of
asthetic experience.  His object in mentioning  them
separately as Sthayins is only this that they may not be
misconceived as defingble in terms of the definition of
the Vyabhicarin In the case of Sams, however, there is
no possibility of such a misconception. Hence it is not
included in the genersl list of Stbayins, This justifies the
text of Bharata which mentions the Bhavas to be forty-nine.

WHY DOES BHARATA USE THE WORD SAMA AND
NOT TATTVAJNANA?

A" to the question : “Why does Bharata substitute Sama
for Tattvajidna as the Sthayin of Santa 7" 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 sesthetic experience, nor even because
it is not fit to be presented as Sthayin; but because be wants
to point ont that Sama is not a distinct state of mind, but
the Self itself.

The case with the word ‘Nirveda', however, is differcnt.
In the context of Santa, Nirveda cannot be similar m its
natute to that which arises from such a distinct situstion
as poverty. And only that which is similar in nature to the
original conception of a word, tbough it may be duetoa
different cause, is to be rep d- by the word di
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

1. A,Bh,VolI,337, 2, A,Bh, Vol I, 338+
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to mean & very different thing from what it originally
means, is not the right word to stand for the basic mental
state in the contextof Santa. Hence it is not mentioned
by Bharata as & substitute for Tattvajiaoa.

Thus, Tattvajiios end Sema mesn the Self itselfy
because they represent the very nature of the Self. That
Sama is the very nature of the Self is made clear by the
fact that & person, who has realised the Self in all its purity
through undisturbed Samadbi, experiences Ssma even after
the rise from Samadhi, in spite of the rise of impurities in
the form of smental affections. This view is supported by
Pataijali who says “Tasya prasintavahita samskarat”
(3-10).

OTHER CONSTITUENTS OF SANTA.

As for the constituents of Santa other than the Sthayin,
Abhinava bolds that all the transient states of mind,
whether empirical or not, may be represented as its
Vyabhicarins, All the Annbhavas of the said mental
states, coupled with Yama and Niyama may be presented
as its Anubhdvas, as slso those which are spoken of as
Svabhavabhinaya in the three chapters dealing with the
Angikabhi of Upadgabhinayas. Such Abhinayas are
given the epithet *Svabhava” for the simple reason thst

Santa only is their sphere. Its Vibbavas are the favour
of the God and so on.

OTHER STHAYINS IN THE CONTEXT OF SANTA.

Rali etc. ore experienced in the context of Santa as
being on the verge of destruction. But they are never so
deeninnntl

s a

2 ¥ 37 22 i e in the context of
love in separation or even in union and so on. For, justas

in disguest, which involves a state quite opposite to that
involved in attachment, eagerness etc. are never experi
enced, 50 cannot be the growing love in Sama,
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There is, however, closer relationship between Sinta
and Utsaha, coosisting in the effort, arising from desire to
do good to otbers, and, therefore, synonymous with pity
(dayd). 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 Dayivira and others as
Dharmavira.

DISCUSSION ON RASA IN THE NAGANANDA.

It cannot be objected in this contest 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 us the Vyabhicarin, as for
instance, Nirveda in Rati, In fact, in the N3gananda, Santa
is found together with Ultsahs, as in “Ssyyadadvala” ete.
There is no condition marked by totil absence of enthu-
siasm, For, in the abszence of will and effort a person
would be no belter than a stone. And just because the
persons, who bave attained the highest peace and have
realised the Highest, have nothing more to do for themselves,
therefore, their parting with sll their possessions is oot
inconsistent with Sama.

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 repunciation are coocerned,
they have nothing to do with the protection of their
bodies. They have somshow to give up their bodies.
For, the instruction to a man of renuncistion is that he
should end ks body by falling into fire, water or pit.
The best thing for bim to do is, therefore, to sacrifice
bis body for the sake of others,

The objection that Jimatavabanas etc. have no perfect
self-control, does not affect our position,  For, what we
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are trying to establish is that they had reslised the
Ultimate. And this they had surely done; for, those
who identify themselves with their bodies and so prize
them sbove oll things, can never sacrifice them for the
sake of others as & matter of religious duty.

As regards the sacrifice of the body in the batile
field, it may be said that it is not totally selfless, For,
o warrior is prompted to do 30 with the object of defeating
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. 1, 339).

Hence all the selfless 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.  Jimotavahana etc., therefore, were men of self-
realisation. And such men, according to both Sruti and
Smrti, 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 religions merit
therefrom, have got the befitting bodies.

It cannot be said that if in the Niaginanda also
it is Vira that is primarily presented, Sinta ceases to be
a Rasa, For, the msthetic experience is possible from a
Sthayin, even when it is presented as occupying o be-
fitting subordinate position, ss for instance, from the
obedience to father's order by Rama, which occupics a
subordinate position to Vira. In the Nagainanda, there-
fore, Sinta is a subordinate Rasa, becnuse the objectives
attained by the hero are Dharma, Artha and Kama, With
this very object in view the sage, while defining Nijaka
as “Radhivilasadibhisgupaih”, has said that in  drama
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prosperity and enjoyment are to be primarily presented
as leading to ome of the two objects of human life,
Arthe and Kizma, 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 eny Jatyahgakss of
it, is not sound. Thus it is proved that in the Naginanda
the enthusiasm characterised by pity is the chief Sthayin.

That Vyabhicdrins come ju the context of Sams
eccording to the occasion, is a view, which has the
support of Patafijali, who says “Tacchidresu” etc. Thus
the view, that Sama is characterised by freedom from
action and, therefore, there can be no Anubhavss of it,
has been refuted,

No doubt Sama at its highest stage is not fit for
presentation, because then the mind is free from all
sffections. But the same is the case with Rati
Soka efc,

As ffor the identification of the audience with the
focus of the situation of Sants, there is no doubt sabout it
that those who have the residual traces of Tattvajfiana
get identified. This is supported by the authority of
"Bharata who says “Mokse capi viragipah”.

The question, “How could the wmsthetic experience of
Vira etc. be possible from the presentation of Santa ?* s
baseless. For, whenever Sams is presented, Srigira or
Vira as leading to the attainment of one of the objectives
of bumaen Lfe, hes secessacily do be presawted alomg with
it. The msthetic experience of Sriigara etc., therefore,
depends wpon thst of the Sinta. Even in the case of
Prabasans, wherein Hasya is primarily presented, the



TYPES OF RASA 249

experience of Hasyn depends upon that Rasa which
is presented along with it,

Thus the existence of Sints Rssa is established in
every way.

MANUSCRIPT AUTHORITY.

The view that Santa is the ninth Rasa is supported by
old manuscripts wherein after “Stbayibhavan rasatvamupa-
nesyamah” Santa Rasa is found defined ss “Sioto pima
Samasthiyibbavatmakah” etc. Experience of every Rasa at
the highest level is very much ke that of §anta. For, it is
nothing but the experience of self, free from all limitations,
And Santa is nothing more or Jess than that. The empirical
abizcts are never the conteats of xsthetic experience, because
it consists in the predomi of Self. i free
from all limiting conditions. This freedom comes from
freedom from objective affections. The difference between
Sinta and other @sthetic experiences at the Kathartic level is
only this that in the latter case the self is affected by the
innate tendencies such zs love etc. It is just because Santa
is involved in all Rasas that it is mentioned by the sage first
of all,

THE NATURE OF ESTHETIC EXPERIENCE OF
SANTA,

Justt as the white string, whereon gems of different
kinds nre loosely and thinly strung, shines ioand througb
them, so does the pure Self through the basic mental states
tuch as Rati and Utsaha, which affect it. The msthetic
experience of Santa, 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 Ubiversal. It is the

1. A.Bh, VoL I, 341
32
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experience of Sell 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, universilised, is responsible for
the srousal of & mental condition which brings the transcen-
dental bliss.

DIVISION OF RASAS INTO TWO CLASSES.

Srﬁgiru and Karuga belong to a type of Rasa, which i¢
distinct from another type, to which Hisya and the rest belong.
The distinction is based on the difference of relation of the
sesthete with the situation in general and with its focus in
particular, For, love and grief in the context of the domestic
life have an object which cannot be a common object! of the
said emotions to many who do not belong to the family : and
in the case of the members of the family also they differ with
the difference in relation to the object or rather the person.
For instauce, Sita could be the object of sex-love to Rama
only, but not to sny man in or outside the family, Swilarly
the object that arouses grief cannot serve as the cause of grief
of the same intensity to all, because it depends upon a parti-
cular individual relation to the object. Tbe case with the
rest of the emotions is different. The objects, which arouse
laughter, fear, anger, disgust, enthusissm and wonder, are
such as do not presuppose a particular type of individual
relation with themselves of the persons in whom the emotions
are aroused.  Of course they presuppose the Recessary mental
tendency, Thus, for instance, e ridiculous object does not
presuppose a particular relation of the percipients with itself
in order to excite their laughter. Therefore, it canbea
common stimalant of laughter in many, possessed of the
necessary tendency.

1, A.Bh, Vol 1,318,
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N
In the context of the dramatic art the artistic pr'es‘entstion
of the situation with a focus, howsoever realistically presented, ’
therefore, presupposes complete identification of the ssthéte
with hero for the rise of the msthetic experience of the
emotions of love and grief. Accordingly it is admitted that
the experience of love or guef in the spectator, that arises
from the presentation of these emotions on the stage, is some-
what different from the experience of these emotions at the
emprrical level. This distmetion is pointed out by Bharata
himself in the following statements :—

#Srigara arises from the basic emotion of Love” (Srigiro
nima ratisthayibhavaprabhavah) and #Karena anises from the
emotion of grief” (Karuno nama Sokasthayibhava prabhavah).

That he meant to draw such a distinction is made clear
by the use of a different expression in defining other Rasas,
in which the wmsthetic experience of emotion is essentially
identical with the empirical experience of it at the initial
stages. For imstance, m defining Hasyan Rasa, he says
“Hasya is essentially identical with the basic emotion of
laughter” (Hasyo nama hasasthdayibhivatmakah), Similar use
of the expression “essentially identical with'” (Atmakah) as
distinct from “arises from™ (Prabhavah) occurs in the defini-
tions of all the remaining six Rasas: eg. Raudro nima
krodhasthayibbavatmakah).

The view that love and grief as w®sthetically experienced
are different from those empirically experienced at the initial
stages seems to be based upon the fact that identification,
howsoever complete, does not mean total disappearance of
the distinction of one that identifies. fram, that. with, wham, ha
identifies. The difference between the experiences and
capacities of the identifier and those of the identified is
logical. It is on the ground of this difference that the
Vedantin ssserts that o spiritualist (Yogin), who has realised
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bis identity with the ‘Absolute (Brahman), attnins the super-

natural powers, excepting those of creating, maintaining and,

annihilating the universe {] agadvyaparavarjam, 4-4-7-17).
BASIC AND DEPENDENT RASAS.

Bhatats admits four Rasas to be basic inasmuch ss they
are the causes of the other four, which are dependent.
The dependent Rasas owe their being to the basic, Thus,
from &rhgara, Raudra, Virs and Bibhatse, Hasya, Karups,
Adbhuta and Bhayanaks spring respectively. The causality,
however, 15 of two distinct types. Hasya arises from the
simitation” i.e. presentation of love in an unbecoming situation :
in other words, presenting o person falling in love with one
who is so unequal in age, physical beauty, social status etc.
that he reduces himself to & laughing-stock. Accordingly the
mimetic changes and transient emotions thit he shows excite
nothing but laughter. The basic mental state or emotion of
love that is presented 1n such o person is not strictly the
basic from the point of view of the spectator, because it is
unbecoming of the man. On the contrary, it is transient
emotion, because the basic emation in spectatar is laughter.
It appears to be very much like the basic and consequently
there is the sstbetic experience of unbecoming love ins
manner different from that of the becoming, in which the
lover and the object of love completely merge it each other
and the spectator experiences this 1dentity through identifica-
tion with the focus of the situation, In the case of the pre-
sentation of unbecoming love, there is no identification with

the focus of the situation, because of bis doing something that
is nnbecoming.

Ravana’s love for Sit3 is a .very good illustration of
the unbecoming love. Here the love is unbecoming, because

it is not consistent with the principles of morelity to uttempt
to violate the chastity of another’s wife under the influence
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of the pession; and because there is very great inequality
in respect of age, social status and personsl beauty. His
love, Bowever, appears to be genuine, because he is not
convinced that Sita hates him or is extremely indifferent and
irresponsive.  For, 1n that case the love would disappear. And
for the rise of love in a person like Ravana it is not necessary
to koow for certain that the object of love has deep affection
for him, For, love in such a person is due to the extremely
infatuating nature of the passion, which makes him mterpret
wrongly the action and bebaviour of the ohject of love,
exactly as o person with needy attitude mistakes & brilliant
piece of mother of pear! to be silver,

Although his expression of love, taken in isolation
from the situation, gives nse to the idea of love and
does not arouse laughter, yet when teken together with the
situation, the focus of which is Sita, the mimetic changes
such as flow of tesrs and the transient emotion such as anxiety
and feeling of helplessness which do not become his age and
natural disposition, constitutes the ssthetic cause for the rise
of wsthetic expertence of laughter,

Zsthetic experience of laughter is due, not only to the
presentation of unbecoming love, but also to that of any other
emotion, the rise of which does not fit in with the object by
which it is presented to be aroused, nor with the age and
natural dispositton of the person in whom it 1s presented to be
aroused, Even the presentation of $ants Rasa can be the
sesthetic cause of laughter, if a person be presented to adopt
something as & means to salvation, to which it can never
lead.?

The presentation of Hasya Rasa by holding op the rise
of an unbecoming emotion to ridicule dissuades the spectator
from letting the emotion rise in & wrong situation.?

1. A,Bh, Vol.1.206-7. 2 A,Bh, Vol. 1,207,
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ANOTHER' KIND OF CAUSALITY OF ONE RASA
TO THE RISE OF ANOTHER.

We have shown in the preceding section how the presen-
tation of an zsthetic emotion, which does not become the age,
social status and natural disposition of the man, affected
with it, in relation to an object in a situation, in which its
rise is not ethically and socially justifiable, gives rise to
esthetic experience of laughter, Another way, in which the
presentation of one Rasa Jleads to anotber, is that in which
the basic emotion, which 1s the main constituent of a parti-
cular Rasa, creates a situation which becomes the zsthetic
cause of the rise of amotber emotion, which is the chief
content of another Resa. This other emotion may be aroused
in another person or the same person whose emotion has
created a situation,

Thus, Raudra Rasa, the essential constituent of which is
the emotion of anger, which works hevoc and, therefore,
creates a situation which gives rise to grief in another person,
whose friends and relations it destroys and, therefore, leads
to Karupa Rasa, the essential constituent of which is grief.
In the Venisamhars, for instance, the effect of the wrath of
Bbims, the killing of Du$$asana, is presented to arouse grief,
the basic emotion of Karupa Rasa, in Duryodhapa,

Although Bharata apparently ‘seems to present one of the
basic Rasas to be the cause of only one dependent Rasa, yet
Abhinavagupta interprets the statement of Bharata so as to
show that ope primary Rasa is the cause of many dependent
Rasas. Sienlarly, as we bave already sbown, he holds that
the sthetic experience of laughter is caused by the presenta-
tion of any of the basic emotions, whick forms the essentisl
constituent of any of the eight Rasas including the Santa.

1, A.Bh, Vol I 297,



TYPRES OF RASA 255

According to him, therefore, not only the esthetic
experience of wonder bntalso that of fear is aroused
by the effect that heroism produces. Thus in the Veplsathhara
the killing of Visasena by Arjuna, sight in the presence of his
father, Karnas, is presented as the ceuse of fear in Dhrtarasgea.
It expresses itself i Ius attempt at dissuation of his only
living son, Duryodhana, from going to the battle field, couns
ting on the assistance of Karpa.” In fact one of the nims
of the person with heroic tendency is to strike terror 1n the
hearts of rank and file of the enemy.?

The other Rasa, that the Vira Rasa gives rise to, is the
Adbhuta, os directly stated by Bharata himself, For, the
beroic person? aims ot doing not only what arouses fear in the
dependents of the adversaty but also what excites wonder of
both friends and foes alike. DBreaking of the bow of Siva by
Rama in the self-election marriage (Svayathvara) of Sita is a
famous instance of this.

The difference between the causality of Raudra to
Karuga and that of Vira to Bhaylinoka and Asbhuta is that
in the Intter case the hero aims at producing fear and wonder;
but in the former case his aim is not the production of
grief but destruction only.t

IDENTICAL NATURAL TENDENCY NECESSARY
FOR ALESTHETIC EXPERIENCE,

Esthetic expetience is recognised to be of eight types,
on the basis of eight different basic emotions, every one of
which is separately recognised to be the ch; istic aspect
of n separate type of wsthetic experience. Thus love is the
chief characteristic aspect of zsthetic experience of love,
called §rr’1g.’:m ; and snger is that of Raudra, Sintais on a
different footing.

1. A.Dh, Vol I 203. 2. A, Bh, Vol I 203,
3 A.Bh, Vol 1,203, 4 A.DBb, Vol L. 278,
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Bnot msthetic experience of each type presupposss a
tendency identical with that of the character in and throogh
whom it is presented. Feor, the zsthetic experience is due to
the identity of the conditions of beart and mind of the
spectator with those of the focus of the situation and =0
partial or complete identification with him!. Hence, for
jostance, the msthetic experience of anger at the artistic
presentation of it in persons with demonie tendency or demons
themselves, is possible in such spectators as are domineered .
over by ‘Tamas’ and consequently are of easily excitsble
temper.

1 A.Bh, Vol L #34,
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ABHINAVAGUPTA'S THEORY OF MEANING.
LANGUAGE AND ESTHETIC CONFIGURATION.

, fBsthetic configuration has been described in the
preceding pages 8s & configuration of the emotive situation,
the mimetic changes, the transient emotiops and the basic
mental state, not as they are ordinanly met with in every
day life, but as they figure in o poetic vision. The consti-
tuents of the configuration in the poetic vision differ from
those of daily experience, because of their ideality. Language,
by consent, is admitted to be more expressive
than paint, lime or marble. Hence Indian astheticians
from s early o time as that of Bharata have acknowleged
it to be the only medmm of externalisation of a poetic
vision. The stage, with its scenic arrangement and
presentation of different actors in proper form and with
necessary accompanying mental ststes, simply serves to
clarify the meaning of what they speak with proper accent,
intonation® and empbasis,

The question that will naturally arise here in the
reader’s mind is “\Vhat is that in the poetic vision, which no
other expressive material can externalise and why is it that
language afone can do sa ?”  And the reply is, that it is the
ideal element in the poetic vision, which no other expressive
meterisl can express, at leastso well as can the language.
And the language is capable of doing 5o because of its sugges-
tive power, the power that conveys the suggested or spiritusl

ing, the ing which rep the very soul of the
poctic vision and without which the presentation would be
L X.8., 109

33
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like 8 body without the enlivening soul. This meaning and
the power of langaage that gives rise to it, both are techni-
cally called Dhvani.

, We shall discuss this topic in detail uoder the following
besds :—

1. History of Dhyani.

2. Distinction of the suggestive power of I
from its other two powers, namely (i) the power to convey
the conventional meaning and (i) that to convey the
secondary meaning.

3. Its distioction from the expressive power of
different figures of speech (Alsitkara).

4. Justification of its independent being.

5. The essential nature of the constituents, supplied
by the suggested meaning to the =sthetic configuration.

6. The necessity of such constituents for emsthetic
experience,

7. lis different varieties.

HISTORY OF DHVANL

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 Jinguistic expression’in general, 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 asapurely
linguistic problem. It was only about the 8th ceatury A, D.
that it was taken up as a poetic problem,

Poctics is an embodiment of the discoveries of the ways
and means of the linguisti jon of the ideal content:

of o poetic vision, for which the conventional language is
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insdequate. The progress of this science has, therefor®, \
been marked by the discoveries of more nnd'rﬁore ways and: \
means of this typefof expression. It began. with the disoove\’y'f- i
of some figures of speech, They have tb'e? \capacity :b[
adding to the conventional image certain attributes, whidh
it lacks, by putting one conventionsl 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 ing of the a panying word is joined
with that of the “main” which is necessary for the com-
pletion of the incomplete image, conveyed by the conven-
tional meaniog of the latter. The two mental imsges fuse
together and so completely represent that aspect of the
poetic vision, which the conventional meaning is inadequate
to represent. In simile, for imnstance, 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
nppearance of otker things is inhibited by the word *Jike”.
These attributes fuse with the “face’ and thus add to the
latter the element that it Iacks standing by itself, and
make the figuration exactly pond to the image
of the face in the poetic vision.

Every discovery of such means marhs 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 Bharats talks,
to 124, ss discussed by Appays Diksita. The discovery of
the power of fangunge, whick arouses the suggested meaning,
js the last contribution to the science.,

1. N.8,208. —-
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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
earfiest times, though it was not recognised by early literary
critics.  And, what is more, its existence, even when pointed
ont by later critics, was denied by those who followed the
earlier school of hterary criticism.

Tke Ramayans by 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 Ramayana, the incident which was responsible for the
poetic inspiration and consequent utterance in well formed
mefre. It s as followes :—

Once Valmiki went to the tiver, Tamas3, 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 hel was
roaming about in the forest, he saw o couple of birds, called
Krsufica in Sanskrit. It was mating season for them.
They were, therefore, enjoying smorous sport. As the
sage stood gazing at this interesting sight, Lo ! there came
an arrow from behind and killed tbe male bird. What &
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.
tiess, changed her twitter into shriek. The pleasant sight
was, in & moment, changed into o pathetic one. The

1. V.R, 172,415,
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change was so sudden and touching that the sage could
not but be moved by it. He was moved and moved to
the very depth of bis beart, His basic mentsl state of
grief wus sroused. He was so touched that he completely
forgot himself and was for the moment completely identi-
fied with the helpless sorcowing female. Then spontapeously
flowed forth the expression of grief as follows : —

“Hunter, msy you never get any peace, You have
Lilled one of the pair of Krauiicas in the state of in-
fatuation with love.”

Here the following questions may be raised :—

1, How can Valmiki’s experience be called *szsthetic
experience” ? For, it is due to the facts of nature and
not to a work of srt, presented in any artistic medium, such
ss paints, lime, stope, musical sounds or words of o
language #

2, If Valmiki identified himself with the female
Krauviica, how is it that this identification did not find
expression in words such as female Kraufica would bave
spoken 7 Why did he say “You have killed one of the pair
of Krauficas” and not “You have killed my mate” ?

3. Are there any texts to show that these objections
had been nnticipated and answered ?

In reply to the first question we may say that the view
that msthetic experience is possible from a work of art
and npot from nature (Nitys eva rasab na loke) refers to
actor and spectator only and not to the artist himself.
The original experience of an artistic genius, which ke
represents in 8 work of art, is not from art itsell.
It is from a fect of life and nature, which the genins
transforms into an ertistic fact with his imaginative and
other gifts, That this is the view of Abhinavegupta
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himself, is made clear by his use of expresions #Vibbaya"
and #Anubhava” for the directly perceived, in the following
statement 1—

“Sa eva tathabhd thavatadutihak dadyanubha

carvanayd hrdaya sadivads tonmayibhavana kramadssva
dyamanatim pratipannah,” Dh.L., 27.

This view is further supported by the admission of
Indian sstheticians that the experiences of the poet, the
sctor, representing the hero of the piece, and the wmsthete
are identical. If the experience of the poet olso 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 superflucus.

In reply to the second gquestion we may say thst
wsthetic experience involves universalisation. In it the
individuality of the focus of the situation also disappears.
The expression “my mate” would bave been indicative of
the individualty of the focus of the situntion being in tact.
Hence 1t is substituted by “one of the pair of Krauficas™,
which is more genersl than “my mate™.

In reply to the third question we may ssy 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, overpowered
by grief, could not be other than this,”

The above nerrative makes the following two points
clear :
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1. The inspired poetry is an expression of a basic
mental state, aroused because of identification with the
focus of the situation.

2, In the uttermnce 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, dos not contain any direct expression
of it jn the conventional linguage. There is only a
suggestion of it.

He speaks, not &s Valmiki, but as female Krauica
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 tbe *irrecover-
able loss of the peace of mmd. He looks upon the
hunter as the author of his perpetusl grief. He feels
his belplessness against the enemy. And, therefore, in the
characteristic manner of a widowed woman, whase husband
has been killed, in the course of amorous sport with her,
by & cannibsl simply because of his cinmbalistic tenden-
cies, he curses the hunter with & lot very much worse
than his own.

Thus we find jo the nforesaid lines of Vilmiki 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
Dhvanikavya, because of the presence of the suggested
or spiritual meaning therein, This mesning, in different

s is yed by a full a phrase, a word
or even a particular affix to it, as we will show Iater,

The exponents of the theory of the suggested meaning,
therefore, maintain that the basic mental state has been the
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most important facter in poetry from the earliest times and

that it has always been conveyed through suggestion.

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
d'ne‘theory of ths spiritus] meaning of the poetic langusge
maintain (i) that the fact, which they account for by
their theory, is the soul of the poetic prescntation ; (ii) that a
poem without this element is like & body without soul; and
(ifi) that this fsct constituted the essential element of the

- first utterance of the first classical poet, Valmiki, and has
slways cliaracterised the poetic works of all the subsequent
poets of repute.

Who was the first person to discover this distinctive ele-
ment of the poetic experience ? We have no evidence to answer
this question.  Bet it would not be urreasonable to suppose
that the distinctive element of the poetic experience was
veguely marked by some one, possessed of the power of
poetic visnalsation (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 differed from him. )

Thos the comrove'rsy must heve sumed. ‘This is the

babl lanation of its r jon as identical with

the secondsry meaning by Udbhsta snd Vamana in the
later half of the 8th century.

THE CHIEF EXPONENT OF THE SPIRITUAL
MEANING OF LANGUAGE OR DHVANI,

Asinthe case of the msthetic experience ar Rasisvads
soin that of the spiritual meaniog or Dhvani, Abhinava’
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has spoken most logically and has been foll;v&zd by all
the subsequent writers in the field of Sanskrit poetics.
No doubt Mahima Bhatts, who was probably a'younger
contemporary or immediate successor of Abhinava; wrote
the Vyakti Viveks, in which he does not accept Abhinava's
view. But nobody .bas taken him seriously. The resson
why Abhinava’s theory of the spiritual mesning 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 spiritusl meaning, as we
understend, according to its psychological analysis by
Abhinava, is so different 1 its essential nature from those
of the conventional and the secondary mesnings, techni.
cally ecalled Vacyartha and Laksapikdrtha respectively,
that it is impossible to identify the former with either
of the Jatter.

‘Thus we find that the history of Dhvani covers
o period of about three hundred years, ie. from about the
first half of the 8th century A.D. when some predecessor
of Udbhata discovered the suggested or spiritusl meaning
for the first time, to tbe middle of the 1Ith Century
AD. when Mahima Bhatte made & futile attempt to
demolish the theory of Dhvani.

It was during this period that Awanda Vardhana
wrote his famous Dhvani Kariki and a commentary on it,
He was the first to give a systematic form to the theory
of Dhyani .Ahhineve’s sontubutine fo this theary cansists
in offering psycho-philosophical planati We are
attempting the problem of msthehcs primarily from the
philosophical and psychological points of view. We hive,
therefore, to refer to Abhinavagupta more often than to
Ananda Verdhans, We find the material for our work

<34
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almost exulusivelyrin‘the Locens, we have accordingly
represented Abhinava, as the chief exponent of the theory
of Dhvani. We do not, however, mean to minimise the
importance of Ananda Vardhana, but for whom probably
there would have been no Abhinavagupta’s theory of
meaning, Just es probably there would have been no
Monistic Vedanta of Saikars, but for Badarayana's
Vedﬁntn Satra,

* The writers of this period can be divided into three
groups as follows :—

1. The supporters of the theory.

2. TIts opponents,

3. Those who considered™it to be identical with
Laksanal :

Among those of the first class are included also those,
who believed that there was something like Dhvani, though
th'ey conld not properly define it.

Before the writer of the Dhvani Karika, there was no
book presenting the views of either the exponents or the
opponents.® This, however, does not mean that the
esaglier thinkers of Sanskrit poetics had no idea of Dhvani.
The fact, on the conirary, is that the theory was well
formulated ond had its opponents too, long before the
time of the Karikd, but all that was simply s matter of
oral tradition, handed down from genération to generation ¥
The thinkers of the third school, in marked contrast
with _the above two, more or Iess, récorded their views
in the books, which we still possess. “To this class belong
such early writers on poetics as Bhatta Udbhats and |
Vamana! The view of the school of opponents "also
had begun to be systemstised before Ananda Vardhana

1. Dh.L,3. - 2, Db L, 3.
3] Dh.L,8, . . . 4 Db.L,1d.
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wrote his works, &s is apparent from a guotation, attributed
to & poet, Manoraths, who, according to Abhinava, wwas
Ananda Vardhans’s contemporary,! But it appears from
Abhinava’s wording that only stray verses were writtén
by one writer bere and apother there, and that there was no
book p ing the opp ' views sy ically. For,
he seems to have purposely used the word #Sloka”,
It was only after Ananda Vardhana's learned exposition
of Dhvani in his Dbvanyaloka, that there appeared two
books of the opponents’ school, one from the pen of
Bhatta Nayaks, whom Abhinave so much criticises, and
the other from that of Mahima Bhatta, who was probably
Abhinava’s of yonuger porary.

THE THEORY OF MEANING BEFORE THE
ACCEPTANCE OF THE THEORY OF DHVANL

Before the theory of Dhvani was finally established
by Abbinava, only three powers of language were admitted.

1. AbhidRalakti or the power of word to arcuse a
conventional image of an object in the mind of the
hearer, because of the age-long sisociation of that parti-
cular set of soueds with that image.

2. Tatparya$atti. The individua! words of a seiitence
arouse individual . images completely cut off from one
another, In the speaker’s mind these images, of which the
words are symbols, are connected ivith one onother ina
certain way. .This relation is partly indicated by various
vase terminations and other affixes. For instance, whena
man says :—

“Potter makes & jar.”
«Relalah ghatat karoti.”
1. Dh.L.,8. .. . .




268 - CHAPTER V '

the relation of.jar with the potter's act of making is
indicated by the case termination “am” in Sanskrit,
though in English this is indicated simply by the position
of the word, This relation is the relation of an object
with the subject, the potter, Now & further question srises :
“How is this relation related with the jar 7 Therefore, the

. followers of the Nyaya philosaphy and the Bhatta Mimad-

. sakss maintain the additional power of the word, namely,
the Tatparyadakti, that is, the power which establishes the
relation of objectivity with the object (vrttits) and similar
other relations necessary for the corception of the ideas,
conveyed by different words of a sentence, as a united whole.

It may be added here that some philosophets, the
Prabhakaras for instance, mmintain that the conception of
such a power' of words is unnecessary. Hence they are

boically called Anvitabhidhinaviding as distinguished
from the Naiyayikas and the Bhatta Mimarhsakas who are
called Abkititanvayaradins.

3.. LaksanaSakti or the secondary power of words. Ofted
we find in the existing literature linguistic constructions,
which convey a complex” of ideas, which the two aforesaid
powers of \vm:ds canpot explain. The following illustration

+  will glear the point in bapd :—
B

Gangayam ghosal |
 (Hamlet on the Gunges)

+ Here the aforesaid powers of words, Abhidhd and Tat-

parya Saktis, are «too insufficient to arouse the intended

. complex id;a in the hedrer’s mind. The former power will

asouse the image of the curremt of woter and that of 8

* bemlet, for which the words Gifga and Ghoga stand

respectively : and the latter (Tatparyadakti), together with
1. K.P., Comm., 6.7 and K. Prad., 20, , CEEN
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the case terminations, will put the two images in the
necessary relation. But the complex would be & meaning-
less jumble of ideas and not a harmonions whole, because
it would stand for what in actual experience is not possible.
For, a hamlet cannot exist on a current of Water. Such
sentences are, however, found m the standard works, not
only in Sanskrit but in ether languages also. And tradition
finds s meaning, ard a good one too, in them. For
instance, when the aforesaid sentence is used, it is under-
stood to mean that the hamlet is situated on the basck of
the Ganges and that it is cool and holy. To explain this

the third power of words, the Zaksayalokti, is postulated. '

When =ome such words ‘are intentionally wused as do not
arouse a i lex of

ings in the mind of
the besrer by means of conventional power of language s
on the contrary, the meaning of one opposes that of enother;
under such circumstances the function of the secondary
power of language (Laksapasakti) is to arouse such sdditional
ideas as are necessary to put them in harmonious relation
ahd to reveal the purpose of such use by the spesker, Thus
the additional ides of the bank, aroused by this power,
removes the lack of harmany ; and the purpose of the spea-
ker in using such construction is understood 10 be to convey
the idea of wolnefs and holiness of the hamlet.

AN ILLUSTRATION OF DHVANL

Thete is 2 garden on the bank of river Godavarl.
It is far from’ public haunt. A pair of lovers fixes it
for a secret meeting at & particular time, Oge of the
pair comes to this plucenlmle before the fiyed;time. She
sees n religions minded iman going sbout here to collect
flowers for worship. His sight .js not qmte welcome. She

L B.D 6.8, T
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wants to drive thim nwuy without letting him know ber
intention.

A feroctous dog used to be kept Here. She knew that
the man was very much afraid of it. This dog, for some rea-
S6n, is away from this place She cleverly tries to explain
the absence 5o as to scare him away ﬂqd says ;—

, O religious minded man ! You can now rosm freely
over this place. For, the dog, of whom you were so afraid,
has been killed to-day by the proud lton, who, as you know
very well, lives in the impervious thicket on the bazk of
Godavari.”

1t is not difficult to understand what meaning such &
statement will have to such & person, as above described.
Will the man, who fears a dog, freely move about at 2
place, where a lion, which has given a positive proof of his
ferocious nature by killing the dog, is abroad? Will ke,
after hesring the above statement, stay on in the garden,
or will be run away as quickly as possible? If the latter,
is it not because of the negative meaning understoad by
bim in a positive statement ?  And if 50, the question arises:
«“Why does = positive statement have a negetive rheaning 7"
‘The exponents of the fourth power of the langusge maintsin
that the negative mesning, which the hearer gets, is due
to Dhvani. In the following pages. therefore, we shall
altempt to explain how yielding of such meaning by the
cannot be lained_by the af id ordinarily

accepted three powers of lnngnnge.

In Sanskrit the statement is worded as follows swe "

Bhrama dbarmika visrahdhal -
Sa Sunakedya mantnstenn M
Godavarikalal asing drptasicih

* . “Dh. L., 16.
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Can Laksapa explain the negative meaning, eonceived by
hearer on hearing the positive statement under discussion 2

The opponents of the theory of Dhvani maintain
that it can, as follows :—

The statement contains expressions such as “proud
tion” (dptasiaha) and  “religious man®  (Dbarmika).
The meanings, coaveyed by these, cannot be so related as
to form a harmonious whole, if they be associsted with
positive assertion “roam about freely”. For, how can a
religious man freely end fearlessly raam abaut at a place
where o lion has come 1n place of the dog, which he used
to fear, and has given a proaf of his ferocipus nature
by killing the dog? The incongruity in the ideas so
conveyed will, therefore, by ths force of Laksapd, 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 classical
instance of Laksand “Gaiigdyam Ghosah" and (il) the
one, under discussion, together and see tf the impossibility
of any harmonious mutual relation of the ideas, conveyed
by them, 15 the sume jn both the cases. No doubt if
is impossible to relate the lhamlet with the current of
water in terms of the relatton of location and located
(Adbaridheyabhava). But can any body say thst the
roaming about, of pious Brabmapa is equally. impossibl
when the dog, of which he was afraid, has been killed ?
Are the primary meanmngs, as they arise’in the canscious
ness after he{uing the swords, as impossible of being
put in & bharmonious relation as Gabgiyam and ghosah 7

1. DL, 10,

N
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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, o explain how a negative
mesning arises from a positive assertion,

REVIEW QF THE POSITION OF THE QPPONENTS
OF THE THEORY OF SUGGESTED MEANING,

The various postic theories in general are the resnlts
of a critical study of existiog hterature. The creative
period in every lterary history precedes that of the
critical study, for the simple reason that critical study
requires facts and they are supplied by the creative minds.
As the facts are studied more and more thoroughly and
from different points of view, more and more accorate
conclusiops sre reached. Accordingly different theories
are formulated, one jmprovirg wpon another, according ss
they are based upon new facts, discovered by their
exponents, as & result of more intensive and extensive study
with different intellectusl equipments and gifts of nature.

But when a theory is formulated by a genius, who
discovers certain facts uoknown before and reveals them
to others, who sare less gifted than himself, he gets a follow-
ing. ‘Thus a tradition is formed and is followed till a greater
geolus comes, fiods out fresh facts and formalates a8

* theory which, though apparently differeat from thase of his
predecessors, is yet simply an jmprovement upon theirs,
inasmuch as it has to take those facts also into consideration,
on which the p‘rev’xous theories were based. Thus every
Iatec writer is substantislly helped by the discoveries of
the easlier workers] in the same or similar fields of literary
activity.
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Same of the literary facts, however, are not hike the
scientific ones, For, while the latter are objective and their
can be d d 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 the necessary
psycho-physical conditions and the proper intellectual back-
ground, Further, these facts, in order that they may be
recognised, Tequire an apprecistive attitude. For, woless
the mind is free from previous intellectus] biss, it is mot in
the necessary condition to see them. Hence it is that there
is aliways a great controversy whep 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 slso, long before the time of the Dbvani Karika,
But it was simply & matter of oral tradition. It had no
systeruatic form. It was probably based on insufficient
dats. The theory, as found in the Dhvanyaloka of Ananda-
Vardhags, is, however, fully developed in all details after
refuting sl the possible objections of the varions types of
opponents. It is, therefore, natural to believe that Ananda
Vardbana took wp the problem of Dhvani after all other
poetic theories, which are taken into consideration and
refuted, bad been formulated and swell blished. Appare
ently, therefore, the facts, which epabled him to give such
a fine systematic form to the theory of Dhvani must have
been of the latest discovery.

The earlier poetic theories were based wpon objective
facts acd, there eould blish tk )\

easily and
bad 8 wider appesl. The earliest opponsat of the theocy
35 :
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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. Menm’ng.
3. Attributes of words and meanings (Sebdarthagunes).
4, Embellishments of words and meanings
(Sabdarthalaikarss).

This theory represents & 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 theory of
Dhvani was able to win for itself the position of supremacy.
It had its staunch followers, who msintained that (i) either
there were no elements other than the four mentioned
above or (n)if any, they could be categarically brought
vnder Lbe above. For, the difference between other elements
and the aforesaid, could not be such as would justify their
being categorised separately. (i) But if there be really
any such poetic element, noticed by some, which is essen-
tially different from the above, that, being different from
the tradttionally recognised ones, had to be dismissed as
unpoetic and, therefore, not essential.

- These are just the three positions of the opponents
of the theory of Dhvani, who totally denied the existence of
the Dhvani element in poetry, as we have stated above.
Evidently their opposition 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 de oot
fequire any separate criticism. The establishment of the
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guggested element as the central fact in the poetic experi-
ence would naturally mean their demolition. But the
second does. It is represented by the Aladkarike school
of poetic criticism, which maintains that the poetic embellish-
ments are the most essential elements of poetry and, there-
fore, holds thst the suggested meanmg (Dhvani) is pothing
more than a subordinate element in an embellishment, called
Rasavat Alatikdra. We will deal with it i a separate
atticle, The distinctive spheres of Upamad and Rasaval
Alaiikara on the one kand and that of Rasa-Dhvani on the
other, But before downg 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 min schools of opponents
can be summarily stated os follows :—

(i) A word, in order that it may convey some meaning
to the hearer, presupposes an established convention as to
its significance. 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 besring & word, we graspa
meaning which is not qute conventional.? But that is not
the suggested meaning. That is the secondary meaning.,
Often o 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 Gadgayam Ghotak, 1o strict accordance

1, Db L, &
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with convention this means “Hemlet on the Ganges”, But
as the word “Ganges” conventionally mesps “current” and
as the existence of a hamlet on a current is not possible, the
word “Ganges" forcibly nrouses the additional, the secon-
dary meaning, the bank of the Ganges.

(ii1) 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 thoge, to
whom the words in question are intended to serve as sym-
bols. If there be no familiarity with the iden 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 & girl, too young to know the joy of conjugal life.

1t has to be pointed out here that the secondery mean-
ing also, in order that it may be conveyed ta 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 is intended to be
aroused. It may, therefore, be called lterary convention
or secondary conveption. Thus the opronents of the theory
of the suggested meaning bave been divided into the follow-
ing three classes ;—

1. Those who totally deny it.

2. Those who include it within the secondary meaning.

3. Those who maintain that it is not icabl

Those of the first class can furtber be subdivided into
the following three classes ;—

1. The suggested meanmg 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 c]dss(mamtam i i
the beauty of & literary piece consists in 1he Bouty of wor'dé? \
as sounds, and of images, simple or ca?nﬁfex that the ;‘:,:

arouse io the hearer’s mind. Beauty of both e word and e ; -
the meaning, is due to the qualities (Gupa) and he embel-*i
lishments (Alafikara) of words and meanings. N Ihey??
therefore, maintain that there is no source of hterary !
beauty other than those recogpised by them. The opponents,
who hold this view, rep the first subdivision of the

first class.

0.

l

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 hst of such sources does

not at all add any beauty to literary work, They represent
the second subdivision.

3. Stll others maintsin that if there be something,
which is ot 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 men.
tioned by them, that 15 bound to be as insignificant as the
difference between one kwnd of metapbor 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 sre five views against
the theory of the suggested meaning,

THE ARGUMENTS OF THE OPPONENTS OF THE
THEORY OF DHVANIL.

A literary work is distinguished from a scientific by its
beauty. Dhvani, therefore, in order to Justify its accep-
tance, must be proved to coniribute to the literary beauty
in some way or other. But we find that it is not admitted
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toadd to the literary beauty, For, the generally accepted
definition of poetry (Kavya) is that it is a body of words
and meanings.
uSabdarthalarirars Kavyom™ (Dh. L., 53

‘Therefore, if the exponents of the theory were to aceept
this definition, their position would amoont to nothing
more than giving the body of the words and meanings a
peculiar name “DArani”.  But if the position of the exponent
be that Dhvani, though it stands for word and meaning
yet, being sn essential element of poetry, is the main
source of a separate literary besuty, he will find it
difficult to establish the entity of Dhvani as distinct from
that of the ljterary qualities snd embellishments of words
and meanings (Sabdarthagunaladkara), The literary besuty
lies either in words snd 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 eould distinctly
be refersed to by the word Dhvani.

As for the diction (Vytti) 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 resson it
is that in Bhamaba's work this word is not found. And
aithough Udbhata uses it, yet be also does not imply thereby
anything very distinct from verbal embellishment, And
the style (Riti) also is vothing but & harmonious blending of
such literary qualities as are necessary for the production of
the intended affections of mind (cittavrtti), As such it does
not have an independent status of its own,

Thus literary production, even when lysed for the

3

N '
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sake of analytical study, does not reveal snything, which
could distinctly be called by the separste name “Dhvani”,?

Even if, for the sake of argument, we were to accept
the Dhvani as something different from lterary qualities
and embelhshments, 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 thet fus view may be
sccepted, his conception of poetry must conform to what
is established by age-long tradstion  But the tradition does
not recognise any other element as the essential of poetry
than the words, the meanings aod ther quslities and
embellishments.

Sabdarthan tadgupalankirades.
Dh L., 7.
Dhvani, therefore, as ived by its

is not identical with any one er more of the essential ele.
ments of poetry, (as it 15 maintained that it is not) and,

herel

t , cannot be pted by those who uphold the
traditional view of poetry.

Further, even if we were to set sside the traditional
view and analyse our poetic expertence, 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 call Dhvani, but so long as it is not recogmsed by
those elso who are born and brought up in the tradition,
its being cannot generally be accepted.

The position of that section of the opponents, who
hold that Dhvani represents fust a subordinate element in
some of the literary embellishments, which has not so far

1. Db L,738.
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been recognised, and, therefore, is without sufficient justi.
fication to be given & 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 Hasavat and the Rasadhvani,

THE POSITION OF THE EXPONENT EXPLAINED.

In order to help the reader in essily understanding
the refutation of the views of the opponents, we may
state the position of the exponents of Dhvani briefly but
clearly as foliows :~

1. Words and meanings (Sabdartbau), their literary
qualities and embellish (Sabdarths gupzlafikars) and
style and diction (Ritivriti) are all necessary, eccording to
the need of the occasion, But the most essential thing
in o literary piece, the very soul of it, is the suggested
meaning (Dhvani).

2. The secondary power of the language (Laksana)
cannot nccount for the rise of the suggested meaning in the
reader’s consciousness,

3. Nor can the Prabhakara theory of Anvitabhidhina-
vada explain it,

4. The explanation of if, offered by Bhatta Nazyaks,
is equally unsatisfactacy.

5. The sphere of the suggested meaning is distinct
from that of such embellishments as Rasavadalaikara.

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 stste the source of his
inspitation.
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THE VARIOUS MEANINGS OF THE WORD
DHVANI AND THEIR ORIGIN.

The word Dhvani wes fist used by grammarians in
the following meanings for the following reasons :

1. It was used for articulate sound because of its
producing sound-waves very much like the ring of a bell,
The grammarians explain the sound-sensatioa as due to the
contact of one of the sound-waves, proceeding m o regular
series from the source, with the drum of the ear, The
exponents 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
consciovsness. Just as cound comes to the hearer’s

through « sicn of sounds, the sound.
waves, 50 the suggested meamung comes to the literary critic's
i through of ings, the conven-

tional, the contextual and the secondary.

2. Very much like the Saiva’s All—mclusive Universal
Consciousness, the Vaiyakaranss believe m  the umiversal
sound, called Sphofa. There are verious subdivisions of it,
such as Pada.sphota ete.  According to them, the nwareness
of the Sphots of & word, is necessary for the conscious.
ness of meaning of a word, exactly as (he consciousness
of a genus (jati) is necessary for recogmsing the indivi-
dval belonging to it. In fack, the “Pada-Sphota” ol the
prammanans is very much hke the generic concept (Jati)
of the Naiyayikas. This Sphota is an essential part of the
usiversal Spheta  and is manifested or revealed by the
consciousness of the last sound of the group of sounds, of
which n word is made, when this Jast sound is grasped in
associstion with mental impressions of the sownds imeme.
diately preceding. They use the word Dhvani for the

Iast sound of the word, which is primatily responsible for
38
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the “manifestation of the Sphots, The exponents of the
theory of the suggested meaning, following this use by
grammarians, have used the word Dhvani for doth the
suggestive word and the suggestive meaning, for the simple
reason that just as the last sound brings the Sphota to the
bearer’s consciousness, so does the suggestive 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-orgsns
slowly and the ather quickly., Consequently we have
the consciousness of the syllables, having come to our eats
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,
becsuse it is an additional actwity. The exponents of

. the theory of Dhvani have called the additional function
of word to arouse the suggested meaning by the same name,

+ because certan words discharge this function in addition
to those of arousing (i) conventional (it) contextual and (iii)
secondary meanings,

4. This’ word is used for » literary work also, which
contajos this element and, as a whole, serves as an instrument
. of conveying the suggestible meaning,

Thus the word Dhvani #s used for (i) conventional
symbol, the articulate sound (i) conventionsl meaning
(i) the power of Word to convey the suggestible meaning?
(iv) the suggestible meaning itself and (v) the postic work,
containing the suggestible element.

1. Dh.L,47. ? Dh L,47,
2, Db.L,48,
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ABHINAVA'S CONCEPTION OF PO T

The suggested meaning is undoubtedly, rgn tmned m
be the soul of postry. It would, ho“cver, »-AQ mistake
to think that it olone is poetry, The prégeges. of n
suggestible element in o statement provides ns\htcja\ justia
fication for calling it poetry, as the presence of tha 1Y)
pervading Self 1 o jar does for calling it 2 hmited self or
Jiva, Logically there is notling to prevent us from
calling a jar o jiva, because Seif within certain limita-
tions is so called. And, as the Self 15 all-porvading, its
presence must be admitted within the jir as much asitis
admitted within & human body. However, the latter alone
is so called and not the former. Therefore, just as a
human or any other living body in & certain condition,
with the preseoce of the Self within, 15 alone ealled jiva
ond pot everything wheretn the Self is pregent, so, that
body of words and meanngs alone, with a sugsestible
clement in it, is called poetry, which possesses the beauty
lent to it by the suvitable qualities and embellishments
of words and meaningst (Sabdirtha gundlafikaea), Hence
it is that Gafgayith Ghogah or Simbo migavakah (the
Tion bay), ia spite of the presence ol the suggestible
element in them, cannot be looked upon as poctry. The
relation betwesn the suggestible element m 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 soul snd the body and its
orosments etc. Just as human qualitres and ornaAments are not
necessary for the very being of & man, so are not the poetic
embellishments and qualities for poctry. Aud just as the
different bumsn qualties ard ormiments add to the
personal beauty of a man only if they fit in with the
time, the place and the state of the self or mental state

1. DhL,1T.
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of the individual, so do the Jinguistic qualities and embellish-
ments, The former, if; manifested at a wrong time and
situntion or used st a wrong place, posttively destroy the
personsl beauty, so do the latter the poetic beanty. But just
8 soul 15 necessary for the very bemg of sn individual,
s0 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 has been used by
the exponents of the theory of Dhvani. There it has been
made clear that this word is used not only for the suggested
mesning but also for the power of the language that arouses
i. The Laksanavadins do not deny the existence of the
so called suggested meaning. Their opposition to  the
Theory of Dhvani is chiefly sgainst the acceptance of the
Dhvani as a separate power of language. They maintain
that the arousal of the so called suggested meaning can also
be explained by Lahgand, the secondary power of language.
They also admit the difference between the power
of language to arouse A meening and the meaning
itself. The former they call “ZLaksana” and the latter
Laksanikartha.

1f we analyse the position of these opponents, we
find that their opposition is based on ope of the following
three assumptions :—

1. Dhvani is identical with Laksan3, i.e. the words
#Dhvsni” and “Laksana” are synonymous and, therefore,
refer to the same thing.

2. The secondary mesning is the characteristic mark
of Dhvani, the suggested meaning, i e. wherever there is
the former, the latter bas necessarily to be thete.

3, Laksana implies the Dhvani also,
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LAKSANAVADINS' POSITION CRITICISED.

1. The idestity of Dhvam as a power of language
and Lakgan3 is indefensible, because they are essentislly
different from each other. Their spheres are different. The
sphere of Dhvam 15 that where both, the word and the
meaning, are mainly intended to convey the suggestible
image, s in the dlustration discussed above. The sphere
of Lakgana, bowever, is that where a certain powmt is
exaggerated or grestly emphasised a&s in “Gahgayi
ghosah” or *“Sithho mapavaksh”, In the former case
it is the nearness of the hamlet to the Ganges that is
exsggerated and i the latter the similanty with = lion.
Further, 1t often happens that whea a certain statement
is made, tbe fourth power of the language, namely,
that of conveying » suggested meanwng, which is different
from the third, namely, tbat of Laksapd, does not operate,
though its operation 15 possible. The fourth meaning, tho
suggested, though it can be got from the statement, yet,
being unnccessary, it is totally igoored, so that it docs
not figure in the kearer’s consetousness. The interpretative '
process stops mmediucly afier the consciousncss of the
secondary me.tng ~bus, if one power of linguistic
expression can operate while the other is inoperative; if
Laksana can operate and give rise to the sccondary
mesning? while Vyafjna is perfectly imoperative, 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 mark of Dhvani. For, thefe arg
fnnumersble instances in the existing Itterature, wherein
the words are used in the sccondary cense simply because
of the established wussge, but there is no suggestible

1. Dh.L,51.
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meaning conveyed, becsuse rone is intended, as for instance
“Facts speak for themsclves™.

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
*Asarilaksya krama vyaigya® the dery ing does
not at all enter into conscionspess, because the sugges-
tible meaning rises in consciousness immediately, Heace,
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
independent function or power, hus been pointed out abave
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, mot only
because of the different results that they produce but also
because of the different manners in which tbey operate.
Tke position of the opponent that Dhvani and Laksana
are identical cannot stapd, 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
(a) Consch of the fonal ings of
two words :

(b) Experience of contradiction between the two
meanings ¢

) Rise of the secondary convention in the
€onsclousness ¢

1. Du L., 55,
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(d) Rise of the idea or ideas whick remove the
contradiction s

(¢) Consci of the full dary i

2. But the suggestive power of language leads to the rise
of the suggestible meaning :

(8) Not always through the consciousness of conven-
tional meaning, in a certain context, of the two
words, but of even & single word, nay, evena
part thereof,

(b) There is necessarily no experience of contradiction
between the mennings of the two suggestive
words, if in some cases the number of the sugges-
tive words happens to be two.

1,

(c) Often there is no i of the 'y
convention,

(@) The ideas, which subsequently arise, are not such
as simply remove the contradiction!; but they
p the P d and inexpressible in the
context.
(e) Rise of the complete suggested meaning.

ANOTHER CONCLEPTION OF LAKSANA AND
ITs CRITICISM.

Lakgapa is defined by some ss a power of languagoe,
which -arouses the of any ing that s
different from the conventional, but has invariable concomi-
tance with it (Abhidheyavinabbutapratithy, The followers
of this definition deny the difference of the suggestible
meaning from the sccondary. This definition, It s to he
zoted bere, refers not to the process, involved In the
arousal of the meaning, but to the meaning itself. The

therefore, in_that in tha cara of the s
1 Dh L5 -
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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 the secondary meaning; because the so called
suggestible meaning also is one that has invarisble
concomitance with the conventional. Hence the conscious-
ness of the central fact in the msthetic experience
is aroused, not by Dhvani but by Laksana as defined
above. For, esthetic experience involves the conscious-
ness of the basic mentsl state, which cannot be
conveyed through the conventionsl power, which presents
the situation, the mimetic changes etc. Bot it is
unnecessary to admit & fourth power of language to
arouse a fourth type of meaning For, Laksand, as a
power, capable of arousing all the meanings, which are
invariably concomitant with the conventtonel, is sufficient
to explain the rise of the basic mental state also, for which
a separale power of language, called “Dhvam”, is admitted.

A little careful reflection will make the unsoundsess
of the opponent’s position clear, , It is well Lnown that the
law of association leads the consciousness of one thing
to that of another, associated with it.  When for
instance, n person is made conscious of smoke by hearing
the conventional word for it, in the langnage of his land,
the idea of “fire” isnaturally sroused through association.
The Iatter is associated in the memory with the fire's
power to warm and so on. The follower of the aforesaid
definition of Laksand will have to take all that as a
secondary meaning and will have to admit mdefiniteness of
the aroused meaning. But if he were to say that tbe word
“smoke' bas the copscity of arousing only one pasticular
meaning, because its capacity is sa limtted that it conveys
its peculiar meaning and not all those meanings which are
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associated with its particulac mesning, such an sdmission
of the limited’ expressive power of ndividual expression,
will land the opponent 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 of
coberence in the conventional meanings of the two words in
a particular context, which is responsible for it, that would
mean the admission of the dary g as distinet
from the suggestible, because in the case of the suggestible
meaning? 0o such impossibility 1sjnecessarily involved,

LAKSANALAKSANA AS SUBSTITUTE FOR DHVANL

In the preceding paragraph, we have stated the position
of the opponeat, who holds that postulation of Dhvani
is uonecessary, Por, if the secondary power of the
language be supposed to arouse all the ideas, which are
sssocisted, in any way, with the conventional meaning,
the 50 called suggestible meamng slso will come under
the secondary, And in the course of its criticism, we have
pointed out that such & hypothesis would mean indefinite-
Dess in the meaning in all cases and that admission of auy
factor to account for definiteness in some cases such as
“Gafigayith ghogal™ would mean the admission of the
suggestive power. The opponent, therefore, tries to explain
the definiteness by assuming & variety of Laksans, the

dary power, called Laksanalakana

His position may be stated as follows :—

The ordisary secondary meaning is got out of a
construction by simple Laksand, for instance, the meaning
of “Galgiyah Ghogah” as “Gadigatire ghogsh”. But

L. Dh L, B8,

37

1
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sthe imeaning (that “Ghosa” is cool, holy and so on, is got
by laksapalaksapd. That is, the secondary power of
language, after having d the dary

{the bank, works again to arouse ithe additional idess uf
<oolness etc. The rise of the suggestible meaning, itherefore,
mccarding «to the opponent, can be explained by sssump
ition of ithe said variety of Laksapa,

LAKS$ANALAKSANA CRITICISED.,
The opponent bas to ymake the following two points

clear :—

3. Does the Laksanalaksand arouse all the ideas,
which, according to the ‘Dhvanivadin, the suggestive
power arouses,'by & single operation or & number thereof,
:according to the number of ideas which are aroused ?

2, Does it'require contradiction in the ideas, aroused
‘by the primary and ‘tbe secondary powers, as precedent
«condition oflits operation ?

If Laksapalaksana be supposed to Function enly once
and in that unitary function the experience of contra.
diction between the ideas, of whichthe hearer is:conscious,
be not & necessary condition of its operation, it would
be simply another name ‘for Dhvani and it would be
nnjustifiable to treat it as a variety of Laksapa, For,the
chief characteristic of Laksapa is that jt -functions only
after the consciousness of contradiction {Skhaladgati), But
if it be said that i of diction +is a
necessary condition, that it -functions as many times as an
additional ides is aroused, and that for the srousal of every
'such idea the experience of contradiction {s a necessary candi-
tion, the position! becomes indefensible, because it means
ergumentum-ad-infinitum. Another thing that the opponent

1. DhL,18,
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forgets is that in the case of the consciousness of the suggests
ed meaning there is necessanly no expericuce of contradiction.

CRITICISM OF LAKSANA SUMMARISED.

The function of Laksana is simply to bring in the
additiona] idea to remove the apparent contradiction;
implied by different words used in a semtence: for
instance, the idea of “lank™ in *Hamlet on the Ganges™ or
that of “Iike” jn “lion boy’. The ideas, which move 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 performs, And
when the conditions, required for one power to function, differ
from those necessory for another and the result achieved is
also different, difference of such powers from one another has

{ly ta be eccepted (Sa hakartbhedacea Saktibhedak)

The ideas, which the suggestive power of words is
intended to arouse, are certanly different from those which
the secondary power I1s said to give rise to. The necessary
condition for the power to operate in the latter case. is the
apparent lack of harmony in the different constituents of a
sentence, But the former does rot presuppose this condition.
If o statement is iotended to suggest what is not dicectly.
expressed, or rather under the circumstances camnot 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 pot simply the knowledge of
the secondary convention (Laksapd). Hence distinction
between Lakgaps and Dhvani has got to be admitted,

THE ANVITABHIDHANA THEORY OF THE
PRABHAKARAS.

In ition to the Abbihital theory of the Neiya.

133
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yikas and the Bhattas, which Abhinava accepts and which
we have briefly stated in the preceding pages, the Anvita-
bhidhanavadins, the Prabhakara intain that there is no
necessity of admitting the additional power of words called
the Tatparyadskti, admitted by the Naiyayikss and the
Bhattas, and Dhvani, os maiotained by others. Abhidhasakti
alone serves the purposes of all. They argue as follows :—

"Just 85 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 upnecessary to
explain its hitting near and distant objects, so the assumption
of more than one power of words is unnecessary 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 performed by
them. And one function is regarded s different from
another, according as its sphere and the means, wherewith
it is performed, are different. Now the question, that the
Anwitabhidhanavadins have got to answer, is, whether the
far-reaching 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 ot another time to snother. This certsinly
involves difference in the means. If, therefore, it be
sdmitted to perform more than one function, it will have
necessarily to be admitted to be of different kinds. And if
50, the position of the unity of power becomes indefensible,
because, os we have already stated, the conception of
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plurality of powers is based upon the difference of functions
performed.

But 1f the Prabhakara were to say that by far.reaching
power he means that in certain coestructions the word or
words convey the so called suggestible meaning directly,
without passing through the intermediate stages of arousing
the primary and the secondary meanmgs, he assumes an
indefensible position. For, the word, not being associated
with that meaning by the convention, how can it arouse
that 7 The reason is obvious. The word is conventionally
associated with the primary meaning ooly, 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, I 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 stimulus for the
Iatter or not ? If not, why then only some words and not
others gwe rise fo certain suggestible meapings ? But if
it does, it has then to be clearly stated whether the cons-
ciouspess 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 snggeshve wm—d
and that the i of the
which is a stimulus to it, simply follows, his statement
would apparently be as good as saying that the grandson is

1. Db, L, 189,
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the cause of his grandfather), 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 that the it 1ity of the ional' 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 mesning : in this case his assumption is of no
psychological value, because it cannot explain, as we polited
ont 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 assocation of the words, sccording to the
Anvitabmdhanavada, is not with the simple and'unrelated’
meaning but with the related. For, that is the only difference
between the Anvitabh:dhanavads and the Abhihitanvayavida,
Therefore, the opponent cannot talk of the acquisition of con-
ventional meaning of isolated word, because, according,to him,
there can be no consciousness of unrelated word and conse-
qQuently 1ts unrelated meaning. Now® if the opponent were to
admit the consciousness of isolated and unrelated weord and its
equally uorelated meaning through the process involved in

q of such a ing, which is technically called
#Avapodvaps” and if be were to mamtnm that the word is’
associated with the lated be i L

becomes a convert. Anvitibhidhénavﬁdn. therefore, is
untenable,

NECESSITY OF ADMISSION OF THE INSTRUMEN.
TALITY OF CONSCIOUSNESS OF ONE MEANING
IN THE RISE OF ANOTHER.

Even the Mimasbsaka cannot do without the admission
3, Dh.L, 189, 2. Dh,L.,1%. 8 Dh.L.,19.
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of the instr lity of the i of one ing

in the rise of that of another for the following reasons s~

1. He admits the distinction of the primary meaning
from the secondary. If the former be not istrumental jn
the arousal of the latter, how can the distinction between
the two be maintained ?

2. He sdmits that where there is & coalition of Directt
Declaration, Indicative power, Syntactical Copnection,
Context, Position and Name, that which follows is always
wenker thao the one preceding it; becanse 1t is more remote
from the purpose in view™, ie. indication of the mse of
Mantra.

As po comparison can be msde when each of them
treats of different subjects, they have to be taken in the
present context as refercing to one and the same subject.
For, the Satra speaks of their ‘Samavaya,’ ‘coalition’, whick
implies their bearing upon a single-subject.

Among® these six, that which follows is wedkerithan
that which precedes it, as they are more and more remote.
For, 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 this corroborstive Direct Assertion var-
ies in its proximity to each of the six means.of cognition in
question.

For instance, inthe case of Indicative Powert, there
.is no pointing out of the use, until there isa prior inference
of the Direct Assertion (laying down that use); and bence
in this case there is & certain degree of *remoteness, which is

1, J.8,3.314 x2. Jha, 2104,
x3, Jha 1176, x4, Jha, 1178,
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not present in the case of Direct Assertion, wherein the
declaration of the use having been duly cognized, it is
the presence of this use that leads to the
inference of the necessary capebility. In all cases where
the two means of hnowledge proceed towards s common
objective, that which is fousd to take more time in
reaching it, is taken as remote from it and as weaker inits
authority than the other. Thus it is clesr that the
Mimarsska admits that Sruti, Lidge etc. are different
from one another a5 regards their strength or weakness to
indicate the utility of a particular Mantra on & certain
And this sdmission is based on the recogmtion
that one is more rem tedly d with the ind
of the 'use of Mantra than another. This means that he
recognises difference in the csusality (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.
For, 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 NAYARA'S EXPLANATION OF THE
CONSCIOUSNESS OF THE SUGGESTED
MEANING AND ITS CRITICISM.

We have dealt with the ssthetic theory of Bhatta
Nayaka in the first chapter, We have adduced bistorical
reasons to show how the points of agreement between him
and Abhinavagupta ate mare then these of difference,
regarding the probletn of msthetics, viewed from the point
of view of experience. His difference from Abkinava on
the problem of Dhvani also is of the same nature. He
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recognises the existence of a meaning which the ex’i)a%gnts
of the theory of Dhvani call “the suggestible”. Bui be
explains the rise of this meaning in the hearer’s conscious™
ness in his own way. His views on this point have a -
special reference to the verse, which has been given in
the begioning of this chapter 8s an illustration of Dhveni:
“Bhrama dharmika”. It has been discussed in the preceding
pages how the negative meaping, that comes to the
hearer’s i cannot be lained in any other
way than by the assumption of the suggestive power of
language, called Dhvani, Bhatta Nayzaka'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
h involved in the p d asthetic siluation,
But their wsthetic value is to be judged from the effect
that they have on the hearer outside the situation, Bhatta
Nayaks, therefore, argues that the mere capacity of
wards to arouse the suggestibl ing is insuff
to bring the npegative meaning from the verse under
discussion to the consciousness of the hearer The arousal
of such & ing presupp the i of the
timid nature of the person so addressed; and s
possible only through the zsthetic experience of the emotion
of terror on hearing the words proud lion (Drpta sirmha)
on the one band and religions minded Dharmika) etc., on
the other?,

Abhinava accepts the position. He mamtains the
power of visualisation on the part of both, the poet and
the hearer, to be the most essential factor in the production

of a suggestive and its und 1 pectively.
Rut what he means to point out is, that the acceptance of
1, Dh L, 19.

38
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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 sroused. And this wstbetic emotion is mot

due, even g to the opp to the i
meaning. How can it then be oroused unless the
suggestive power be admitted? Thus the , while

fighting sgainst the theory of Dhvani has simply been esta-
blishing it.

DHVANI DISTINGUISHED FROM FIGURES OF
N SPEECH,

.
The opponents, belonging to the Alaikarika school,
maintain that figures of speech are of two types (i) those
withoot any suggestible element and (i) those in which
the suggestible element is o necessary constituent. The
suggestible, therefore, is an element in the figures of speech
of the latter type. It has no iodependent existence, It
is, therefore, necessary here to discuss one of the fignres of
speech which, sccording to the Alankarike, has the sugges-
tible element as a necessary constituent. Let us take,
- for instance, the Samasokti and analyse the illustration,
which Anandavardhans himself has given, to find out how
far the position of the opponent is sound. :

FIGURE SAMASOKTI DEFINED,

f a statement mutams adjuncts, each of which bes
double g, the g, that is not applicable to what
is directly tioned thing else similar to it
and thus enhances the asthetic value nf the statement sz 8
whole, Such a is technically called asokti,
because of its befng of compressed nature,
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#Upodha ragena vilolatarakam
Tatha grhitam $adina nigmukbam

Yatha samastarh timirathéukam taya

Puropi ragad galitath na Laksitam.”

299

The following illustration will make the point clear :—

Here each adjunct has got double meaning as the
following table will show ;—
Upodharigena. @i} Ruddy.

(i) Loving.

Vilolatarakam. (i) With twinkling stars.
(i) With tremulous eyes,
Grhitam. () Ilumined.
(i) Caught to kiss.
Nigamukham. () The commencement of night.
(i) Red-lotus-like face.
Samastam. (i) Mixed.
i1y The whole,
Timirahéukam. (0 Light and darkness,
(i) Thin dark garment.
Purah. (i) In the East,
(i) In the front,
Ragat. (i) After the twilight,
N (ii) Because of love.
Galitam. {i} Ended or subdued.

{ii) Dropped.

It is a description of the rise of full moon in sll her
clear evening, Ordinarily the approach of night
is macked by two distinct stages, (i) twilight and (i) dusk.
But the beauty of the lines, under discussion, consists in
theic presentation of o poetic vision thst just when the
evening was ruddy with the ruys of the sun below the
horizon and & few stars bad just begun twinkliog, the
moont arcse so clear in all her brightness that the datker

glory in a
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stage o twilight, the dusk, was not at all noticeable even in
the East. I ! I

Here the points to be ’specially noted are the
following :— H

1., The word for moon in Sanskrit, Candra, is used in
the masculine and not in the feminine gender, like the
word *moon” 1n English, .

2. The word for night, Nifa, is feminine,

3. Nifamukhs is & recognised ion for the
commencement of night.

4, Each adjunct in the verse, under discussion, has
double meaning as stated above.

Now let the reader arrange the second 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 Nia, (the beloved), with tremulous eyes, that
she did not notice the thin dark garment that fell in front,
because of the mtensity of her love.

Let the first meanmngs also be similarly arranged as
follows:—

“The moon so illumined the ruddy commencement
of night, with a few twinkling stars, that the mixed light
and (llarkness after the twilight, the dusk, was not ot all
voticeable even in the East.”

Thus a statement, which arouses another image besides
the one directly stated, becanse each adjunct possesses double
meaning and, therefore, is applicable to the suggested,
is called Samisokti, because the twa meanings have been
compressed.

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, m which the two images stand to each
other. fle will come to the following conclusion t—

The image, constituted by the first mesnings, predomi-
pantly figures in the consciousness. The other, which is
suggested by the skilful use of the words, each of which has
double meaning, when put together with the first, enhances its
beauty very much like the standard of comparison in a simile
and, therefore, occupies a subordmnate position to the first,
like an embellishment (Alankara).

The exponents of the theory of Dhvani admit that in some
Alankaras the suggested element does occupy & subordinate
position, But at the same time they assert that there are in-
numerable instances in the existing literature, in whick the
Dhvani holds the predominant position,

The distinction of the suggestive poetry from the
embellished is, therefore, pot difficult to understand.
What the exponents of the theory of the suggested meaning say
is that thongh some of the figures of speech do suggest what is
ot directly mentioned, yet the suggested in all these cases
occupies s subordinate position to the directly expressed in
the total ssthetic configuration, The suggestive poetry
{Dhvanikavya) is that, in the total mslhenc conﬁgurnuon
aroused by which, the gested the p
position apd the directly e\(prcsscd‘ is reduced to the
subordinate position,

THE DISTINCTIVE SPHERES OF UPAMA AND
RASAVAT ALANKARA ON THE ONE HAND AND
THAT OF RASADHVAN! ON THE OTHER.

That linguistic presentation is suggestive, thst is,
possessed of Dhvani, the experience aroused by which,

1. Dh. L, 350
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when analysed, is found to have a suggested basic
mental state or a trapsient emotion etc, as its central
meaning., It has both the verbal and the ideational?
embellishments and quelities 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 &
Dhvani Kavya simile apd other ideational embellishments
(Arthalaiikaras), though app ly they embellish a conven.
tional meaning, yet ultimately they also embellish the
suggested only, inasmuch as their embellishing the suggestive
consfsts in imparting to it the capscity of? suggesting the
suggestible.

An earlier authority maintained that a poetic composi-
tion, which is exclusively given to the description of the.
insentient, 15 the sphere of the ideaticnal embellishment,
because in that the introduction of the element of the basic
mental state 15 not possible. It may be stated here that this
authority did not believe in the suggested meaning. Natu-
rally enough, therefore, it beld that the description of the
sentient is the sphere of the embellishment Rasavat, of
which the Rasa is only an element. This view, according
to the Dbvani School, 1s not sound, because there
can be no description of the insentient, which ultimately
does not have any reference to the sentient as o stimulant or
au indicator of a basic mentsl state (Vibbiva or Anubhava)}
and, therefore, there will be left no sphere for ideational em-
bellishment like the simile and soon. But if the opponent
were to maintain that even when there is relation of the
described inseotient 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 zesthe-
tic linguistic presentation Bs totally hetic, becaw:

. Dh.L, 7L 2, D, L., 74-5. 3, Dh, L.,76.




ABHINAVAGUPTA'S THEORY OF MEANING 303

according to him, Rasadhvani is invariably concomitant
with the embellishment, called Rasavat; and, therefore, if
there be no R dalaiikire m a position, it shall
have to be accepted as uomsthetic. All those compositions,
which describe the insentient, will have, thereiore, to be

sdmitted by the opponent as devord of @sthetic element.

EMBELLISHMENTS AND ZSTHETIC
PRESENTATIOQN.

The embellishments are of two kinds? (i} verbal ($sbda)
and (i) ideational (artha). Alliteration etc. are ineluded
in the former, and simile etc. in the latter, In the linguistic
presentation of the asthetic object frequent laboured intro-
duction of the verbal embellishment, siliteration 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 1ts frequent appesrance,
it interferes with the wsthetic experience. It is equally bad
for the poet. For, it disturbs his concentrstion on the
delineation of the asthetic 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 composttion, its frequent laboured sntroduction
has to be avoided.

The case with the idestional embellishments (Asthalad-
kira) is different. For, the introduction of only those
embellishments bas to be svoided in n linguistic wmsthetic
presentation, which requires s mental effort of such a nature
8s drives the inspired pictore of the msthetic object oot of
the poet's mind. The frequent introduction of alliteration,
85 experience tells us, docs necessitate such an effort,s Buot
the ideational embellish come sp ly to the

1. Db L1856
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poet’s mind. It is natural that they should come in that
manner, because the central pomt tn the ssthetic 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 embellishments. Hence they are part
and parcel of the zsthetic picture in the poet's mind and do
not require for their introduction in the presentation any
mental effort, which involves diversion of attention. Their
introduction, therefore, is necessary,

THE PSYCHOLOGICAL BASIS OF THE CLASSI-
FICATION 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 (i) according to the relation of the conven-
tional meaning with the suggested. The poets have classified
the poetic world into (1} the embellishable () embellish-
ment (Alafkdra) (i) and  (iv) heti
configuration. The suggested meanmg and the suggestive
power have accordingly been classified on the first basis
as follows? ;—

Pertaining
(i) to the embellishable ( Vastu Dhvani )
(il to the embellishment ( Alankara Dhvani )
(iii} to the transient emotion ( Bhava Dhvani)
(iv) to the =sthetic configuration { Rasa Dhvani )

The latter two have each & subdivision, according as
the emotion (Bhava) s responstve or not, In the latter case
they are technically ealled

(s) Bhavabhisa and

(b) Rasibhasa,

1. Dh. L.(86.7. 2. Dh L, 15.
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1. Vustudhvani is the suggestive power, which
opersates to arouse the suggested idea, which refers to all
that goes by the name of Vibhava or Arcubhava, according
to the broad divison of the poetic world, which stimulates
mental states. This power (s) may arouse & negative
megning when! the statement, 1 strict conventional
language, is positive or vice versa. (b} It may giverise toa
mepmng, which is peither 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
lved, has to be explained in order that the
Intter may spare the former : it may give nse to a meaning
quite different from that which the statement has for the
addressed®.

ddredsed is i

Thus, according to the situation, the skill of the

speaker and the powers of g and
of the hearer, the suggestive power gives rise to innumerable
kinds of suggested menning referring to Vastu. The consti-
tuents of the msthetic 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
Vibhava and the latter Anubbiva, A suggested meaning
that refers to what is objective of either kind is included in
the Vastudhvani.¢

(2) Aladkara Dhvani is that suggestive power of word,
the suggested idea aroused by which, is a poetic embellish-

1. Dh.L, 20, 2. Dh.L,313.

s Dh L,13, 4, Dh,L,6.
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‘ment (Alodkdra). This ides, thovgh it ‘may have been
Jpresented in some other contexts! as occcupying s subordinate
position, as sn embellishment to the meaning of a senténce,
Is. yet called Alapkaradhvani,'twhen it is presented, not as
an .embellishment of ‘something else, but mdepéndemly,
though it is still recognised as such. ' o

¥ 43) Rgsadhvani i that suggesu've power which floods
the mind with a host of ideas, not always cleatly definable,
which are necessary for such completion of the zsthetic
image s is necessary for spggesting the basic mental state
at a high pitch ard bringing, about complete self-forget-
fﬁllness in the hearer!, in which the zsthetic 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® pever be so expressed, e cu

S9'(4) Bhavadhvini., ' ‘The subjective  constituents  of
the wsthetic configuration, the mental states, are divided
into two tlesses, the basic mental states and the transient
emotions, The former are technically called Sthayibhavas
and the Iatter Vyabhicaribhavas. Accordingly we have
Bhavadhvani when the soggested Idea: is 'a transfent
emotion. oo ST

These emotiops are righteous in some cases and
otherwise in others. Love of Rama for Sit3, < for instance,
is -righteous,, but of Ravapa-is not, Thus, when a basic
mental state is unrighteous, the suggested ideas, giving
tise o it, are called (i) Rasabhasadhvani, - Similarly when
transient emotion is so, the (suggested .ideas, : responsible
for it, are called (ii) Bhavabhasadhvani, o

T L DhL,e2, v oir - 2, DhiL.,34,
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Often it is found that the consciousness of & sudden "
termination of 2 mood, involved in & basic mental staté”
is the source of astuetic experience, as for instance, in tbe
situation described m :—

“Ekasmin Sayane ete.”

The! suggested ideas, which arouse the consciousness
of such a termination of & mood, are technically called
(iii) Bhava$antidhvani. ,

The classification on the basis of the relation of the
conventional to the suggested tells us of the entecedent®

ditions of the 2 of the gested. There are

two main divisions of this class:— ey

@i} Avivaksitasvacya, that is, that which throws
the conventional meaning into the background or *
subordinate position as not having been intended to be
conveyed by the speaker and (u) Vivaksitanyaparavacyas,
that is, that which puts the conventional meaning in relation
with sometbing else than that with which it is apparently .
connected in the statement

The followijog illustrations will make the pont in hand

clear ;~— .

Suvarpapugpam prthvim ci ip yah,
Surascn knnwd)nscn )nsca janat =evuum

(Only three persons, the brave, the learned ‘and the
one who knows low 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
Loowledge of the world. We do not hnow of any land
that may be lterally producing flowers of gold. Their

1. Dh.L, 24



308 CHAPTER V

plnfcking, therefore, is out of the question. It has, therefore,
naturslly to be supposed to imply, through similarity
(Sadréya), land abounding in requisites of prosperity, The
reason why this portion of the statement is taken in this
sense is the und ding of the sug q i 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. Tbe 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 mot intended to be
conveyed ; the speaker does mot mean that sctually 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 thst these three types of
persons deserve the highest praise and reward,

The following is the illustration of the second kind of
Dhvani :—

“Sikharini kve nu nama kiyscciram
Kimabhidha cale

ottapak
Taruni yens tavadbarapatalim
Dasati bimbaphalam §ukadavakah®

(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 frait of Bimba, red Jike your Jower lip 7)

THE SITUATION.

A aue ledp i fondline bar gt goane poowt A
young man chapces to pass pear by. He is struck with
lovc? 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 ia the previous
case, is ded to be . But its purpose
is not ta geta reply to the questions, which are included in
the statement, 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 be ndopted the method
of conveying it through suggestion., Thus, in this case, the
conventional g is intended to be yed, The
purpose, however, of conveying such a meaning is not the
apparent, it is concealed. The conventional meaniag,
in the situation, descrtbed above, simply reveals it, This
type of the suggested meaning is, therefore, called Vivakst-
tanyaparavacya, because here the conventional meaning
is intended to be conveyed but with a purpose different
from the apparent.

Avivaksitavacya is subdivided iato the following two :—

L When the conventional ing is not altogeth
out of the place in a certamn coutext!, but intself does
not serve the intended purpose and, therefore, because of
the force of the context, 15 assoctated with so many rdeas
that it looks as something altogether different from uself,

it is technically called
Arthantarasaikramitardey .

The following illustration will make the pomnt in hand
clear ;—
THE SITUATION.
Rama is in exile. His extremely dear wife, Sit3, bas
been catricd sway by Ravaga, He is feeking the pang of
separation, At such a time anse dark clouds, Cranes come

1, Dh, L, 61
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fiying in's row. Peacocks begin cooing. Gte.ntle br'eeze’,‘
surcharged with spray, begins blowing. The pang of separa-
tion becomes more snd more intese and the memory of
Sit3 gets more and more vivid. He realises the unbearability
of the existing condition, b the past vicissitud
of fortune snd the effect that they had on bis heart, He
also realises the effect of the past experiences in developing
on attitude of not taking such things too much to heart.
Still he feels intensely the effect of the situation and patiently
bearing it says 1—

“There ate thé 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. I am Rama, utterly devoid of feeling. 1
bear all.”

Here tbe word Rama does not simply arouse the
couventional meaning of a son of o certain king, but suddenly
surrounds it with the pictures of all the past unhappy
events'such as being exiled just on the day when be was to;
be crowned, Jife in the forest, his devotion to Sitd, his
losing her and o on.  But the skilfol arrangement of words
does not allow the other events, the happy ones, such as the
wingning of Sitd, to rise in the consciousness, because that is
prevented by the words, “atterly “devoid of feeling”
{Drdharin kathora hrdaysh). These p'ctures so fuse with
one another that they form one whole, in which the conven-
tional meaning pales to such insignificance that it is pot
clearly moticed. It is because of this process in the rise of
the suggested meaning that this is called Arthd@ntarssasikra-
mitar3eya, os explained above,

1, Dh. L6l
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(II) Often it so happens that the conventional meaning
does ot fit in with the context, It is simply a means of
arousing the suggested. , Therefore, as soon as the suggested
meaning has risen in the conscrousness, it disappears and
so does not form & conshiuent of the total meaning, as it
does in the other case, discussed i the preceding paget
It is because of the discarding of the conventional by the
suggested meaning that it is called

" Atyantatiraskptavasya.
The following illustration will make the point clear 1—
Ravisathkrantassubhagyah
Tugardvrtamandalah
Nibévasandha ividardsh
Candram3 pa prakasate.?

(The moon, whose heauty has passed into the sun, with
ber digit enveloped in the mist, 15 rot shining, ke a mirror
blinded by sigh.)

This is the description of the Hemanta season by Rama
in Paiicavatl, The word Andkr (blind) conventionally
mezns one who has lost bis sight. But here it is used in
the secondary scnse of inability to reczive the reflection of
external object and, theref its extreme dull
uselessness ete.  The conventionl meaning of the
word #blind”, does not form =& 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.

2

The second main division of the sugested meaning,
Vivaksitanyaparavicss, is sleo subdivided futo the follo-
1. Db.L.él 9. Db L., €3,
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wing, sccording to the difference in the process involved in
the rise of the suggested meaning ;—

When the conventional meaning is intended to be
coaveyed, but has an ulterior purpose than its mere arousal,
that is, has for its sole aim the arousal of the suggested,
there are two processes through which the suggested arises.
(i) In the opme the transition from the conventional to the
suggested is not at all noticeable. This is technicaily called
Asarilaksyakrama.  All kinds of Rasadidhvani arise in
this manner. (i) In the other case, the transition from the
conventional to the suggested is clearly noticeable? It is,
therefore, technically called Ky 3y

The Kramadyotita is further subdivided into the following
three kinds (Aysmap: dvividha eva Dh. L, 94-5) :—

(i) That which is due to the power of word
(Subdafaktyudbhava).

(i) That which is due to the power of the conventional
meaning (Arthaaktyudbhava),

(i) That which is due to both, Ubkayafaktyudbhara,
(Sabdarthadaktyahsiptopi, Dh. L. 134).

T SabdaSaktyudbhara.

Certain words have more than one conventional mesting.
Further, often the words are so joined together (hat more
than one way of their separation is possible and the group
yields more than one meaning, as for instance,

*“Sarvadomadhaval”
“Sarvadz umadhaval"” or as “Sarvadak madhava}”

Thus when o composition consists of words with twe
meanings dve to either? of the two causes and each refers to

1. Db L. 6k 2, Db L., 9.
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a distinct object, it is o case of punar $1e§z. 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 harepa

Nisargadeva hirinau

Jonayimasatuh kasys

Vismayarh na payodharau.”

Here the word Agrizan has got two meanings :—
(i) Heart captivating.

(ii) Garlanded.

But both of them are related to the breasts of the lady os
its adjuncts, The second mesning coming together with
vindpi harepa (even without gorland) gives rise to the

of false contradiction, “garlanded even without
garland.” That such a false consciousness of contradiction
is intended to be directly conveyed is made clear by the
word “gpi” (even), This quotation, therefore, bas both the
embellishments, Slega and Virodhabhisa.

But when the words have two conventional meanings
and they do not refer to two distinct things nor the pur-
pose of the second meaning is to convey the idea of an
additional embellishment, as revealed by any such word as
“gpi" in the obove illustration and yet the second meaning
serves to beautify the first, that is an instance of Alaskira-
dhrani, and the suggestion of the additional embellishment
is due to the suggestive power of word.

The following will illustrate the point in hand ;—

“Atrant: X yayugam b
ajrmbhats  grismabhidhinal pbullamalhudhmul.amb.’xso
mahxkilah,”

This is the description of the advent of the summer,

40
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ds have two ings each,

Here the last two
The first means :—

@ In which turrets look beautiful, because of the
flowering Malliki creepers.

(ii) Whose laughter is while like full blown Mallika.
The second (Mahakala) also means :—

@ Of long days.

(i) God Mahakala, o name of Siva,

The relation of the second meanings of the above two
compound words is not indicated by any separate word
such as “Api” as in the earlier jllustration. Hence the power
of the compound words itself suggests the relation of these
mennings as an embellishment to the first meanings snd
presents God Siva? with his white laughter as a standard of
comparisen,

IL  Arthalakiyudblava.

In some cases the conventional meaning, conveyed by
words, forcibly suggests something. The thing so suggested
is called

“Arthagaktyudbbavadhvani®,

that is, the meaning suggested by the power of the
conventional meaning.

The following is & good illustration of the point uader
discussion :—

“Evathvadini tatrargan
Parsve pituradho mukht
Lilskamala patragi
Ganayamasa Parvatl.”

(When the sage said this, Parvatf, who was sitting nesr
her father, began counting petals of the play-lotns with her
face turned down.)

1. Dh.L., 99100,
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THE SITUATION.

Parvati practised hard austerities to win $iva’s favour.
One day, when she was sitting with her father!, sage
Afgiras came with a message from Siva for marriage. As he
was deliverig the message, she was overpowered with the
feeling of shyness, natural to & young girl, and so to conceal
it from ber father began counting the petals of the play-lotus
that she was holding in her hand.

The above lines, said in the situstion, as just described,
after conveying the conventional meaning suggest the feeling
of shyness, with which Pacvati was overpowered, by frst
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 moticeable. And
the rise of the suggested meaning is due to the force of thef

conventional meanmg. Hence 1t is an illustration of Krama-

dyotyn artha-Saktyudbhava dbvani.

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 oll these types of suggested mesning
are given in the third chapter of the Dhvanyaloka. Kuntaka
in his Vakrokti jivita, while talking of Vakrokti as the soul
of poetry, is simply repenting what Ananda Vardhana has
said in the third chapter. The former is presenting from the
objective point of view what the Jatter has deslt with from

1. E.Sam, VI, 85 2, Db.L., 1033,

3. Dk.L, 133
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the purely subjective. In fact he repeats the illustrations of
Ananda Verdhana in many cases.

SUGGESTIVE POETRY DISTINGUISHED FROM
UNSUGGESTIVE.

A ingful position of words, p d of the
appropriate quahties and embellishments of words and
meanings, is called suggestive poetry (Dhvanikavys), provi-
ded that both, the words and their conventional mennings,
suggest the suggestible meaning and in the totsl zsthetic
configuration occupy s position subordinate to the suggested.

Thus, it is clear that the suggestive poetry is different
from that which possesses the poetic qualities and
embelliskments of words and meanings, For, while the
Iatter! is concerned with words as sound symbols and their
conventional meanings, the former is characterised by the

4 of the suggested i Hence the latter

cannot include the former,

(I) The experience, stimulated by the suggestive
poetry, is different from that which is aroused by the
unsuggestive. In the former case, it consists in the
subjective realisation of & basic mental state through
complete self-forgetfulness and consequent identification
with the focus of the presented situation. In the latter
case it consists i the objective visnalisation of the presented.
Thus, while in the former case, onc 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 sroused.

(I) The Istter may be called an imitation of the
former; because the most essential characteristic of an

1. Dk.L, 33, t



4
.
,)

2t

L4
\\C

ABHINAVAGUPTA’S THEORY OF msAinNc\ 317 \\

imitation is that it lacks the most essential alen’mh@f the
imitated. A life:ltke wax-figure of o man is acknowledged
to be aun imitation, because, while externally it is exactly
like o man, it lacks the enlivenng principle, the soul.
Simtlarly & poetic composition, possessed of poetic qualities
and embellishments, is called “Citra” or imitation, because
it lacks the soul of poetry, the suggestiveness.

(Ill} From the point of view of the essential difference
between the conventional and the suggested meanings
alco the non-suggestive poetry is distinguisbable from the
suggestive, inasmuch as the former, in respect of meaning,
consists of only the directly expressible opes, while the
latter bas both.

(V) From the point of view of the productive powers
also the difference between the two is clear. While the
former is o product of mere knowledge and skil in the
use of poetic technique, in the production of the latter the
poctic genius plays the most important! past.

THE DISTINCTION OF THE SUGGESTIVE
POETRY FROM THE EMBELLISHED.
The embellished poctry 1s of two hinds 1—

1. That which stimulates oaly such ideas as are
symbolised by words, which form its body, as for instance,
the one having simile.

2. That which arouses the conscrqasness of some
meanings which are not symbolised by words, but are

1. DhL., 34
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simply suggested by them, as, for instance, the one haviog
any one of the following figures :—
1. Samasokti.
2. Akgepa. -
3. Anuktanimittavigesohti.
4. Paryayokta.

5. Dipaksa.
6. Apahnuti,
7. Sadhara etc.

The opponents of the theory of the suggestive power
of words, therefore, maintain that though the suggestive
poetry cannot be brought under 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 configurations, presented by
the figures of speech, mentioned above, there is a suggested
element, but it occupies only = subordinate position, inas-
much s it further beautifies that which is directly expressed.
But the suggestive poetry, (Dhvanikavys), according to us,
isthat in which the dwectly 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 distingt from each other. Hence we maintain'
the stimuli also to be different,

1. DhL,95.
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CHAPTER VI.

MAHIMA BHA'!’_I‘A'S CRITICISM OF
DHVANI AND A REPLY
DHVANI AS A CONTROVERSIAL PROBLEM.

The problem of meaning in the context of Bsthetics
engaged the minds of great Kashmirian thinkers for about
four hundred years from the th to the 12th Century A, D.
The point, on which the controversy primanily raged, was
the suggestible meaning (Dhvani). It was raging even before
Anznda Vardhana wrote his famous Dhvani Kankas and
a commentary on them with the object of establishing the
suggestible menning as distinct from other recoguised types
of meaning no less than from such figures of speech as
Samasokti ete.

Soon after the appearance of the Dhvanyaloka to - .

establish the theory of Dhvani, Bhatta Nayaka undertook
to demolish 1t in bis Hrdaya Darpans, which we know
from references only in the works of the subsequent writers.
Abhi upta, in blS Y the Locana, on the
Dhvanvalak 1 . L eooh
onvincing  psycho-p

reusons to demonstrate the unsoundness of Bhatta Nayaka's
position. But, before Abhinava wrote his Locana, there
was another commentary, the Candrika, which agam-we
koow from references.only, The name of the author of
this commentary, is altogether unknown. From n reference
in the Locana, however, it is clear that he! was an ancestor
{Purvavarhdya) of Abhinava himself, . .

1. Dh. L, 185.



MAHIMA BHATTA'S CRITICISM OF DHVANI 321

After Abhinavs, Kuntaka attempted, from the objective
point of view, the problem of Dhvani, which had been ably
dealt with by Anands and Ins commentators from the
subjective. In fact, Mahima Bhatta?! points it out that
Kuntaka's definition of Vakrokti 15 nothing more than that
of Dhvani. Itismade evident by an additional fact that
he divides and subdivides the Vukrokti exactly os Ananda
does the Dhvani and cites the dlustrations of Ananla as
examples of different types of Vakrokt:,

Mahima Bhatta came next. He attached the Dhvam
from both, the’Subjective and the objective points of view.
He criticised both Ananda and Abbinava, who attempted
the problem from the former, and Kuntaks, who took it
up from the latter point of view. His cutical approach
is from the logical point of view of the Moaistic Saivaism
of Kashmit and not of the Nyiga or Vaifesihz, as we
shall show in a subsequent section,

But Ruyyska, who came after Mahima Bhagta and has
commented upon the Vyaht: Viveka, bas answered all the
main objections against Dhvani and re-established st.

AN INTRODUCTION TO MAHIMA BHATTA.

Though it is not possible to state the exvact dates of
birth and death of Mahima Bhatts, his position in the
literary history of Kashmir is certatn, He belongs to the
middle of the 1tk century A, D. For, ke came alter
Abhinavagupta snd  Kuntaka, whom bhe cnticices, and
before Ruyyaks, who cammcnls on the Vyaktt Vivekn,
Fer a proper und g and app ion of his work
nothing more is needed.

He wns n house-holder and had cors ard grendeons

Lovev, 12,

41
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His father's name was Sr7 Dhairya. His teacher’s name!
wes Syamalaka, who was a great poet. The name of one
of bis sons was Bhima. He wrote the Vyakti Viveka for
grandsons, who were well known among the nobles for
their good manners? He was o teacher, He was asked®
to point out the defects in the works of others. Accordingly
be took up the destructive critical attitude, though he was
conscions 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
ismot free from defects. But he asserts that his position is
like that of e physician, who prescribes the rules of health
to others, though he himself violates them.

He was exiremely proud , of his learning. In com-
parison with himself be @id not count another as anything
more than a straw®, It was because of his arrogance that
he was not respected anywhere, in spite of his Jearning. He
was very anxious to sttain literary fame suddenly’, In
fact, it was his desire for such o fame which was at the
bottom of his undertaking the criticism of so well recognised
antborities on the literary criticism as Anands Vardbana
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 tbose who are of his way of
thinking and that it would depress his rival:®. His work,

g to his own , is for those whose intellec
tusl equipment and tendency are like hisown, He knew
that the very fact that he took up the work of so great
and renowned & man as Ananda Vardhapa for criticism

1. V.V, 456 2. V.V, 450
< V.V, Comm., 145. B VeVa6,

3, V.V. 1823,
6 V.V, k
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would establish his importance in the literary circle.
He was in a dreadful hurry to establish his literary
fame, so much so that be did not care to read, as
he bimself says, the esrlir work of the school of
opponents of Dhvani, the Hrdays Darpana by Bhafta
Nayaka ; nor did he study the expositions of the Dhvanyalok
such as the Candrika® etc, He knew that it was a serious
defect in his intellectual equipment, which would lead him
into many mistakes. But it was his passion for the lterary
Iame thit compelied him to this basty step of entering into
adverse criticism of the Dhvani, as presented by Ananda
Vardhans., 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
( Dbvani } is extremzly difficult aad, therefore, a person,
who attempts it, is most likely to err on many points.
Accordingly he craves the indulgenze of his levrned readers
and requests them to ignore the flaws and to concentrate!
on what is good in his work.

He bad no respect for his predecessors whom he
criticises. His reference to Kuntoka clearly mdicates this,
s pointed out by Ruyyaka.? He tries to murepresent his
opponents and to throw dust' into the eyes of the critical
readers. He recognised Anands Vardhana to be a great
thinker and was convinced that his acquatntance with the
views of such a person will itself bring him to predominance
among the intellectuals.

THE PURPOSES OF THE BOOK.
The Vyakti Viveka, ns its very name indicates, is
. V\V,6. 2, V.V.8T 3. V.V.V. 248
“ V.V ¥, 8L
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concerned: with the criticism off'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 Vardhaoa -
and torshow that it is included in the theory of inference,
presented by him.

It may be interesting to note in this connection that
this theory of inference had been propounded by S’
Safkuka 10 the course of his interpretation of the aphoristic
defimtion of Rasa by Bharata.  Mahims Bhatta mostly
repeats that very view with almost the same arguments in
the context of meaning, Most of these arguments had.
heen shown to be unsound by Abhinavagupta in the course
of the refutation of Sri Sankuka's iterpretation of the Rass
Satra in the Abhinava Bbharati, where the theory - of
inference hns been fully exploded.. Though there is
enough evidence to show that.Mahima Bhatta read the
Locana of Abluinavagupta: for, he quotes from this work in
his Vyaktt Viveka : yet there is no evidence to show that be
read the Abhwava Bharati also. For, after reading the
Abhinava Bharat, the theory of inference, as presented by
Mahima Bhatta, looks absurd.

HIS ATTITUDE TOWARDS DHVANIKARA.

His " fundamental difference from Anands Vardhana
15 that he doss not recognise Vyakti or Dhvani os an inde-
pendent pawer of language and holds that it “admits of
inclusion in the nference. He docs not differ from Ananda
Vardhana on all poiats. He does admit the soundness of
some views and refers to them with approbation. But when
after o critieal. analysis of  Anands Vardbana’s views be
discovers them to be opposed to bis, he has no besitation i
criticising them adversely.t.

1. V.V,6.
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KASHMIR $ATVA TENDENCIES OF MAHIMA
BHATTA.

The modern interpreters of Mahima Bhatts, because
of théir being out of touch with the Realistic Ideslism
( Abhasavada ) of Kashmir, generally think him to beea
Naiyayika and interpret his work, the Vyakti Viveks, in
terms of the system of Nydya. A closer study of his work
reveals him to be a follower of the Kashmir school of
Monistic $aivaiem. This becomes evident if we take the
following facts into account : —

(I} HIS REFERENCE TO PARA.

In the benedictory verse at the begimnning of tus work,
e offers cbetsance to Para Vak. We have already pointed
oat in Ch. 11, thet Bhartrhari had recognised only three
aspects of speech and looked upon the Pesysnti to be the
highest; that it was Somfnsnda, who established the Para
as distinet from aed trenscending the Padyanti; snd that
the later Varyakaranas, like Nage$: Bhatts, have borrowed
it from the 3siva. His reference to Para at the cormen.
cement of his work is, therefore, a defimte indication of his
being a Koshmir Saiva,

() HIS REFERENCE TO THE SAIVA THEORY OF
ABHASAVADA.

Mahima DBbefta divides words into fve classes;
noun, verh, prefix, juncti end k P caniys.
And noun be 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 scems to madily this view and discusses at
length the view that the reason for the use of a noun for an
object is just one, L.e. the act of sttaining the characteristic
being, “Ghstanaics taditmatvpatticopi keiya mata”
V.V, 33).
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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’ ete. for respective objects is the
nction, the pgeneral ides expressed by the root from
which a particular word is derived. The argument in
support of the view may be stated as follows :—

1f the words such as ‘ghata’ have to be acknowledged
to signify definite objects, there must be a reason why they
do so. This resson 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 particuler
object, that externality being common to auother
object, e g. o piece of cloth, there is no reason why ‘ghata’
should not signify it Hence the reason for the use of
‘ghata’ to signify a particular object is the action or the
general ides, indicated by the root, from which the word s
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 & noun for sn object he the action that is signified by
the root, from which the noun is derived, the noun ‘gavh’
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 gaub’ for it

Mahima Bhatfa, therefore, holds that the reason for
the use of # noun for a particular object is not the action,
e V.V, 23
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which is signified by the root, from which the noun is
derived aud which is being doue by the object, for which
the noun is used. Ruyyaka, commenting on the verse,
under discussion, definttely asserts that the action, signified
by the rtoot, represents just am aspect of the reazon for the
use of a noun such ss Ghata for o particular object, (Ghatin
acpratyayintah pravittinimtiaiksdedabbidhayi, V. V. V.,
33). Accordiogly he holds that the venson 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. ¢. shining as jar in its characteristic
form,  (Svarap a-ghatatvapattilaksan hi  ghata.
Sabdasya pravittinimittsm V, V. V., 33).

L

But it may be objected bere that ‘attaining’ “ealisation’
and ‘shining’ are also acts. How can they, therefore, be
attributed to the insentieat abjects like jar ete. ?  For, action
presupposes an agent, who is free, whose essential natuse is
d inati i S b kartd).,  Action
springs from free coasciousness : Svitantrys is the basis of
nction ¢ but how can any body talk of it in relstion to the
insentient jar, to justify the view that the reason for the use
of o word for o particular object is the performance by it
of the action, though it may be that of attunit_rg the
characteristic being ?

To answer this question Mabima Bhajta intrcdu?es
tha Kashmir Saiva metaphysical doctrine that everytbing
is the manifestation of the Absolute. He resofts to the
Ssiva theory of Abhasavads. His language is 2 meee
adaptation of the famous Kirkd of Ulpalicirys’s Jivars
Pratyabhijas (1, 1, 4).

Karmobhedadeayo bhedopyibhass-ssdasattvatah

Abt d ca Citribhisakytah prabboh,
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'" The reider may ' satisfy himéelf” on this point by
“ comphring the second half of this verse with the following
* liné in the Vyakti Viveka :—

Mala SRR T
1 tasy art

PR
igkrtirisituh,

V.V, 33)

- His orpument as elaborated by Ruyyaka msy-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 ss good as admission

* of non-existence. For, it would not explain the practical hife
‘of man: because an object in ‘order to éxplain the practicsl
tife of the subject must bave 1fs 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

- the subject, it would mean that the object is of the nature

- of not-consciousness {Aprakida). And if it be so, how can it
<shipe in consciousness, become a fact of consciousness ? ‘For,

> to shine in consciousness imples shining as identical with
it. But how cad that,® which is essentially different from
consciousness, shine as identical with it ? For, ~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 consciousnéss.? Therefore,
if we admit the objects to be essentinlly of the nature of
consciousness, as we must in order to explain the prncllcnl

" life of bumamty, the objection against the view that the
reason for the use of an expression for an object is its actio?
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 rez:ognise\‘1

to spring from n conscious and free subject only ?  NoW
L V.V V,33
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if wo ndmit the object to be essentially of the naturc of

i the admissi of freed (Svatnntryn)

as its tial nature tomatically follows ; becanse

Prakade’ end *Vimarsa' are inseparable; there is no
witbout freed

In corroboration of this view Ruyyaka quotes a line
which appears to be from & Vedantic text, because the word
‘Bralmtan' occurs in it,  ‘Pradefopi Drahmapah Sarapya.
mactatikeantageavikalpyasea® (V. V. V., 34). It asserts that
even n part (pradefa) of Brahman is cssentinlly identical
with it and cannat be fully determined.

The reason that has been given above, {s an cpistemic
reason, There is & metaphysical reason alsa, It may be
stated as follows 1=

‘There are three distinct, though allied, views of action
(kriy%) in the aiva philosophy of Kashmir, (I} As an
aspect of the Ultimate metaphysical principle.  As such it
is the power, which is responsible for the ifestation of the
entire vaviety that we find in the objective warld in
temporal and spatiel order.  As such it is called Kriyfakti,
Tt is in itself above temporal limitation and, therefore, it is
not successive,

(1) As a concept.  As such it is a unity in multiplicity.
It is bised on the rocognition of identity in the midst of
successive differences.  For jnstonce, we sce n certain body
such as that of X associated with & number of spatial poiuts
in temporal succession, It is looked upon as differcut ot
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 unification
by the determinative mind of o number of successively
perceived facts into unity ; because of recoguition of the
elemant of ideatity fn oll.

42
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(IIl) As an external series: of' phenomens, on which'
the concept of action is based. Kashmic Saivaism is not
subjectiviam. It admits that there are things external tos
the indvidual mind, such’ as stimulate: the mind through
senses or rather supply the basis for “corcepts that the mind
forms, They are the’ manifestations of the Absolute Free
Will, They have their being in the universal Will before
their manifestation, N

Thus, ,when a series of momemnry phsnomenm is

ifested” in it rKahkramn) so that the
being of one mbmber of the series menns the not-being of’
what comes 1mmedmtely before t, but still essential identity
of‘all the members'of the 'series is recognisable in spite of
differences, it forms the phenomenal basis of the concept of
action, It is called Laukiki Kriya.

" The &aiva.view, in brief," is that the succession, which
is the chief characteristic ,of, action, as an external fact,
depends on vatiety, 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 ofa drevm nre with the dreaming subject.
They are, therefore, essentially af the nature of consciousness
and ‘free’ (Svatantra). Hence the talk of action, which
presupposes freedom (Svatantrya) in that which acts, is not
unrensonable in relation to even ‘jar' (Ghays) 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 escentinlly flentical with its root and, therefore, is free.
Thus, on the basis of the Saiva metaphysical principle,
Mahimn Bhattn holds that whatever may be the basisof
knowledge of derivation, the reason for the use of s figon ®
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to signify s particular obect is the action ealy’ which is
nothing but ‘attaining the ch istic being’
laksana'.

s

Accordingly he suggests that to ali nouns, standing for
& standard of comparison, the affix ‘Kv sto be affixed,
rot in the sense of *acting like’ (Upamanadacare), according
to ‘Sarvapratipadikebhysh kvib va vaktavyah', but in the
sense of simple action of ‘attaining being’, while the noun
is to be understoad to stand for an *agent’ (Karta) and not for
& standard of comparison. For, itis this meanmng which
is directly apprebended, while the other, namely, ‘acting
like, is got through implication. For mstance, in the case
of “Advati baleyah” the meaning, that is directly spprehen.
ded, is that the ass attains the characteristic being of &
horse; and then tbrough implication the meaning that he
acts Itke & horse is got for the simple reason that one whose
action is not similar cannot attain the characteristic being.

In this context Mahima Bhatta agnin refers to the
Saiva metaphysical 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 manifestations
of the Free Will and hence, being essentially identical with
it, are ‘Free® ‘Svatantra’ and, therefore, sre doers (Karts).

In this conpection he quotes the view of Pammnt also,
which implies thateven the insentients act, ‘attain being’,
For, how otherwise could he assert the meaming of the
root ‘Gadi' to be a part of the face (Gadh vadanaikadede) ?

() HIS ADMISSION OF THREE MEANS OF
KNOWLEDGE.

He admits only three means of right knowledge (Pra-
miana) s (I} Direct perception (Pratyaksa) (1) Inference (Anu-

1. V. V. 84 2 V.V, 85
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mana) (I1) Verbal testimony (Sabda). Other means of
knowledge such as Analogy! (Upamans) and implication
(Arthapatt)) be includes in the iuference. For, the mental
grasp of ane thing at the sight of another can be logically
admitted in those casesonly in which there is invariable
concomitance of the two: otherwise there will be no resson
why any other thing than that which can rightly be admitt.
ed to be apprehensible, should not be grasped at the sight
of any one. And whatever js known because of invariable
concomitance or any other kind of relationship is nothing
but inferred.

He refutes the view of the MImarhsaka that Arthapatti
is en independent means of knowledge. While discussing
how do we get the meaning ‘shows’ fram the uvse of the
word ‘Vadat' in <Kriafigyah septipam vadati visinipatra
Sayenam,’ he refers to the explanation that can be offered
in the light of the philosophy of Mimarhsi as follows :—

“If it be siid that the use of the word ‘Vadati’ can-
not be explained in any other way than through the assump-
tion 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 *Vadat' cannot be justified,
then the meaning ‘shows' is nothing but inferable. For,
Arthapatti? is included in inference,

Hence in this case ns welf as in that of ‘Gaurbahikah’,
where the identifiention of the two cannot be explained
otherwise than through the assumption that the similarity
of ‘Bahika' with ‘Ganh’ is implied, the non-conventionsl
meaning is got through inference only.

L Y.V,80 2, V. V. 112,
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This view of the number of means of right knowledge
(Pramige) is different from that of the Vaidegika, » The
Vaifegika does not recognise the verbal testimony? (Sabda)
to be an independent mesns of knowledge. It brings
Sabda under inference. The validity of the scriptural state-
ments, according to it, is an inference from the suthoritative
character of the speaker. DBut Mahima Bhaga recognises
Sabda to be an independent means of knowledge,

This view is also distinct from that of the Nydya.?
For, while the Nyiya accepts Upamina to be an independent
means of knowledge, Mahima Bhatfa does not, His view
of the number of the menns of right knowledge is the
typical Kashmic Saiva view, as presented by Utpalicarya
in his Tévaropratyabhijan in the course of Lis 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 illumina.
tive power (Dyotakatva) of words, And when the ques-
tion ‘what about the illuminative power (Dyotakatva or
Vyaijukatva) of prefixes, like *Pea’ in such words as *Prap-
tam' is raised, De replies just in the same way as that in
which he replics,to o similar question sbout the suggestive
power of words. He asserts that the prefixes arc said to be
illuminators (Dyotake) in the secondary sense of the woud,

He refutes the view that the roats stand for action
in general {Keiyasiminysvacanah), nccording ‘to which
every pacticular action of cooking is th.c meaning .o! the
toot ‘pac’ ond the prefixes ‘Pra’ etc, are s.xm.ply illuminators
of o particular meaning and not its .':lgmﬁers {Vicaka),
He nsserts that if the exponent of the view of the Dyota.

1. V.D, 1609, 2, N.B,1.
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katve cof prefixes .were obstinately to -stick to his position,
*he will'be landed into'the difficulty of 'having to deny the
wrelation ‘of substance and :attribute. For, if all particulars
«be supposed to be included'within a universal, for which :a
-word stands -and .under which they are subsumed, ~and
eccordingly any expression that is used to srouse the
consciousness of & :particular be not ‘Vacaka' but enly
Dyotaks, the :word blue, which is used to arouse the cons-
clousness of & lotus of & patticular colour, should be jooked
upon as Dyotaka,

In this context he refers to the causal theory of Kashmir
Saivaism. In order to streogthen ,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 a Dyotaka and not
Vacaka, no word would be Vacaka : for, every thing, for
which s word may stand, is within the Universal Capscious-
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
(Abhasavads) every object of experience is simply a manifes-
tation of what is already within the universal consciousness
rand when & thing is said to have been effected, the state-
ment does not mean anything more than that what was
within the Unriversal Consciousness, has emerged to the
objectivity of "both the internal and .external senses
(Santarviparivartinah  ubhayendriys-vedyatvam, I 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 an exponent
-of the inferential theory ‘of zsthetics. For, . Kashmir
I V.V, 13l -
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Saivaism also hss a logical technique connected with.the,
‘ » Which includes the Buddhistic and the Nyaya
technique. The four points discussed above reveal him to
be o follower of the 3aiva school of Kashmis,

HIS THEORY OF ZSTHETICS.

He is a follower of &rifapkuke and upholds the
inferentisl theory of msthetics. He holds that the relation
between the situation (Vibhdva) and the basic mental state
(Sthayin) is that of cause and effect, The difference, hotw-
ever, between the cause and the effect at the empirical Ievel
and those at the wmsthetic level, is that in the former case
the cause is real but fn the latter case it is & mere artistic
imitation of the real. Accordingly the basic mental state,
which is inferred 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 causeis illogical. And he points
out that it is to emphasise the unreality and 1mitative nature
of the cause and the effect in the context of wsthetics that
they are given different names, such as Vibhava, Anubbava,
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
expetience of a Sthayin from o Vibhava ; because in both
the cases en msthete 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
Nayake and Ananda Vardhana, he asserts that poetic
language is capable of adding a charm to what is directly
percepaible or inferable, so that an empirical fact does not
give so much delight to an wmsthete when it is directly,
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present as it does when it is poetically presented; and
further, that s mere descriptive presentation in poetic
language also is not so charming to the wsthste as & presen-
tation which simply leads to the inference of the central
fact of the presentation.

HIS CONCEPTION OF RASA AS A REFLECTION
OF A STHAYIN.

He holds that & Sthiyin cancomeina poetic compo-
sition either as & persisting or as & transient emotion. He
points out that the definitions of Sthayins, as given in the
7th chapter of the Natya Sistra, called the Bhavadhyays,
give the definitions of the Sthayins appearing as the Vyabhi-
carins. For, otherwise their definitions nre mesningless:
because 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-
flections of the Sthayins',

HIS(ANSWERS TO THE OBJECTIONS AGAINST
THE INFERENTIAL THEORY OF ZSTHETICS.
(1) He attempts to answer the objection of the Dhvani.
vadin that in the msthetic 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 : how can then the
/theory of inference and, therefore, of the succession in the
experience of the different constitvents of Rasa be
maintained ?

He denies the simultaneity in the exp of the
situation etc. and the basic mental state. He asserts that
the relation between them is that of cause and effect ; that
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the one is inferred from the other; that the ides’ of simul.
taneousness in the experience of sll is erroneous. 'v \

() Aad to the objection “How can there be a plsndant .
experisnce of the inferred basic mental state at the wsthetics
level ; because a similar state of mind is not expenenced as*
such when st 15 nferred at the empurical level 2" be replies
as follows 1

What are called Vibhiva etc. in the context of asthes
tics are distinct from whot are known as cause etc at the
empirical level. The latter are real; but the former are
mere prodocts of arts, Tbe latter are to be met with at
the empiricul level but the former are experienced at the
asthetjc level only. They are essentislly different from one
another and have their distinct spheres. From the situation,
which is a product of an nrt and, therefore, unrenl, the
basic mental state that is inferred may be spoken of as
unreal. But because the wmsthete is free from practical
attitude, he doer nat proceed to ascertain the true nature
of the inferred i.e. whether it is real or unreal For, such
nn effort is altogether useless from the wsthetic point of view,
It is just to emphasise this distinction of the inference at
the @msthetic level from that at the empirical that the
inferred is colled  Pratiyamana or Gemya rather than

. Anumiyamina oc Anumeys.  Accordingly Mahima Bhatta
asserts that msthetic experrence is nothing but the conscious-
ness of a basic mental state that shines in an ®sthete in

q e of the apprel; of the situation ete. (This
pomt has been refuted by Abhinava in the course of refutation
of tha inferential theory of esthetics, propounded by &

afikuka). He points out that the basic menta] state
(Sthdyin), which 13 inferred from & situation that is & product
of art, is experienced to be pleasant, beenuse it is inferred

1. V.V, 75
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from a canse, which is essentially different in jts 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 pleasantness of the basic mental state at the
xsthetic level is a fact of experience which cannot be
questioned.

(HI) The theory of imitation, as presented by Mahjma
Bhatta, implies that the ssthete experiences a basic mental
state|which is not real, inasmuch ss it is inferred from the
situstion etc. which in themselves are not real but only
artistic imitations of them: because From the unreal there
can be the inference of the wnreal only. The question,
therefore, arises:  “Does the @sthete know the basic mental
state to be unresl ?” To this the reply of Mahima Bhatta
is *No'. The zsthete does not know it to be uareal
The fact is that he doss not know it to be either real
or unresl. But then it may be asked “Is not the ignorance
of the true nature of the presented a kind of error (Mithya-
jRsna) ? Aund if so, how csn it bave the causal efficiency
of bringing about the moral imp of the Y
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 patb 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 ides also has the causal*
efficiency of bringing about the spiritual improvement: just
the same Is the case with the error in the mstbetic

experience®.
HIS ADVANCE ON $RISANKUKA.

We knaw very littl: of what Srisatikuka wrote. Our
main source of information about his inferential theory of
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Zsthetics is the reference to it by Abhinava in his Abhinava
Bharati, From what we find there, 1t is not clear whether
he recognised any distinet subjective conditton of msthetic
experience or whether he admitted the inferential experience
at the amsthetic level to be essentially non-empmcul though
be asserts 1ts bility and predi Iy

nature. Mahima Bhatta seems to present an ndvnnce on
Srifankuka in so far as he (I) recognises a distinct subjective
condition of the wsthetic experience, which, following Bhatta
Niyaka, be calls ‘Sahrdayntya’ snd which alone makes
wsthetic experience possible! and (I1) draws’ a distinction
between the inferential experience at the empirical and that
at the wmsthetic level. The latter is charactensed by
‘Camatkara’. He recognises the asthetic experience to be
non-emprical (Alankika). He seems to follow Bhatts Nayaka
in his conception of the ultimate nature of the sthetic
experience, as 1s evident from lus quoting from the Sabrdaya
Darpana, wherein Bhatta Nayake has clearly defined
Rasa, This verse is attributed by Abhinava in his Abhinava
Bharati to Bhatta Nzayaka®.

HIS CONCEPTION OF CAMATKARA.

Suppose & painting, that is put in thick darkness, is
illumined by a flashdight. 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 ndt
get if the sdme be put in the brosd day-light. This
peculiar delight Mahima Bhatta calls Camatkara®, A simifar
delight, be holds, is experienced ! hen we heu of something,
that admits of direct linguisti 1 in
terms of inference,® It may be remembcred thst the

1. V.V.,66, 2 A.Bh,Vol.L279 3. V,V.V,53
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conception of Camatkara as presented by Abhinava in the
Brhoti Vimarfini, is different, (Vide Chapter 11),

THE BACKGROUND OF THE THEORY 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 be presents is
based on an ancient tradition, He traces the tradition
back to Panini, He refers to & work, covering one lokh of
Granthas, written by Vyadi, to expound the system of
Paninil, This work, however, was Jost due to the neglect
of it by the studenis of Grammar, because of its bigs e.
Pataiijali, therefore, in order that the tradition of ‘Vyakarapa
Smrt' may not be broken, wrote his Mahabhasys, which
closely followed the work of Vyzdi. The followers of
Patafjali, however, lost touch with it. The Mshabbagys,
therefore, remained only in a book in South India, Thus
again the tradition of the system of Grammar was lost.

Sometime later & Brahmarakgass brought the original
Vyakorapagema, written by Ravana, from o place in
Trilidga in the mountain Teikats, to Candracarya =and
Vasurata, who, ofter properly understanding it, expounded
it 1n many ways to their pupils. Vasurdts, the teacher of
Bhartrhari, wrote & digest of the ssid Vyakaranagama.
Bhartshari’s Vakyspadiyam is based on the same. It
consists of three chapters (I) Brahmakanda (11) Vakyakand:
and (IT) Padakanda.

The study of Grammar, bath as a science and a5 8
system of philosophy, was very popular in Keshmir from
a very early time. Kalhaga in bis Rajatarapgin? (I, 176)

1. v.p,283 ‘
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says that the study of the Mahabbasya was popularised in
Kashmir by Abhimanyu (Circa 336 B. C.). Pupysraja in
s commentary refers to the digest of the second chapter of
the Vakyapadiyam, written by Rajanaka Suravarmant,
Somananda criticises Bhartrhari in his Swa Dysti,  Anands
Vordhana was inspired 1 his coneeption of Dhvant by the
Sphotavada of the Philosophy of Grammar, Works of
Abhinavagupta and Mabuma Bhatts are full of quotations
from the Vakyapadiyam.

Thus, it was because of the thorough familanty of the
Kashmur thinkers with the philosopby of grammar that the
theory of Meaning developed in its vatious aspects primarily
in their hands.

MAHIMA'S APPROACH TO THE PROBLEM OF
MEANING.

He approaches the problem of Meaning very much like
Bhartrhati, with «whom he is thoronghly famidir. Bhartrhari
divided $abda brondly into two (1) Pada (word with a case
or a personal termination) and (I Vakya (Sentence), as is
clearly indicated by his two chapters (I) Padahandr and
() Vakyakanda. Mashima Bhatts accepts this division
and guotes Bhartrhari in support of his conception of
Vikyat. He follows Bhartrhari in the division of the
meaning into two types, but with shght modification.
Bhartghari  divided the meamng into two (1) Primary
(Mukhya) and () Secondary (Gauna), Mahima Bhatts
substitutes ‘Gauga’ by ‘Anumeya¥, which has wider
implication 20 ns to include the menning which is ordinarily
called *Secondary’. Bhartshari did not recognise the
Vyabzya ‘the suggestible’ as o separate type af mesning ¢
and Mahima Bhatta not only docs not recognise it but has
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also devoted one third of his work to refute the view of
Ananda Vardhans, who ssserted the independent being of
Dhvani. He asserts that the meaning of a word is alwsys
primary : because it has no parts which can be split up into
the premi and the usi But the ing of a
sentence is both, primary and inferable!,

HIS DIVISION OF WORDS.

From a very early time words (Pada) have been classified
differently. Thus, some divided them into two and others
into four, five or six classes. Panini divided them into two
classes according as they end in the case cr the personal
terminations (Suptilantam padem 1-4.14.).  Yaska® and
Pataiijal® advocate the division into four. Durgacarya
refers to the division into six also in his commentary on the
Nirukta.! But Mahima Bhatta divides them into five
(I noun (1) verb (1) upasarga (IV} nipata and (V) karma-
pravaceniya. Although the last three possess the common
characteristic of not signifying an accomplisbed 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 genns onder whick the object
is subsumed (II) because it represents o quality (IIf)
because it denotes a function or (IV) because it signifies &
substance. (I) Dittha (1) Sukla (I} Pacaks and (IV)
Dandin are respectively the instances of the four types. He
differs from the Vaiyakaragas in so far a5 he helds *Dandin’
to be & ‘Dravya$abda’™ but the latter look npon it as
1Gunadabda’,

1, V.V.V.,40 2 N.8 3. M.B., 39,
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HIS 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 ressons for the use of
nouns for different objects, he cites a view, accordmg 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 Seiva theory of Abhasavada’,

It is elaborated by Mahima Bhatta as follows s—

A noun such as ‘ghata’, signifies an object, for no
other reason than that the object does the action for which
the root, from which the noun is derived, stands. It 15
wrong to assert that the reason why an object 15 sigmified
by a particular noun js that the object belongs to the genus,
for which the noun stands  For, gerus has no independent
bemg ; 1t is invaniably concomitant with the action. Though
one may admit the genus to have an independent bemng and
to exist in an object even though the object may not be
capable of performing the characteristic function, yet the
object would nat 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 resson why
the word should not apply to others. No one uses the word
‘Picaka’ for one who docs not cook. Hence 1t has to be
admitted that the genus ghata’ is nothing but the chiracte-
ristic function, for which the word stands, and, therefore,
function of the object nlone is the basis of the use of the
expression for it.

The aforesaid view of the functional basis of the use
of & noun for an object is distinguished from that of the
Vaiyakarapas.  For, although the latter derive the nouns
1. V. V., 23
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from roots, yet they do not recognise function to be the basis
of the use of a noun for an object. The Vaiyakaranas, ns
the very word implics, 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 Provrttimmitta 1s distinct from the Vyutpattimuta,
Thus, according to the Valyakarapas, the action of a thing
is the renson why the word, that stands for it, 13 derved
from a particular root,

And because the nouns are derived from the roots,
therefore, the affix ‘Kiva' m *Vipicya ghato bhavatr'?
(which indicates that the action, indicated by the root to
which ‘Ktva' is added precedes aunother which 1s subsequent.
ly mentioned) indicates the precedence of the action, indi-
cated by the root to which ‘Ktva' is added, o relation to the
action, indicated by the root from which the noun ‘ghaty’
is derived and not in relation to the verb ‘to be’ (bhuvaty),
just as in the case of ‘adhiritys paciko bhavaty’. fhe
verb ‘to be' is not necessarily always directly mentioned ;
very often it is understood, because the objecis necessanily
bave being.  Bat in neither caze the precedence of the action
indicated by the root, to which Ktva is affixed, is in relation
to it. For, the verb to be 15 external aund, therefore, 1f
the precedence be related to it, the meaning woull becom:
absurd. For instance, in the case of “Srutvap: nama badhtrah’
if we hold the precedence of the action of heartng to be
in relation to the verb ‘to be', the meaning woull be
sbsutd; because the act of being is not subsequent 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
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hos to 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 1nasmuch as the word indicative of it is derived
from a root with a Krdaota affix and, therefore, appears
as an attribute of an agent, there arses the illusion of its
connection with another egent. For instance, in +$igira-
kalamapasya’ etc., although the precedence of the action,
indicated by ‘Apasya’ is in relation to ‘Harasya', yet
Mellinatha 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 ss his
possession and as such is expressed by a noun. Hence there
arises the illuston that it is not an action, e. g. 'Smara
sarsmrtyn na fantirasti me'. Here the nction of enjoying
peace appears in the guise of anoun. Hence there arises
the error of not looking upon it as action, The fact,
however, is that Ktva in Sarsmrtya is in relation to Sam
in Santid

Mahima Bbatta does not nccept the view discussed
ehove, The way to 1ts rejection had been paved by the
Upadhivadins. His view, as we bave already stated i 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 being,
which consists in the natural character, form or true consti-
tution und which is non-different from it.

HIS DIVISION OF MEANING.
The meaning is of two types: (I} primary and (Il)
inferable, The meaning of & word is settled either by the
1. V.V, 27 2. V.V.V,29,
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ushge 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 ns the
premises to the conclusion, is the inferuble. This is of two
types according as it is inferred directly from the primary
menning or inferted from the inferred meaning. Mahima
Bhatty includes both the secondary and the suggestible
meanmng in the inferable, bscause the sphere of wlference
is wider than that of L.akssna or Vynfjakatva or both taken
together,

From another point of view, namely, that of the nature
of the inferred, he subdivides this meaning into three types
@ Vastu (II) Alsdkara and (IIl) Rasa etc! Here he
follows Ansnda Vardhana and hike the latter asserts that
though the first two admit of the direct presentation, the
last is slways inferable only,

A word in isolaton has primary meening ooly, because
it has no parts which can be split up into premises and
conclusion. Accordingly it has no inferable meaning. But
& sentence has parts, which are related as subject and
predicate and the elaboration thereof (Vidbyanuvada.
bhavena) : and what is predicated may be such as may or
may not need the support of resson. Thus, the meaning
of & sentence is of two types ding as what is predicated
need or need not be proved.?

Therefore, when the predicate is such as does not need
the support of reason, the elsboration is simply & repre-
sentation of matter of fact, e g. ‘Astynttarasyam’. DBut
when what is predicated is such ssneeds the support of
reason, it becomes the point to be proved ; and the elabora-
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tion assumes the form of proof. The cousciousness of the
relation] between ises and | depends upon the

knowledge of the mvariable concomitance of the two.

One point has to be clearly understood in this connec.
tion, that is, the distinction between ‘upapadana' and
‘onumava’, Upapadans in this context is not inference,
because here the resson does not arouse the consciousness
of something that is not already known. But it simply
corroborates what is already kauwn, like the Arthantare
nyasa, as defined by Udbbata. The Apumins (iaference),
bowever, as conceived by Malnma Bhatts, 18 different from
it. Itis very much like what Udbbata has called Kévyahetu
i.e. here what enters into consciousness in consequence of
hearing & statement serves ss a reason for the remembrance
or inference of something else? The relation, however,
of, premises,and lusion (SEdhyasidhanabbavs) between
the parts of the meaning of the centence is common to both
the cases.

ANUMEYARTHA,

The inferable meaning 1s of two types: (1) Directly
inferable (Anumeyartha) and (2) Indirectly jnferable, i.e.
inferable from a meamng 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. ‘Patyuls firafcandcakslam’ or ‘Evarvadioi
tatrargau’,

HIS CONCEPTION OF KAVYA IN THE CONTEXT

OF THE CRITICISM OF BHATTA TAUTA'S

DEFINITION OF IT.

Bhatta “Tents, Abhinava’s fteacher in dramaturgy,

wrote & work on, poetics, the Kivya Kauluks, of which we

1. V.V.Vad0. 2. K.5,75,
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Lnow from Abhinava's reference in the course of his discus-
sion on Santa Rasa in the Locana, Therein Bhatta Tanta
defined Kivys ns ‘on octivity of a poet’ (Tasya karma
smrtat  kavyem). Mabims Bhatts does not accept the
definition’, He holds that not any activity of a poet but
only that which is concerned with such & presentation of the
situation etc. as 'suggests’ the Rasa is Kavya. He elaborates
this point as follows : —

Kavya instructs people what to do and what not to do,
exsctly ns does the Sastra, Therefore, its aim is the same
as that of the Sastra. The two sare only different mesns
to the same end. Kavya is meant for those, who sre
intellectually incapable of understanding the difficult
Sastras,

Kavyn is of two types (I) presentable on the stage
() 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 astras and for whom women, dance
and music have very great charm, Such persons bave
to be given moral instruction by first presenting to them
what they like most. It administers the bjtter 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 inchination for it, and, therefore,
their receiving any instruction would be out of the 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 bave tender intellect and are
averse to hesring the Sastra.

1, V.V.V,05 2 V.v,9.
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Therefore, he who desires that the poetic composition
should serve the end for which it is meant, should
admit that the soul of poetry 1s Rasa; because it 1s
this that arouses the inclination for the Kivya in those
for the moral improvement of whom 1t is meant. In act,
the Dhvanivadin gives the poetic composition the name of
Dhvani simply becauvse it presents Rasa. The definition
of Kavys, therefore, a5 an activity of & poet is wrong,

HIS CONCEPTION OF GAMYAGAMAKABHAVA.

There js usuelly & perceptible succession in the
apprehension of premises and conclusion, It is clearly
perceptible when they are presented in a sentence. It
is also clearly perceptible in those cases where the
inferable is either a situation or figure of speech. But
it is mot clearly perceptible in those cases where the
inferable is & Rasa. The relation in such cases is not
that of reason and conclusion but that of the illumna.
tor and the tlluminable  (Gamyagamakabhiva). The
imul n the peri of both the illumi.
nator ond the illuminable in these cases is an error.
For, logical analysis of the experience reveals the succession
init. Asinthe case of the theory of Dhvani, the relation
of the suggestive and the suggestible is based on this error
of thinking the two experi to be simul the
theory is ctroneous.?

Mahima Bhetta has no objection to the use of the
word Dhveni for AnumitZnumeyartha, provided it is ased in
the secondary sense with the purpose of indicating that this
meaning produces Camatkdra (asthetic experience) in the
msthete.

ANANDA VARDIHANA’S POINTS OF VIEW.

Ananda Vardbana speaks from two points of view

1. V.V,53
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(1) logicel and (ID) sesthetic. While speaking from the
former point of view he uses such language as justifies the
sttribution  of. the theory of inference fo him, And
Mahima Bhatta cites such passages in corroboration of his
theory of inference. But Avanda Vardhana had fully
realised the distinction of the asthetic experience from the
logical, He knew that in msthetic expersence there is no
logical process from the premises to the conclusion; that
asthetic  experience is free from temporal and spatial

lations and that, therefore, no i of any logwcal
category is involved in it. On this point there is complete
agreement between him and some of the Western sstheticisns
like Hegel.

HIS CRITICISM OF THE THEORY OF DHVANL

In his Vyakti Viveka, Mahima Bhatta attempts a logical
analysis of the suggested meauing (Dhvani), accepted by
Ananda Vardhana and his great followers, like Abhinava-
gupta, Ananda Vardhans 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
wsthete without the apprehension of any succession from
the primary, Mahima Bhatta’s ecriticism is primarily
directed ngainst this basis of assumption, He asserts that
lcglcnlly the succession {rom the primary to the suggested
is ble. The theref of the simul-
taneonsness in the grasp of the two meanings is an error.
Hence the theory of Dhvani is erroneous.

Ananda Vardhana uses the word Dhvani, as has been
shown in the preceding chapter, for (1) conventional symbol,
the articnlate sound that suggests the suggestible, (II) con-
ventional ing that sugg the suggesuble, (I1I) the

pawer of word ta coavey the suggestible meaning, (IV) the
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suggestible meaning jtself and (V) the poetic work ecntain.
ing the suggestible meanmng. Mahima Bhitp attempts to
show that it is wrong to use the word Dlhvani in any one
of the scnses, given above: firstly because the words have
no otber power than 10 cuavey the conventional mennings ;
they, therefore, canuot suggest the suggesiible : secondly
becanse there s no suggestible meanmg m the primary
sense of the word, therefore, it is absurd to talk of the
conventional mean'ng as suggestive of 1he suggestible « thirdly
becanse the conception of Dhvam as a power of word
[Abhivyakt) is illogical, therefore, to say that the words
suggest the suggestible is meaningless: fourthly  beeause
there is no suggestible meaning : and fifthly because the
poetic works do not admit of particularisation in terms of
Dbivani, We will elaborate these points as we proceed,

(1) HIS REFUTATION OF OTHER PO\VERS OF
WORD THAN THE CONVENTIONAL.

Mahima Bligta bolds that words have only one power,
that of urounsing the coiwentional meaning:  accordingly
they have only oue function.  Other functions, such as that
of nrousing the suggested, or more correctly, the inferred
menning, belang to the meaning only and not to the word.
Words cannot be spohen of as posscssing many powers.
For, the powers, which lave a ¢common substritum, are
independent of one another as well as of the I of succession
in the discharge of theie functions, e, g the paners of fire to
burn and to illumine, DBut many pawers, which are admutted
by Ananda Vardhana and bis fa'laaers to brlong to words, are
not seen to discharge theie functions simultancously, nor
are they admitted to br capable of domg so by them;
beciuse con istent’y and eegnlurly other powers are scen to
function only afier the poser to arouse the coaventional
meaning. Hence the substratum ol 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 so there must be only two
powers to arouse them : and as the one is accepted to belong
to word only, the other must nzcessarily belong to the
conventional meaning.? Further, because there are anly
two powers ([) to arouse the conventional meaning (I} to
lead to the inference, other powers, namely, Laksipi and
‘Tatparys, therefore, must be included in the power to lead
to mference. We will ghow in the following sections how
Mehims Bhatta justifies their inclusion in the pawer of
meaning to lead to inference.

(a) HIS CRITICISM OF LAKSANA.

Mshima Bhatta ioclules the secondary meaning
(Gaupa or Laksapika Artha) in the inferable (Anumeya).
Accordingly be denies the second power of words, techm-
cally called Laksana, He explains the dary
in terms of Dlis inferentia theory of meaning. He
asserts that in an instance like *This Puanjabi is a bull
(Gaurbahikah)” the identity of the meaning of the word
‘bull’ with that of ‘this Punpbi’ is agamnst 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 spzaker’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 aspects, For, no man, who has
not lost all sanity?, would ever mnywhere 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  similatity only as the cause of attribution of

1. V.V, }09 2 V.V, 10 3 V.v, 10
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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 conventional meanings of the expressions shine in
the consciousness of the hearer when he bears 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 i to arouse quickly the consciousness of
sstupidity’ (jadys) etc. as sttributes of the Punjabi. The
use of s word in another meaning than the cunventloml is
a ised way of ying the dary g
This is cnlled ‘Gaupa’ by some’.

Similarly in *The fact that the slim lady is lying on the
leaves of lotus, tells that she is suffering from lovefever’, the
word stells’ (Vadaty) darily srouses the i
of 'shows’ (Prakadayati) 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 concomutarce of the two. And
the consciousness of the meaning ‘shows’ arises from stells’
in the manoer 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
1llumine” cannot be spoken of as the conventionat
meaning of ‘tells’ because the convention does not recognise
it and the two are not identical It cannot be said that in
the above instance there is the consctousness of the conven.
tion! meaning only: because it is contradicted by the

1. V.V, 1011
45
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direct experience.?

Similarly from the expressions ‘Gafigayarh ghosah’
(Hamlet on the Gafigh) the meaning ‘Hamlet on the bank
of the Gaitgd' is got through inference. For, the meaning ‘a
current of water’, cannot reagonably be represented to ke
the substratum of 2 hamlet, because that is contradicted
by the fact of experience. Hence from the word ‘Gaiigd’
simply because its use cannot be explained in any otber
way than through the ption that the ing ‘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 &
substratum of & hamlet, we get the mesning ‘the bank of the
Ganga' through inference, because not only similarity but
slso relation of proximity is recognised to be a basis of
identification.

The explanation of the rise of the secondary meaning,
offered by those who admit the power of word to arouse the
secondary 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
Gahga' etc. nor is it related to the same in any way.

Hence 1t is incapable of giving rise to the secondary
meaning,

The purpose of such a use of words in the present case
is to arouse the idens of holiness and coolness in association
with the bank, on which the Gaiigd is superimposed, Hence
this purpose is distinct from that of arousing the conscious-
ness of similurity, as in the case of ‘Gaurbahikah’, But in
both the cases the consciousness of purpose arises in the

1. V.V, 112,
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hearer because of identification, which is due ',éz}ther to
the relation of proximity or of similarity or somethink'sbel,
I:fr -
PN
Mahima Bhattr asserts that the cousciousness of
purpose, whether it be holiness and coolness as in the case of
‘Guhgayam ghosah' or mere similarity as in the case of
sGaurbahikah® arises through inference only. For, the two,
purpose and identification, are known to be invsnably
concomitant from the ordinary experience. Hence he
ludes that the admission of Vyaktl is unnecessary to
explain the tise of such a meaning.

Bat it may be asked here : “How does a word, which is
agsociated with a certain fixed meaning through the
convention, give rise to nnother meaning (secondary) in
consciousness ?" The rise of a meaning that is not conven-
tional must be due to some cause. Is not that cause the
word itself ? Mahima Bhatta's reply to it is that the word
has the power of arousing the conventional meaning only,
The nrousal 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 circumstances, necessary in the rise of the sccondary
such as the koowledge of the true personality
of the speaker etc. This set of circumstances he calls
tLiaga’ and accordingly what 1s keown through it he calls
sAnumeya’. He asserts thatitis beyond the power of word
to arouse the secondary meaning?; because the former
has no connection with the latter. Hence consciousness
of the secondary meaning does not spring from the

meaning,

consciousness of word. .

1, V.V, 114 2. V.V,118. 3 V.V.116.
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(b)' HIS CRITICISM OF THE TATPARYASAKTI
OF WORDS.

Those who admit the Tatparyafakti of words
sssert that the meaumg of the words of a sentence
is all that which is intended to be icated
through them by the spenker. Accordingly 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 st a certain person’s house; the meaning
+Eating at his house is worse than eating poisen” is not got
throngh the conventional power of words; because conven-
tion does not associate such & meaniog with the words used
in the sentence. But it cannot be denied that the meaning,
such os has been stated above, is got through them. This
needs an explapation. The Tatparyadektivadies, therefore,
admit the Tatparyadakti of words as distinct from the
Abhidhz to explain the rise of such meaning.

Mahima Bhatta sdmits only one power of word,
namely, the conventional, He, therefore, criticises the
Tatparyavadin as follows :—

In the case 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 speaker to a particular hearer ;
the situstion, which is clesrly pictured up in the minds
of both!,

() HIS CRITICISM OF ABHIVYAKTL

The Dhvanivadins have pted o distinct
which they call Dhvani, primarily because they hold zhnt
the process, through which this menning arises, is different
from that which is involved in the rise of other meanings.

1, V.V, 1212, -
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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 :—

Abhivyaktil consists in the arousing or the rise of the
consciouspess of the suggested meaning, whether it be real
or unreal, simultaneously with the suggestive, without the
tervention of memory and consequently the conscrousness
of any relation between them such as that of the premises
and the conclusion.

He criticises this view as follows :—

Abhivyskti, becoming manifest, coming into being or
coming to hight of those which already exist, which are of
the nature of being, Is of three types. .

(I) The effect exists in the cause as its capacity and,
therefore, is imperceptible. When, therefore, 1t becomes
manifest, comes to light, becomes perceptible, it is said
to have become Abhivyakta. Thus, curd, for instance,
potentially exists in milk and becomes manifest from it.
This is according to the Satkdryaviada. The Asatkarya-
v3dins, however, who do not admit the potential existence
of the effect in the cause, say that curd is produced from
milk, .
(11) Suppose  the effect has been mantfested by the
cause but is enveloped in darkness and, therefore, is
imperceptible. It is said 1o have come to light, to become
Abhivyskta, when it is illumined by a light such as that of
a lamp and shines together with it, the light of course
occupying & subordinate position to the illumined (Svaro-
pamprakasayan).

(11} Suppase an object has been experienced before
and exists in the mind in the form of resilual traces. When

1. V. V.7
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the residual traces of shch'an object are revived because
of either perceptmn of another object, which is invariably
concomitant with that experienced before, or because of
hearing a word that stands for it, the object is said to have
become manifest (Abbivyakta), Thus, for instance, fireis
said to become manifest {Abhivynkta) at the sight of smoke,
which is invariably concomitant with it; or the cow and the
like ore said to become manifest from reflective imitative
presentation thereof in the works of pictorial, plastic or
poetic art.

But the Abhivyakti of that which has no real being
is of one type only; €. g. that of rainbow, because of the
rays of the sun. Mshima Bhafta asserts that the term
*Abhivyahgya’ cannot be used for the suggestible meaning
in the first two senses of the sword: because that would
imply that the suggested meaning is directly perceptible
like curd or that it shines diwectly, simultanecusly with
the conventional, exactly s does jar with light. But that
is impossible. As for the third sense, it is nothing more
than! inference. 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 conventional is
not possible without the consciousness of the relation of inva.
riable concomitance of the twa. Otherwise the consciousness
of the suggested meaning from the apprehension of the
conventional should arise in all® persons irrespective of the
fact whether they know the invarisble concomitance of the
two or not. Further, the consciousness of the suggested

g is never simul with that of the conventional
but always in temporal sequence like that of fire from
smdke, Tience the dchnifion ot Abhivydki, as slmiitted oy
Ananda Vardh snd his foll , is | ibl

1L V.V,718, 2, V.V,
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Nor can it be said by the Dhvanivadin in bis defence
that his definition of Abhivyakti applies to Rasadhvani,
wherein the experience of the situation ete. is simultaneous
with that of the basic mental state; firstly because in that
case the definition would not epply to Vastudhvani and
Alaikaradhvani inasmuch as in these two cases admuttedly
there is temporal seq in the i of then
suggested from the directly presented; and secondly
because even in the case of Rasa the simultaneous apprehe-
nsion of the situation etc. and the basic mental state is
logically 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 1n so far as it is in the form of residusl trace),

Mshims Bhatta points out that the illumnator is of
two types. (1) It is as if it were an attribute of that which
it ilumines (Upadhiropah) so that the lumined can be
perceived only as enveloped m the illuminator, e.g. s jar
can be percewved only as enveloped in the light. (ID) It is
independent (Svatantrah) in so far as it does not serve as
o mere attnibute of the illumiced. The tlumined is appre-
hended not simultaneously with the illuminator but in

ion therefs Such an 1l is pothing but
sign (Lifiga) or reason (Hetu) : and what is known from it
is nothing but inferred.

Now the Dhvanividin canuot bold that his conception
of the illuminator in the context of the theory of suggested
meaning is that of the first type; because that would imply
that, according to him, poetry is only that composition
which arouses its meaning directly through convention?,

L V.Va 79 3. V.V.V.80,
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Such on admission would defeat the very purpose, for which

. the conception of illuminator (Prakadaka) 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 type of the illuminator is nothing but a
sign (Lidga), Therefore, the Dhvanividin's definition! of
Abhivyakti as ‘Prakagakena sahaikavigayatapattih' is uatens-
ble. Further, Ananda Vardhana himself does not admit the
figuring in consciousness of the primary meaning simullane-
ously with the suggested in all types of Dhvani; because
he himself says:—

“Na hi vibbavanubbavavyabhicarina eva Rasah etc.t”

Now in order to get out of the defect of impossibihty
in the definition, if the advocate of Dhvani were to
eliminate the idea® of simultapeous apprehension of the
illuminator and the illumined (Prakagaks and Prakadya)
from the definition of Dhvani, the definition would apply
to ,inference also; becausein the case of inference of fire
from smoke there is the apprehension of fire through smoke,
which occuples a subordmate position to fire, inasmuch
as the former is only a means of knowing the latter.

But if it were said that the application of the definition
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
fostance of lamp and jar. And if in order to keep the
definition applicable to the 1astance, just mentioned, he were
to ehminate the idea of not-being (Asat) from the definition,
the defnition would not apply to the instance of rainbow ; be- ,

3 Vu V80, ‘8 V.V, 80. 3 V.Vv,81
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cause it is not-being.  If both the 1deas of ‘heing’ wrd *not-
being’ were eliminated, it would be a defiaition of imnference
only. That 1s just what the critics of the theory want,

Further, the attribute of the illuminable, viz. *being or
not-being' 1s not logical : becanse 1t leaves nothing, to which
the definition cannot apply, Furthermore, if that suggestive
poetry alone be said to be Dhvant Kivya, wheren the
conveational meaning alone is suggestive, the dehation wounld
not apply to thoze poems wherein the suggested meaning
itsel! becomes suggestive of anothert,

DHVANIVADIN'S POSITION EXPLAINED.,

Very often Mahima Bhatea attubutes o view to Ananda
Vardhana, though the fatter does fiot hold it, and then
criticises such a stew at leagth. The defintion of Abhiv.
yahti, 88 has been stated by him and attributed to the
Dhvanivadin, is & typicsl 1nstance of this tendency, For,
although Mahima Bbat{n talks mn 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, a3 has been pointed out by Ruyyaks, Dhvan’-
vadin accepted 1t to be of only one typz such as is related
to what has being? snd 15 based on th: enmlogy of a limp
ond a jar.  And atis well recogmsed that an analozy is intro-
duced to refec to just o particular point of smulanly. Thus,
the point that 15 teded to be explained by the Dbvanivadin
by means of the analogy, under discussion, is that the ex-
pecience of the suggested is never without that of the sugges-
twe’. Hence tha entire criticism of Matims Bhayfa in the
context af the attributed definition of Abhivyskti is baseless.

1 v.v, 82 2. V.V, Ten 3. V. V. V., 53,9 and 82
46
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' THE DEFECTS IN THE DEFINITION OF
DHVANI KAVYA,

Anands Vardhana defined Dhyani, a3 2 poetic compo-
sition, as follows :—

“Yatrarthah $abdo va tamarthamupasarjanikrtasvarthau,

Vyniktah kivyavidegah sa Dhyaniriti saribbih Kathitah”

Mahima Bhatts points out ten defects in the definition
of Dhyani Kavys, as given by Ananda Vardbana. Accor-
ding to him, hardly any word in the definition is correct.
They may be enumerated as follows :~

() The adjunct of the meaning (Artha), namely, which
subordinates itself to another, is useless.

i) Word (§obds) ought mot to be included in the
definition.

(ifi) The adjunct of ‘word’, namely, which reduces the
‘meaning' to subordinate position is sutomatically redundant
after the inclusion of what it qualifies has been pointed out
to be erroneous.

(iv) The masculine gender in *Tam’ is unjustifiable.

(v} Dual in the predicate ‘Vyadktah' is wrong,

(vi) The use of the conjunction *Va’ is indiscriminate.

(vit) 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.

(viti) Through the word *Dhvani’ only another name is
given to poetic compositions and, therefore, it is useless.

(ix) The assertion of particularity in o poetic composi-
tion (Kavye vifesa) is baseless.

{x) The inclusion of the subject of the predicate
‘Kathitah’ in the definition is useless.! .

1 V.V, 108
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() CRITICISM OF THE ADJUNCT OF ‘ARTHA"

The adjunct of menning (Artha), namely, ‘which
subordinates itself to another’ is useless. The usefulness
of an adpunct in o definition lies in its msking the defini-
tion so precise that it applies to the acknowledged instances
only and excludes others from the sphere of s application.
But the adjunct of meaning, mentioned above, has no
delimiting  value. For, whenever a meaning suggests
another, it occupies a subordinate position; because it isa
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
tbat the conventional ing also pies & predomi
position in Samasokti and Gupibbatavyaiigya; 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, (I} Due to the predommant nature of the
thing itself. And the predomi of the ional
meaning in Samasokti (e.y. Upodbaragepa) is due to the
context and not to ils own predominant nature; becsuse
independently of the context the conventions| occupies only
s subordinate position in relation to the suggested?; becanse
the former is only a reason for the inference of the latter,
Hence the predomi of the ventional, due to the con-
text, even if it be admitted, is not sufficient justi ion for the
use of the adjunct. Now if it were asserted that in the case of
Gunpibhatavyahgya 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 sdjunct.
For, even in Gugibhatavyaigys, the conventional meaning
docs not ily always predomi on account of

. V. V.11
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its charm. Mahima Bhatts asserts that in the so called
Gunibhita-vyafigya also the suggested meaning has the
charm in some instonces, Therefore, the adjusct remains
useless.t

DHVANIVADIN’S POSITION EXPLAINED.

A mesning is represented to be ‘subordinated’, (Apra-
dbanikrta) for the following three reasons;— *
(i) because it is a means to aronse another meaning ;

(i) because it is less charming than the other (the
suggested) ;

(iii) because it does not rest within itself and, tberefore,
does stand in relation of a helper to the charm of
another.

Mabima Bhatta's objection is sound in so farasitis
based on the first two reasons. But Dhyanikara had the
third in his mind. By the sdjunct of ‘meaning’ (Artha)
under discussion he wanted to exclude the Gupibhata-
vyshgys, where the conventional meaning is not snbordinate
in the sense that it does not stand to another in relation of
a helper to its charm. Hepce the use of the adjusct is
perfectly justifiable®,

HIS CRITICISM OF THE WORD ‘ARTHA' IN THE
DEFINITION OF DHVANIL

He raices the question: “What does the word *‘Artha’
mesn in the ierse ‘yatrzrthah Sabdo va' ? Does it mean the
conventional meaning only or both the conventional and the
suggested ?”  He points ont the flaws in both the cases as
follows :—

In the former case the definition would not apply to
the well recognised instance ‘Evath vadini totrargsu’:

1. V., V. Comm, 12. 2. V. V. V.
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beeauso bere Rati i1 cugpested, not by the conventional
meaning “With her fuce turned down™, but by the sense of
bashfulnees (hat js suggested by the aforesaid conventionn)
menning, In the latter case the definition would become
tro wide and would apply even to those instances where it
is mercly o situation, nod not a basic mental state, that is
suggested through one, two or threc situatioas which are
themselyes suggested.  But such instances ore not included
within the sphere of the definition of Dlvam ; because they
are not recognised Lo llave poctic beauty,  For, poctie
beauty is recoguised anly in those iustances wherein the
suggested meaning i3 aroused by either a teansient emotion
or a ligurative pr tion; and i alone is
competent to declare o 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
Vardhnns dces not consistently tre the word *Anba’ jn
the scnse of botl the conventional and ths  suggested
menning,  Although i the verse *Arthah salirdnysdlighyat’
he uzes the word *Artha’ as sigmifying Lot the meanings,
yet in the conrse of the interpretation of the words 'Temar.
tham' he definitely enys that the ward *Artha’ stands for
the conventiona! meaning only *Artho vicyn videgah ',

(1) CRITICISM OF THH USE OF THI WORD ‘SABDA",

The word *Sabida’ ought not to be scluded jn the
definition; beenuse Sabda has no other function than that
of conveying the primary meaung ; anid the primary meaning
cannot be reduced to the subordinate  position to words
wnless the words nre mere lmitations of the rounds, c. .
“Tama..e oo Rime Sefenyasyatimiu’,

1 VvV, R, g v V.
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But it may be asked that if the imitation represents
the sounds only of the words, how does the hearer get at the
meanings of the words from their imitative presentstion ? In
feply to this Mahima Bhatta says that the words, which-are
the objects of imitation, are of two kinds: (1) meanjngless
and (2) ingful. The imitative pr ion of the words,
which possess meanings, gives rise to the consciousness
of the origmal words and thus it is the imitated (anukarys)
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 imitetions, they
stand for their meanings and, therefore, necessarily occupy &
subordinate position, because they are used for arousmg the
mesnings, And whatever is used for the sake of something
else, occupies a subordinate position, just as a pitcher does
to water, for fetching which it 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 mesning can
never occupy subordinate position to words.

Common criticism of the adjuncts of both the word
and the meaning (§abdu and Artha) is that even if we
accept the position of the Dhvanivadin that in the case of
Gunibhita-vyabgya tbe coaventional menaning dominates
and, therefore, it is to be excluded from the sphere of
application of the definition of Dhvani by the adjunct of
Artha: similasly if word be accepted to have more
power than one to arouse different types of meaning, there

1. V.V, 1415,
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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
menning and the word are used for arousing the suggested.
Nor can it be sard that the adjuncts clarify what is known
through implication, because such a clanfication also is &
type of repetition!.

Thus, according to Mahima Bhatts, 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
Sabdagaktyndbhava Dhvani and to illustrate it by such
verse as ‘Suvarpapugpdm’ is to commit the logical fallacy
of talking of the causzl relation between the two where it
daes not exist.

(Asiddhasidhyasadhanadbarmanugam)®.

DHVANIVADIN’S POSITION EXPLAINED,

Dhvanivadin admits more than one pcmer of word to
arouse different types of i Th a ding to
him, there are cases in which the conventional meaning,
that is aroused by & word, is subordinate to the suggested,
which also is aroused by tbe same, Hence the adjunct is

not useless®.

(111) THE CRITICISM OF THE ADJUNCT OF ‘3ABDA’
(GUNTRRTARTHA)

According to Mahima Bbatts, ‘word’ has only one
power, the conventional. Therefore, the explination that
has been given by Abhiniva i, e. the word, that subordinates

3., V.Vai% 2. V.V, 1% 3. V. %V, 18



368 CHAPTER VI

the conventional meaning to the suggested, is absurd,
Mabima Bhatfs accordingly holds thit the use of the
adjunct brings to the definition the logical fallacy of the
4mpossible’ (Asambhava). Further, even if for the sake
of argument the view of the Dhranivadin, that word has
more power than one, bz accepted, the adjunct will still
remain useless, For, what is said about thz ‘meaning’
through its adjunct can be uoderstool to hold good of the
word also threwgh implication?,

(IV} CRITICISM OF THE MASCULINE GENDER
IN THE PRONOQUN ‘TAM.

. Apronoun, asarule, is used in the same gender as
that of its antecedent. Bunt in the verse under discussion
there is no antecedent to which it refers, And if we tale
the context icto consileration we find that the antecedent
is in the neuter, e, g. ‘Sarasvati svidu tadarthavastu’
Mahima Bhatts, therefore, sugzgests that the aantecedent
should be putin the masculine e. g. ‘Sarasvati svidatamaris
tamartham’ and the masculine in the Karika may be
retained?,

Here it may be observed in the defence of Dbyanikara
that be has vsed two expressions for the suggested meaning, -
‘vastu’ and ‘artha’. In the preceding verss he bas wsed
the masculine *Sorthah’ aad following that be uses ‘Tama-
rtham’ io the cubsequent verze, which defines Dhvani.

(V) CRITICISM OF THE DUAL IN ‘VYANKTAH".
1f ia ths verse, which defines Dhvani, the word *Va' be
admitted fo have thz sense’of ‘option’ then the dusl number
1. V.¥v,0. 2. V.V.,9L
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in the predicate is indefensible, But the use of the dual has
been defended by Abhinava in his Locsna., Mshima
Bhatta refers to this defence, but dismisses it with the

and very freq ly used exp 'l
{Bbramamilam),

(V) CRITICISM .OF THE USE OF VA"

In regard to the use of ¢Va'in the verse that defines
Dhvani, Makima Bhatta raises the question “Does the
word V3’ mean ‘option’ or ‘Conjunction’ ?" It cannot
mean the former. For, it bas already been established
that word has only conventionsl 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 ‘Vyahktah' is indefensible, because with the |
subjects, which are connected by *'Va' i

in the sense of option,
only singular is used, e, g, $teah Sva kako va Drupadatansyo
va parimyéet.

It cannot mean the latter  (conjunction) also;
because in that case all those instances in which the
snggested meaning arises eitber through word alone or
meaning  alone, shall have to be excluded from the
sphere of Dbvani, whick is very unwelcome to the
Dhvanivadin®,

(VII) HIS CRITICISM OF THE SUGGESTIVE POWER
OF WORD INDICATED BY *VI-ARJ' IN THE
DEFINITION.

The words have no power other than that of arousing
the meanings which are nssocisted with them by the
convention. They, therefore, cannot srouse the suggested
meaning. It cannot be blished with reason that the

1, V.V 901, 2. V.V, 8150,
47
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words bave the power, technicelly called Vyaiijakatva;

nor can we establish any, other relation between the word
and the soggested mesning to account for its rise from
thte 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 ; ‘becatise there will be nathing to restrict. Nor
can it be said that the relation between words and meanings
(basic emotions) is natural, just as between a song of 8
particulsr type (geya) and an emotion. Forl, in that case,
there will srise the possibility of the esthetic experience in
all, whether they know or do ot know the meanings. Nor
can it be said that the suggested meanings also are
associated with the words thromgh convention. For, the
rise of the suggested meaning depends upon the conditions
such as time, place, and the character and the mood of the
speaker etc. which are not fixed and cannot be fixed by
convention, and therefore, canmot be exhaustively stated.
‘We learn from experience that the same word, becouse of
different conditions, gives rise to different meanings, e.g. the
word Rima in (i) R&mosmi sarvarh sahe and (ii) Ramepa
priyajivitena.  The conditional mature of the suggested
meaning is accepted by Ananda also. Hence it has to be
admitted that it is the conventionsl meaning and not the
word, which, because of the presence of certain conditions,
gives rise to the suggested ing. It s, therefi wrong?
or useless to use Viafj as (be predicate of Sabda in the
definition of Dhvani.

But it maybeobjected here that if the words have no
power, technically called *Vyattjakatva’ how can we telk
of ‘Vyniijakatva’ of the prefixes *Prs’ etc. in such words

L. V.V,1127.8 2.. V.V, 128 3, V.V,129.
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as '‘Praptam ?  We cannot talk of the meama s aroused
by prefixes as conventionsl; because 1 that ase there
is no reason why there should be no ¢Yas' nﬁxed’td them,
according to the rule of Papini *Ekaco haladeh’ etc. /\k

Mahima Bhagta replies to it as follows;— N 55

He osdmits the Vysijakatva of the prefixes *Pra’
etc,, but says that the prefixes are Dyotaka, not i the
primary sense of the word, but in the secondary, The
purpose of the wuse of the word in the secondary
sense is to convey the idea that the prefixes clanfy
the conventional meaning. And the cause of clarity of
the conventional meaning in the consciousness of the hearer,
is the simultaneous apptehension of both the substantive
snd the sdjunct, because of ther coming into consciousness
with extreme quick in fon and, therefore, of the
succession remaining uonoticed®,

(VI CRITICISM OF THE USE OF THE WORD
*DHVANI' FOR POETIC COMPOSITION.

Ananda Vardbana asserted that a poetic composition,
in which bath the words and thewr meanings mainly suggest
the suggestible, is callad Dhvani; because the relation bet-
ween the suggestive words and meanings 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 sffected by
the rtesidual 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, Ansads
Vardhana, while making this sssertion, bad the Karik3 of
the Vikyapadiyam “Pratyayarranupikhyeyaih” in his mind
as pointed out by Abhinava i his Locana®.

1. V.V,129. 2, V.V, 13L 3. Dh.L.,47.
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i Mahimn Bhatts ,criticises this by making a counter-
assertion that not only there is succession in the conscious-
pess 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 oves, and that of Sabda-sphota.
For, in the latter case also the relation of the two is that
of the illominator and the illumined, which is based on
the causal relation, For, the nght is the means whereby
the object is made to shine: snd the end succeeds the
means. This view seems to be supported by the text,
because Bhartrhan uses the word standing for the
illuminator in the instrumental case and definitely uses the
word ‘prakadite’. Mahima Bhatta, thercfore, asserts that it
is wrong to call poetic composition *Dhvant’; because the
simultaneity in the experience of the suggestive and the
suggested, on the basis of which the poetic compositions
are intended to be celled Dhvani Kdvyas, is not possible,
Nor is it possible in the case of the analogy of Dhvani
and Sphota. Further, the accepted general definition of
Kavya is that it has Rass as its soul: accordingly there i
no justification to speak of the particulamty of Kavya
(Kavyavifesa). Therefore® to call the poetic composition
(Kavya) by the word Dhvani, is nothing more than calling
the same thing by another name.

But it may be pomted out here that the Karika, quoted
above, admits of an interpretation, which seems to support
the view of Mahima Bhatts, only if it 1s taken out of the
contex, We should, however, not forget the fact that
there were different views about the relation of Dhvani and
Sphota, to which Bhartrhari himself refers, e.g. “Sphotarapd-

ibhag Dk grabanamigy Kaideit”, From this it
L V.V,57 2. V.V, 101,
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is clear that there was a difference of opinion among Sphotay-
admns themselves as regards the simultaneouspess or succe-
ssion in the apprebension of Dhvani and Sphota, on the
snalogy of which the theary of Dbvani is based, Mahims
Bhatta followed the school, which held that the two are
apprehended in succession. ,

(IX) HIS CRITICISM OF ANANDA VARDHANA'S
CONCEPTION OF THE PARTICULAR RAVYA
(KAVYAVISESA).

He holds that Ananda Vardhana's view that Dhvani
is o particular Kavya is untenable, For, according to the
conception of Kavya as has been presented in the preceding
section, no compositioa can be called a KSvys unfess it
presents Rasa and we cannot ascribe particularity to Kavya
because of particulatity of the same (Rasa).

(I) We cannot say that particelarity belongs to a
Kavya because it presents s particular Rasal. For, in
that case the definition of Dhvani, would become too narrow
so that it will apply to those compositions only, which
present o particular Rasa or Rasas and would not apply to
any composition, presenting any other Rasa.

(I} Nor can it be said that particularity of a poetic
composition is constituted by the fact that it suggests Rasa
and, therefore, is distinet from those which suggest erther o
situation (Vibhiva) or a figure of speech (Alafikira). For,
the suggested meaning 15 of threc types, Vastw, Aladkira
and Rasidi. The reason may be elaborated as follows :—

According to the view “Rass is the soul of poetry™,
no composition, which does nat present Rass, can be spoken
of as Kivya. Therefore, a composition, howsoever well may

1. V.V, 97
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it be polished with the qualities of sound and meaning and
howsoever well may it be decked with the ornaments of
figurative words and meanings, cannot be called Kavya
unless it presents Rasa. Thereforel, a composition, which
suggests Vastu or Alsfkara, is not Kavya in the primary
sense of the word, Hence it is absurd to talk of particula-
rity in relation to it.

(I1I) Nor can the particularity be ascribed fo Kavya
on the ground that in it o Rasa is suggested by a suggested
situation or & suggested figure of speech. For, they are
merely causes of the mamfestation or coming into conscious-
ness of Rasa. And it is illogical to ascribe particularity on
the basis of the cause of manifestation (Abhivyaktthetun)
as much as it is to sscribe particularity to the genus ‘gau’
on the basis of birth from a cow of variegated colour®.

(IV) And if the particularity be ascribed to Kavya
on the basis of the cause of manifestation of Rasa, it will
mesn that that poetic composition alone, in which a figure
of speech or a sitnation or both are suggestive, can be called
Kavya and not that which presents Rasa independently of
the said causes, Thusthe definition of Dhvani will become
too narrow. Furtber, it will apply to Prabeliks®, in which
the situation alone is suggested. Thus the defimtion would
become too wide also. Hence the word Dhvani, should be
used for oll Kavyas in general and not for any particular
type of Kavys. And Samasokti snd similar otber figurative
presentations also should not be excluded from the sphere
of Dhveni. For, they also present Rass. Further, the
suggested meaning should be admitted to be of two types
ooly, (I) Vastu and (I) Alafkira ; because Rasa belongs
toa different category from the otber two. Rasa is the
geperal concept of Kivya, but Vastu snd Alafikars are

L Vv, 9. 2. V.V, 99, 3 V.V, 100
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the particulars, which are subsumed under 1t. Hence the
former ought not to be classed with the latter.

(V) Nor can the particularity be ascribed to n poetic
composition on the gronnd that it presents Rasa primarily?.
For, Rass cannot be spoken of as subordinate to or a
constituent of anything else. For the five reasons stated
above, Kavys in general ought to be maintained to be referr-
ed to by the word Dhbvani but not any particular Kavya,
because we cannot ascribe particularity to Kavya.,

DHVANIVADIN'S POSITION EXPLAINED.

A definition is always given on the basis of well
recognised illustrations of it. And we find two well
recognised types of Kavya: (D) the principal and (I} the
subordinate. The principal is that in which the suggested
meaning predominates. And the snbordinate is that in
which the suggested meaning occupies a subordinate position,
as for instance in the case of Gunibhitavyaigys etc. Both
of them have to be accepted to be Kavyss, because they
have been recognised as such Ifrom time immemorial,
Hence Dbvanivadin talks of Kavyavidess, in order that
Gupibhatavyafigya ete. may not be called Dhvadiikavya,
The existence of Kavys, with the suggested meaning
occupying a subordinate position to the primary, cannot be
denfed ; because we do find Kivyss, in which Rass is
either not very cleatly presented or does not occupy the
predominant position. It cannot be said that because Rass
is essentially that wherein the mind finds rest, therefore,
it cannot be spoken of as subordinate. For, though Rasa in
jtself is such as the oppoment presents it to be, yet it is an
und=niable fact that it does occupy & subordinste position
to o more pervading Rasa. And Bharata admitted the

1. V.V.A0L
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fact that Rasa also occupies o subardinate position ; because
his conception of Rasd as persisting and transient is based
upon such en admission®,

(X CRITICISM OF THE USE OF THE SUBJECT
OF THE PREDICATE ‘KATHITAH'

The subject of the predlcnte *Kathitah® can be either
genersl or porticular. 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 poetici is under 4 Hence
the statement of the subject is redundant?,

THE NECESSITY OF INCLUSION OF ‘ABHIDHA'
- IN THE DEFINITION.

In this context Mahima Bhatta uses the word ‘Abhidba’
es synonymous with ¢Alapkara’. He seems to follow
Kuntoka, the author of the Vakroktijivita. He bolds that
Alafikara is nothing but a peculiar Abhidha (Vicitrai-
vabhidba vakroktirityucyate, V. J., 22). In fact, be borrows
the term ‘Bhafigibhaniti’ from Kuntakas verse ‘Vakro.
ktireva vaidagdhyabbaigibhanitirucyate’ (V. J., 221

~Thus, taking the word *Abhidba’ to stend for Alai-
kara in general, he asserts that just ns ‘Sobda’ nnd ‘Arthe’
are included in thbe definition, so Abhidha elso ought to
be included. For, otherwise, in those cases, in which the
peetic figures such as Upama ete. are brought to conscious-
ness by the poetic figure ‘Dipaks’, will have to be excluded

1. V. V. v, 103, 2. V.V, 1034
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from the sphere of application of the definition of Dhvani
and, therefore, the definition would become too narrow,
If 1t be said by the supporters of the definition that such
cases are excluded by Dhvanikara himself from the sphere
of application of the defintion, For, he himself says
that though n some instances ome poetic figure may be
brought to consciousness by another, yet if the conventronsl
meaning is not primarily intended to swggest the suggestis
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 gronnd that
the conventional meaning does not primarily suggest the
suggestible. But this ground has no existence ; hecause the
figures of speech such as Dipaka etc. are nccepted to be
expressions of a peculiar type (Bbafgibhaniti), just for the
reason that they mainly bring Upam3 etc. to conscious.
ness, And because the poetic figure, that is brought to
consciousness by another, possesses exceptionsl charm,
and » composition is called Dhvani because it possesses
such a charm, the exclusion of Dipaks etc. from the sphers
of application of the definition of Dhvani is unjustifiable?,

DHVANIVADIN'S POSITION EXPLAINED.

Kuntaks, whom Mahima Bhaita follows in bis concept-
jon of Alsfikira as an expression of & peculiar type
(Bhadgibhaniti), came very much later than Ananda Vard-
hana. Ananda Vardhana's conception of the poetic figures,
therefore, is based on the authority of earlier poeticians
like Bhatta Udbhata, And they admit the poetic figures

T. V. V.V, 1820
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to’ belong * to words and meanings.and not to ‘'Abhidba’.
For, Abhidha, nccurdiné to them, is either a power of word
that is inferred from’the fact that word gives rise to the
conscionssess ‘'of meaning; or it is a power of uttering word,
And poetic figure isnot o variety ‘of it. On the contrary,
poetic figure is a charm of n peculiar 'type, techni.
cally called *Vaicitrya', which shines in the consciousness of
the connoisseur, Hence the poetic figures belong to words and
mennings and not to Abhidha. And the distinction of poetic
literature from the philosophic lies, not in the peculiarity of
Abhidhz but in that of words and meanings. Therefore,
when Ausnds Vardhans says ‘where words 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 there is a logical fallacy in the assertion
that in the poetic figures like Dipaka etc. the conventional
meaning does not primarily suggest other poetic figures such
as Upami etc., namely, that Atatparatva is a reason which
has no being, is due to the misunderstanding of the position
of the Dhvanivadin, For, he maintains the subordi.
nate position to be'of three types, o5 has elready been
pointed | out, And his assertion of Atatparatva of the
conventional 'menning implies that the suggested meanmg
does not predominate and is based on the fact that in this
case the supgested Upsma does help in lending charm to
the conventional meaning, which presents the poetic figure
anakn. "

HIS CONCEPTION OF INCONGRUITY (ANAUCITYA).
Mahima Bhatta deals with the incongruities in the
poetic composition in the second chapter of his work, The

. V,V.V, 189,
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incongruity in general consists in unfitness of either word
or meaning. It js of two types: (I)internal spd (1)
externsl.  The interns] incongruity consists in the presen-
tation of the situation, mimetic chaoges and transient
emotions such #s are not in perfect harmony with the
basic mental state. It has been exhaustively dealt with
by Apands Vardbana. Mahima Bhatta, therefore, does
not discuss it.  He confines himself to the trestment of the
Istter. The external incongruities, according to him, are
many! He begins with broadly dwiding them into five
types: (I) Vidheyivimarda (II) Prakramabheda (II) Krama-
bheda (IV) Paunaruktys acd (V) Vacyavacana. Subsequently
he points out their subdivisions,

Ruyyaka points out that these defects are not the origi-
nal discoveries of Mahima Bhatta and that they had been
noticed by earlier thinkers such as Papini, Katyapans,
Pataijsli® etc. To support his view Ruayysks quotes from
these authorities at every step.

(I) Vidheyavimar§a consists in reducing to & subordinate
position that which 1s intended to be presented ps the
principal. Mahima Bhatta cites as an llustration of this
defect a verse, whick is from the pen of Kuntaks and
which Kuntaka wrote to illustrate how words, befitting the
context, give rise to the asthetic experience (Cetanacam-
atkirs). He points out thee main defectsin it*: (1) Nega-
tive compound in ‘Asafirabdbavan’. (2) The use of the
words 'Yosan' without the use of the corresponding *Tat’,
(3) Genitive compound in ‘Ambikikedari.

(I} Prakramabheds is o type of Sabdinawcitys. It
consists in the break or want of symmetry in the wse of

1. WV, 150, 2, V.V.V, 151 3 V.V, 154
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expressions! Thus, if o particular action has been referred
tobye pnrhculm‘ root in & composxtlon, the congruity of
symmetrical expression requites that ‘the same root should be
employed if the samé action is again to be referred to, . g
if the root 'Bhis’ hes been used ina sentence to express
the act 'of speaking, the same root and no other, such as
sLap', should be used if the same ect is to be referred to
again. The want or lack of symmetry in the use of
expressions is like a pit and as such causes unplessant feeling
in the hearer and stands in the way of zsthetic 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.

(IIl) Kramabheda consists in the use of a pronoun,
without first stating the antecedent, for which it may be
thonght to stand ; e, g. in “Tirthe tadiye’ the word ‘tadiye’
is jntended  to stand for ‘Gafga’ though the word bas not
come before.

(IV) Paunaruktya consists in the repetition of the same
iden in the ssme words over and over again. It may be
pointed out here that, according to Mahima Bhatts, if
there be only o verbal repetition without there being the
repetition of the iden, it is no defect, This defect had been
recognised by Aksapads in his famous aphorism, guoted
by Ruyyaka:—

*Sabdarthayoh  punarvacanam punaruktam anyatrlin,
uvadat’,

(V) Vicyavacana cotsists 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

1 V.V, 244, 4
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Kalidasa “Navajsladharah sannaddhoyarh TS drpta nids:
carah”, the ab: of ref to lightni: i:y the word
‘this’ (Idem), alter referring to mher things, doubt about
which is removed by *[dam", is & defect which is techtically
called ‘Vicyavacana', NI

Such defects in composition as are pointed out by Mahima
Bhatga, are found, according to the illustrations given by him,
even in the immortal writings of Kalidasa. Such defects,
therefore, camnot be seriously counted as such. Mahima's
cleverness lies in suggesting the amendments.

HIS CRITICISM OF KUNTAKA'S THEORY OF
VAKROKTIL

The meaning of Vakrokti, on analysis, is discovered
to be either congruity (Aucitya) or Dhvani, In the former
case it ought not be mentioned separately. For, it is implied
in the definition of Kavya itsell. In the lstter case, being
jdentical? with Dhvani, it is included in ‘Anumit’ which is
the mam point which Mabima Bhalts tries to establish in bis
work,

HIS CRITICISM AND REJECTION OF SOME OF
THE TYPES OF DHVANL
Mahima Bbatta discusses the classification of Dhvani
at & great length, Some of the types of Dhvani  he
accepts:® others he rejects. He asserts that there are
defects in the defintions of the subdivisions of Dhvant byt
docs not count them.®

HIS CRITICISM OF VASTU AND ALANKARA DHVANIL
The use of the word Dhvani, in the case of Rasa, is

based upon the errcr that in this case the premises and the
1. V. V.33 2, V. V.127. PR
4. V. V. V104
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helusion, sre apprehended simul ly and, therefore,
there is/'no apprehension. of the causal relation, though it is
admitted to be present there also. But in the case of Vastu
and Alafikara there is not even the error of simultaneous
pprehension of the premises and the Tusi Therefore,
there is not even a shadow of justification to use the word
Dhyani i‘n relation to them.?

HIS CRITICISM OF THE DIVISION OF RAVYA
INTQ DHVANI AND GUNIBHUTAVYANGYA.

"''He holds that the distinction, which Ananda draws
between one poem and another on the basis of the predomi-
nance of the suggested meaning and the subordinetion
thereof, is unnecessary inasmuch as it does not relate to the
professed aim of the work, the presentation of the
essential nature of the Kavya; and also because there is
no difference in the ®sthetic experience of Vastu, Alankata

and Rasadi due to such predomi and subordi; .

Some of the types of Dhvani, which Mahima Bha{ta re-
jects, are () Avivaksitavacya (II) Vivaksitinyaparavicya®
(1) Artbantara.saikramitavicya (IV) Atyantetiraskrtava.
cya* and (V) Sebdasaktimalanuran yahgya The space
does not permit us to discuss the views of Mahima
Bhatta on these and allied topics. His position, in
brief, is that the concept of Dhvani is included in that
of Anumiti, as stated by him; that the sccepted types
of Dhbvani, therefore, are nothing more than the types
of Anumiti and that all the illustrations of Dhvani admit
of explanstion as those of Anumiti.

L V,V,57. 2. V.V, 136 3. V.V, 143
4 V.V,147, 5. V.V, 4467
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RUYYAKA.
HIS DATE.

There is no controversy about the date of Ruyyaka;
because be belongs to a literary period in the history of
Kaskmir Jiterature, the dates of the writers of which can
be fixed with certamty in relation to Abhinavagupts,
who mentions the dates of composition of at least thres
works of his. And Kuntaka was a younger contemporary
of Abhinava. Mahima came after both, whom ke quates
end 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 alter
Mahima Bhbatta, For, by tbe time Ruyyaka took up the
Vyskti Viveka to write a commentary on it, there were
already different readings of many passages, to which ke
tefersi.  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 wellread scholar of cool thinking.
Henot only answers oll the main objections of Mahims
Bhafta egainst the theory of Dhvani, as propounded by
Ananda Vardhans, and clarifies the position of the Dhvani-
vidin, but slso points out the errors of Mahima Bhaits
himself, He also refers to the self-contradictrons of Mabima
Bhatta in the Vyakti Viveks, He refutes the view that
the word ‘Dhvani’ should be used for poetic composition
in the secondary sense  He shows that those defects, which
Mahims Bhatta points cut in the verse of Kuntaka
«Sarhrambhsh Karikita™ etc. are present in bis own verse
‘Rivyskaficans’ ete, which so smells of arrogance. He
sweote many works ta which he refers in the course of his

1. V.V.V, 269
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commentaty : (1) Nataka Mimarhsi (II) Sabitya mimarhsa!
(II1) Hargacarita Vartika® and (IV) Brhati®

After reading his replies to Mahima Bhatta's objections
sgainst the Dh , one is d of the sound-
ness of the theory of Dhvaai and of the hollowness of the
objections, raised against it. 'We have stated these replies
in their proper contexts.

PR,

1. V.V, V.243, 2. V. V.V.,302
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CHAPTER VII

THE TECHNIQUE OF SANSKRIT
DRAMA

ZSTHETIC OBJECT.

Abhinavagupts  holds that the products of no other
fine art thap those of the dramatic can strictly be called
#psthetic”. He intains that the particular experience,
which is the basis of the study of the problem of esthetics,
is not ordinarily possible from any other artistic presentation
than the dramatic,

Accordingly be has approached this problem from the
tollowing points of view :—

1, Spectator's point of view.

1t has already been dealt with in the third chapler
of the present work.

2. Dramatist’s point of view.

From this point of view the following aspects bave
been studied t—
() Languege.
(b) The subject-matter.

() Division of plot and its arrapgement.
(d) Presentation of the different basic mental states,
49
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(¢} Different kinds of dramatic presentation, according
to the difference in the subject-matter, the hero
and the basic mental state.

{f) Different kinds of bero and heroine and the manner
of delineating their characler,

3. The stage-manager’s point of view.
From this point of view the following aspects have
been studied :—

(8) The size, the construction and the management
of the theatre.

(b) Choice of actors according to the temperament,
helght, complexfan, facial cut, morality, intelle
chual Background z0d pencral life of the persons
to be represented.

(¢) The nature of the physical, moral, intellectual
and spiritual training to equip the actors for doing
full justice to the parts allotted to them.

(d) Life of the actors.

(e) Social conditions necessary for the dramatic pre.
sentation,

(f) Importance of woman on the stage.

() Necessity of dance and music on the stage.

(h) The necessities of presentation,

4, The social pojot of view.
From the social point of view the following aspects
have been studied s—
() Moral purpose of drama acd the manner, in
which it is fulfilled.
(b) The cultural and not the commercial basis of the
dramatic preseatation,
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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 0 writing 2 drama, The first aspect of the peoblem
from the dramalist’s pomt of view Le. the language, has been
discussed a little in the fifth chapter. e, therefore, begin
bere with the subject-matter,

WHAT DOES THE DRAMATIST PRESENT ?

The subject-matter of & drama is paturally a certain
port of the life of & person, historical, contemporsry or
imaginary. The question, therefore, which the dramatist
bas to decide, is, “What is it that he primarily eims at
presenting ¥* On this there is 8 fundamentsl difference
between the Western and the Indian dramatists, for he
simple reason that the experiences which they intend sto
arouse are, as we have stated elsewhere, essentially
different, Accordingly, while the Western dramatists,
Shakesp ete., for i present the ch mapi-
festing itself in action; the Indian dramatist presentsa basic
mental state at its highest relishable pitch in &n ideal situa.
tion. Thus, while according to the former, the character js
the central fact for pr: ion in drama ; ding to the
latter, the basic menta! state occupies the central positon.
The manner o} treatment of the subject-matter, however,
in both the cases, is very similar,

INCONGRUITY.
The fondomental principle of ll presentations is he

avoidance of all that is incongruous with the central
fact. Thetincongruity is due to the following :— ~

1. Introducing a situation or any constitaent thereof,
which does not fully accor(l with the central fact, the basic
mental state, for instance ¢
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(' o (a) Intreduction of & love-situation (Q;ﬁgsmvibhﬁva)
.« owhen the qui is being p ted (Santa-
« .. rasenirdpane). ‘o B
(b) When the object of fove is angry in a Jove-
quarrel, presenting the lover as_ pacifying her by
a talk of the unreality and transitory nature of the
* world, s talk which suits Santarasa only.

{c) In & love-scene, when the beloved feigns anger,
presenting the lover as overpowered by snger and
sssuming a terrific form,

2 Unnecessary dilation,

The hero is necessarily placed in a situation. The
situation affects bim in = certain woy. It is made up of
vatious constituents. Too much dilation onany one of the
constituents interferes with the growth of the basic mental
state, It has, therefore, to be avoided. Suppose s lover is
separated from his beloved and is placed in 2 beautiful
valley. If he is made to describe the bills, 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 emotive state.

3. ‘Termination of on emotive 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 ta
each other in all its intensity, A chance has brought them
near ench other'. At such a time to represent them, without

fici reason, pying th Ives with s hing else
than the thought as to how to get united, will certainly be
contrary to the basic fact and, therefore, unpleasant.

A. Expression of an emotion at s wrong time,
1. Dh.L, 161-3,
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Suppose 8 person of heroic disposition is in love witha
certain lady. Butona call of duty he has gome to the
battle-field. A terrific battle is raging, Hundreds of the
veteran soldiers have fallen. He is on the post of duty
and, theref is intended to be p d as o hero and
not as a lover, At such a time to represent the hero, without
sufficient cause, as indulging ! a talk of separation from his
beloved is incongruous with the basic fact.

5. Intensification of the developed emotion.

When & basic menta] state has reached the point at
which it is relishable to the audi through  empathi
reaction, its further intensification destroys it, just as
intensive stimulation has a paralysing effect.

6. Incongruity of behaviour.

Suppose two persons love each otber: they have met on
sppointment. At such a time direct expression of the sex-
desire, instead of its indirect expression through certain
beautiful gestures and facta! changes, is unzsthetic.

These are incongruities from the point of view of the
dramatist or spectator and not from that of the historan.
The aim of a peet is not to present facts as they are, but as
they will give rise to @sthetic experience in the hearer or the
spectator, 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 Sanpskrit dramatist sttempts to peesent primarly
a basic mental state at 1ts highast relishable pich 1n sn ideal
situstion, sad not the action or character mam{esting itself

1. Db L, 263
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in ection, as does Shakespears, according to his modern
critics like Bradley. It is well known that an intense
activity of the mind, or menta) occupstion, dulls, if it does
not kill physical 'activity. Naturally, therefore, in &
Sanskrit drama there cannot be found as muoch action as
is found in an English drama, This difference between
the two in itself, however, is not the positive proof of
superiority or inferiority of either to the other. Itis due,
as bas just been stated, to the difference in the object
of presentation, '

Tt is ihterest'mg to note in this connection that in
English dramas also, when the dramatist attempts to
present o mental state, action naturally becomes slow, or
stops. For ipstance, in Shakespeare’s Hamlet, action does
not proceed when the dramatist attempts to reveal the
struggle that is going on within the hero of the piece. Some
critics seem to be inclined to think that that portien is not
quite dramatic or rather that Shakespeare has not been quite
successful in the presentation of that part of the hero's life.
But is it not thal that portion is locked upon by most of
the readers s the best of Shakespeare’s productions? And
is it not that at the time of presentation we enjoy that part
most, without feeling any lack of action therein ? The fact
is that o mental state, if presented well, is no less enjoyable
than an action, But the two experiences which arise from
them, are essentially 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
GENIUS,

The beauty of drama depends on the choice of the
material and tbe skill in its use, The object of presentation
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of o Sanskrit dramatist being different, his choice of the
matetial also has got to be different. His presentation is
meant for an audience, which seeks zsthetic experience,
which is due to the subjective realisatton of the central fact
in the presentation, the basic mental state, and not that
which arises from the objective perception of the presented.

He has, therefore, so to present the cesthetic object,
that the public, to whose taste he caters, may have the
desired experience. e propose to state in the following
paragraphs how Bharata, as interpreted by Abhinavagupta,
would hike 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 ean exclude, as much
as he likes, out of what Bharats bas pointed out as the
constituent elements of o drama. He also can bring in as
much as he likes of what is not mentioned by Bbarata.
What Bharata says is this much only, that the denmatist
must maintain harmony and unity in his production. All
that he presents on the stage and all that he makes the
different characters speak, must perfectly barmonise with
the basic mental state of the focus of the sitvation, which
is primarily intended to be presented.

The to called rules, 1aid down by DBharata, refer
to the general elements of a dramatic work, as discovered
after n carciu) annlysis of a very targe number of dramas,
which must have existed long before the time when the
Dhacsta Sdtras sesumed their present form, The consti-
tuent clements of drama arc given there insuch details that
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it is really difficult to believe that such a sclentific treatise
could be written without any varied and sufficient material,
the results of the analysis of which are contained in the work,
It is as good as believing that Papini 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 distinction between the crude drama and the
refined one. The former be calls “Bhapda” and the latter
«Natya"!, Similarly be distinguishes anm actor in a refined
drama from one who acts in what is crude. The former he
calls “Mahanats” and the Istter “Bhanda", Furtber, he very
clearly says that from the time of Bharata fo his days the
fine of succession of great actors was unbroken®,

The question will naturally arise: If Bharata does not
Iay down the rules for actors and dramatists, what does he
do? Abhinava bas answered this question in the very
beginning of his commentary on the Natya $astra, What
be says may be put as follows :—

A genfus, in order that he may produce finished pieces,
requires ‘special guidance on the right lines. The genius of
to-day cannot be looked upon as the first of his kind.
There have been geniuses and there will be. What a
genius of & particular age does is to improve upon the
earlier productions of geniuses in the light of the additional
facts which have been brought to light. It is, therefore,
necessary that s person, who is specislly pifted for the
production of dramatic literature, should know all currents
.of -thought in the field of drama. He should know the

1, A.Bh,VolI,8, 2. AcBh, Vol L 4.
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lines, on which his predecessors in that parth:uﬁr \feld

N

\

have worked. This kind of information has got 1hie sate. .

value to a would-be dramatist as the information regardin

ell places of hslt, men and material taken with, as also

those, which were refected at different stages, 1n short, the
entire experience of the past expeditionists to the Ndngs
mountain, is necessary for all the future expeditionists to
the same, whatever may be their zeal, enthusiasm and earnest.
ness sbout the task and howsoever well they may
intellectually and physically be equipped for it. Such
information will surely make their task essier up to the
point, which was reached by their predecessors, and place
the destination within easier reach, ‘Thus, the Nafya Sastra
is meant to give special instructions in the light of the
experiences of the past genluses to a person, who is really
gifted and has particularly got the dramstist’s inclmation,
Just a3 a special course of lectures to one, who is taking up
o special line of research, does not stop him ftom showing
bis genius, ratber, as experience tells us, considerably belps
bim in doing so, so does the mstruction in dramaturgy
And it was with such o view that Bharata wrote his Satras,

METHOD OF DRAMATISATION.

Let us, therefore, sec on what lines, he wants the
would-bs dramatists to be instructed. Suppose some one,
specually gilted to write a drams, discovers a story, nstoriv
cal ot otherwise, fit in evety way for dramstic presentation,
The question arises : \What should he do to dramatise it ?
Shoohh e prodece Wl the bisorical fets on should ba
madify them in some way ? If the lstter be the case, on
what lines should the modification proceed ? .

I & Bk, VoL
30
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, The purpose of & Sanskrit drams .is not merely
entertainment but the preservation and raising of moral
standard in the society, The maintenance of s moral
standard is necessary for the healthy growth of the society,
for the safety of the individusl person and property snd
for making the attainment of the humen goals, recognised
by the society, as easy as possible. There are four goals
which have been recognised ss worthy of pursuit of buman
life by the Indian society from the earliest time: (i) the
religious merit (Dharma), (ii) the wealth (Artha), (ifi) the
object of love {(Kams) and (iv) the final emancipation
(Moksa), History is full of instances of persons who have
achieved these. In contemporary life slso there sre found
persons ardently pursuing and sttaining them. Scripture
too shows the sure path to them. Bat the achievement
of the goal through the psth, pointed out by histery,
contemporary life or scripture, looks very difficult. It
Jooks so foll of obstacles and unmixed suffering that it
scares those away, who are not heroically inclined.

Tke reason may be stated as follows s—

An event has a different mesning to an indifferent
observer, who views it objectively, from what it has to the
person, jnvolved in it. One and the same event arouses
tfeclings 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 mertyr 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 in the subjective conditions ?
Is.(be so called suffering of a martyr an uomixed one to
Bim a5 it is to one whoinflictsit 7 Does not each event,
tI'mt bring_s bim suffering, bring also so much glory or reli-
glous merit that the paioful feeling pales into insignificance ?

N
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The Sansksit dramatist, therefore, aims at the preser.
vation of the existing standard of morality as alio at
raising it by. presenting human lile in its struggle for the
attainment of any one of the said goals in such a manper
as to make the audi P d of the y sub-
jective conditions, merge their personality into that of the
focus of the situation 50 as to bave the same experieace 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, 1s to
fix upon what is going to be the object of achievement, and
who is to be represented to achieve it. In short, first of all
the plot should be analysed with s view to fixing upon
the hero of the pisce and the object of the achievement.
The value of such an analys:s 1s obvious. Once the hero is
chosen, he has naturally gotto receive more attention and
has to be kept in the forefront, relegating oll others, what.
ever their importance, to thc background., Such a
question, therefore, as 1s generally raised in the case of
Shakespeares Julius Caesar, *Who is the hero of the piece,
Bratus or Caesar "' cannot arise in the case of a Sanskrit
drama.

Once the plot has been enalysed in the above manner,
more altention hss naturally to be given to the central
theme. The main story represents the hero achieviog one
of the goals, recognised by the Indisn society. DBut o
achievement is possible without a scrious effort on the
patt of the ambitious. Action, therefore, 18 sn esseatial
part of the story. Hence the question that notorally anises,
is: How is the sction to be presented or what is the methal
to ba followed in the presentation thareof, . e what metbod

1, A.Bh, VoI 4
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does DBharats, as interpreted by Abhiosve, suggest for
adoption in this case ?

PRESENTABLE AND UNPRESENTABLE IN DRAMA.

The reply is: that the presentation of action has
to be in consonance with the basic mental state, which is
primarily ded to be p d. Therefe only as
much sction as can go with such & mental state, lead to it
and reveal it ss far as possible, admits of presentation in
a Sanskrit drais. It is, however, necessary for maintsining
the unity of the story as a whole, not entirely ta ignare or
Jeave out those portions, which do not go with the intensity
of emotion or feeling. Acrordingly the action bss to be
divided into two kinds: (i) that iwhick s to be actually
presented on the stage (Drfys) and () that which is simply
to be hioted at or communicated (Sicya).

The former is to be kept very distinct from the latter.
For, it is on this basis that the dramatic story is divided
inte acts (Aoka) and the informative scenes of different -
kinds which, according to the nmeed of the occasion, are
introduced either in the heginning or at the end of different
scts, such as (i) Viskambhaka (i) Calika (i) Adhkasya
(iv) Abkavatara and (v) Pravedaka, Accordingly such
actions ss Jong journey, battle, rebellion, feast etc. ace not
to ‘be preseated, We shall be able to understand better the
importance of this method of presentation in the eyes of
Sanskrit dramalists, if we take into account the following
facts :—

The Sanskrit dramatist takes the greatest possible care
not to introduce anything on the stage, which is lkely to
shock the spectator’s sense of reslity of the presented. The
stage, being of the limited size and the drama being intended
to be presented within a fixed duration of time, be does
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not present on 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 euch things as big battles, long journeys,
tebellions ete. through the informatory scenes.

UNITIES OF TIME, PLACE AND ACTION.

He has to maintain the unity of time and consequently
of place within each act of & drama. For, the dramatic action,
according to the Indian dramaturgst, has to be divided into
five parts, on the basis of five stages of action; and each
stage has ta be presented in o separate act. The continuity
of the dramatised story has to be maintained, after the
end of an act, through introduction of Bindu? (recollection
of purpose) which is like a thread and strings together
the various stages of action, presented scparately in
separate acts.

The action and events, presented in an act, ought to be
such as do not extend over more than five Muhartas®. For,
that is just the duration of time, for which the actors can
act and the spectators can® witness the performance at a
stretch, without feeling any inconvenience, duc to inters
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:

(i) it may be split up into two acts,

(ii) the less importaot parts of it may be presented in

an informatory scene.t

1. A, Bh, Vol. 11, 415, 2 S.C,635

3. A.Bb, Vol II, 419

4. A Bb, Vol I, 420-1.
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It may‘ be. pcimed out here that the informatory
scene also cannot covér o period of more than a yearl,
And ‘even if in, tbe ongmnl stmy the events be scattered
over a lunger penod, ‘the dramatist has to modify the
plot 5o as to compress them' within the prescribed time.

]ust‘us the principle of unity of 'time is maintained
within sn act, so the principle of unity of place alo
js upheld within the same. The scenes of action within
an act cannot lie so far spart from one another as cannot
be reached by the hero within the time necessary for the
presentstion 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 in an act, there is to
be presented - another which is related to a far distent
place, so that the hero cannot resch within the time limit
of an act, the act should terminate with the presentation
of the hero os starting on his journey. But if the hero
has got the means of transport e, g. zroplane, 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 act’. s

Thus, it is clear that the statement of Professor
Keith in bis “Sanskrit Drama” that Sapskrit dramatists
were ignorant of the principles of unities of time and
place, is based vpon his own ignorance of the dramatic
technique of the Sanskrit drama,

As regards the principle of unity of action in Sanskrit
drama, we have to say only this much that if there
is @ principle that a Sanskeit dramatist capnot violate,
it is this principle. We bave partly discussed it in the
section, entitled *Incongruity”. The Sanskrit dramatist aims

1. N.s., 228 2. N.S., 228,
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at preseoting o basic mentsl state in such & manner ag
to bring about the identification of the esthete with the
focus of the situation so as to make him experience the
emotion of the hero. He, therefore, cannot introduce
any action, which is not in harmony with the basic mental
state.

In the case of a Sanskrit drams, presentation of action
is not san end in itself, It is only « means to the presens
tation_of the basic mental state (Sthayibbiva) of the
hero and to the arousal of identical emotive state in the
msthete,

Unity of action in o Sanskrit Drama is both aubfective
sud objective, 1t is subjective in so far as the whole
series of actions springs from o single subjective principle,
the basic emotion. It is objectivein so far as the series of
sctions is logically related to a single end. The Sanskrit
conception of the unity of action presents an advance
on Greek and English conceptions. For, the latter
recognise tbe objective unity only.

DIFFERENCE BETWEEN SANSKRIT AND ENGLISH
DRAMAS IN RESPECT OF ACTION AND EMOTION,

In order to understand the differesce between Sanskeit
and English dramas in respset of the actions that they
present and emoations that they arouse, we have to keep
the following points in mind s—

() The capacity of an action or anevent to arouse s
particular emotion differs according ta (i) the relation, which

. the percipicnt has or establishes with the person, who is the

agent of action or to whom something happens 3 and

(i0) the qualities of head and heart and their manifes.
tation in action, with which the person i3 associated in the
mind of the percipient.
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‘Thus, when one looks upon & man, to whom some
evil bas happened, in the light of distant social relations
and his services to society; his moral, political and social
principles, his physical, intellectual and moral great-
ness and their beneficis] effect on society ; and his achieve-
ments aund his wesknesses end failores figure predomi-
nantly in one’s consciousness; 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 grief. If the
percipient completely identifies himself with the sufferer, he
has identical feeling and emotion. Thus, an event, how-
soever great, is not capable of arousing definite feelings
or emotions unless it is viewed in the proper perspective.
Hence there is the necessity in dramas to put tbe
important events, which sre intended to arouse ceriain
feelings, in the nécessary background, This seems to have
been the ides in the mind of Bradley, which has been
responstble for the following statement :—

#The story depicts also the troubled patt of the hero's
life, which precedes and leads up to his death; and an
instantaneons death ocemrring by sccident jn the midst of
prosperity would ot suffice for it.”” (p. 7).

In the presentation of this background of the
central event of a drama, different nations of the world
have got different literary traditions. The fundamental
difference between the Sanskrit and the English drama-
tists in this respect is that while the former presents
the events in such a manoer as leads to the identification
of the spectator with the fozus of the sityation so 6%
do arrouse the same feelings in him s arise in the focus;
the latter tries to transport the spectator from the ordinary
situation, in which he may be, to the dramatic situstion
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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 & subconscious state by both.

(I) Emotions ¢an be divided into two types: (i) social
and (i) personal or individual. The former are less intense
than the Iatter. For, the larger the group of persons, by
which a feeling or an emotion is shared, the less intense it
is. Sympathy, for instauce, has not got that intensity which
grief has, Nor does pity have that lasting effect on mind and
body which a personal loss has. It is because the former
are social and the latter are individual.

(IlI) One noteworthy fact about the personal emotion
is that beyond & certain point the more intense a feeling or sn
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 js at a higher
or lower pitch.

1§ we keep these points in mind, the distinction between
Sanskrit and English dramas will become very clear,

(a) A Sanskrit drama arouses feefings and emotions, identi-
cal with those of the hero. The hero in this case 1s not sn
ordinary individusl, A, Bor C, but the individual of the poet's
imsgination who is universalised st o later stsge. But an
English drama srouses social feelings and emotions, which in
0o way differ from those aroused in the persons, who were
actusl percipients of the event as a whole, not as any one of
those, involved in the situation, but as sp of the whole,

(b) Thereis accordingly less action in the former, be-
couse it is primanly o presentation of a basic mental state at
its highest relishable pitch through successive stages. In the

51
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‘Iatter there is more action, because it tries to present the
asthetic configuration for the arousal of the social feelings
and emotions ; and the social interest can be aroused by
means of action only. In English dramas also, where there is
an sttempt to present the intensity of feeling, the action comes
to & standstill. This is, for instance, what we find in the
case of Hamlet. It is interesting to note that some critics, not
knowing the psychological reason for Hamlet's inactivity,
have criticised Shakespeare for lack of action in that portion
of the drama.

() The methods of presentation, followed by the
Sanskrit and the English dramatists, are accordingly
different ; the former present all that is necessary for the
arousal of the basic mental state in the focus of the situation
snd through him in the andience, And because an emotion
at s high pitch diminishes the capacity to act, if it does
not totally inhibit it ; there is not much presentation of
sction as such, but only as much of 1t 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 bighest ssthetic senses, the eye and the
ear ; and appeal to touch and taste is totally avoided. The
reason is obvious, Any number of persous can view snd
hear the same thing from the same point of view without
requiring any conscious activity, which involves the cons«
clousness of the individuslity 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 soclal emotions, such es
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sympathy and pity, which are dve to the o\'x;ecu}q
perception of the presented and do not require ,nu& Ny
identification with the focus, therefore, all the senses are’
appealed to, and there is much presentation of activity. The
reason 1s that when the interest in the objective presentation

is to be sustamed, it is necessary then to present action,
because the object as such cesses 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 now 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
meade 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, s five parts,
(i) Before any action, that is to lead to any considerable
schievemant, 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 decsion as regards the
ways snd meaos of attainment, (1) Once the action Is
planned out, the next stage wil naturally be the actual
beginning of the execution of the plan. (i) This will
maturally give rise to some hope of attaining the
objective. These three stages are common to every action,
whether it is going to be & failure or a success. (v} After
this stage there arises the difference between the tragic
and the comic or non-tragic sction, In the former case
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the ambitions reaches us near his goal as be ever can and
then he .meets some such obstacle' or hindrance as he
can never get over and, therefore; begins to recede from
it. This can be represented to be the fourth stage of
action, (v) And then he meets his doom, But in the
comic or mon-tragic action, though undoubtedly the
pursuant of the goal meets difficulties, yet they are not
such as he cennot overcome; or such are his inner and
outer resources that he gets over all of them and becomes
certain to achieve the objective, The finsl stage is
natﬂ'ally the realisation of what be set his heart on.

In a good drams, which has to present action asa
unity, and the action of which has to be complete
in itself, these five slages nare clearly distingnishable.
In ell Shakespearian dramas, all these stages of action
are clearly presented, In fact, each of the five acts
of a drama 1s mntended to present one of the five stages
of action. It s interesting to note in this connection that
this is just the basis of diwvision of the mamn plot into
acts (Abkas) in  Sanskrit drama. Aod a good drame
{Natakn) 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 acls can
never be occupied with the presentation of the same stage.
It is because of this that the pumber of acts in a drama
can never exceed ten',

In English, the stages of a comedy are generally called

(i) cause (i) growth (ifi) height (iv) consequence and

(v} close. In the case 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
1. D.R.,7L
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it represents the fall of the hero from the height which
is reached by him; ond (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 (i) Yatna

=2s

(iii) Praptyasa (iv) Niyatapti aod (v) Phalagamal.

Ths is, however, to be noted here that there is nothing
in Sanskrit, corresponding to fall and catastrophe jn
English tragedy, because in Sanskrit we have no tragedy
in the strict sense of the word.

ABSENCE OF TRAGEDY IN SANSKRIT
LITERATURE EXPLAINED,
1n Sanskrit Literature there is no tragedy in the strict
Shakespearian sense masmuch as there is no drama in which
the hero is presented to meet with death 1n consequence of his
own deeds, That is due to the following reasons :—

(i) THE TRADITIONAL CONCEPTION OF
THE HERO OF DRAMA.

The hero of higher types of Sanskrit drams, according
to Indian dramatic tradition, has to be of one of the three
types, {i) Dhirodatta (w) Dhiralalita (u1) Dhiradant. Besides
the distinctive characteristics of the type of hero, every bero
has to be p d as p g the following general chara-
cteristics of every one of the three types of hero. They are
geatleness of behaviour, sweetness of temper, generosity,
promptoess 1n action, sweetness in tongue, populsrity, freedom
from sway of passions, eloquence, exalted birth, firmoess of
determination, youth, intelligence, skilfulness, enthusiasm,
retentiveness of memory, love of arts, self-respect, beroism,
perseverence, gloriousness, adberence to ethical principles and
devotion to duty,

1. D.B., 5.
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;  In addition to the ,possession ,of these general characteri-
stics the hero of the first type, Dhirodatta, has to be a man
whose judgement is never clouded by passions, who is too
decp to fathom, forbearing,. free from boastfulness, and
steadfast ; who under no circumstances swerves from his
purpose and keeps his pride concealed by gentle demeanour.

Similarly the hero of the second type, Dhiralalita, has
to be free from all worries, devoted to arts, happy and sweet-
tempered : and so of the third type has to be passessed of
the qualities of the aforesaid two types of bero in a lesser
degree and has to be, not a king, as the former two types,
but & merchant, & Brahmaga or & mumister.

Thus the l\erces’of the higher types of the ten types of
drama, Nataka and Prakarana, are to be “perfect” men and
their actions also, therefore, have to be perfect. But how
can a person, who is morally perfect, justifiably be presented
to meet with what is piticble 2 To present suck a man
falling into adverse condition from the prosperous is impious :
and much more so is the presentation of the death in his
struggle for the realisation of the objective. Such a presenta-
tion is neither a subject of commiseration nor of pity.

It was just because of the reasons, stated above, that
Aristotle modified his original definition of tragedy by a
subsequent statement that ‘the hero of tragedy should neitber
be a worthy or morally perfect man, nor o depraved person,
who falls from prosperity into adversity, but a character
between the two, who neither excels in virtue and justice, nor
is changed through vice and depravity from a state of great
senown and prosperity into that of disrepute and adversity,
but who experiences this change throngh some great ertor o$
does Oedipus.?

*1. Com. Ae, Vol 11, 57,
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Accordingly Hegel also maintains that ‘the tragic hero,
the sight of whose suffering and misfortune leads fto the
contemplation of ethical power and consequent nccwdnni
feeling with its claim, therefore, should be » strong and
powerful man of noble character, whose suffering or misfor-
tune 1s of the nature of consequence to his own deeds, who
draws our attention but becomes subject to blame in so far
as his deeds, with which he completely identifies humself, are
a negation of and in opposition to the ethical power. For,
tragic sympathy is not sympatby, in the ordinary sense of the
word, with a man in susfortune, which is accidental and due
merely to external circumstances, to which the individual does
not contribute anything and, therefare, for which he 1s in no
way responsible, such as accidentsl loss of property or death
ete.1?

But the hero of a Saunskrit drams of higher type is
morally perfect and, therefore, cannot be presented to fail in
the achievement of his objective and to meet with death in
his struggle for it.  Hence there 1s no tragedy in Sanskrit
Literature,

(i) THE TRIADIC RELATION.

The other reason for the non-existence of tragedy in
Sanskrit is the process that is recognised to be npecessary for
the rise of wmsthetic experience from the sight of & dramatic
presentation. The @sthetic experience 15 due to the subjective
realisation of o basic emotion, because of 1ts emergence to the
conscious level from the subconscious, m consequence of wdenti-
fication with the focus of the situation and consequently
viewing the whole situstion through the eyesof the hero. In
the rise of the wsthetic experience there is the triadic relation:
the presented, therefore, is only s medium, similer to that in

1. Com As., Vol I1, 4459,
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K
the religious meditation, through contemplation on which the
esthetic experience, like the religious, arises

The analogy, the idea of which is conveyed by three
technical expressions, used in coonection with zsthetic expeti-
ence, is very important. They are Rasa, Patra and Asvada.
And the implication is that just as juice is relished in and
through a beautiful cup so the zsthetic experience is experie-
nced in and through the hero (Pradhanapatra). Therefore,
just as the relish of the juice is not possible if the beautiful
cup be broken, so the wsthetic experience is not possible if the
hero be presented to meet with death,

Abhinavagupta cleatly brings out the implication of the
analogy implied by the word '*Patra”, used for actor ina

drama. He asserts that “Patra” is so called because he
serves as & medium (Asvadanopaya) of zsthetic experience.!

THE CONCEPTION OF THE FIVE STAGES
ELABORATED.

Bharata does not generally illustrate the rules, which
he lays down for the dramatist. It is because of the very
nature of the work. He writes sphorisms er Satras, the
most important characteristic of which is the extreme brevity.
In fact, no writer of the aphoristic literature illustrates the
rules. In Papini's grammatical book, the Astadhyayi, for
instance, no illustrations are found. The point in hand,
bowever, does not become clear withoyt illustration.
We will, therefore, illustrate the five stages by examples,
taken from the story of the Ratnavali of Harga, from
which illustrations have been chosen by most of the
writers, ‘The reason seems to be that probably King Harga
in his Harga Vartika, a commentary on the Natya Sastees
probably the first one, gave illustrations from his own

1. A.Bh, VoL T, 292, -
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drama and the later commentators bave simply followed
him, It is, therefore, necessaty to give the plot briefly
here so that the illustrations may be clearly understood,

Udayana wss sn amorous king. He was extremely
handsome. He took very lttle interest 1o the affairs of
the state. But fortunately he bad a very capable aod
whole-hesrtedly devoted minister, Yaugandharayags, and,
therefore, he had left the entire administration into the
latter’s hands. Therefore, while the king was enjoying
amorous sports in the palace, his minister was planning
conquests and was winnmng victories, His plans were such
as did not interfere with the king’s sports  The situstion in
which the first act begins, is as follows ;:—

A sage has prophested that the person who would
marry Rastnavali, the princess of Ceylon, will bacome an
emperor. Yaugandharayapa, therefore, seeks her hand for
King Udayana, But the King of Ceylon does not agres
to the proposal, because Udayana already his one wile,
Vasavadattd. Yaugaodbarayans, therefore, manages to
get the rumour set oftoat that the queen penshed in
the fire that broke out ot Lavanaka and again makes the
proposal for Ratnavali's marnage with King Udayara, The
King of Ceylon agrees to it now, and sends s daughter to
Vatsa in & ship, sccompanied by his munister, Vasubbati,
and chambetlain of Vatss, Babhravya, who was sent to
make the proposal, Bat unfortunately or fortunately,
her ship is wrecked on the way, She catches hold of &
mast and is deifted to the shore, And with the
assistance of & businessman of Kaudimbi, who saw ber in
Yok tedphess twmditien wed, tumongh the peesl necklace,
recognised her to be a priacess, she reaches Kaudambi and
is iatreduced to Yangandhardyans, She narrates her story
and Yaugandharayapa tahes her to the palace and puts
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her in the harem, giving her a different name, Sagarika, as
a personal attendant of the queen. She is put in charge
of & Maina bird. The queen, knowing full well the amorous
tendency of the king, keeps Ratnivali away from bis
sight, because of her beauty. Vasubhuti and Babhravya
also somebow manage to reach the shore and join
Rumapvin, the commander-in-chief of Udayans fa the
war against Keala.

L THE BEGINNING (PRARAMBHA).

‘There are tw o situations, in which the action of o Ssnskrit
drama is found Yo begin : (i} either the means, wherewith
the goal is to be reached, have already been got through
the favour of the providence or through personsl effort, or
(ii) they have yet to be acquired. Inthe former case, the
action begins with the recollection of the meaus =znd the
ascettainment of their sufficiency to Jead to the desired
object and romsoquent determination to wtilise them. In
the latter case, 1. e, if the means are not at hand, there is
& mental effort to fin'l them out and an anxiety to secure
them after the ascertainment of their efficiency.

This beginning need not necessanly be made by the
bero, If the hero has entrusted his affairs to the care of
his minister, the action will be begun by the latter, asia the
éase of the Ratnavali, wherein the action is begun, not by the
Bero, but by his minister, Yaugandharayapa. 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
by the heroine or the adversiry or even by some divine
beingl,

The first act of the Ratoavall very well iltustrates the
point in hand. The basic mental state, tried to be presented

LA Bh, VoL IT, 0.
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in it, is the erotic; naturally, therefors, King Udayana is
represented to be an amorous king. His affairs are mannged
by his faithful minister. He himself is always busy with
amorous sports. The action, therefore, 1s begun by Yaugan.
dhariyana, the minister The end to be achieved is the
union of the king with Ratndvali. The conquest of Kodala
is substdiary to the maio plot. The means to that end have
mostly been secured. Ratndvali has been got and put
in the palace and so within the ensy reach of the:
hero. The views of the king of Ceylon about the union
are well known. And the providence seems to be very
favourable. Here, therefore, action begins with the recollece:
tion of the means to the desired end snd the expression of
satisfaction with them as regards thewr cepacity to bring:
abont the realisation of the ajm,

The other elements of sction which are Tound in the
beginning, are given by Bharata tn the detailed analysis of
the drama under the heading Sandhyaiiga. Let us, therefbre,
now take into consideration the next stage of action,

iI. THE EFFORT (YATNA).

The begianing may be made by any one of the petsons,
mentioned above. But the effort has to be made by the
central figure of the prece. It consists n finding out' the
only way to the speedy realisation of the desired end and ia
following it with whole heatt, [n the case of the Ratnavall,
the dramatist has shown very great dramatic skill in
presenting this part of the piece. The full value of it can:
be realised by taking nto consideration the effect of it
For, tde efint AT e’ & vay anwvant ond insfonifieans.
but it is quite in keeping with the helpless situation, in
which the focus of the situation, the heroine, is placed, 8s
nlso with ber basic meuta) state,
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+ THE EFFORT SITUATION.

Ratnavali is in Udayana's harem a5 s keeper of
Vasavadatta’s pet bird. It is the day of celebration of
the spring festival. Every one 1 the palace is in the festive
mood. Grand preparations have been made for the celebra-
tion, The King is commng to receive the love-offering from
the queen, according to the age-long custom. Sagarika, who
is no other than Ratnavall 1n disguise, also comes to see
the celebration. But the queen, fearing the effect of her
beauty on the amorous mind of the king, sends her away
to look after the bird. Sagarika, however, impelled by
the youtbful 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 bas invited the king as usual to come
to accept her offering, The king comes. But such
is his natural beauty that Sagarka thinks that Cupid
himself has come, and, os any young girl would do,
prays that his sight may not go altogether futile. The
celebration ends and & 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 Sagariki, who so long mistook him to
be 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 & young unmar-
cied princess, it is not difficult to imagine. Which gir!
would not have as her husband, ane whose besuty led ber
to mistake him for Cupid, particularly when she Loows the
views of her parents in favour of it ?

Naturally enough, she immediately falls in deep love
with the king. But she is in o foreign land jn the bouse
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of a stranger.  Her position is simply that of an attendent
on the queen, a5 a heeper of her pet bird. The queen has
elready given & hint of her feelmg 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 Udayama, She could not
freely move about so as to get at a place wherefrom she
could have s glance at the object of love. Intensity of
love made her deeply think of all possible ways of getting &
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 person 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' value of it can be realised by the reader
only when be takes into account the ultimate effect of such
an effort, The reader, famuliar with the plot, knows that it
was this simple effort of the heroine, which was ultumately
responsible for her union withs her object of love,

1Il. THE HEIGHT (PRAPTYASA).

The effort leads to the organisation of all the charac-
ters of & drama into two groups, if they are not already
so grouped : (i) onme which helps the central figure ia the
attainment of the object and (u) the otber which tries to put
obstacles 1 the way to the realisation and to frustrate all
efforts. The third stage of action, therefore, represents the
steuggle between the two contending parties. For some
time, therefore, the cause of the central figure is seen to
advance and then 1t gets a reverse, Again 1t advances and
then again it gets a setback and so on. Thus, in this stage

1. A Bh, Yol L, 7.
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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 fnilure, because of the existence
of the oppostte party, which frequently shows its determin-
ation to frustrate all designs of the hero or heroine of the
piece. It is because of this that this stage is technically
called Praptyada.t

PRAPTYASA SITUATION.

Ratnavali is sitting in the plantain bower of the garden,
completing the picture of the king on a picture-board.
Hardly hns 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 Ratndvali by the side of that of the
king. This surprises Ratedvali, who tries to conceal the
matter by a show of anger, Her friend, Susangats, however,
pushes herself into confidence. She appreciates Sagarika’s
feehing, 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 Ratnaval
gets more intense and she faints. Susnngata brings her
back to her senses. Hardly has she recovered her senses
when they have to rush for safety from a monkey that s
got loose. They leave the picture-board behind, In the
meantime, the bird, of which Ratnavali is the keeper, flles
away, Knowing, therefore, full well how dear the bird
is to the queen and how angry she wounld be if it were lost,
both of them ron after the bird. At this time the king
comes with the foolto the garden and sees the picture-
board, As they are surmising the cause of such s draw-
ing, the Maini, as anticipated by Susadgati, repsats

1. D.R,6.
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the entire talk between Saguwiki and ber friend. This
reveals the whole secret. The effect of Such a revelation
on the king needs na statement. As they sit, talking
over the picture, Sagstikd anl her friend retum to the
bower to pick up the picture-baard. The voice of the
king and his fool 15 heard by them from g little distance,
They conceal themselves behind a free and overhear the
conversation. Hope is natrally mspxred into the heart of
Sagariks,

Susafigata then goes to tha plactain bower undec the
pretext of picking up the picture-board, and informs the
king of the presence of Sagariki nearby. The king rushes
to the spot and the lovers meet. Hardly & few moments
pass when the fool separates them by atousing the fesr of
the queen's arrival by a clever quibble ¢ “Here is another
queen Vasavadattd,” Sigarkd and ber friend run sway,
The king soon nnderstands the qmbble. And while the
king is reprimanding the fool, the queen actually arrives
with her attendant. The fool conceals the picture-board
in bis grm.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 vp,
The picture-board, that he is hiding in his arm.pt, 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 oll about it. He tries to explain it away. But
she is not satisfied : on the contrary, she fully understsnds
the situation and goes away, saying that the picture board
has caused her beadache, and immediately its Sagarikad
to the charge of one of ber attendants, whois no other than
Susaigats, who, unfortunately for the queen, but fortunate-
ly for Sagariki, is pledged to bring sbout the union. Thus,
all the characters of the drama are arranged in two opposite
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groups and the struggle between the parties begins.

The queen and her attendants, Kafcanamala asd
Madanika, form one patty, the opposition, and, Sagarika,
the king, his fool and Susadgata the other. The king is
lying love-sick. And Sagarikd, as ber friends koow very
well, is finding it bard to live. The queen, os has already
been stated, has taken all the possible precautions to prevent
the meeting of the king and Sagarikd, by committing her,
but unfortunately for herself, to the charge of Susadgata.
The fool, however, in consultation with the latter,
conspires to bring about the union. It is arranged that
Sagarikx will be disguised with the queen's dress, presented
to Susafigatd as a mark of favour, aed Susafgatd will
disgnise herself as Kaficanamila, the queen's favourite
attendant, and both will be taken to the king by the fool.
Thus the cause of cne party advances.

But the other party is not entirely idle. Kancanamala
discovers the plot and informs the queen of it. It is
agreed between them thst they wonld anticipate Sagarika
Accordingly, the queen and Kaficanamala come to the
appointed place a little eatlier than Sagarika and her friend
in disguise. The fool, not knowing that tbe plot has been
discovered and that the queen has anticipated Sagariks,
takes them to the king. The king, mistaking the queen
for Sagariks, congratulates her on the supposed successful
disguise and begins the profession of his love. This
exasperates the queen. She reveals her identity and in
anger leaves the king, in spite of the latter’s efforts at
reconcilistion. Thus, the cause of Sigarka gets o reverse.

Sagarika comes to know of fhe discovery and of the
manner, in which the queen has token it. Her life loses
all its charm for her, She decides to commit suicide by
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banging herself aund goes to a tree to doso,  * V‘.\ié
The king in the meantime decides to go to the queen‘
to reconcile her,  As he is proceeding towards her residence,
the fool catches sight of Sagarika, in the guise of the queen,
and thioking that she, in anger, is putting sn end to her
life, asks the king to rush to save her life. The king rushes
forward, removes the noose from her neck, discovers her
to be Sagarika, and, therefore, naturally throws his arms
vound ber neck, Thus the lovers meet once again and the
cause of the beroine advances,

In the meantime, the queen, thinking that she wag
too rude to the king, feels repentant and starts to reconcile
bim. She bears the voice of the king from o Iittle distance
and makes up her mind to spring a pleasant surprise on
him by throwmng her arms round him from behind. As
she steps farwerd, she bears the name of Sagarki and,
therefore, decides to overbear the king and Sagarika from
behind, The love-talk between them enrnges her and she
goes forward and remonstrates. He attempts to placate
her, but she does not listen to him. She gets Sagarikz
arrested and leaves the scene. Thus the opposition once
again asserts itself and the cavse of the heroine gels o
set-back.

Thus, the third stage of action can be viewed from two
paints of view, (i) the action snd (i1} the mental state,
From the point of view of action it is a struggle between
the two opposite parties, in which the success of one
alternates with the faiure of the other. And from the
point of view of the mental state, itisa stoge, n which
there arises the hope of success in the mind of the central
figure of the situation, because of the discovery of the means
to the desired end. But it is always coupled with the fear

53
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of failurc, because of the i of the exist of
the powerful opposition. This state of mind finds o beauti-
ful expression in the words of Sagariki when she has found
the disguise as the means of meeting her lover.!

IV. THE CONSEQUENCE (NIYATAPTI).

We have seen that the third stage of action ijnvolves
sssertion by the opposition of its powers, which means o
serions 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 resonr-
ces to overcome the opposition or to remove the obstacle, thst
has g0 far stood in the way of the realisation of the gosl. 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 desigos,
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, s in the case of all
the dramas, in which the recovery of Sita from Rfvapa
forms the subject-matter; in such n case the basic mental
state, primarily presented, is the beroic; or (ii) by recon-
ciling the lender of the opposition, as in the case of the
Ratoivall, Insucha case the basic mental state is the
erotic.  The latter cnse is beantifully illustrated by that
postion of the Ratnavall, which begins with the king's fixing
upon the reconciliation of the queen as the only way to the
union with* Sigariki (Vayasya deviprasidanam muktvs
ninysmatropiyam padyImi),

The reconciliation does not mean immediate union or
the attaioment of the object, That would be undramatic.

L DR, 0 % D.R, 0
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From this poiot to thst of the actual union, the drama
is pied with the di: rat of the plot, or clearing
of the mystery that surrounds it,

Once the queen is iled, the di gl
is beautifully effected in the Ratnavali. It begins with the
arrival of Vijayavarman with the message of victory over
the ¥ing of Kofala, from the Xking's commander-in-chief,
Rumanvan, who was in charge of the Kofals war. Hardly
has he finished his when a ician is introduced
to show his skill. This brings about the appearance of
the reconciled queen with the King to see the magic.
Hardly the performsnce has proceeded a little when
Vasubhati, 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 neck of tbe fool snd mnotices its marked simi.
lacity with the one, given to Ratnavali at the time of
her departure for the palace of Udayana, He, therefore,
suspects the presence of the princess in the palace., His
suspicion, however, is set at rest by his companion.
He is brought to the presence of the king and narrates
the unfortunate story of Ratnavsli'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
Sagoriki in the harem, now enveloped in the flames. The
king, unmindful of bis Itfe, rushes mto the flame-enveloped
harem, The queen, the fool mnd the army-officec of the
king of Ceylon, with his companion, follow him to rescue
Saganka even at the cost of their hLwves,  They reach
Sagarik®’s room. As the king touches her body to remove
her from the fire, the fire, which was a work of magic
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only, goes out. All feel surprised, Vasubhati, the srmy-
officer of the king of Ceylon, recognises Sagarika tobe
Raotoavali and the plot is partly disentangled. Then comes
Yaugendharayaga and explains the purpose of the secrecy
thst he maintained about the identity of Ratnaveli snd the
plot is completely disentangled.

V. THE CLOSE (PHALAGAMA).

The stages ‘of action are so presented that one natur-
ally leads to another till the fruition of the action.
The last stage does not tshe much time, The adversary
baviog been defeated or the obstacle having been overcome
and the plot having been diseatangled, the fruition of
the action should not take time. Inthe present case it is
represeated by the attainment of sovereignty by the king
snd his union! with Ratnavali.

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
analysed above into five stages of action, but also of some
additional elements, which cannot strictly be spoken of
8s the component parts of the main.  These additional
elements are found not only in Sanskrit dramas but i
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, discussel above, but in addition to these,
very frequently a sixth also, the introduction or exposition,
containing, as it were, the seed or circumstances, from
which the business arises. In Julins Cesar, for instance,
the first scene is of an introductory nature. The poet
seems fo take us i medias-res, while he is in reality

1 D.R.,6 2. A, Bh, VoL I1I, 12
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building up the foundation of his plot. Further, in *As you
like it" we find sub-plots :

1. 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 Sanshrit drama we generally find an intro-
duoctory scene in the very begoning, techoically called
Viskambhaka, as for tastance in the Ratoavali, which is very
much like the introductory scene in Julws Cesar, men-
tioned above  Further, in most of the dramas of which Rama
is the hero, we find sub-plot and minor plot such as the story
of Vali and Sugriva and that of Sravapakumara.

The question naturally arises : What jis 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
isreached. They are technically called Arthapratrti, the
means to the end.  According to the Sanskrit dramaturgists,
there are five such means: (i) Bija (i) Bindu (i) Patakz
(iv) Prakari and (v) Karya. The end, to which they lead,
is the attainment of the desired ead by the focus of the
situation or dramatisation of the story by dramatist.

() THE SEED (BIJ4) AND ITS PSYCHOLOGICAL
NECESSITY.

Esthetic experience from the Indizn point of view is
due to the subjective realisation of a basic mentsl state. The
spectator is a passive recipient of the presented. In this
experience the faculty of independent judgement 1s perfectly
jnacfive and fhere is total suspension ot the personsl
volitional power, All this is necessary because the subjec-
tive realisation of the basic meatal state is due to identifica-
tion with the focus of the situation. His attitude and
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judgement, no less than 'bis will, are determined by the
presented. He looks upon the' presented not as an indivi-
dusl A, B, or C would do so independently, but as the
focus of the situation or the dramatist would have it Jooked
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 Indiwn dramatist,
following the agelong tradition, does this, ot ina biunt
manner, but dramatically. This means of determining the
attitude of the audience is called se¢d (Bija).

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 Iife, Itis, therefore, necessary
that the audience should know the circumstances from
which the action arises. Ta inform the reader or the andience
of such circumstances, is the other purpose of the seed.

1f we analyse the introductory scene of the Ratnivali,
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 pecfect rest. This is what the very first verse
does by saying “The fate, when favourable, brings the
wisbed-for object from another island, as also from the
ocean, nay, even {rom the end of the quarter.”

To understand the full value of such a remark in the
very beginning of & drama and its effect on the audience,
we must take into account the soctal status and importance
of the person from whom it comes. The drama Was
written by King Harga. The democratic ideas of to-dsy
were foreign to his mind as well as to those, before whom
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the drama was intended to be presented. We know the
importance of the chief minister in an Imperialistic Gavern.
ment. Above all things, he jis the leader of the most
predominant thought of the people, The mental value of
such a statement from such o person is undoubtedly
very great ia determining the attitude of the audience
towards the presented,

The second purpose also is besutifully served by the
passage that immediately follows and is connected with
what precedes as an illustration of tt. It mforms the

i of the from which the action is to
arise. It says "How else the princess of Ceylon, who got
ship-wrecked in tbe ocesn, could catch hold of a mast, be
drifted to the shore and be brought to me by the merchaat,
returning from Ceylon, recogmsing her to be a princess
through the necklace of jewels. I also, in puttmg her m
charge of the queen,’ have done what was the only right
thing under the circumstances etc."”

It may be stated here thut in Sanskrit dramss alsa
the introductory scene is not always mnecessary. Much
depends upon the subject:matter, When the subject-matter
does not peed it, it should not be introduced. The main
action can begin immediately. The intreductory scene is
necessary only when the introductory portion of the dras
matised story has no amsthetic value, when it is Nrass.
Such a portion has got to be dealt with in the introductory
scene, But when the story from the very beginning bas the
esthetic value, i.e when the beginning also is Sarasa®,
the introductory scene is unnecessary. In the famous
drams of Kalidass, the Abhijadna Sakuntalam, for instance,
we have no such introductory scene.

1o DR e 3. D. R, 10,
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1t is necessary here to point out the distinction between
the general introduction to every drama and the special
introduction to & porticular type of drama, in which the
beginniog of the story lacks msthetic value. The general
introduction is p d by the ch: to all
dramas, such as Naodi, Sotradhara and his wife’ a!xd
attendants, This is necessary in all Sanskrit Dramas, It
is called Prastavana, The special introduction is tbatin
which one or more characters of the main plot appesr and
talk of the unpresentable part of the story in the beginning.
Itis technically called Vigkambhaka. 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 some of the dramas of Shakespeare. There
is nothing ke the former in the Shakespearian dramas.’
The dramatic necessity of such a general introductary scene
we will explain whea dealing with it in detail.

Auother point which needs mention here is that when
the subject-matter of s drama does not need the special
introduction, one of the two functions of such introduction,
ie. the determintng of the attitude of the audience, is per-
formed by the general one.

-If we analyse the introductory scene in Shakespeare's
Julivs Casar, we find it sumlar 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
crowd or commoners. The fickleness is as it were the seed,
which is ible for the devel of the action,
which culminates in the tragic end of the hero, It is very
clearly presented in the introduttory scene so that -the
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nudience can very well foresee the uncertainty of everything
that depends on 50 uncertain a thing as the sttitude of the
commoners, Thus, on both the points, the introductory
scene in the Shakespearian drama is similar to that in
Sanskrit drama.  And its occurrence in some and non-occur-
rence in others seems to be governed by the ssme principle
as that which guides the Sanskrit dramatist.

1. THE RECOLLECTION OF THE MOTIVE
FORCE (BINDU).

The action and events, preseated ta & drama, have to
lead to the furtherance of either the main or the subsidiary
purpose. The main purpose cannot be schieved unless the
conditions, favourable for its achievement, are brovght
about, But 1t is the realisation of the subsidiary purpose
that brings them about. The events, therefore, which lead
to its achievement, have pecessarily to be presented. Thus
they throw, for the time being, the main action into the
backgronnd and bring in a sort of gap.  The problem under
these circumstances that the dramatist has got to face is
“how ta hegin or resume the presentation of the main
events P The practice of the Sanskrit dramatist, s 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,
50 that the hero may be able soto adjust himself to the
changed! circumstances, so to utilise the resources at his
command snd so to desl with the existing situation that he
may get neacer the goal,  This recollection of the motive
foice hos to he there from the tme of fixing upon an
shjective to that of actually schieving it. This is necessary
at every important turn in the events, because so Jong as -he
does not mentally survey the entire situation from the begin.

1. A.Bh, Vol II, 13
54
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ning to the particular point, at whick 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 toke the Tapasa VatsarZjs for exsmple, we find
that the king remembers his love for Vasavadatta', the
motive force of the action in the drama, in every act. But
the Ratnavalf will probably better illustrate the point. After
the introductory scene of the drama, in which Yougandha-
rayana spesks of the circumstances, from which the nction
is to arise, the festive scene is introduced to introduce all
the main characters of the piece to the aundience. But after
this there seems to be a break in the story. A bardis,
therefore, introduced to reveal the identity of the king to
Ratnavali, who bhas so far taken him to be Cupid.
This revelation mskes her remember that to this hing it
wss that she was giwven by her father ond the main action
consequently begins.

It may be pointed out here that this recollection of the
motive force is pot always by one ,and the same person.
No doubt when the realisation of theend depends on the
action of only one person, he alone is made to recollect
iton all important occasions. But when the achievement
is due to the co-operation of more than one, nny’nne of them,
according to the need of the occasion, is presented ta
recollect.  For instance, in the case of the Ratnavali, it is the
king who' is presented to remember his love for Ratnavali
in every act and adjusts his resources according to the need
of the occasion, because Ratnavall herself is in an utterly
helpless condition,

This recollection of the motive force is found in the
dramas of Shakespeare nlso. For instance, in Hamlet we

1. A.Bh, Vol, IiI, 14, 2. A, Bh, Vol III, 14,
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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 techoically called Bindu
on the analogy of a drop of oil, dropped on the surface
of a sheet of water. For, just as a drop of o1l, fallen
on the surface of water, spreads‘over the entire sheet, so
the recollection of the motive force of action spreads over
the entire drama.t

1ll. 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 they join hands with the
hero for some personal reason or even without any promi.
nent personal objective For mstance, 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 bis own end to achieve and does actually
achieve 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 bero of the mam plot and
attaios some end of his own also through the co-operation
of the latter, is technically called Pataka,

This kind of sub-plot we find in the Shakespearian
dramss also.  In As you Like It, for instance, the story of
Celia can be presented to be very much like that of Sugriva
jnasmuch as she helps Rosalind in her own way, and,
while so doing, berself attams her end, the union with the

1. A, Bb, Vol III, 14.
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object of her love, Oliver. For, the story of Celias and
Orlando is brought about

1. By Celia accompanying Rosalind into banishment.
2. By the bonishment of Oliver.

3. By the meeting and reconciliation of Oliver and
Orlando,

4. By the wound' of Orlands, which prevents his
keeping his appointment with Rosalind, He sends Oliver
to explain his absence, Oliver and Ceha meet and fall
in Jove with each other.

IV. MINOR PLOT (PRAKARI),

But when tbe main character of a sub-plot achieves
no end of his own and his action simply bhelps the
central figure 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 AMinor plot : os for instence, the story
of Kyspa® in the Vent Sathhaca,

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 Qistinction between the sub-plot
and the minor plot, the Patiki and the Prakari, is that
the former receives more attention of the dramatists and
is treated like tbe main plot in n less elaborate manner
inasmuch ss it bas fewer Sandhis than the mmin. The

1. W.5,Cn2L,V.266, 3 A,Bh, Vel I, 15
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latter receives very! scanty treatment and has no San hx;,'/\

1t is interesting to note in this connection that Dhanafi. ~

jaya's conception of the minor plot (Prakari) is slightly
different from that of Bharats, as interpreted by Abbina.
vagupta. According to the former, the distinction of
Prakari from Pataka consists only in the shortness of its
story ns compared to that of Pataka?® He igoores the
idea of the disinterested help, thatthe hero of the minor
plot renders to that of the main plot, Accordingly be cites
the story of Sravapn Kumara in the Ramdysps as an
illustration of Prakari.

V. THE RESOURCES (KARYA).

The last of the five means to the end, that the deama-
tist represents the bero to achieve, is the? set of physical,
mental and material resources, which are his personal
possessions and which he employs in the realisation of
bis goal, Tbe word Karys here is used in the technical
sense of all that, being in one's possession, is utilised
for the nttainment of the end, on which one bas set
one's heart (Karyam, karaniyam, prayoktsvyamityarthah
A, Bh, Vol. IlI, 12). No drami ean be found without
this, because the object of every drama is to present
& certain portion of the hero’s life, 1 wlich he attains some-
thing : therefore, reference to his various resources, by means
of which be realses his goal, is absolutely essential.

It may be stated here that all of these five means
to the end (Artha Prakrtis) are not necessary in every
drama, as sre the five stages of action. Therefore, it is
that in different dramas, only as many of the means as are
necessary for the aclievement of his end by the hero,

1. DR, 70 2. DR, 4.
3. A.Bh., Vol. IL, 15-6.
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ore foond, When for instance, the hero is intended to be
P

] 3

p as  indep ly , achieving his obj , the
sub-plot and, the minor plot (Pataki and Prokari) are
unnecessary. But the (i) Seed (Bija)! (ii} the iecollection
of motive force (Bindu) 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 cereful ana-
lysis from different points of view, are, therefore, represented
to be connected with one another saxactly as the various
constituents of a sentient being are actually connected. An
effort also has been made to give the various constituents,
as far as possible, the nimes 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 Ilatter
is said to be the body mainly because it represents the
meaning and slso because the meaning is superimpozed
onit. Itisalsoso spoken because it has no value indepen-
dently of the meaning.? And the basic mental state
(Sthayibbava) 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 it is the basic
mental state, to which the plot, as presented in the drama,
owes its being. Just as every® sentient being presupposes
the enlivening soul, so every drama presupposes a basic
mental state.

The body is made up of parts, such as the face, the
shoulders, the belly etc. And for a complete body all the

1. A.Bh, Vol 111, 15
[ X
3. .
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parts are essential. A good drama, therefore, being conceived
ss o bumaa body, mezturally muost have all the essential
parts. These parts of the drama, following the analogy of
the buman body, have been called, as far a3 possible, by
those very names, by which the parts of human body are
called. The first part, fer instance, is called Mokhs, the
second Pratimokba znl 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$y or Vimarfa
and Upasarmbrti.

The following points have to be keptin mind in this
connection :-—

1. Odly in o perfect drams, Nitaks or Prakaraps,
all these! parts are npecessary. In imperfect drames all
the Sandbis are not found. In Dima and Samavakara only
four are found ; in Vyayog: and Ibamrga only three and
in Prahasana and Bhipa only two sre employed.

2. Dh;mﬂ]:ya in his Dasarapaka, does not correctly
present the view of Bharata when he says that one of the
five stages of action (Karyavasthi) joined with ooe of the
five meats to tha end {Arthaprakrti) in the order, io which
they are mentioned by him,3? give nse to the fve Sandhis,
Bharata never meant such an order. For, as we have
already stated, according te him, the sub-plot acd the miror
plot (Pataka and Prakari) are not recessary m every drama.
And ths fact is that they are not found in every drams.
According to Dhamasipya’s conception of the Sandhs, there
should, therefore, bs o such Sandhis as mvolve the sub.
plot and the mizor plot, in those dramas, which are without

1. N 8, 2L

3. D-R,8
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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 miner 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 Arthaprakptis is from that of
the means.

1. MUKHA SANDHI (BIRTH OF THE SEED).

That part of the subject.matter of a drama, which
represents the Bija, marks the beginning of the action and
presents all that which, being directly or indirectly connect:
ed with the action or seed, nceds presentation and i
responsible for the rise of various basic mental statesto 8
certain pitch, is called Mukha Sandhi. The portion of the
Ratndvali from the beginning to the recognition by Ratad+
valf of King Udayana as such, beautifully tllustratesat. 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 preseats vasious
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
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 Dhanaiijays and
Abhinava. 1n fact, Abhinava criticises the view, expressed

1. A Bh., Vel 111,16,
3. AsBh., Vol. 117, 23.4,
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by Dhanafijays® on this point by attributing it to “sMe”
(Kecit). Whether by *Kecit” he means Dhanafjaya or
some other authority, whom Dharaijaya follows, it is difficult
to state. Dhanafijaya’s conception of the Pratimukha may
be stated as follows :—

The Pratimukba consists in the development of the
seed, partly perceptible and partly imperceptible. The
second act of the Ratnavali illustrates the powt in band. Here
the seed, tbe love of Saganka, the mam cause of her union
with King Udayana, is developed, It is partly seen and
partly unseen, It is seen in so far nsitis known to bet
iriend, Susaiigata, nnd the king's friend, the fool. But i is
unseen inasmuch as it could only be loferred by the queen
from the picture-board.s

Abhinavs, following the authority . of his teacher
(Upadhyaya), does not accept this conception. According
to him, the various Sandhis represent the different states of
the seed3, and the visibility is the only thing to be presented
in the Prattmukha.

His view, therefore, is that the partial visibility and
pastial invisibility of the seed are meant 6 bt preseénted
in the Mokha Sandbi. This 15 exactly what e
find acteally presented in the first act of the Ratndvalt,
Here the activity of Sagarikd, mentioned by the minister,
which is of the patire of the seed, because sl the
future develop are its , 1s throwd fnto the
backg d by the introduction of the festive scene. This
scene covers ber sctivity much as does the esrth & seed:
And just as the esrth, while covering a seed, actually helps

1. A.Ba, Vol IiL, 24
Z. D.R,1L
3. A.B., Vol, IIJ, 24,
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itin its growth, sa does the festive scene the action of
Sagarika,? Thus the seed of action in the first act, which is
at first cleatly visible, is rendered as if it were invisible by
the festive scene. The Pratimukha, therefore, nccording to
him, is primarily concerned with total unfolding of the seed,
that is presented in the Mukhs, which though seen is yet,
being thrown into the background, remains as if it were
unseen. !

This, is called Pratinukha for the simple reason that in
it the attempt of the dramatist is quite the 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 ore
concentrated on unfolding it.

3. GARBHA,

The Garbha Sandhi represents a further stoge 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 the
Ratndvali and & part of the third to illustrate the point, it
will become fnirly clear. It is bere that the first meeting of
the king and Sagarika takes place in the garden, where the
picture-bosrd  was left. But soon there 15 separation
because of the coming of tbe queen.  In the disguise-scene
there is agsin the supp i of the objt
and it is sgain followed as if it were by the loss in
consequence of the revelation by Vasavadatta of ber

1. A, Bh, Vol, III, 24,
2. A.Bb, Vol IMI, 24-5,
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identity. Again in the noosescene there is meeting and
again there is parting, because of the arrival of the queen.t
The presentation of the loss of the attained is the essential
purt of Garbha Sendhi, For, if there be no loss it will
inpo way be different from Avamarda wherein the attain.
ment is finally freed from all shadows of doubt about it.

4. AVAMARSA.

Avamarfa essentially involves doubt. For, it consists
in reflecting or pondeting over a situation that does not
seem to lead ta the goal. This being so, the intro-
duction of it at o stage, when hope has slready been
aroused in the mind of the bero and the goal has been
presented 1o be within the region of fair probability of reali-
sation, seems to be against the facts revealed by the study of
human psychology. On an analysis of ordinary expericnce
we find that (i} doubt (i) probability and (in) certainty
follow one another. Further, Avamar$a has as its constir
tuent the Niyatapti, How can Niyatapti and Samfaya go
together ?

The critic, whose view is stated sbove, has apparently
token a different psychological fact into consideration, frem
that on which the mtroduction of doubt in Avsmara is
based. The object of Avamarfa is to present'tbe climax.
Aad the climax is reached only when the snunn.on., presen-
ted, brings out at its best the chief characteristic of the
pero, ‘This comes cut at its best only when the struggle,
in which heis engaged, is the keenest and the obstacle,
that be overcames, 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 nrausc‘n strong
hope, there arises the obstacle, which dashes it to the

1, A.DBh, Vol IIJ, 26.
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ground and arouses grave daubts 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 st the
first sight of the robject of desire, but coasequent on
the rise of obstacle after hope has been aronsed. Avamaréa
fits in very well with Niyatapti inasmuch ag it involves
overcoming of the last obstacle. At the begioning of
Avamaréa some obstacles nre put on the way of the hero
so as to bring out bis best qualities. The Sandhyaigas,
which bave been mentioned therennder, fully bear out
this assertion. Whether tbe theme of o drama be Jove or
heroism, the dramatis personae have to be arranged into
two opposite growps. That is to say, in all dramas, there
has to be presented the conflict of interests at fenst in the
begioning. It is, therefore, natural that one of the contend-
ing parties, finding its path obstructed by the other,
should spesak ill of it, that there should be exchange of hat
words between them when they meet, that oze of them
sbould kil or arrest those primarily responsible for the obs.
traction and so on. Thus, when a very important member,
such as the deputy leader, of one party is killed or arrested
bry“ghe leader of the opposttion, there arise grave doubts
in, the mind of the bero obout his success to achieve the
objective. He, therefore, exerts himself to the utmost.
This briogs cut his best quslities.

That? portion of the Ratnavali which represents the
brooding of the king over the situation, created by Vasavadatta
fo arresting Sagerika in anger, till the firescene, isa good
illustration of Avamarga,

! 5. NIRVAHANA (FRUITION).

That Sandbi, in which all that is introduced in the
presentation of the first four stages of action, of the means
1 D.R.31.

»
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employed so far and of all the previous Sandhis, is shown
to contribute to the production of the one result, the presenta.
tion of the attamment of which by the herois the chief
aim of the dramatist, is the Nirvahapa. The portion
of the Ratnavali, following the fire-scene till the end of the
drama, illustrates this point.

THE SANDHYANGA DEFINED.

A Sandhi represents a part of the whole drama, This
part is further subdivided into single actions and incidents,
These subdivisions of Sandhis are called Sandhyafigas.
They are enumerated by Bharala ina certain order. All
these actions and incidents, when put together 1 a certain
order, not the one, in which tbey are enumerated, but that
which makes them fit for presentstion on the stage, bring
the so called Sandhis into being.  Hence, because they are
the constituents of a Sandhi, they ate called its parts
(Sondhyahga)®.

THE GENERAL PURPOSE OF SANDHYANGAS.

The purpose of Sandhysfgas is to facilitate the task
of the presentation both by the dramatist and the actors
and to ensble the spectator to follow 1t easily. 1t isa
matter of common experience that when a thing, which is
Jong nnd complex, i tried to be presented, the best method
is to divide the presentable into parts. Thisis just what
a good essayist does. He first jots down the pownts, which
he has to elaborate. Thists what we find in the modern
books. The contentsof & book are divided under broad
shoulder-headings. This kind of division helps in the
pe jon and in the apprehensit It is the experience
of every teacher that, when a complicated problem has

1. A,Bh, Vol IIT, 31
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to be sttempted in the class, the best method of putting
it belore the class is to split it into parts and to present each
patt separately. .

This kind of division is more necessary when the
is to bs d by a nuomber of persons

cf different intellectual equipments, of different sexes, of
different ages, speaking different languages, asin the case
of the dramatic presentation. We know that in staging
a drama utmost precision is necessary in presenting physical
movements, voluntary and involuntsry changes in the
facial and other physical expressions, intonstion of and
emphasis on words, the manner of delivery and above all
the basic mental state together with the transient, which
is the msin 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 miod. 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-
instructions to give to & particolar character, in  what
language to put his statement and whatto coatain in it.
And becguse the division makes it possible to attend to
every part, it nafurally, therefore, adds to the clarity of
presentation. Thus the division helps all, the spectater,
the actor and the dramatist,

THE PURPQOSES OF SANDHYANGAS FROM THE
POINT OF VIEW OF DRAMATIST.

1. To present the subject-matter in such a manner
that it may give rise to the wsthetic experience.

2. To revesl the plot slowly.
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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. Topresenta familiar and, therefore, uninteresting
event in such a mamner that it may surprise the audience
by novelty of presentation.

5. To present what 15 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 cacnot fight,

so & drama, without Sendhyafgas, cannot be well presented
on the stage.

Even when o drama does not present the attainment
of any very great thing by the hero, as in the caseof &
comedy, still if its parts (aiigas) are well arranged, it can
beautifully be presented, because of the parts bemng well
defined. Even though a drama be presenting the attainment
of the bighest 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 not toterest any body, the dramatist,
the actor or the spectator.?

FREEDOM IN THE USE OF SANDHYANGAS.

Bharats, as interpreted by Abhinava, has allowed
considerable freedom to the dramatist in the use of the
Sandbyaiigas.

The following facts bave to be kept in mind to avoid
confusion :—

1. The Sandhynfizas are mentioned 1 & certain

1. N.B8.242 and A, Bb., Vol. 111, 32,
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orders The order of Bharata is different from that of
Dbanafijaya. But no order s mesnt to be kept in their
presentation, Any one of the Sandhyahgas can come any--
where in the Sandhi, according to the peed of the
Dramatist,

2. It is not necessary that every one of them should
come in a Sandhi, Any one of them can be left out, accord-
ing to the need.

3. Inone Sandhi, any one of its Sandhyaigas can
be brought in more than once, if the necessity for domg
so be felt. This is what, we find, has actuslly been done
by so many dramatists, from whose works tlustrations have
been chosen, We find that while illustrating a particular
Sandhyafiga from the same work, two authorities, Abhinava
inhis Abhinava Bharati and Dhanika 1 his commentary on the
Daga Rapaka, give different illastrations, This can be explain-
ed only an the aforesaid assumption, e.g. Drava. But there
should not be too much repetition, One can be repeated
at the most thrice,

4, Sandbyafigas of one Sandhi cat be introduced in
another, |

5. Two Sandbyafigas csn be
when there is the purposive unity between the two,1

into one,

The separate freatment of each Sandhysfiga requires
more space than can be given in this volume, We, theres
fore, leave it only to take it up well in some future work,

1. A, Bh, Vol I, 36-7,



CHAPTER VIlI
TYPES OF DRAMA

Drama 15 called Rupaka, because it presents in language
what is to be perceived on the stage.?  One type of drama is
different from another, because of its contawing or presenting b
different combination of Vrttis, exactly as one gamut (Grama)
is different from another because of its consisting of a different
combination of Svaras or notes. Further, just as Gramas are re.
cognised to be different from one another in spite of the fact
that all of them consist of Srutis (more exactly Svaras),
begause of the difference in the number of $rutis in e svara :
e.g. Pafcama, if it consists of three Sruts instead of four,
makes a different Grama, m spite of other things being the
same : so the same Vytu, being employed with all its parts
or same of them, gives rise to different types of drama?,
The ten kinds of drama, directly mentioned by Bharata, are
remarkably different from one another. They are the basic
forms of dramatic composition, This list of Bharata does
not include the dramas which owe their being to the combi.
pation of the characteristics of the two types of drumm, for
instance Natks, which combines in itself the ch
of Nataka and Prakerapa. Bharata enunciates this principle
of production of atber dependent forms of d ic com.
position by combining the characteristics of two. Hence he
is said to have admitted other forms of dramatic composition
such as Totaka, Sagtaka, Riasaka etc. which have been
Jefined and discussed by Kobsla etc,

1. 4. Bk, Vol IT, 408,
2. A.Bh, Vol. IT, 409.
56
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TWO MAIN TYPES OF DRAMA.

The dramas are at first divided into two main types,
(i) full of different forms of action complete in all their
aspects (Parnavyttiyrtyanga) (i) having one or two forms of
action iscomplete in some of their aspects (Vrttinyana).
Nataka ,and prakarapa belong to the former type and the
remaining eight forms of dramatic composition belong to the
Jatter, Here again the analogy of music is employed to
convey the idea of the distinction of dramas of the above
two types from each other. [n this context, according to X
Abbinava, Graime means a configuration of Jatis.! And he
maintains that a Grama retains its completeness in spite of
the parts of the Jatis (jityarh$a) which constitute it, being
jncomplete in respect of some Svaras. Accordingly he
ssserts that just as from two Gramas, which are nothing
more then A collection of Svaras, complete and benutiful on
account of their harmonions combination, spring the parts of
Iatis (Jatyarh$aka) which are characterised by incomplete and
gomplete Svares, because of snnalytical division of the said
(Gramas conceived as unity : so from Nataka and Prakaraps,
which present all forms of action complete in all their aspects,
spring other forms of dramatic composition such as Bithi etc.
which are characterised by their being concerned with the in.
gamplete presentation of only some forms of sction, Thus, in
the Jatter type of drama, the beautifal action is necessarily
pbsent,

(I) NATAKA.

Nateka is recognised to be the highest type of dramatic
composition. It presents the historical. Here the flight of
dramatist’s imagination is restrained by the well known facts

1, A, Bb, Vol, II, 410. '
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and, therefore, what it presents has the look of the probable
or possible.

According to $ridakukas, 1t is concerned with the presens
tation of the well known events in history and excludes what
is little known,  Abhinavagupta and his teachers admit that it
15 concerned with the presentation of well known events, but
add that the well known person, the events connected with
whose life it presents, should mostly be presented at equally
well known places. It is wrong to present a well known
persen at an unknown place for long on account of an engage-
ment that is not important from westhetic pomnt of view,?

Its hero qught to be such as can well fit in the heroie
context. He onght to belong to the dynasty of roysl sages,
He should not be & divine being, capable of accomplishing
the wished-for by bis divine power * For, one of the recogni-
sed dependent purposes of the drama is the instruction as to
how ta remove suffertng. But gods asre free from it. The
presentation of the divine hero, therefore, cannot be instructive
in this respect. Further, divine beings cannot get into
situations which may be responsible for the emotions snch as
are necessary for the presentation of msthetic configurations
keown os Karuna, Vipralambha, Adbhuta, Bhayanaka etc,
But if they do get to such situations they are not truly
diviae but more human than divine.  Nor 15 the identification,
which is so imp for msthetic experi possible with
divine beings.

The divine beings, however, can figure as helpers of the
hero. It will be stated in the proper context, why in Dima
divine hero is permissible.

The events dramatisel should be presented as leading
to the realisation of one of the tecognised obgctives of human
9. A Bh, Vol 1L 412

1. A.Db, Vol IL 4L
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life by the hero. But because most people desire to get
wealth and object of love, therefore, dramatist should prefer
such events as lead to them in order that his drams may have
wider nppeal, It should leave out such events in hero's life
as da not directly lead to the realisation of the objective.

THE NAME “NATAKA" EXPLAINED.

Different forms of dramatic composition are meant for
different social groups with different basic mental tendencies.
Thus, Nataks is meant for presentation before kings. For,
identification, which is so very important for the rise of
asthetic experience, is psychologically possible with & hero,
who belongs to the same socisl status and possesses the same
basic mental tendency as does the spectator. The events and
emotions associated with Lings appeal to the hearts of tbose
who belong to the same rank and stir up a thrill in the heart
and so in the body. Hence Nataka is so called because it
thrills the hearts and bodies of kings (Literally makes the
hearts and bodtes dance.t).

(1) PRAKARANA.

Prakarapa 15 different from Nataka in the following
respects i—

() SUBJECT-MATTER.

(a} Its subject-matter is not borrowed from history and
idealised but it is & creation of dramatist's imagination in
every way. Its hero no less than the objective and the means
of 1tg realisation are the creattons of imagination, (b} It may
also borrow its subject-matter from works other than historical
(Itihase and Parana), e. g, the Brhatkatha, or from the works
of earlier poets and dramatists. But in this case the drama-
tist has to introduce into his works such qualities as are not
found in the original,

1. A&, Bh, Vol, IL 413,



TYPES OF DRAMA 445

Nataka is mainly different from Prakarapa inasmuch as
the subject-matter of the former is histerical but that of the
latter is the creation of the dramatist’s imagination. Each
of them is meant for the instruction of distinct type of the
spectator, (i) lover of the histarical (if) lover of the fictitious,
Instruction of the spectator 1 regard to the ways snd means
of the realisation of any oue of the four recognised objectives
of buman life and consequent moral improvement is s recog-
nised dependent purpose of the dramatic presentation. And
drama attempts to improve the spectator morally, not through
sermons but by bringing shout the identification of the
spectator with the focus of the situation, who is presented
to pursue a moral end, and thus making him realise the
valve end importance of moral life. As identification pre-
supposes the interest in the presented and the interest arises
in that only which is hked, therefore, the ancient dramatists
conceived two forms of the drama, Historical and Fictitious,
for the aforesaid two types of the spectator with different

liking.
@iy THE HERO AND HIS HELPERS,

The hero of the Prakaran: has not to be a king nor a
divine being but o trader n the indigenous or foreign goods
(Sarthavaha), a Brabmans, a minister (Saciva), & priest or a
high official of the king. He is not to be of exalted character,
nor is he to be presented ta be enjoying luxuries of a king,
howsoever rich he may be. He is to have & servant in place
of the chamberlain, Vifa (parasite skilled 1 art) instesd of
Vidagaks, and a Sregthi in place of a minister, as his belpers,
Accordingly informatory scenes in it bave to be presented
with Ceta, servant etc, instead of the Iadies of harem,
chamberlain ete.

1, A.Bh, Vol.IL 410,
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. (i} THE HEROINE.

The heroine in the context of Jove may be a prostitute or
a Jow born woman. In other contexts & high born woman
may be heroive, It is meant for the instruction of the
middle class.

() SUBDIVISIONS OF PRAKARANA.

Prakarana is subdivided inta Twenty-one kinds. Seven
kinds ace based upon the seven kinds of hero s (1) Brabwana
(2) Minister (3) High official of king (4) Priest (5) Trader
in indigenous goods {6) Trader in foreign goods or (7} Vite.
Each of these is further subdivided into three, nccording as
the domestic life of these is presented and the heroine isa
womsan of Yow birth : or of high burth, or it is presentation
of a mere love adventure, which is not connected with the
domestic life and in which the heroine is a prostitute.

If the hero of Prakarana be other than a Brahmapa, a
prostitute may be introduced even in the presentation of the
domestic Itfe.  But the care has to be taken that, i case
the drama presents the wife of a hero to be high born, the
two, hero’s wife and the prostitute, do not meet. This
instrnetion is carefully observed in the Mycchahatika by
Sﬁdrnka, in which Dhatd, the wife of the hero, and Vasanta-
sen3, the prostitute, who is the hero’s object of love and,
therefore, the heroine, never meet.

() SAMAVAKARA,

'Altlmugh Samavakara is not mentioned after Prakarana
in the list of dramas, given by Bharata : its plece in the list
is after Bbaga etc.: yet Abhinavagupta discusses it imme-
diately after Nattka for the following reason :—

The one-act plays do not aim at instructing in regard to the



TYPES OF DRAMA 447

ways and means of the realisation of any oue of the three
objectives of human life, becaunse they have only one sct.
Samavakira is discussed after Praharana because it is con-
cerned with such instruction and has many acts. The reason
why Dime, though copsisting of four acts, is discussed
subsequently, will be stated in the proper context.

It is concerned with the presentation of the events
convected with a god. It presents a god as s hero pursuing
an objective ond realising 1t and auns at arousing the idea
of respectabily of the means, employed by the god, in the
bearts of those who are devoted to him. It eluminates all
the details which do not fit in with the life of god. It concerns
itself with such events only asare instructive and pleasing,
It consists of three acts. It can have any one of three
kinds of divine heroes, high-minded (Udatta) such as Siva;
calm (Praganta) such as Brahma and baughty (Uddbata) such
ns Nrsihha. It presents deception as means, refreat st the
prospect of calamity and love as the end, in each act. Each
of these, deceplion, retreat and love, is of three kinds,! as
will be shown soon. It has twelve dramatis personae,
according to some, in each act, but according to others in all
j.e, four in each of the three acts.

Of the three acts, the first shonld contain the ridiculons
and, therefore, should present love as related to the enjoyment
of the society of a person of the opposite sex. For, in such
context nlone the ridiculons can find place.

DURATION OF EACH ACT.

The presentation of the first act is to extend over four
hours and forty-eight minutes : of the second over one hour
and thirty-six minutes and of the third over forty-eight minutes,

1. A.Bh, Vol. IT. 437,
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Erch act is comparatively an independent drama having
an end in itself. The conpection of acts with one another is
looge.

MEANING OF SAMAVAKARA,
Samavakara is so called becavse the subject-matter, that
is presented in three acts, s connected from the point of view
of one who can take a comprebensive view of it and not
connected from that of another who cannot take such & view.?

THREE KINDS OF FLIGHT, DECEPTION
AND LOVE.

Flight is of three Linds according as it is due (1) to the
insentient such as fire, storm of wind or rain; (i) to the
sentient such as a big elephant getting loose; or (iii) to both
such as the siege of & city,

Deception also is of three kinds according as it is
practised on the inngcent ; on one that is guilty ; or is acci-
dental ; for instance, two persons attempt to reslise the same
object : one succeeds and the other fails,® If the success of
one is due to the fact that the other was deceived by the
action and movement of the rival, without any intention on bis
part to deceive, that would be an instance of accidental
deception,

Zsthetic configuration of love is of three kinds according
as it is related to one or the other of the three recognised
objectives of human life at the empirical level.

THE ABSENCE OF THE GRACEFUL ACTION IN
SAMAVAKARA EXPLAINED,
Samavakars is admitted to present Srigara, but it is
defined to be a drama that is without graceful action, techui-

1, A.Bh., Vol IL 438,
2. A.Bh, Vol. IL 439,
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cally called Kaidikivetti. But how can Srigirs _li%;ﬁresented
without grace in action? There are two replies‘f-}a‘ this
question. In the text that states the general chumctfgjs‘tig
of the eight dependent or lower forms of dramatic composia”
tion there occurs the line *Kaifikivriti binani”, This is
interpreted in two ways. Some split the compound as
Keidikyam vrttau binani and bold it to mean that in them
the graceful action is of the lower type inasmuch as they
ate without the four kinds of amorous sparts, techaically
called “Narma”, with all ther parts and music und dance
which make them pleasing and delightful.’ Abhinavagupta's
teachers, however, dissolved the compound as Kaifiki-
vrttyd hindni, and held it to mesn “without graceful action”,
They asserted that gracefu] action is not an essential aspett
of all presentations of love. It is necessary in the presen-
tation of such love as expresses itself in amorous sports,
Therefore, the love of thase who are of very irntable temper
does not express itsell in them so much. But the graceful
ness of action consists m the predominance of grace in it.
Hence the dependent or lower forms of dramatic composition
are said to be without graceful action, because action that
is presented in them, is not dominated by grace.

Samavokara is to be staged on the day on which the
image of the god is taken out in & procession, for the benefit
of the devotees, who have profonnd faith in bim, snd for the
entertainment of women and children who are mcapable of
tsking & comprehensive view of the whole.

(IV) IHAMRGA.
The bero of IThimrga should be a divine being who
fights for a divice woman. Itis distinct from Samavakira
in so far ss in spite of its having a god as its hero in common
1. A.Bh, Vol IL, 4401,
57
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with Samavakiirs, its plot is well arranged and ts different
ports pre closely cornected. It is very reslistic. On this
pojnt there are two different readings (i) Vipratyaya karnkas-
caiva and (1i) lernlyuynlﬁr padcaiva: and & gly
there are two opposite interpretations: (i) very convincing
snd (it) without reasons to convince, It is full of yebement
characters. It presents anger, that has reference to & woman,
commotion, fight and exchapge of words in acger. Its
plot presents love that expresses itself in seducing & woman
aod carrying her away and giving a tub to the opponent,!
It bas well-nit drematic construction. The number of the
dramatis personae, the type of action and the wmsthetic con-
figuratiqn, presented in it, are the same as in Vyaypga: ie.
jt is ope-act play with twelve dramatis personne and presents
Virs and Raudra in befitting forms of action, The only
difference is that it presents the union of the bero witha
divine woman. The fight among the persons who are intent
upén k|lling pne orother and are about to do so has to be
presented to end under o pretext.

(V) DIMA.

The subject-matter of Dima has to be historical and
well known and the hero also has to be of exalted type asin
Nataka. It has four acts. It presents six ssthetic confi
gurations (Rases), which are exciting: and three Rasas,
Srigars, Hasya and Sants, have not 1o be presented in it. It
presents earthquake, fall of meteors, eclipse of the sun or
the moon, battle, duel, challenge, angry exchange of words,
deception and jugglery, 1In it the scenery is employed in
great abundance, On this point there are two readings, on
the first of which the view presented. abave is based : i)
“Babupustotthanayogayuktadca” and (i) “Bahupurugotthans
bhedayuktadca”, According to the latter reading, Itma pre:

1. A, Bbh, Vol 17, 442,
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sents edergetic activity of muny persons and dissenticns, It
has sixteen dramatis personae including gods, serpant kings,
demons, semidivice beings and airy beings. The Torms of
action primarily presented in it are technically called Sattvati
and Arabbati i.e. mental and energetic. Duna is so called
because it mainly presents flight! or because it presents the
action of haughty and excited bero

The reason why Dima, though it has four acts, is not
dealt with immediately after Nataka and Prakaraps, is to
indicate (i} that in it the introductary scene, techaically called
Pravefaka,» which 1s meant for conveying the information
about such parts of the dramatised story as spread over,
very long time and, therefore, ate not preseuted om the

'stage, but the information ebout which is necessaty to
the spectator to understand the connection of the eveats
presented in the preceding act and the following - is not to be
put in : (i) that it s nferior to Prakarana (second type of
drame): (i) that events, presented in it, cannot cover a period
of more than four days altogether.

The fact is that there i» no room for using the Pravedaka
in it, because the whole story bas the wsthetic valve and,
therefore, all the acts are well d, but not di: d
us in the cnse of Samavakirn It is discussed long alter
Prakarana for the following reason : -

Nagaks is discussed first of all, because it is the highest
type of drama. Prakarapa  comes next, because it tivals
Nataks. Natika is teken thereafter, because much that
isto be said about it s common to the types of 'the
deama ‘Jiscussed before’. If it hed been discussed after
discussing otlrer types of drama, repetition of what bas been
safd in the context of Nataka and Prakarana wonld have be-

The chief charncteristic of the Ni{ikd is

9. A.Bh, Vel II (33,

come necessary.
1. A, Bh, Vol IT, 4034
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that female characters abound in it and it primarily preseats
Spigars. Hence Samavakara 1s dealt with after it, because
it presents three types of Srigara. Ihamrga is then taken
up because it is concerned with divine beings as much as the
Samavakara. Thereafter, there isno type of drama that
is concerned with gods. Hence before them Dima is taken
up,! because it presents many Rasas and its subject-matter
is extensive,

. (V) VYAYOGA.

It is & one-act drama.  Its hero is not of exalted type
but & well kuown historical person. There are very few
female characters in it. The number of dramatis personae
is twelve. It does not havea god, a king or asage asits
berc®, 1t presents fight with weapons, hend to band fight
and zealousy on account of heroism, learning, high family
or 'personal beanty. Its langusge should be vigorous consis-
ting in abundant use of the compounds. It presents msthetic
configurations the central facts of which are herosm and
anger (Vira and Raudra)

(VII) UTSRSTIKANKA.

Its subject-matter may be well are even little known.
No divine being figures m1t 1t mainly presents the wsthetic
configuration the central fact of which is grief (Karuna).
It is concerned with the presentation of what follows the
cessation of hostility, namely, the lamentation of women, .
dialogue that arouses pathos and action of men struck with
grief. It is marked by the absence of three types of action,
mental, warlihe and graceful. It is called Utsrstikadka,
because it is dominated by women o gricf? Others hold
that it is so called because it is characterised by the absence

1. A.Bh, Vol II, 444. 2. A.Bh., Vol. II, 445,
2. A Bh, Vol. I, 416,
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of (literslly, left out) three forms of action. It is meant
for lightening the burden of sorrow of those who are opressed
by grief, through the presentation of more grief, and making
them patientl,

(VIII) PRAHASANA.

It is of two kinds (i) pure and (i) mixed, A pure
Prahasana presents the life of a hypocrite of 1l repute, who
may be & saint, a bermit, a householder or a Buddhist or
Saiva oscetic, It presents dinlogue which 1s full of jocular
remarks sod therefore excites laughter. It presents the
hypocrite speaking highly cultured language and observing
the religions formalities to a nicety. Certain parts of the
story dramatised in it present o particular emotion and others
the fixed ways of life of the hypocrite which are to be held
up to ridicule,

Prahasana is so called because it abounds in remarks
which excite laughter. A Prahasana is said to be pure when
the life of just one person 15 mainly made & laughing-stock
because of his wickedness®, But when the religious hypocrite
is represented to be associated with a prostitute etc. and the
lack of self-restraint is very clearly manifest in them and, there-
fore, not only the hypocrite but his associate or associates also
are to be laughed at, itis mixed, Others matntain that a Pra-
hasana is mixed, when 1t presents characters, whose life is
naturally laugbed at among the cultured, because they are
most uncultured, But when its characters are such as are not
natueally ridiculous but become so because of the relation
with the wicked, it is pure.¥

Mixed Prahasans, nccording to Bharata, is that jo which
prostitutes, parasites, eunuchs, paramours, rogues and un-

1. A, Bh, Vol IL 847, 2. A,Bh,, Vol, II, 448,

3. A.Bh, Vol. 1L ¢18-2,
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ShAste Swbien Appesr in their inimodedt look, Wress
and movement. It prebents what is popularly held to b
ridicalous, for instance, the assoctation of 5 Bauddhk scetic
with a woman in love or his hypocracy, in order 1o expose
him so that spectator may not fall & pray to the hypocracy
of such s person. Some parts of the Bithf may be presented
in it ‘according to the need of the occasion.

‘Sothe maintafn that pure Prahasana fs of one act 4nd
miked eolisists of many, according to number of bad associates
siich &5 prostitite etc. of the religious hypacrite®.

Others maintain that it should be of one act only, because
it is discussed In the context of one-act plays and that there is
no sufficient justification to make an assertain in violation
of the context,

(IX) BHANA.

Bhina 5 not ‘only n one-act but also one-actor play. Ia
it the whole ‘of the subject matter is presented by one actor.
It'isso ealled because in it the statements of other characters
of lthe plot are ‘Communicated throngh the only actor that
appenrs bn the stage. In it the character on the stage glvesa
dedeription either of his own experiences or of these of ano-
ther® The other choracter, whose experiences ‘or statements
thie chidracter on the stage presents, is not seen or henrd by the
spéetatdr. But ibe botor Seems to see or hear, Helenters
jfto tonversation 'with the unseen, addresses ‘hitn, repeats
what He seefns to bear with appropri: ‘s and grit
and also represents the action of the \mseen The cbnmcter
by whom it is presented is a rogue or & patesite, It is full
of action and presentation of different states of miod. It
is 4ntended to -give the sp an idea of the rogues snd

———

1. A.Bh, Vol, II. 448.9,
2. A.Bh, Vol, I 450,
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bad characters so that they may not fall in their grip.3

X) BITHI,

It presents every asthetic configuration. It has thirteen
parts. It is & one-act drama. It may have one or two
characters who may belong to any one of the three social
levels, high, middle or low. It s the shortest of the various
types of drama. It instructs the spectator symmanly.*

It may be pomted out here that the parts of the Bithj
are distinct from Laksapa and Alaphara® The pasts of
Bithi sre employed in the introductory scene, tachuical]y
called Amukha.

ZESTHETIC CONFIGURATIONS (RASAS)

PRESENTABLE IN DIFFERENT TYPES OF DRAMA.

Every type of drama primarily presents only one @sthetic
canfiguration (Rasa). Although Nataka and Prakarapa are
capable of presenting every kind of msthetic configuration,
yet it is the beroic wsthetic configuration (Vira) in the con-
text of struggle for either religious or social end that occupies
an important place inthem. In fact, enthusiasm (Utszha),
which is necesssry for the realisation of every objective,
whatever it may be, and which is the central fact in the
heroic zsthetic configuration, is the chief characteristic of
every kind of hero. ‘Therefore, every drama has the touch
of the heroic wsthetic configuration to some extent, How-
ever, o drama is declared to present that particular ssthetlc
configuration, the basic emotion of which is directly refated
to the realisation of the particular objective by the hero or an
emotion that is not so related but is intended to be primarily
presented by the dramatist.

1, A.Bh, Vol. IL 450.
[ I
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Thus Niteaka and Prakarana can present any astbetic
configuration as the msin, reducing the others to o dependent
position. In Samavakars, it s the sthetic configuration of
Vira or Raudra that is primarily presented, though according |
to the definition it presents three kinds of erotic asthetic
configuration ($riigara) but that it does only subordinately.
Dima and Vyayoga also present Vira or Rsudra, Ibamrga
mainly presents Raudra. Natika is concerned with Sragdra.
Utsystikatke, Prabisana and Bhans preseat Karuga, Hasya
and Adbbuts respectively. In Bithi any Rass can be
presented ss the main according as the hero happens to be
of high, middle or low type!, Thus corresponding to three
lower objectives of human Ife there are three zsthetic
configuestions, Vira, Roudra and Srigira, Each ooe
of them separately is the very Ihfe of o dramatic compo-
sition in which the hero is presented (o realise an objective,
the realisation of which depends on the pacticular emotion,
which is the central fact in it.

The two wmsthetic configurations, the $inta and the
Bibhatsa are related to the highest objective of human life,
the final emancipation or Mokgs, This objective is pursued
by just & few, who are not to be reborn and, therefore, only
° few, who bave the necessary tendency, can have the msthe-
tic experience of Siata and Bibhatss aroused in them.
Heace in Nataks, in which the hero is presented to realise the
bighest goal of human lsfe, Santn. or Bibhatsa may be presen-
ted as the main @sthetic cmlﬁgumtwn However, the dramas,
in which they figure as such, are not many. They are
generslly found as occupying s subordinate positioa to Virs,
Srigara or Raudra®,

1. A.Bh, Vol.II, 459 o .
2. A Bh, Vol I%. 451, - «



CHAPTER IX.

ESSENTIALS OF SANSKRIT DRAMATIC
PRESENTATION.

Bharata summatily states the following to be the
essentisls of & dramatic presentation s~

(i) Zsthetic configuration of transfent emotions, mimetic
changes and situation, with basic emotion as the central fact
{Rasa).

(ii) Mental states of forty-nine kinds, including eight
basic emotions (Sthayin), thirty-three transient emations
(Vyabhicario) and eight involuntary expressions of states of
the mind (Bhavas),

(ifi) Acting of four types, including physical, vocal, mental
and relatiog to dress and make-up (Abhinays :—Ahgika,
Vicika, sattvika and Ahirya).

(iv) Conventionas of two types, social and theatrical
(Lokadhsrmi and Naty, dbarrmi),

(v} Action of four types, mental, violent, vocal snd
graceful  (Vyiti : —Sattvati, Arabhati, Bharati and Kaidiki),

(vi) Regional manners, customs, usages and tendencies
as regards dress, behaviour, love of o particular zsthetic
configuration eté. (Pravetti).

(vii) Success of the dramatic presentation, which is of
two kinds, human and divine, sccording as it evokes the
appreciative reactioa of the spectator i encouraging words
such a5 *‘well done”, appl ete, or prod
silence in the auditorium on account of effective prcscnmxon of
emotion etc. (Siddhi :—Manvgi and Daivi).

58
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(viii) Musical notes, the well krown seven notes, Sadjs
etc. (Svaras).

(ix) Instrumental music (Atodya).

(x) Vocal music (Gana).

(xi} Stage.

Some of these such as Rasas, Bbavas and stage have
already been deslt with, Music will be given two separate
chapters in which important tepics sach as Svaras and Jatis
will be discussed.  About others such as Siddhi, Dharmi etc,
important points have already been stated in the preceding
paragraphs, Ve shall, therefore, confine ourselves to Vrtti
(action) Pravrtti (regional customs etc.) Abbinays (acling)
and allied topics here.

MEANING OF VRTTL

The word Vrtti has been used by both poeticians ard
dramaturgists, but in different sepses.  The frst poetician to
use it was Udbbsta. According to Abhinavagupta, Udbbata
bas simply classified the verbal embellist ily
called *Apuprass’ under three heads, acccrding as there is the
recurrence of exciting (dipta) soft (Mesypa) or unexciting
(Medhyama, Aparuga) sounds and has called them three types
of Vrtti, for no other reason than that there is the recurrence
of sounds of different emotional value in them. Trey are
Paruga, Upanagarika and Gramya, The first fsso called
because it abounds in the recurrence of exciting sounds.
The second is called Upanageriks, becavse it is comparable
in point of softness to & cultured lady, The third is called
Gramy, because it is comparable to a village woman, Thus,
according to Udbhate, Vittis are so called because there are
recurrences of different types of sound (vartente anuprisa-
bhedah zsut),

1. Dh.L, (N)5%,
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It may be pointed out here that the word Vrtti bas been
used by grammarians from fauly early tme in connection
with their theory of meaning, They talk of Abhidhavstti
(conventional power or function of word) and Lahgepavytti
(secondary power or function of word). And very often they
use the word Vyapara in this context. Infuenced by the
grammarians, some poeticians interpreted the word *Vrt”
as ‘action’ or function, Accordingly titey held that Vpttiis
nothing but the function or action of the sound value of
recurring letters, which helps in the presentation of a particular
wsthetic configuration? (Rasa),

It may be mentioned here that thereis difference of
opinfon among the poeticians on the number of Vritis.
For, while Udbhata and, following him, Mammata admit
three Vrttis only as steted above; Rudratz admits five
Vittis ¢ (i) Madhura (i) Praudh3 (i) Parvga (iv) Lalita end
(v) Bhadra,? Of these the first three are apparently identical
with those admitted by Udbhats. The lsst two are
additional. The number of Vrttis, according to Bhojs,
differs in different contexts,

Thus we find that the poeticians also sdmitted the
meaning of Vriti to be ‘action’, & meaning in which it is
exclusively used by the dramaturgists, Of course, they use
it, not for the action of the sound value of the recurring
letters, but for the action that drama presents,  They
recognise Vrtti to be of four forms, Sattvali, Arsbhati,
Kadihi and Bharati.

ACTION IN POETIC COMPOSITION,

Abhinavagupta holds that not only drama but poetry
also is congetned with the presentation of action. For,
poslry presents basic human emottons, which lead to the

1. K.P.q0 195
2. K,Ch. 1L, V.10,
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pursuit of the well recognised objectives of human life such
as religious merit (dharma), weslth (Astha), object of Jove
(Kama) snd final emancipation (Mohsa), in terms of mental,
physical and vocal action. Poetry is, therefore, recognised
to originate from action (Vrtiiprabhavatvem)! It is wrong
to hold thst dramatic poetry alone is concerned with the
presentation of action and rot the epic, Iyric and other forms
of poetry, For, sction is not only what is presented with
different physical organs but also the movement of the mind
and that of the organs of speech. On this point Bharata
is very cleat. He declares that all forms of poetry owe
their being to different forms of action. Action is to poetry
what mother is to child.® The difference between drama and
other forms of poetic composition lies in this that while in
the case of the latter different actions present in the mind of
the poet are intended to be lmguistically presented, in the
former case they are intended to be presented through acters
on the stage in such a way that the spectator may feel that
1he events are actually taking place before bis eyes.

DRAMATIC ACTION DISTINGUISHED FROM
THE WORLDLY.

The types of poetry, Iyric etc,, and drama differ from one
another on account of different forms of action that they present.
And action js nothing but the movement of physical orgaus,
speechorgans or of the mind, It is beginningless and
pervades the whole of the living world. The action, however,
which is technically called Vrtti in the context of dramaturgy
and which is of very great importance in dramatic presen-
tation, is distinct from the ordmary action inthe world of
every day life inasmuch as it is characterised by its beauty
that makes it 50 appealing to the heart.® Dramatic sction

1. A.Bh, Vol 1], 407 2. A Bh, Vol. IT, 348,
8 A Bb. Vol IIL. £3.
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is distinct from the action at the empirical level :ﬁmu\ch
as the latter affects the beart more or less according s-xz i&
the source of more or less pleasure or pain. But uppenLof
the dramatic action does not depend on its causing pleasure
or pain. In fact an action that may be a source of pleasure
or painis not and cannot be = coovstituent of the xsthetic
experience that dramatic piesentation amms at arousing in
the spectator. An action is the source of pleasure or pan
at the empirical level, according as the individual, seeing 1it,
finds it to further or adversely affect hus interest. The
dramatic action, however, is entirely free from all individual
relations and is viewed as such by the spectator who is
free from all elements of individuality and, therefore, causes
10 pleasure or pain to him, but s merely ap affection of the
mind, related to the universalised self of the spectator and
as such forms o content of the objective aspect of the @sthetic
expeticnce. The action that drama presents does not affect
the spectator as an indtvidual. It affects bim only as com.
pletely deindividualised.

THE ORIGIN OF DIFFERENT FORMS OF ACTION.

Action that drama presents is the action that bas no
relation with any personal motive of its performer, Such an
action was first performed by Visnu, free from all elements
of individuality and accordingly from all personal motives.
The mythical story that narrates the first motiveless action
of Vignu, runs as follows :—

At the time of universal anmlulation (Pralaya) when the
whole material world had been reduced to a smgle ocean,
and Vignu was lying on the couch of snake, two demons,
Madhu and Kaigabhs, maddened with the pride of power,
challenged him to fight. They made fighting gestures by
taising their fists and striking their thighs, and used many
harsh words to arcusc him to fight, Visnu replied. This
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provoked them to use still harsher words and to make move.
ments which shook the ocesn. Thercupon Brahmi safd to
Visgu “Why are you confining yourself to vocal action. Why
do you not kill them ?” To this Vignu replied as follows :—

“I have created the vocal action for the employment
in dramatic presentation. It will be a form of action in
which words will predominate. I shall kill the two demons
today.” Therefore, Visnu challenged them to fight with
suitable gestures and movements of hands and feet. Ashe
paced the earth martially the burden of the earth became
very heavy. The vocal form of action is called Bhirati
Vitti, because it increased the burden of earth when it was
originally pecformed by Visnn,!

Here the question arises : How can the physical action
of Visnn, which increased the burden of the earth as he
made martial movement on it to kill the two demons, be
called Bharati-Vstti  (Vocal form of action) ? The reply
to it, according to Abhinavegupts, is that even pbysical action
is called so when it is accompimed and dominated by
thought, which is nothing but mner verbal expression. In
such a context the word Bharati is not derived frem Bharata
but from Bharas, nor does it stand for speech (vak),

‘The first mental action, technically called Sittvati Vrtti,
was performed by Visau when he deliberated on the ways
and means of killing the demons as be sharply and martially
twanged his bow.

The graceful action, technically called Kaidtki Vrtt,
originated from his sportive movements and gracefully tying
his tuft of bair as he prepared for fight.

The physical form of action had its origin in the vatious
extremely violent and exciting combats, with appropriate

1. A.Bh,, Vol. 1, 88,
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movements, into which he entered to kill them. Brahmx
gave the various forms of action, performed by Visqu, appro-
priate names,

The Janguage, in wiich tbis myth is presented by
Bharata, is interpreted by Abhinavagupta so ss to bring out
the following points which are very important from the point
of view of msthetics :—

(i) Itis Vignu, who 1s to bs recognised to be the origina-
tor of the four forms of the dramatic action and not the
demons  For, the dramatic action is characterised by frec.
dom from all personal motives on the put of the sctor and
his freedom from all elements of individuslity : and such
an action could be posstble for Vignu?® only, as be says in the
Bhagavadgita :—

«There is not for me, O Partha, any work in the three
worlds, which has to be done, nor any thing to be
obtained, which has wot been obtained; yet I am
engaged in work."

The demons, not being [ree from personal motive, cannot
be spoken of as such originators, because their hiearts and minds
were completely enveloped in the thick darkaess of ignorance,
But Vizpu's heart, becanse of the influence of the light of
knowledge, was in full bloom snd free from darkness of
ignorance and, therclore, conld be responsible for the motive.
1ess action that is charscterised by blissfulncss ond s such
is helptul in the presentation of asthetic configuration

(ii) The spectator, in order that lie may get the esthetic
expericnce from the presentation of such action, should be
what Brohma? wag at the time of witneseing the first motive-
less action of Vigou i, ¢, be should haye lus mind  thoroughly
concentrated on the presentation.

3. A.Dh, Vol. 11 84 2, A Bb, Vol. II1, 83,
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(i) Such an action is primorily for appealing to the
Bearts of the spectator and arousing zsthetic experience.

(iv) No form of action can be completely isolated from
other forms, but a particular action is called by the nams,
fised for o particular form, because of its predominance.

(v) The mind of the drsmatist should be dominated by
the idea of* presentation of wsthetic configuration and the
presentation of details of sction should be subordinated to it

(vi) It s the presentation of nction thet differentistes
drama from other types of peetry.?

(vi) The idea of the four forms of sction, vocal, mental,
greceful and physical, was got by Vigpu from the four
Vedas, Rk, Yajus, Sama snd Atharvan respectively.

EMPLOYMENT OF DIFFERENT FORMS OF
ACTION IN THE PRESENTATION OF RASAS.
Although each form of action is necessarily mixed up

with others in the presentation of drama and of different
@sthetic configurations, yet the rufe about the predominant
employment of different forms of action in the presentation of
different zsthetic configurations is as follows :—

Graceful action in erotic and comic; mental action in
beroie, marvelous and tranguil ; phy sical action in furious and
ternble; and voeal sctien in pathetic and ediousd should
predominate.

DIFFERENCE OF OPINION ON THE NUMBER OF
FORMS OF ACTION (VRTTI).

We have already distinguished the conceptions of Vyiti

(i) that which is concerned with the sound value of letters and

(ii} that which stands for action with which both drama end

1. A Bh, Vol II, 01.
2. A.Bh, Vol. 111, 90.
3. A.Bh, Vol 111, 10,
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poetry are concerned, To this distinction Ansndavardhana
refers in the course of incongruities to be avoided in the
poetic composition in chapter III, ns () those admitted by
Bharata®, Kaiiki etc. and (1) a kind of verbal embellishment
(§sbdalanikara). Here we are concerned with Vistti as action,

(i) Though Bharata had admitted fonr forms of action,
physical, vocal, mental and graceful, yet Udbhata in the
course of his commentary on the Natyafastra rejected the
last two and put in their stead another form of action, called
¢ 1 of fruit (Phalasamvitti vrtt) and held that
there are only three forms of action.

(ii) The followers of Udbhate admitted five forms of
action, They accepted all the four, mentioned by Bharats,
and edded to them one more, consciousness of the self
(Atmasarivitti vriti). To this there is reference in the Dafa-
ropaka, thouglrthe name of the fifth form of action is not
mentioned there (Paficamim vyttim Audbhatab pratijinate).

(1ii) Bhoja's position in regsrd to the number of forms
of action (Vyiti) is not very consistent, In the Fifth Chapter
of the Sarasvati Kanthabharana, he admits the four Vittis of
Bharata, But in the Second Chapter he jncreases the number
by two () Madbyamirabhatt and (i) Madhyamakaiikr.
In the S;dgara Prakada Chopter XII he admits the
number to be five only, adding to the four of Bharata one
tnore ie. mixed (Mira or Vimidra). These views may be
elaborated as follows :—

CONSGIOUSNESS OF FRUIT (PHALASAMVITTI
VRTTI) AS A FORM OF ACTION ADMITTED
BY UDBHATA.

Udbhate edmits that there ore only three forms of action,
Arobhati, Bhirati and Phalasarhvitti (consciousness of fruit).

1. Dh.L.163.
59




466 CHAPTER 1X

Ta establish the last form of action, not recognised by others,
e argues as follows 1~

In the presentation of the msthetic configuration, in
which the central fact is grief (Karuns), physical action?
does not figure predominantly. - The means of its presentation
iz the lamentation, couched in words, expressive of sorrow.
The form of action, therefore, that it employs is the vocal
{Bharati Vetti).  Hence jt is necessary to admit another form
of action, not recognised by others, which may be called the
consciousness of the fruit and may be defined ns that form of
action which consists in the experience of the fruit of the two
farms of action, the pbysical and the vocal. For, if this
form of action be not admitted, that part of the drama, which
presents death and fainting, will be without action,

He, therefore, holds that there are only three forms of
action, ) :

(I) Physical. It may be subdivided into two,
according as it is in accordance with law and morality
(Nyaya Vitti) or in violation of them (Anyayavetti)

(1D Vocal. Though it is no less physical, because it
iavelves the movement of speech-organs, yet it is classed
separately, according to the accepted division of action in the
moral philosophy of India, which holds the sin to be of three
types according as it Is done in thought, action and speech
{Vanmanahhiyakarmajam).

(D) Consciousness of the fruit of the action of the above
two types.

ITS CRITICISM.

Udbhsta's view on the forms of action in drams met
with eriticism in the hands of both the predecessors of Abhi-
navegupts and Abhinavagupta himeelf.

1. A.Bh, Vol I1, 451,
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The former criticised it as follows :—

Although the graceful action (Kaidiki Vriti) can bé
included in the psychological or menta] action (Sattvati Vrti)
yet it is admitted to be a separate form of action, because it is
extremely plensing? in both its musical notes and its facial
expressions. And it is definitely wrong to admit the nctioh
which is in violation of law and morality to be a separate
form of action. For, that cannot be and is not to ba a teans
to the realisation of any one of the four objectives of human
life.

If Udbhata denfes psychological action as a separafe
form of action in the context of dramatic presentation on the
ground that it cannot be objecttvely viewed as much as can be
the physical and vocal forms, be has to admita subtle foim
of physical and vocal actions. For, such an action is thers
in famnting fit and death, because such an action of the vital
air (Prana) is there in both and the idea of it is aroused in the
mind of the spectator with the help of song, peculiar psusd
ard the beating of time (Layatals).

Further, Udbhata's position in regard to the rejection of
the psychological or mental action is inconsistent with his
admission of a separate form of action, called the conscious.
ness of the fruit (Phalasathwitti vyt For, what is the
consciousness of fruit but a psychological action.

THE VIEW OF THE FOLLOWERS OF UDBHATA
ON FORMS OF ACTION (VRTTI).

The followers of Udbhata realised the weight of criticism,
fevelled against their teacher anl coasequently modified his
view on the subject. They admitted the correctness of the
admission of the four forms of action by Bbarata and his
followers and held that drama is admitted to present nction,

1. A, Bh, Vel IT, 451,
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not because 1t has no part which does not present action, but
because most of ,its parts present it, However, they tried to
defend the admission of a separate form of action, celled

of fruit (Phalssthvitti vptth) in & modified form,
They sdmitted the soundness of the criticism of the oppanents
in regard to it. Accordingly they held that there is another
form of action, which characlerises fainting fit etc. and that is
the consciousness of the self, because it is admitted by all that
self-copsciousness persists in fainting and dying, which ate
characterised by the absence of all physical and psychological
actions, and is inferable from the cessation of all activities of
the person in either of the two conditions, This admission of
the consciousness of the self as an activity (Atmasathvitti vrtti)

is based on the view that the physicul movement alone is not
action.

This fifth form of action, admitted by the followers of
Udbhata, was criticised by Bhatta Lollatt and others. They
held that the mental states, which drama presents, are such
as invariably express themselves in action such as is grasped
by external senses. And the couception of different forms of
action is based upon the division of such action. The
consciousness of the self, however, is not such an action 85 is
perceptible in o physical expression, Hence it cannot be
admitted to be n form of action in addition to the four, admitted
by Bharata.?

ABHINAVAGUPTA'S CRITICISM.

The conception of the fifth form of action is intended to
bring fainting and death under the presentation of action It
bas its origin in the iden that everything, with which drama is
concerned, is some form of action or another. But that is
wrong. For, under what form of action can the stage or the
voriovs musical instruments be brought ? The fact is that

1, A.Bh., Vol, I1, 452. -
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action (Vrtti) in the context of drama is the action that leads
to the realisation of one of the recognised objectives of human
lfe. And drama'is concerned with the presentation of such
an action, Hence the action is said to be the origin (Literally
“mother"”) of the drams. In the presentation of death and
fainting also the drama is concerned with the presentation of the
psychological action, In the presentation of Karuna, according
to Bharata's instruction, the dramatist is to concern imself
with the vocal action, not bscause no other form of action
is possible, but because the vocal action predominates and
other forms of action, though possible, are not complete in all
their parts, The same is the case with Prahasana and Bhaga,
There is complete absecce of all forms of action (Vriti) in
such presentations of desth or fainting as do not present even
the psychological action,

BHOJA’S POSITION IN REGARD TQ THE
NUMBER OF VRTTIS.

‘We liave already stated that the word *Vett® stands for
( i) the poetic law which demands the recurring employment
of letters of the same or stmilar sound values, and of o
definite emotive value: and (1) “action” of different hinds,
physical, vocal, mental and graceful. Bhoja uses this word
in the aforesaid two meanings in different coatexts, Casting
a glance at the Sarasveti Kanthabharans, we find thst he
talks of Vrtti in the coatext of (i) twenty.four types of
verbal embellishments (Sebdalafikara) (i) of lliteration
(Anuprisa) and (iti) of poetic or dramatic cempesition
{Prabandha).

() Bhojs talks of twenty-four types of the verbal
embellishment and Virtti is the fourthin the list.? In this
context he is concerned with the sound value of letters, such
as belps in the presentation of zsthetic configrration snd in

1. S.K,ulL
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arousing the necessary condition of the mind for @sthetic
experience.! The word Vytti® here means the sctivity of
the sound value” of letters, used in o composition, in relation
to Rasa : for, the activity of the sound is the maia among
the causes which are responsible for bringing Rasa to light
i.e. from the subconscious to the conscious level,

The sounds are recognised to have three values (i)
exciting (Dipta) (1) Softening (Masrps) and (iif) middle or
combioed (Komalapraudho madhyamah 8. K., 160). The
three types of sounds, combined with the subject-matter of
the same three types in differeat ways, are responsible for
putting the mind 10 four conditions, necessary for esthetic
experience of different types They are blooming (Vikada),
tossing (Vikseps), shrinking (Sathkoca) and broadening
Vistara).!

It may be pointed out here that Dbanafijaya also admits
the four conditions of the heait or mind in the experience
of the four primary Rasas, but he mentions agitation
(Ksobha) instead of shrmking (Sadkoca) : and that his langu-
age may be interpreted to refer to the heart. Bhoja's com.
mentator, Ramasimha, however, holds that Bhoja refers to
the mind and eccordingly interprets the conditioss in terms
of the three qualities (Sattva, Rajas and Tamas). According
to him, ‘blooming’ cousists in the predominance of Sattva
and subordination of Rajis and Tamas. And mind rests
on Sattva in the erotic and comic ssthetic experiences.
'Tossing’ consists in the fall of mind from Sattva snd the
commencement of the rise of Rajis. In Raudra and Karuns
the mied is related to the rising Rajas, ‘Broadening’
Consists in the rest of the mind oa Rajss and consequently
its preparedoess for all kinds of activity. In Vira and
Adbhata mind rests on Rajis. *Shrinking’ consists in the

1. S,K.1:%9 2. S K., 159, 8. B, K, 150, -
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predominance of Tamas and subordination of Sattva and
Rajas, In Bibbatsa and Bhayinaka the mind rests on
Tamas.}

Here Bhoja edmits six types of action of the sounds
of letters in arousing  different @sthetic experiences. OF
these the first four, Kaidiki, Sattvatl, Arabbati and Bbarati
are the same as those of Bharata, The additional two are
Mddbyamakaiiki and Madhyamarabhati.

The first four Vrttis Liad been recognised to be the
functions of meaning or the subject-matter only (Artha Vrtti
or Vicya Vytti) by Anandavardhana and his followers® as
distinct from the functions of the sound (Sabdnvrtti) techni.
cally called Upanigarshd etc. os stated earlier. Bhoja, how-
ever, recognices them to be both, Sabdavrtti and Arthavrtti,
According to him, Kai$ikT is that in which the subject-matter
is soft, tender or delicate and sounds of letters constituting the
words in o composition are such ss arouse tender feeling.
Arabha{l has exciting subject-matter and the sounds of
letlers ore mostly such as csuse excitement, In Bhirat
the subject-matter is tender but sounds of letters in compo-
sition ate partly soft and tender and partly exciting.  Sattvalt
bas exciting subject-matter but sounds of letters fn compo-
sition are partly soft and tender and partly exciting,
Madhyama Kaigiki is concerned with the subject-matter
that is tender but the sounds of letters of the composition in
{t are exciting, In Madhy bhatt the subject-matter ig
exciting but the sounds of letters of compasition sre soft.?

His view is that in these cases the meaning or the subject-
matter occupies a subordinate position to the sound values
of letters of compositions, The former being the attribute
of the latter strengthens the embellishing nature of the
arrangement of letters with definite sound valoes. His stedy

3 BE,180.60. % Db L.(N)182 8 B K. 100,
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of the available literature reveals that the meaning or the
subject-matter, with which the four Vittis are ordinary
recogwised to be concerned, very often occupies a subordinate
position to the sound value of the composition. Accordingly
different  types of the i pyIng

positions to arrangement of letters thh certain sound values,
give nise to six verbal embellishments, stated by him. This
point 15 made clear by the illustrations, given by Bhoja himself,
We can understand Bhoja’s position better if we look upon
bim as a literary critic rather than asa theorist. Hels
drawing attention to certain distinct literary facts, when
ke talks of six verbal embellishments on the basis of four
Vittis, Raisiki etc,

Thus in this context the word Vriti has been explained
in three ways: (i) the function of the sound value of letters
in relation to Rasa (Vrttih vartansm, rasavisayo vyaparah) :
(ii) that which is responsible for different states or conditions
of the mind (Vartsyate iti vrttih): (ii) that which js the
means of putting the mind in different condittons (Vartate
anay# cittam?),

(1) In the context of alliteration (Anuprasa) he talks
of Vrtti of & different type. According to him, Acupiisa is
of six types, according as itis concerned with Scuti, Vytti
etc. In this context the meaning of Vytti is different from
what it means in the context of verbal embsllishment, which
bas been discussed eatlier. The classification of the sound
valugs in the two cases js different, In the context of Vrtti
s & verbal embellishment ($abdalod%ars) the consonsnts
of the Indian alphabetic system are divided into three types
according as their sound value is exciting, softening or partly
exciting and partly softening. In the present context, how-
ever, ie. Vitti as a type of alliteration, which alsoise

1, 6. K, 15,
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verbal embellishment, the classification, made by gramma-.
rians, has been accepted. Accordingly consonants are
divided into seven groups: five groups being constituted by
five groups of cousonsnts, each consisting of five letters,
which are pronounced from the same place of srticulation
ie. Kavarga, Cavarga ete. The sixth group is of semi-vowels
and the seventh is of sibilants,  Vrtti, therefore, here means
that which is concerned with (Iiterally bas its being in) the
group of consonants that is its own (Svavargyesu vartatel).

Thus the first seven types of Vrtti (Anuprisa) owe their
being to the frequent recurrence of the letters, belonging to
ouze of the seven groups, stated above. The remaining five
ere due to (i) freqi of letters bel g to two
or three groups of consonants (if) intervention of recurrence
of the letters belonging to ome group by the letters
bel:mumv to any other two groups (ifi) frequent recurrence
of formed by joining any letter of
group with the last of the same group (iv) of conjunct formed by
conjoining two letters of the same sound value e. g. tt, 1I, (v)
of conjunct formed by two letters of different sound valnes.®

Here Bhoja is concerned with the regional study of
alliteration.  He bas discovered regional peculisrities in the
use of alliteration and records them =as a hiterary critic, In
fact the twelve types of Vrtti (Anuprdsa) are called after
different regions e. g. Karnaty, Kauntali etc.?

He distinguishes Vrttyanuprass from Varpanuprisa by
pointing out that the former is in the whole of the composi-
tion, but the latter is only in a part of it.

{11} In the course of the Fifth Chapter, which is con-
cerned with matters of special importance for the presentation

1. S.K., 235 2. 8. K. 2368 3, B K,235.
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of msthetic configuration, Bhojs, after presenting the twenty.
four essentials of Rase, talks of the characteristics of a
composition, implying both poetry and dramas. The first
characteristic stated there is that it presents four Vyttis (forms
of action). Here Bhoja completely agrees with Bharata in so
far as the number of Vritis' is concerned, though he slightly
differs from Bharata in regard to certain aspects of them.,

In the Srigare Prakada, however, be admits another
Vetti (form of action) in which the characteristics of all the
four Vrttis are mived together and calls it “mixed” (Midra
or Vimiéra), In this context he clearly states what he means
by Vrttl. According to him it is nothing but a method of
presenting different types of action.®

DIFFERENCE OF OPINION ON THE USE OF
DIFFERENT FORMS OF VRTTL

The different readings of Bharata's text relating to Vittis,
found in different MSS, show that there was difference of
opinion 0n the use of Vyttis in the presentation of Rasas as
the following table shows :—

RASA . AUTHORITY VRTTI
Srigara Abbiuavagupta Kaidikt
Hisya
Vies Sattvatl
Adbhuta

Raundra Arabhatl
Bhayanaka

Vibhatsa Bharati
Karuna

Srigara Unkrown Kaiikt
Hasya

Kenpe

1. 8. K., 8¢9, 2. S.P., 202,
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Vira
Adbhuta
Sams
& gare
Hasya
Vira
Ravdra
Adbhuta
Bhayanaka
Vibhatsa
Raudra
Karona
Adbhata
Haisya
Srﬁgi{a
Karppa
Vira
Raudra
Adbhuta
Bhayanaka
Vibhatsa
Raudra
Virz
Hzsyz
Adbhmta

Sattvati
Raifikt
Sittvati

Arsbbati
Bharati

Raidiki
Sattvati
}‘i}nblugr

Bharatj?

DIFFERENT FORMS OF ACTION IN DIFFERENT

TYPES OF DRAMA,

In regard to the exployment of different forms of action
in different types of drams, there are variops statements in
diferent contexts. Geoerally speaking it is admitted that

1. A.Bb, Vel IT, 14 XX, XXI
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Nataka and Prakarans have all forms of sction, but one of
them predominates, according to the subject-matter. And
with reference to the rest of the types of drama there is the
negative statement that they have no graceful form of action?
(Kai$ik Vitti). The positive assertion in regard to Nataka
and Prakarana may be elaborate as follows :—

A drama of higher type, Nataka or Prakarana, is said
to present an emotion, which is related to the objective that
the hero of the dramatised plot is represented to reslise. For,
the four priocipal zsthetic configurations, $rigara, Reudra,
Vira and Bibhatsa (as also Sénta) are related to Kama,
Artha, Dherma and Moksa, Each of them has one of the
four emotions, love, anger, enthusiasm and disgust respectively
as the central fact, which leads to the realisation of its
respective objective, Other zsthetic configurations also may
be presented in the context of any one of the above, if the
fength and the subject-matter of the drama permit. Accord-
ingly there has to be one of the four forms of action as
predominant and others may come as subordinate, because
emotion expresses itself o action,

In the context of discussion on different types of drama,
Dima®, Thamrga® and Vyayoga are said to be concerned
with two forms of action, menta) and physical (Sattvati and
Arabhatl) and Utsrgtikadka with vocal* (Bharat), In
other types of drams, the form of action is determined by
Rasa that is primarily presented.

In the context of dramatic presentation it is pscerted
that it is of two types (i) delicate {Sukum3ra) and (ji) violent
(Aviddha), Nataks, Prakarana, Vithi, Afka end Bhapa are
concerned with the presentation of the former type, In the

L A.Bh. Vol.IL 41011, 2. A Bh, Vol.TI, 443,
3. A.Bh, Vol IL, 443, & A, Bh, Vol I, 446
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latter Sattvati and Arabhati' Vrttis dominate and Dima,
Samavakara, Vyayoga and Ihamrga are concerned with such
s presentation.

PRAVRTTI OR LOCAL USAGES.

We have already stated that art presents universal and
that o work of art is universal concretized. A dramatist,
therefore, in the drama, that be writes, has to concretise a
universal basic emotion, which n itself 15 the starting point of
concretisation of the self. The problem, therefore, is, “How
todo it?” The first step to concretise is to present it in its
expression in physical changes and in sssociation with
transient emotions, which jnvarisbly accompany, it in a
befitting situation, The second is the presentation of action,
prompted by the emotion. The third is the presentation of
the individuality of the hero and other characters. Herein
lies the importance of Pravrtti, local usages as regards the
costume, langunge, manners, custom, profession ete. In fact
Pravrtti is so called because it is concerned with the presenta-
tion of well known usage concerning costume etc.?

In ancient India, it seems that basic meatal tendencies
of the four regional divisions of the country were well studied,
Accordingly four main ssthetic tendencies were discovered.
The number of independent Rasas was, thercfore, recognised
to be four, And becsuse Indizn drama, which presents Rasas,
15 renllsuc 0s lur ss possible; and because it presents the

hanges and ient emotions os related
ta the basic emation of the bero, who, as an individual with
the national and regional charactetistics reacts to the sitvation
both physically and mentally ; it was, therelore, necessary to
have definite conception of action that can present the busic
mental state satisfactorily and that of dress, language, social

1. A, Eb, Vol 1121213, 2, A.Bh, Vol IL 205,
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manners etc. which could give a distinct individuslity to the
hero. The definite conceptions of Vrtti, which is nothing but
the mode and manner of action, ard Pravriti, which is but
local usage as regards the dress, langunge, custom etc., were
necessary for regularising the presentation of action and the
individuality of the bero. They are based upon a careful
study of the psycho-physical tendencies and the ways of life
of peoples inhabiting four principsl regions, divided on the
basis of four quarters. Accordingly it is msintained that the
people of the South are great lovers of music and dance.?
They have distinct manners, customs, costume etc. Their
action has grace and beauty. Thus Pravritis (local usages
regarding costumes, manness, customs efc.) are four ;
Southern, Western, Eastern and Northern, The correspond-
ing modes and manners of action also are four ; Kaisiki,
Sattvati, Bharatyarabhati and Bharatyzrabhati mixed with
Kaidiki.

There is difference of opinion between Dhanafijaya acd
Abhinavagupta on the use of Vrttis in the presentation of
Rasas. The former enjoins the use of Kaidiki, Sattvati,
Aribbat in the presentation of Srigara, Vira and Raudra
and Bibhatsa respectively and adds that Bharati has to be
employed o the presentation of all Rasas. The view of
Abhinava bas already been given in the table in a preceding
page. The point that is very important from the point of view
of the number of Vrtlis is that Abhinavagupta talks of
the mixed Vritis such s Sativatyarabbati? Here be
follows Bharata. For, Bharata bimself in the course of his
statement on the regional usages of the North, including
Punjab, Kashmir etc. talks of mixed Vrtti, Sattvatysrabhati®,
and seems to imply that there can be an element of Kaidiki

1. A.Bh, vol, If.2C6.7. 2, A.Bh., Vol 11,207,
2, A Bh., Vol IL 210,
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also in it.

Thus it is clear that Bhoja's conception of the fifth
Vriti, which he called Mifra or Vimiéra in the Srigars
Prakada os stated earlier, had the sanction of Bharata and
Abhinavagupta to some extent.

THE RELATION BETWEEN VRTTI AND PRAVRTTI.

Pravyttis, the Jocal usages regarding costume, language,
f elc.,, are g to be four on the
regional bnsxs. Although in the world there are many regions
with their characteristic costumes, manners etc., yet these
Pravyttis are recognised to be four on the basis of division
of the country into four regions, according to the four
quarters. And this division is not without any mstification.
For, in spile of some smill sub.regional differences in dress,
language etc. there are broad agreements about them in each
division according to the quarter. Minor differences are diffi-
cult to learn and to present. This division is made on the basis
of common mental tendencies of the people belonging to
them. For, drama is primanly concerned with their pre-
sentation. They sre reflected in popularity of different
Rasas in different regions and accordingly of the modes and
manners of action (Vrit), Hence corresponding to four
primary Rasas and the same number of Vrttis, the Pravyttis
also are admitted to be four?

1

ACTING OR ABHINAYA.

Acting is called Abhinays, because it presents the
dramatist’s ideas, expressed in words, in o perceptible form
before the spectator, This is the etymological meamng of
the word, derived from the root *Ni 1o carry’ with prefix
Abhj, meaning face to face, and affix *A¢’ according to Panini’s

1, A.Bh, Vel II, £06.7,
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aphorism “Erac” (3-3-56), It is of four kinds, according es
it employs various means of presentation such as (1) different
parts of the body (2) voeal organs (3) mind or (4) make-up
and dress etc.

Acting, according to Bharata, shonld neither be absol-
vtely realistic mor entirely actificial. It skould be s harmo-
nious combination of realism and artificiality. This fact
finds ample recognition in Bharata’s admission of the two
manners of acting (i) Lokadharmi, realstic, and (ii) Natya-
dharmi, conventional, Bharata, as s grest dramaturgist,
realised the importance of realism in the dramatic presentation.
But st the same time he found that spatisl and terporal
Himitations of the stage do not and ¢annot permit the realistic
presentation of everything. In fact, long before Bharata,
theatrical convention had developed for the srtificial presen-
tation of that which could not be realistically presented
and he recognised the necessity of this manner of presentation.

Abhinavagupta improves upon this traditional division
of the manner of stage.presentation into the above two types.
He subdivides each of them into twol. (1) Acting which
presents a state of mind, for instance, raising of the hand,
with fingures raised and close together and the thumb bent,
to the level of forehead in arrogant reference to one’s own
self. (i) Acting which is meant for presenting an external
object such as Iotus by putting the hand in & shape which
looks like lotus, These are the two ways of presenting the
idea realistically inasmuch as in so doing actor has to do
what is actuslly done in ordinary lfe in arrogant reference
to one’s own self or in conveying the idea of lotus.

The artificial manner of presenting sn jidea is also of
two types, according as the manner of presentation is entirely

ificial and, therefore, conventional, or partly realistic

1. A. Bh, Yol. 1y, 25-5,
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and partly artificiel, (i) The movements of hnnds\m?lyjegg
for the communication of idens in dance, that is employéd\
in dramatic presentation, are entirely artificial, particularly *
those which are called Avestita etc.! (i) That which is
partly realistic and partly artificial e g Jananttkam and
Svagatam., Very often when many characters are present
on the stage, two characters move o little aside and talk
to each other, but others are assumed not to heor the talk,
though in order that the voice may reach the audience the
words are spoken sufficiently loudly and, therefore, other
chatacters on the stage actually hear them. The size of
the stage being limited, it is not possible to take the person,
with whom secret talk is necessary, sufficiently far
from other chacacters so that they may not hear it. There.
fore, the stage - convention grew that the ides of others’
not-hearing be conveyed by means of hand with three fingures
raised, For detailed information the reader may refer to
the Abhinava Bharati, Vol. II, 214-8.

CHANGE OF PERSONALITY IN ACTING.

Drama attempts to present the hero and other characters
as realistically os the limitations of stsge permit. Ench
actar is given not only the external look of the character
whose role he bas to play, but also is enjoined to give
up his own persanality and to assume that of the character,
whose external look he bears,

The idea of the change of personality of the actor is
attempted to be clarified by the followers of different systems
in the light of their peculiar philosophical canceptions, Thus
Abhinavagupta says that just as the self, though essentially
of the nature of pare and undiluted light of consciousness
aod, therefore, imperishable and free, yet gives up its essential
nature ond assumes that swhich befits in every way the

1. A. Bh., Vol. 1T, 25:6.
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body inta which it enters and with which it identifies itself ;
so the actor, who plays a particular role, has to give up his
own personality and hasto assume that of the one whom
he represents by completely identifying himself with the
charscter of the play.

The Saikbys, however, preseats the anslogy in accor-
dance with its own system. (Refer to H. Ph. E. W., VoL 1, |
478). Both of them follow Bharatal

Abhi gupta seems to that the actor does
not completely give up his personality ; exactly as the self
does not give up its essentia]l sentiency even when it
manifests itself as affected by feelings, emotions etc., befitt-
ing the body with whick it identifies itself: so the actor also
retains the most essential aspect of his persopality even when
be identifies himself with the character, the role of which
he plays. It is on account of both the external and internal
changes in the actor that the spactator takes him not to be
the actor, but the character whose role he plays e. g.
Rama.2

FOUR TYPES OF ACTING (ABHINAYA).

There is & good deal of correspondence between action
(Vrtti) and acting (Abhinaya), Each of the two is of four
types. And the first three types of both action and acting
belong to body, speech and mind separalely. Thus, while
the first three of the former are known as Arabhats, Bharatl
and Sattvatl, those of the Iatter are called Afgiks, Vaciks
and Sattvika, The last type of each is called Ksifiki snd
Aharya respectively.

(I) PHYSICAL GESTURE (ANGIKABHINAYA).
E‘:uy physncsl gestare is perceptible representation of

8 psych . It i ised to be either
1 A.Bh, Vol IIT, 123 2. A.EBh, Vol INL, 12¢
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involuntary or voluntary expression of a state of mind, basic
or transcient; or representation of the central ides in s
sentence. The parts of the body, which are mostly employed
in acting, are, head, hands, breasts, sides, waist, feet, eyes,
eyebrows, nose, lower lip and chin,! For the effective
acting it is necessary to know how to move the hand before
the commencement of o sentence ($akha) and at its close
(Adkura®) : and equally necessary is the knowledge of
dance-movements, technically called Karanas and Adga.
haras. Bharata definitely says that the instructions about
the physical gestures, given by him, have to be supplemented
with information gained from the observation of the physical
of people expressing their ideas.?

{I) VERBAL ACTING OR HISTRIONIC REPRESEN-

TATION IN WORDS (VACIKABHINAYA).

Language is one of the very important pasts of dramatic
presentation, For, it supplies the ideas which are objectively
and perceptibly presented by gestures of different parts
of the body and the other two forms of acting, It helps the
instrumental music and is o very important aspect of the
vocal music.® It is spoken of asthe body of drama, the
soul of course being the Rasa,

Tn this context Bharata deals with all matters connected
with l'mguage from letters to various forms of composition,
X d metres, figures of speech,
qualities, dlchon. different languages and rules on the use of
them, modes of addressing characters of different types,
intonation, qualities of recitation, uses of accent, uses of
pause etc. Bharata bas given five chapters to this subject.

1. A.Bh, VoLIL, 3.

2. A.Bh, Vol. 11, 3, and 8. R, Ch. VII, 37-8.

8. A.Bh, Vol. IL 6.
4, A.Bb, Vol. IT, 920-1,




484 ' CHAPTER IX

(1) GESTURE THAT FLOWS FROM MENTAL
'STATE (SATTVIKABHINAYA)

An netor on the stage can act ‘out cerfain parts because
of the training that is given to him to move bis hands and feet
in a definite way for p ion of some psychological move-
ment, though that movement may not be actually taking place
in him., However, there are other movements which necessarily
presuppose the inner mental activities and sutomatically flow
from them. Further, there are some movements which are
due to some psycho-physical conditions, which are possible at
8 certain period of hife e.g. youth. Sattvik abhinays, acting
that flows from the inner mental state, is, therefore, classed
separately from the Apgiks. Representation of the psycho-
logical movement is of the greatest impertance in the presen-
tation of drama, because it is the internal aspect of msthetic
configuration?  Furtker, its importance lies in its being the
controlling force of both the physical and voeal sctions.
That acting is regarded to be the best in which there is the

domt ‘of the on of the psychological move-
ments and that jo which it occupies the position of equality

is good emough. But that in which it is absent is no acting
at all?

(IV) COSTUME AND MAKE-UP (BAHARYABHINAYA).

The costume and make-up are very important for o
successful presentation of drama on stnge. Absrya, which
includes both costume apd makeup, is as importapt to
dramatic presentation as canvas is to picture, For, it is
voncerned with the realistic presentation of the basic mental
states of heroes of different types. But clear avd effective pre-
sentation of o mental state is possible only through the action
and mimetic changes of the actor who has been given the Jook

1. A.Bh, Vol, IIT, 249-50.
2, A, Bb, Vol, III, 150,
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of the hero of the piece with befitting costume and make-up,
Though the action and mimeti¢Ichanges differ with the change
in the condition of the hero, yet his costume and make-up
generally remain unchanged to help the spectator in tecogni.
sing him in different conditions and to arouse the conscious-
ness of the basic and persistent emotion. Thus it is that in
the Venissthira, we get the idea of the beroic basic emotion
of Advatthaman, even when he is in grief on hearing the death
of his father at the hands of the enemy. Hence the costume
and make-up (Ahdryn) are very important from the point of
view of presentation of wsthetic configuration,!

DIFFERENCE OF OPINION ON THE
PRESENTATION OF DEATH ON THE STAGE.

The subject-matter of drams, as bas alrendy been
stated, is to be divided into two, presentable and unpresen-
table. The former is to be acted out on the stage and forms
the subject-matter of different acts. The latter 1s simply to
be informed about through the informatory scenes, Battle,
subversion of sovereignty, death and siege of city are the un-
presentable, There are two reasons for not presenting them: (i)
realistic presentation of them is not possible on account
of spatial limitation of the stage, as m the casc of battle etc, =
(i) exit cannot be presented s in the case of the dend. And
kissing and embracing ought not to be shown on the stage.
For, the hearts of the high minded people shrink atsuch
sights.’\ The following points have to be noted in ths
connection.

(i) There is difference of opinion on the unpresentability
of death. (i) And there are also two readings of the text on
this subject i.e.

1. A, Bh, Vol. ITT, 1089,
2, 4, Bh, Vol.II, 428,
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Pratyaksani tu naike praveéokaib sarhvidbeyani,
and
Apratyaksakrtani praveSakaih sathvidheyZni,

Thase who hold that under certain circumstances death
can be presented, follow the latter reading and interpret it to
mean that death, due to the action of another, is not to be
presented on the stage. But death that is due to illness does
admit of presentation, They assert that death, brought
about by action of another, is not included in battle, For,
very often death is due to the missile, discharged by an unseen
person e g. death of Vali is due to the fall of mussile, discharg-
ed by unseen Rama, (Kigkindha, Ch. 17, V. 46). As regards
the exit of the dead, they seem to hold that it could be
presented by the fall of the curtain, presenting the scene of the
following event.

Abhinavagupta, however, adopts the former reading and
holds that death, to whatever cause it may be due, is not
to be presented on the stage. For, it dees not help in the
rise of msthetic experience; on the contrary, prevents it.
His reply to the question *Why does Bharata speak of tbe
mimetic changes of death, if it i3 not to be presented on the
stage 7" is that the knowledge of the mimetic changes of
death is necessary for the picturasque description of it in the
informatory scene!. Further, Bharata's talk of the mimetic
changes of desth 1s justifiable on the ground that it 15 that
death only, from which there is no subsequent return to life,
which is not to be presented. But that death, from which
there is return to life soon, has to be presented on the stage:
for instance, thatof Jimata Vahana. For such a presenta-
tion, therefore, the knowledge of the mimetic changes of death
is necessary.  Simularly it is not that no aspect of battle is
to be presented on the stage, For, it is permissible to present

1. A.Bb, Vol. 11, 420
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the movement of forces, And the description of the different
weapons of war is considered to be necessary part of the
preparation for it. The oply thing that is not to be presented *
is the actual fight between two armies.

HERO’'S DEATH NEVER TO BE PRESENTED
IN ANY WAY.

The hero of Sanskrit drama is never presented to die,
Therefore, there is neither the presentation of his death on
the stage nor is there reference to 1t in the informstory scenes,
Not only this, he is not to be presented even as receiving
blow from the adversary. When opposed by overwhelming
force, he may be presented to flee, or to surrender, 5s Udayana
is represented to surrender to the soldiers of Visavadatta’s
father, or to enter into treaty of peacel,

RESTRICTION ABOUT THE NUMBER OF
CHARACTERS ON THE STAGE.

Because of the spatisl limitation of the stoge it is not
permissible to present such action as needs & liwge number
of persons : for instance, construction of bridge over the sea,
Only the importsnt persons connected with an action are to
be presented on the stege.  Thus the number of persons on
the stage at onme time may be four or five or including the
chief attendants, it may be eight or ten at the most. For,
if the number of persons be more, it will be difficult to know
each distinctly as in the case of a crowd following the chariot
of a deity, driven in a pn.:cession.

DRAMATIC PRESENTATION IN THE OPEN
AIR AND IN THEATRE.

Accordiog to Bharats, drams could be presented in the
open air without duly constructed theatre (Atha bahynprayoge

1, A.Bh, VelLIf, 417
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tr preksagrhaviverfite AL Bb,, Vel. I4 213). He kes sl
given elsborste fostroctioss for the constrociion ef theatre
-of diferent sizes in chepler I of bis” Nipyefastra. Thes
it seems to be clear thst drames jn socient Iedis were
presentad i the ope sir 25 well 25 in theatre,

TkEe begionizg of drametic fresentation, Eowever, seers
to keve been ede inthe cpeneir.  In fzct the Erst drama,
presested nader the direction of Bherats, wes staged in the
cpen zir.  Ard the thestre was cozstrected by Visvakarman,
tke divice erchitect, 2t the command of Brabrz, when Bhorata,
fizding that the progress of the drsma wss rot possible,
bscansz of the trozbla erested by dexmens, approached

- Brehm3 for safatyl

Scerery, presenting mountsin, palace, temple, hovse etc.?
end artistic imitetions of brlls, horses and charicls wese
employed cm the stage 5o 25 to give the realistic look to the
presentetion, And pictrre-charist elc. wers so moved that
the spectater felt that the real charict was movicg®  Abh-
rava is of the opinion that driving In a charict ete. s pot to
be shown withont a befitting pictorial presentaticn thereof,

1, A,Bx, Vol I3, 2. A.Bh., Vol IIL 42
3. A.Bh, Vol IT, 151 4 A Bh, Vol IL 154,



CHAPTER X
ZSTHETIC CURRENTS IN POETICS.

In the preceding chapters we bave dealt with the
problem of wmsthetics from the roint of view of Bharats
and his commentators. They stulizd 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-ma:d to drama.

There are, however, schools of peetics which maintain
that poetsy has an independent status The conception
of poetry, according to each school, is diff:rent. But the
difference generally refers to the question: —*What is the son!
or essence of poetry »” If we survey the history of poetics,
we find that the conception of poetry evolves slowly, till in
the final stage, Rasa, which was established to be the soul
of drama by Bharate and his followers, is accepted to
be the soul of poetry also. In this chapter we shall trace
the evolution of the conception of the soulor essence of
poetry from Bhamaha, the first Alafkarika, whom we know
from bis work, to Udbhata .

The Postictans differed from the Dramaturgists not
only in regsrd to the essence of poetry but also in respect
of the experience that it arouses Although the early
availsble works on poetics, Bhamaha's Kavyaladkira
. for instance, are so fragmentary that 1t 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. Bhimaba, for
instance, uses the word Priti for this experience and not

62
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Ras@svada, whick Bharata wuses with monotonons
regularity.

THE DRAMATIC AND THE POETIC EXPERIENCES
DIFFERENTIATED.

The wmsthetic 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, It is & subjective realisation
of & universalised basic mental state (sthayin), unified
with the situation (vibbava) efc. It is due to identification
of the spectator with the focusof the sitmation, Thisis
primarily dramaturgic conception of msthetic experience.
The earliest available suthority, that mentions it, is
Bharata, The poeticians, however, had a different concep-

tion of it. According to them, it is not an immediate expe-

1, s

rience, as according to the gists, but &
It arises, theref( oot in q of self-forg
of the saudience and their identification with the
focus of the presented sitvation: on the contrary, it is
due to the appreciative attitude towards, and the object-
ive spprebension of, the presented. On the objecti

side ako it is different from that of the dramaturgists.
Its ubject need not bz an  emotive sitnation. Any

ful

guis! fon, provided itis not o mere matter-of-

fact dexnplxon of a thing as it sppearsto an ordinary
man, but possesses some crookedness (Vakratva) and is
tecognised to have some element of art and to represent an
object as it fignres in poetic imagination and, therefore, is
capable of arousing the ijoterest of an appreciative audience
of fire taste, is sufficient for the zsthetic expennm:e, as
conceived by the poetici: Thus the poetician’s

of wmsthetic experience is quite dxﬁ':rent from that of the
dramaturgist in respect of its essential nature as well as
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in its subjective and objective aspects,

The fact seems to be, as it is revealed by a careful
study of the available literature, that postics and drama-
turgy developed fn earlier stages as two independent
sciences, The object of the latter was the analysis of the
msthetic object, technically called Russ, as presented in
drama. The former, however, aimed at sn apalysis of all
forms of artistic espression in I oot g 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 expression, which may be found in all forms of
ariistic presentation in Janguage. They differ from
one another, They severally hold the means of ex.
ternalisation of poetic vision, the figures of speech
(Alasikaras), the poetic qualities (Gupas) or the style
(Riti) etc., to be the essence of poetic production,

BHAMAHA.

In giving an historical ecconnt of the msthetic
currents in the poetics in respect of both, the experi.
ence and its stimulus, we have to begin with Bhama.
ha; because he is, by common consent, the earliest
available authority on poetics. No doubt he refers
to estlier authorities such as Rijamitrs, Rama Sarma,
Acyutottars, Sakhavardbana et and esphcitly states
that his work is based upon a critical study of the older
sutborities on the subject. But they are not accessible o
us. The authorities, on which his work is based, are
those on poetics and not on dramsturgy. Though the
entliest fully availsble werk oa dramaturgy, the Nagya Sasten
of Bharata, treats of matters, which form the specisl sphere
of poetics, namely, the poetic figures or Aladkaras, yet
Bhamaha does not refer to it. The eurlest autkority, to

Tnds
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which Le refers, is the one, according to which there were
only five! poetic figures. Bharata is apparently an earlier
authority than this, because, according lo him, thereare
only four poetic figures®,

Thus, 1t is evident that Bbamoha deals with the ‘poetic
conception’ (Kavyalakgma) of poeticians and not that of the
dramaturgists®  Hence Rasa, the’ treatment of which is
the primary concern of the dramaturgist, hss no place in
Bhamaha's work. In any case Rasa i3 not, according to
him, the Soul of poetry. On the conhiary; he maintains
that a poetic composttion, though delineating Rasa, is often
as bad 8s a raw fruit of wood apple’. No doubt he talks
of Rosa in poctry (Kavyarasa) as Bharata does® of Rasa
in drama (Natyarasa) as alio of sll Rasas as essentials of
s Mahikavya®, still Rasa is mot so important a thing in
his eyes as it is 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 concept 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 sll Linguistic productions, He, therefore, after enumera-
ting the various kinds of poetic production, maintains that
the mode of presentatien of ideas in” words, which gives
esthetic pleasure to those who are possessed of msthetic
susceptibility and which he technically calls Vakrohti, is
the essential elemeat of poetry. A composition swithout
e eTerhdr cieredt 9t pdetry. 4 composnoh TRAT

2. N.B., 206. 3. LKA, 48,
5. K. A, 32 6 KE,As3.
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Vakrokti, though written in 5 good style and so possessed
of the qualities such as sweetness and clearness, is uot
poetry, It is Lke a song which pleases the ear only,!
Thus, sccording to Bhiamahs, embellishment (Aladkars)
is the most essential element of poetry and it consists in
the striking manner of putting a striking idea in equally
strihing words.

HIS CONCEPTION OF POETIC EXPERIENCE,

He s silent on the wmsthetic expericnce. It was
natural for him to be so, beciuse bis abject in the work
was not to discuss the mature of the msthetic experience,?
but to state the poetic embellishments.* There are only
two accidental statements which give some iden of his
conception of ewsthetic experience. Accordmng to one, it is
o certain pleasant experience. No doubt,® according to
the context, this experience refers to the poet’s experience
and not to that of the appreciating bearer or reader ; but
we know from later psychological analysis of the zsthetic
experience by Abbiniva that the two expetiences are very
similar, Hence what Bbamaha has sard  with regard to
poet's experience may be said to hold good of that of the
ceader. At another place be distinguishes this pleasure
from that resuiting from a mere sensation, such as the
one from song of music. Further, this was recognised to
be due to the objective perception or cognition of the
presented and not to the subjective realisation of s basic
mental state at its highest pitch, because he compares
embellished speech to & tastefully decked lady.® The
pleasure arising from it can, therefore, be reasonably held
-

1. K Ao 2, K.A,30
3. K. A, 10 4 KA,L
5 KA, L 6 KA,
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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 Aladkaras
so in that of the poetic qualities, Bhimaha's source
seems to be different from that of the subsequent poeticians,
Dapdwr ete. In this case also Bhamaha ignores Bharata.
For, while, according to Bharats, there ate ten qualities
of poetic composition, Bhamaha mentions only three,
sweetness, clearness' and forcefulness (Madhurya, Prasids
and Ojas). Further, the latter's conception of these qualities
also is different {rom that of the former,

1. Sweetness, according to Bharats, consists in such a
presentation of the same meaning fn more than ome way
in? succession as pleases the mind of the reader or the
hearer of the composition. But, according to Bhamaha,
it consists 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®t of words and
meanings, which clearly conveys to the reader what is not
directly 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,
consists 1m the use of compounds, the syllables® of which
are pecessanly related and involve some alliteration. But
according to’ the Iatter, it consists in the mere use of
compounds. -

L K.A,8 2. N 8,213, 3. K.A,8,
4 N.8,21, & E.A,8, 6. A.Bh, Vol, IL 840.
7. K.A,8,
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It is interesting to note in this connection that
Mammata accepts only three poctic qualities, mentioned by
Bhamaha, and not the ten, admitted by Bharats, Dapdin
and Vamana, He definitely states that the poetic qualities
of composition are three and not ten’. It is probably
because some of the rest of the qualities are nothing
more than absence of certain flaws and others are included
by him among the poctic embellishments.

THE POETIC QUALITIES IN THE EYES
OF BHAMAHA.

According to him, Vakrokti is the chief characteristic
of poetry. The poctic qualitics (Gupis) which, sccording
to him, are only three (Madhurya, Ojis and Prasids) are
not essential in a poetic production:® they have only the
musical and not the poetic value. A composition that
_lacks Vakrokti and has the said qualities 1s only & song.

BHAMAHA'S INDEBTEDNESS TO BHARATA IN THE
CONCEPTION OF VAKROKTI.

Vakrokti is not a production of the onginality of
Bhiamaha, 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
he regarded it to be a very well known concept. He docs
not care even to define it. Had he thought it to be his
own contribution or something that was not known to snd
accepted by all, he would have certainly tried to define
it clearly and would have tried to jusufy it as Ananda
Vardhana has done in the case of Dhvani.

We have alrendy stated that, according to Bharata,
there are only four Alankiras, But sccording to the latest

. K, T, 183 2. KA d,
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Alaikacika, Appayya Diksits, their number is 124, The
question, therefore, that naturally arises, is, did Bharata
know only of four linguistic embellishments ?  Was the pre-
Bharats dramatic language so inornate ? The evidence
of the literary history is agaiast such a conclusion, We have
stated before that the Natya Sastra assumed its present
form sometime about the 5th century A. D. Ve know of
so many dramas, which are acknowledged to be of earlier
dates, the dramas of Bhisa, for instance. We find in these
dramsas more linguistic embellishments used than those of
which the author of the Natya Sastra talks. The question,
therefore, s, did he not take all the literary facts into
consideration before making a 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 Alaikaras and
Laksapa. According to Bharata, Alakares are only four,
but Laksanas are thirty-six.

Sat trithéat laksspanyevarn  kavyabandhesu nird;s'et
{N. S., 200).

It may be pointed out in this connection that Bharata's
text, 8s given in the Chowkhamba edition, quoted sbove,
is different from that, given at the top of the pages of the
Abbinavabbidrati, published jn the Gaekwad's Oriental
Series. The latter runs as follows :—

$at trithfadetam tu laksagani
Proktani vai bhigana sammatani
Kavyesu bbavarthagatani tagjaih
Samyak prayojyani yatbarasantu
A. Bh,, Vol. 1L 295.
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Abhinava comments on this and brings the definition
of Laksana out of it. And what is more, he cites Bbamaha's
verse (—

Saisa sarvaiva vakroktiranayartho vibhivyate.
(K. A, Ch IL V. 85)
The fact is that there existed two different readings
of the earlier part of the Chapter, dealing with Laksaga,
The other reading also is given in both the editions.

But Alankarikas like Bhamahs, have jgnored this distinc-
tion, and have included almost sll Lakgapas under the head
of Alafikdra. Further, Bharats, according to Abhinava's
interpretation, does not exhaust the list. It would, therefore,
be wrong to say that Alufikarikes discovered any new
Alafikara, of which Bharata was ijgoorant. Hence, they
are indebted to Bharats in every way.

DIFFERENCE BETWEEN LAKSANA AND
ALANKARA,

The distinction that DBbarats has drawn between
Lakgags and Alaikara is based oa the amalytical study of
the process of externalisation of poetic vision ns well as of
that of its apprebension. In reality there is no distinction of
Alafikars, Gupa, Vitti and Laksaga from one another, In
fact Dandin counts some Alafikaras under Gupas. 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 defires Lukgena,

Abhinavagupts compares the different stages in the
production of poctry to those in building up of a palace.
According to him, the iotroduction of Laksanas in poetic

1. A.Bb, Vol IL 295,
63
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production is like the construction of walls;* and the nse of
Alsdkaras fn it is like adorning them with paintings.
Alafikdra, therefore, presupposes Laksapa, Further, Laksa-
pas 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 slenderness in the
case of waist. But Alafikira is something that exists spart
from what is the object of presentation; for instance, the
moon, which is brought in as & standard of comparison in the
course of a linguistic presentation of & besutiful face.
Alafkdra in poetry is like a garland which is different from
the body, whicli it serves to beautify.? But Laksana is the
beautiful characteristic of the hody itself which is beautiful
independently of the or

LAKSANA DEFINED.

Lakgana 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 ome so that it becomes a befitting consti-
tuent of the cesthetic configuration and makes msthetic
expenience possible. It is, according to Bharata, the most
essentul constituent of poetry® (Kavya) which is solely
concerned  with the presentation of asthetic object®.
For, it is this that distinguishes the sesthetic from the
unzsthetic,

It is of thirtysix kinds, as ststed 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 innumersble kinds.

1. A.Bh, Vol II,392. 2. A. Bh., Vol II,97.
8. A.Bh, Vol IF, 32k 4, A. Bh., Vol IT, 31l
&, A.Bh., Vol. I1. 258, € A.Dh, Vol, I1, 295-8.

7 A.Bh., VoL II, 208.
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It is this very Laksane which is spoken of as Vakrokti
by Bhamaha in his Kavyialaik and is r ted to
be the most essential element of all poetic embellishments,
which, according to him, differentiate poetic expression from
the ordinaryl.

DIFFERENCE BETWEEN BHARATA AND
BHAMAHA,

But there appears to be this difference bstween Bhimaha
and Bharata that while, sccording to Bharata, a compo.
sition is poetic only if the meaning, presented through
Kavivydpira, presents the amsthetic situation with a focus,
the mimetic chauges, and the transient emotions? in such a
maoner as to bring about the relishability of the basic
mental state ; the former does not seem to attsch so much
importance to Rnza. According to him, a linguistic expres-
sion, provided it has crookedness (Vakrokti), irrespective
of the fact whether it presents a complete wmsthetic confi-
guration or pot, is fit to be called poetry.

The fact is that Bbamaha represents the tradition of
the poeticians as distinguisbed 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 had spoken on it.

There is no denying the fact that there 1s some kind
of delight to be got from hearing s composition that presents
s poetic vision, even of s constituent of an msthetic con-
figuration. It is another matter that the experience from
the apprehension of o complete wsthetic configuration is
different from that, got from a part thereof. This difference
was noticed lster, probably first of all by Ananda Vardhana.
The early poeticians, therefore, represented by Bbimaha,

1. A, Bh., Vol, IT 298, 2. A, Bb, Vol. IL 267,
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held Vakrokti, irrespective of delineation of complete
msthetic configuration, to be the most! essential element
of poetry.

OTHER CONCEPTIONS OF VAKROKTL

Dandin, bowever, uses the word Vakrokti as 4 class-
name for o set of poetic embellishments, According to him,
the poetic embellishments are of two kinds, () natural
(Svabbavokti) end (i) artistic (Vakeokti), After him this
word i5 used in a limited sense. It is the name of a poetic
figure, The earliest writer to do so was Vamana, He uoses
it as the name of that poetic embellishment, in which s word
is uged in the secondary sense, because of the similarity® of
the meaning, ascribed to it by the poet, with the one, which
is associated with it through convention. But Bhoja, in his
Sarasvati Kopthabbarapa, uses the word for one of the
sub.divisions of that class of poetic embellishments which
represents o conversation of two or more individuals
who intentionally misunderstand each other®. Ruyyaka
end other writers follow Bhoja. Kuntaka is the only writer
who again uses the word 1 almost the same sense os that
in which Bhamaha uvsed it.

HIS SCANTY TREATMENT.

He is, nccording to his own statement, concerned with
what is essentinl for all kinds of composition, which he
brings under Kavya. According to him, a treatise on any
one of the arts as well gs the one dealing with® any
Sastraic matter is Kavyn, And Mabakavys is no less &
Kavya than stray verses or stortes 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
list, What be says is that the common distinctive

1. K.A,17 2,

4. K.A,2 5.

K. 8., 129, 3, B.K., 298
B A, 4
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feature of all these is o certain crookedness in Sabda and
Arths, He simply mentions other types of composition
without stating any distinctive features of them, excepting
what is most apparent. O Rasa he talks in connection
with Mabakivya only. On Natska he does not say
snything 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, & composition can, and rightly too, be called
Kavya, provided there is Vakrokti in it., This is surely a very
comprehensive definition of Kavya and jts correctness has not
been questioned by any subsequent writer, including Abhi-
nava himself, who is the greatest exponent of the Rasa and
the Dhvani theories, on which the latest definitions such
as “Kavyath resitmakarh vakyam” are based. What the
later writers have done is simply this that they have classi-
fied the different types of Kavys 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 sbsent. They are
technically called (i) Dhvani (1) Gunibhatavyadgya and
(itf) Citra Kavyas.

DANDIN'S CONCEPTION OF POETRY.

Néxt after Bhimaha, from the point of view of both,
the chronology and the evolution of the conception of poetry,
comes Dandm. His conception of the body of poetry is the
same as that of Bhamaha, though he words it more precisely
than pis predecessor, He, fowever, differs from Bhamaha
on the followiog points :—

1. His study of the regional poetry is very much
deeper than that of Bhamaha, Hence, while the latter does
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not acknowledge sny difference between the two styles
(Riti) () Veidarbha end (i) Gaudiya® and looks upon this
distinction as foolish; the former, through amalytical study,
has finally established it%

2. He is more under the influence of the dramaturgic
school of Bharata than Bbamaha  For, while the latter talks
of only three poetic qualities or attributes and looks upon
them as non-essentials of postry; the former accepts all the
ten, discussed by Bharata, and represents® them to be the
very life of the Vaidarbht style.

3. While, nccording to Bhamaha, Rasa holds an
independent status only in the case of Mahakavya, and
elsewhere it is only subservient fo the poetic figures, such as
Preyas, Rasavat etc.: Dapdin, from bis conception of the
poetic attribute, Madburya, seems to have discovered Rasa
as an important element in all poetic presentations, For,
according to bim, sweetness of style (Madhurya) consists in
the inclusfon of such words and ideas in the composition*
as reveal the Rasa.

Dandin thus appears to represent s more sndvanced
school of literary criticism than Bhamaha.

DIFFERENCE OF OPINION ON THE QUALITIES
OF POETRY EXPLAINED.

There are two views on the qualities of _poetry
{Guna). According to one, they belong to word or mean-
ing ar both. According to the other, they belong to the
sthetic experience and, therefore, represent the state of the
self at the time of wmsthetic experience, Further, there is
difference of opion among tho:e who maintain the former
view. According to some, all the ten poetic qualities,

L K.A,4, 2, K.D., 39, 8. K.D, 40,
4 K.D, 50
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enumerated and defined by them, belong to both the word
(8abda) and the meaning (Artha). To this class belong
Bharats, Vamana and Abhinavagupta. Bat according to
athers, some of the qualities belong to word only, such as
Slegs, others belong to the meaning only, such as the
Prasada or clearness, and still others belong to both the
word and the meaning. Dandin represents this view.

There are two opinions on the number also of these
qualities. According to one, they are only three in number,
namely, Prasada, Madburya snd Ojas, This view is first
found mentioned in the avarlable literature on poetics w
Bhamaha’s Kavyalofkara, It is odopted by Ananda
Vardbana in his Dhvanyiloka and vigorously defended by
Mammata in his Kavya Praksda against Vamane's view of
the ten qualilies, According to the other, there are ten
poetic qualities. The earliest known writer, who maig-
tains this view, is Bharata. He is followed by Vamana,
Dandin etc.

Abhinava's position in regard to both the number
and the relation of these qualities is 8 little interesting, His
views are espressed in the commentaries on two works; one
on dramaturgy, the Natya &astra of Bharata, and the other
on poetics, the Dhvanyaloka of Ananda Vardhana. In the
former he maintains and defends the view that there are
ten qualities and that they belong to both the word and the
meaning. It may be interesting to note in this connection
that in so doing he follows Vamana, For, not only
does be put the substance of Vamana's Sitras in the
course of his interpretation of the DBharofa Satras on
Gupas but also gives in all cases those very verses os
illustrations which are given by Vamana. In the latter,
however, that is, in his Locana, he maintains that there are
only three poctic qualities and that they belong to the
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testhetic 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 qualties, 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. Itis
made for the convenience in instructing novices, The two

ditional authotities, therel divided the means of
externalisation of poetic vision into two classes, poetic embel-
lishments (Alahhara) 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 Alafikdras are the non-essentials of poetry.?
Hence some of the means of poetic expression, which are
included in the list of Alaftkaras by the Alanharikas, are
counted among the poetic qualities, by the dramaturgists,
The pumber of peetic qualities, therefore, according to them,
is larger, The poeticians, on the cther 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 thef
word and the meaning or (o the @sthetic experience, {s not
inexplicable. When the poeticians talk of the poetic

1. A.Bh., Vol. IL 295, 2. A. Bh, VolIIL 322,
5. K.A,2
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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 apd 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
wsthetic experience, they do so from the philosophical
point of view, Undoubtedly, poectic sweetness is an
experience and as such it cannot belong to the word ar
the meaning : but so is the sweetoess of milk, Can anybody
ssy that one who talks of sweetness of milk is talking
sbsurdly ? 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, Vamaana
comes next after Dandin. His conception of poetry presents
& very great advance on that of Bhbamaha. He is the first
in the history of Sanskrit poetics to talk of the soul of
poetry as distinct from the body. His conception of the
body of poetry is identical with that of Bbamsha’. But
in presenting the Riti os the soul of poetry he* maintains
not only Vakrokti but Rasa also to be an essential element
of poetry.

Rith, according to kim, 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, E.S, 5 4, KS8,14,
na
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technically called Guypasi—

(i) Ojas (i) Prasada (iii) Slesa (iv) Samata (v} Samadhi
(vi) Madburys (vii)y Ssukumirys (vii) Udarata (ix) Artha-
vyakti and (x) Kanti?,

These qualities are common to both the word -and
the mesaing (Sabda and Artha), And, eccording to him,
the best poetry is that which possesses all of them. Itis
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, Goudiyd and  Padcali, because
they have only a few of the said qualities,

Of the said ten qualities, the two qualities ag defined
by Vamans,” require clear definitions here, The one places
his conception of poetty on & par with thst of Bhamaba
and the other represents nn advance of bis idea on that of
the latter. The one is Madhurys and the other is Kanti.
Bhamaba's ides of Vakrokti, which, accerding to him,is
the most essential element of poetry, is included in Vamana’s
conception of Sweetness of wmeaning (Madhurya), becanse
it consists in presenting the meaning or idea in such a
fanner that it may bave an interesting®  peculiarity
(Vaicitrya) of its own. This is just what Bhamahs means
by Vakrokti. The word Vaieitrys is used by Kuntaka, @
distinguished follower of Bhamaha, as synonymous with
Vakratva, Vamano's conception of the quahty, Kanti,
represents an advance, because the Kanti idvolves the
p af the heti 6 ion, Rass, as cone
ceived by Bharate, as an essenlm] element of poetry.
Ranti® consists in having the various Resas well delinested.

L KS8.7%0. 2. K8, 20, 3. K.8.,2.
4 K8, 92 5 K8, o -
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VAMANA'S CONTRIBUTION,

Vamarea's poetic theory presents an advance on thoss
of his predecessors in the same field in the following
respects i—

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 meanmgs with certain crookedness,
as according to Bhimaha, but of words well palished
( Sarhskrta ) with the embellishments and the qualities?.

2, Hisstudy of regional poetry is wider and more
thorough, While Dandin was able to point out o clear
distinstion between the poetic productions of only two regions,
Vidarbha and Gauda; he does so in the case of three,
including Pancila,?

3. For the first time in the history of literary ecriticism
of the poetic branch, he speaks of the soul of poetry
(Kavyasyitma), And that soul, according to him, is the
style (Riti)%

4. He settles the comparative importance of the quali-
ties and the embellisbments 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 Bhimaha has done. For, according to the
Iatter, the poetic embellishments on the body of poetry bave
the same importance as have the ornaments on that of a
beauntiful lady. According to Vamana, poetry is like a
picture.  And the comparative importance of the embellish.
wments and the qualities in it is the same gs that of paiots
and lines respectively in o picture.  Just as the beauty of o

1. E.B, 8. 2. E.8.,15 5. KB, 14
¢ K.B.30.
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picture depends upon the lines, of which the sketch is made,
and the paints simply enhsnce it, so the beauty of the
poetic production depends upon the postic qualities, which
are the essentials of the style, and the poetic embellishments
simply enbance it.) This view of the poetic embellishmeat
appears to be opposed to that of Dandin, who maintaing
the poetic beauty to be due to embellishments.
(Kavyefobhakaran dharman alafkaran pracaksate).
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
Dramatorgic school of Bharata than even Dapdis. For,
not only does he accept the ten poetic qualities of Bharats
but also maintains that among the Sandarbhas drama is
the best.?

6. In regard to the spiritual meaning (Dhvani), his
pasition, according to Abhinava's own statement in the
Locana, is better than that of the Alkarikas. He is
counted, not amongst those who totally deny the existence of
the spiritual meaning, but amoagst those who were conscious
of its exi buat maintained that the dary power of
the language was sufficient to arouse its consciousness, ¢

UDBHATA’S POSITION.

The view of Udbbats, on what & poetic composi-
tion should bz, marks the last stage in the conflict
of the poetic and the dramatic ideals. e have seen
that with the lapse of time the views of the dramaturgic
school, represented by Bharats, have slowly been
geining ground among the poeticians and the opposi-

. K.8,689, 2. K.5,7%0. 3. K,S.85. 4 Dh. L, 10.
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tion to the dramatic ideal has been losing strepgth,
After Bhamahas, according to whom the  Vakrokti
sas the only distinctive feature of the poetic pro-
ductions, Dapdin 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 of Vamana, represents another
and probably the last but one stage in the evolution 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 mey summarily be stated as
follows :—

1. He, for the first time in the history of poetics, talks
of Vyttis, (i) Parvsa (1i) Upanagarika and (i) Komala.?

His position regarding Dhvani, according to
Abbinava, is the same as that of Vamana, That is, be
holds that the spiritual meaning (Dhvani) can be aroused
by the secondary power of langunge (Laksapa),

3. His attitude towards Rasa, the ssthetic configura-
tion, is very interesting. We know on the authority of
Abbinavagupta that he d on both, the Kavyslad-
kara of Bhamaha and the Natya Sastra of Bbarata, He was,
therefore, in close touch with both the schools of literary
criticism, the poetic and the dramatic. Neither of his two
commentaries i3 available, We, therefore, cannot state,
on their basis, his views on Rasa. His independent work,
the Kavyalankars Safgraba, is, however, published, Therein
be seems to have wellnigh accepted the conception

1. K.ASB,5-6
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of the Kavys, propounded by the dramaturgic school
of Bharata, .

His conception of the poetic embellishment, Rasavat, is
not very different from that of Bhamaha, It consists in the
clear! delineation of the various Rasas in terms of (i) the
basic mental state (i1) the transient emotions (iii) the mimetic
changes and (iv) the situstion. But Resa is mot the
soul of poetry, according to him. It is only an embellish-
ment (Alafikara).

But one interesting fact has to be noticed in this
connection, At the time when Udbhatn 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 zsthetic con-
figuration, not excluding even the basic mental state, admit
of linguistic expression (Svadabdasthayi) through Laksapd, &
view which bas been so adversely criticised by the exponents
of the Dhvani.

Between Udbhata snd Ananda Vardbana there is no
literary critic, who has made any important contribution
to the critical thought. In fact, these are the only writers
whose views bave been taken into considerstion by Ananda
Vardhana end Abbinaya, From our point of view, there-
fore, 1t is unnecessary to deal with the rest here,

1. K.AB8, 49,



CHAPTER XI

ART OF MUSIC (SANGITA.KALA)
MUSIC AND POETRY.

Music is *most nearly affiliated to poetry’s.  Both make
use of the ssme sensuous medium, sound or tone, Music
presupposes poetry, as metrical composition. For, the
‘fixation of time' (Talayojina) and systematic grouping of
notes according to their duration rest on the metrical
movement, as determined by the relation of long and short,
or stressed and unstressed syllables in a foot or line. Music
is not concerned with the beauty of thought, presented ina
poetic composition : nor with its menning?: por with the
sweetness of syllabic sounds. In fact, Bharata enjoins that
only such metrical itions are to be as are
without poetic beauty®. Music is to be employed, not
merely for pleasing the ears, but for preseating the emations
and zsthetic configurations, which for some reason cannot
be presented in language*.

In poetry the srticulate sounds, producad by speech-
organs, are merely symbols of the idess for which they
stand according to coavention. They are nothing more than
signs of ideas. By themselves they are devod of all
significaace. As such they possess externality and objectivity,
And ideas and feclings, symbolised by them, are no less
objective in so far as they stand objectively before the
jmayinative mind and are developed ia all their implication
to arcuse the necessary reaction. But musical tones directly
express human emotions.  They are not the signs of idess,

1, Ph, A, Vol IIT, 852, 2. A Bh, (M8)Ch, #3, V. 789,
8. A. Bbh, Vol. I, 987, 4, A.Bb., (M3.) Ch, 82, V. 875,
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They are immediate mamfestations of soullife and depend
for their support oo the ideslity of conscious life. They
exist for the joward realm, They resound in the
depth of soul and emotion is the immediate effect
without the intervention of any ides, It is because of
this immediacy in the relation of tones with the emotion that
music hes wider appeal than poetry. For, poetry appeals
to those only in whom it arouses the flood of idess becsuse
of their knowledge of the convention. But music appeals to
o), because it does not presuppose the knowledge of con-
vention. Hence its appeal extends to child in cradle and
even to deer and snakes.

HISTORY AND EVOLUTION OF THE
ART OF MUSIC.

We have stated above that poetry is the presupposition
of music. The statement is born out by the earliest song-book
that humanity possesses, that is the Samaveda. For, the
songs of the Samaveda ere almost wholly borrowed from the
hymns of the Rgveda, Music bas continwous history from the
time of the Vedas to the present time. In the Rgveds
itself reference to Samans occurs in the 10th Mandalal, In
the Yajurveda defite Samans, such as Vairaja,® Brhat,
Rathantara® and meny others¢ are mentioned. The Atharvae
vede also is not without refeience to Samans,s References
to different types of musical instruments also are found in
the Rgveda, as stated in Com. . Vol, 1I, 517,

Music has claimed the love of both divine and human
beings. Among gods Siva with his drum, Vigpu with his
conch, Sarasvati with ber Vind and Krgpa with his flute s
emong sages, Narads, Svati, Bharata and Matafiga : and

1. RV, X, 90,9, 2 Y.V, XV,13. 3 Y.V, XVIL3%
. & Y.V, XNOLELSS, 5 A V.X,7,20.




ART OF MUSIC (SANGIAT-KALA) 513

among men 2all those who have produced such a vast
literature on music, a brief account of which will be given
in the following pages, may be counted as lovers of music.

SAMAVEDIC SCHOOLS OF MUSIC.

e

From the statement in the appendix (Parifista) to the
Caragavyoha of Ssunmake, it appears that there were ss
many as one thousand schools of the Samavedic music (Sama.
vedasya kila sahasrabheda bbavanti). This statement is
corroborated by the Purdnasi and the Sitopanisad®. But
unfortunately three schools only have survived, namely,
(i) Kauthuma (i) Rapdyanlya snd (i} Jaiminiya.

THE TEXTS OF THE KAUTHUMA SCHOOL.

(D) There are four song-books belonging to this school,
(i) Gramegeyagana or Veyagdna, a collection of songs to be
sung in a village (grama) (i) Aranyegeyagioa or Aranyagans,
o collection of songs to be sungin s forest (Aranya) (iif)
Ohagana ¢ it ins the melodies of the Gramegeyagana,
so adapted and worked out as they are to be sung in the
performance of different sacrifices, It runs parsllel with the
Uttarareika and  Gral ysgaon,  (iv) Ubyag or
Uharahasyagana : it runs parallel with the Acagyaka Sathhita
and Aropyegeyogana. Jt adapts the melodies of the
Aranyegeyagina to the verses on which they are to be sung
at the sacrifices. -

(II) There are three Arcikas, the collections of verses,
(i) Parvarcika, the collection of verses on which the songs of
the Grimegeyagana are posed, (i) Aranyakasathhits,
the collection of verses on which songs of the Aranyageyagina
ate partly composed, (i) Uttararcika,® the collection of
verses that rests on o different prinziple and has different aim.

1. E.Pu, 43,612 (Iatro to Y. V) 2. 8.8.U,97.
*3. P.V.Bra, XL
65
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Here single verses sre not recorded as in the case of the
Porvarcika, Here mostly there are Tres or Tristichs,
complezxes of three Rks; or Pragathas, combinations of two
Rks, These two verses are in longer metres so that in their
employment in the sacrifices three are made out of the two.
There are also complexes of 4, 6,7, 9, and 10 verses,

The Uttararcika has o practical aim. It contains the
collection of verses, on which the songs to be sung at different
eacrifices are based, Generally the first of the complex of
three verses is teken from the Parvarcika to imply that the
melady on which this verse is sung is (o be applied to sll the
three verses of the complex.! .

11}) There is also a collection of Stobbas.

These texts, it is very probable, were in use io the
Ranayaniys school also. The Jaiminiya schoal, however,
definitely had its own texts, which are all available.

THE RELATIVE CHRONOLOGY OF THE
SAMAVEDIC TEXTS.

The Rgveda, by common consent, is the earliest of the
Vedas and the Samavedic texts are almost wholly callections
of the Rks taken from the Rgveda. The Vedas had n refigious
purpose. Their different parts were to be employed by the
respective priests, Hotd, Adbvaryu, Udgata end Brahms, in
the course of the performance of different sacrifices. Thus the
duty of the Udgata was to sing certajn verses, which he took
from the Rgveda. The sacrifices had eithes o populacat a
mystical purpose. Accordingly different sets of songs were
sung ac.curding as ooe or the other of the said purposes bad to
};e tealised.  They wese sung in villages in public or secretly
in the forest, according ta their purpose. ‘These songs were

collected together in the Gramegeyagana and the Arapyegey-
*l. P.V.Bra.X. y
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gana.  And subsequently the Rks, on which the songs were
based, were collected together to serve as text books to be
memorised by the would-be Udgata. They were called the
Parvarcika and Aranyskasarmbita, It may be added here
that the melody.books, Gramegeyagaca and Aranyegeysgina,
contain on the whole melodies, which come first in the groups
of three or more songs in the Uttararctka which were to be
sung at different times in the course of the performance of
diffetent sacrifices. And the Parviarcika and the Aragyaks
Samhita sre collections of verses on which the melodies
were based.

Thus it seems that the Gramegeyagana came before the
Aranyegeyagana, because ritualism precedes mysticism,
Accordingly the Parvarcika came before the Aranyakasacihita,
Then came the Uttararcika, as is clear from the word *#Uttara"
that constitutes a part of the title of the book. And last of
all came the Uhagaua and the Uhyagana, which, according
to Prof. Calend, belong to the Iater strata of the Samavedic
literature! They are later than Gramegeya and Aranyegeya :
later than Pafcaviméa Brahmapa: later than Argeya and
Kgudra-Kalpas ¢ later than Satras of Latyayana-Drahyayapa
and later than even the Pugpasitra.

INDICATION OF THE PITCH OF SYLLABLE IN THE
KAUTHUMA TRADITION OF THE SAMAVEDA.

The pitch of syllable in the Ksuthuma school of the
Sama-Veda is indicated by means of numenals; 1, 2, 3, 4, 5,
6,7,11, Toindicate the main tone the numeral is written
at the top of the syllable. The rest are indicated in two
says : (i) by pottisg the numeral alter the vowel of the
syllable (i) in the ease of the split dipthong e g. a-i and &-u
after the first component,

*1. P. V. DBrs, XL
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The pumerals from 1 to 6 indicate descending gamut as
is shown by Svarys,eg. 12345 ete. The pumeral 7is
found on syllables which begic on 2 and 50on rise to 1. But
11 is found only twice! to indicate a tone higher than 1. Which
pitches were indicated by the numerals 1-5 is yet uncertain.
We cannot get an ides of them from the singing of the
Samans by the modern singers.  For, it is in fagrant contrast
with the notations in the Samavedic MSS.

DRONE TONE.

According to the Brahmaps texts, in great sacrifices there
were three chanters, who partly sang separately and partly
together, The Nidhanas or refrainlike parts were sung
together,

The songs of these chanters were accompanied by three
Upagatrs or subchanters, who sang the syllable *Ho’ on tone 5
and by the Yajiapati who sang the holy syllable <Om® on the
same pitch.

MUSICAL AND POETICAL METRE.

Generally musical metre rests on poetical metre. The
specific difference between them may be stated as Follows: —

In poetic etre the distinction between Lghn and Gurn
or light and beavy only is recognized. In regard to the
Iatter the laws, laid down in the populsr work, the Srata
Bodhs, is Tecognised, pamely, the vowe] preceding s conjunct
consonant is counted as heavy (Semyuktadyam dirgham).
Inthe metce of chant, however, the conjonct consonant,
following & vowel, does not cause heaviness. A syllable with
o short vowel is reckoned to last one Matra or musical time-
onit.  The syllable with Jong vowel lasts two Matras. A
long vowel with r of zero over it is sustained beyond its

"L 5.8.0
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normal duration. *The vowel of a syllable at the end of a
Parvan or melody-member lasts three Matras and in case jt
is followed by Vikrti tones, the Prakrti tone keeps the length
of three Matris. Sometimes for sacro-musical reasons short
vowel is lengthened or long vowel is shortened and so on?,

e

CHANGES IN THE CHANT INTRODUCED
BY UDGATA.

For various reasons the Udgits changes the chant in
the following ways :—

1. In one case he replaces all syliables by %o’

2. Very often be retnins the vowels only of the
syllables and substitutes *bh* for all consonants and consonant
groups.

3. Equally often 4 is prolonged to &-i, end o to o~i,

4. Vowels and dipthongs 1, 1, e and ai are changed
tos-iora-ye

S. A padajs cut up into Parvans without tahing into
account? the scmantic conncction of the syllables.

6. Stobhas, menningless but holy syllables or expressions
of wish, quite loose from the context, arc added.

THE RELATION BETWEEN THE SPOKEN AND
THE CHANTED VEDIC LANGUAGE.

The spoken Vedic language moves on three pitchies,
Genernlly speaking this holds gool of both the spoken
Innguage of the Vedic age and Mantra Japa, Butthe priests
were allowed to stick to one end the same pitch and chant
iu monotone in the course aof performance of sacrifice,
However, the use of undulating aceentuation, which according
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to sacral rules, differed in certain respects from the tone-
movement of the Bbasa, was necessary at the time of sepeti-
tion for memorising and singing.*

The rules of ion, ta the I g
spoyen in the Vedic time and the Vedic chant; as well as those
peculiar to the latter are given by Papmi® and Kityayana.
And Bhattoji Diksits in his section on “Svara Ssiicara” has
shown how the accentuation of the Vedic chants is governed
by them.

In connection with the accentuation of the Sat d
in memorising the text the following points have to be
remembered :—~

1. A syllable without any digit of nccent has the pitch
of the last syllable, that has the accentual mark. For
instance, in Agnilm i’de the second syllable of 7de is pronounced
on accent 2.

2. Sumenmes an Udatea is substituted by lower pitch
eg- devnm of the Bhaga becomes desam. The rule is that
tone 1 is replaced by tone 2 if there is mo opportunity for
tone 1 to fow out into tone 2 in the following syllable. Even
a series of tones 1 is 50 replaced.

3. The curbed sfter-tone (bvanta) is changed into
middle pitch e.g. ide is changed into xde

SAMAVEDIC MELODIZATION,

The two important means of melodization are (i) intro-
duction of vocalic changes (Pugpa) e.g. changing e into a-i
apd o into a.u and so on and (i) interpolation of ornamental
syllables (Stobba) e g. Hau etc3.

*1. £.8,18. 2. Pa,1-2:34, ~ %3, B.8, 18,



ART OF MUSIC (SANGITA-KALX] ;\\\ 519 °

Other notable changes for melodization may\be7s ;}agd as
follows s—

(i) The division of the song into musical sz or
«Parvan’ may or may not agree with the grouping of syllables
as parts of wards. Thus while the division i Parvans in the
case of “Agnim/idai" is in accordance with the grouping
of syllables as parts of words; in that of “Yajiajsyadai”
it is not.

(i) The Bbaga-sccentuation is sometimes changed : e. g,
in Agnim the accent over the second syliable, namely, Udatta,
isin common with Bbasi; but the preparatory low tone is
replaced by middle-high tone (2 1 instead of 3 1).

(i) Occasionally the Bhiga tuation is completely
changed : e. g. idai: it begins on pitch I, which extends
over the beginning of the following syllable and then takes
place descent to 2 113

{iv) Svarya ; Often there is the vowelattheendof a
syllable e, g. mahah and thereon the chanter sings ia slow time
the tones 3 2 3 4 5. Such u descent, first deviating toward
2 and finally reaching tone 5 is called Svarya, And the tone
6, which lies beneath this tone-series is called Atisvirya,

(v) Often the Svarya is interrupted sa that the descen-
ding gamut,* beginning on 2 does not reach 5 but ends with
4 e. g. “tarema” (3 2 3 4).

EvVOLUTION OF THE NUMBER OF TONES.
The present scale of seven tones or musical notes has
Sk maary preleaesins o4 v wes, Thet ot el
notes seems to be the eatliest in so far as it is recognised in sl
the Vedas. The Rgveds, which by common consent is the
enrliest of all, contains the chants, which were chanted in
*1, 8.8,20,
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three pitches in the Rgvedic time, and has supplied most of
the chants to the Sama Veda, which were sung in seven
notes, the three original nccents of the Rgvedic time serving
as the basis of melodization.

It may be interesting to mote in this connection that
Papini mentions two more Svaras: (i) Uceaistara ¢t It is
Svara bigher than Udatta, as is clear from the commentary, the
Tattva Bodhini (592) which interprets it as Udattatara, Thus
it is clear that this Svara is the same as that indicated by the
nemeral 11 in the S dic text. (i) % Itisa
Svara lower than Anudatta, And we may add here that the
Svars indicated by the numeral 7 is simply the reverse of
Svarita, For, while in the case of Svarita, according to
Pagini, there is downward movement from Udatta to Anu-
datta’ ; in the case of the note, indicated by the numeral 7,
there is the upward movement from 2 to 1, as bas already
been stated. Further, according to the Puspasatrat, tones
4-6 nre paralle] with the tones 1—3. Shall we say that the
tones 13 are respectively Udahas or harmonic derivatives of
the tones 4.6, exactly ns Nigads, Dhaivata and Paficama (bag)
ste respectively admitted to be Udibas of Gandhara, Rgabba
and Sadja (edc) by competent authorities®,

From what has been stated above it becomes clear that
the three Svaras, Udatta, Anudatts and Svarita, had the musi-
cal value and were the original tones and the other tones
were evolved out of them,

Arother fact that supports the view that the original
notes were three is the fact that Papini in the Papiniya $iksd
asserts that the notes of the classical music are based onor
derived from the three original notes Udatta etc, Accordiog
to him, Nigada and Gandbararest on Udatta, Rgabha and

1. 8§ K. 632 2. 8.K.,593 5. 8.K, 4
4. P.8,{Pra.5)181. 5. BB, 53,
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Dhaivata on Anudatts, and $adjs, Madhyama and Paicama
arise from Svarita.!

GANDHARVAVEDA, THE SUBSIDIARY VEDA
(UPAVEDA) OF THE SAMAVEDA,

Each of the four Vedas has a subordinate Veda
(Upavedn), Thus, sccording to Saunaka io his Caranavyaha,?
there are four such Vedas, ZAyurveda (Medical science)is
attached to the Rgveda ; Dhanurveda (Military science) to the

. Yajurveda; Gandbarvsveda (Music) to the Simaveda and
Sastradastra (Mechanics) to the Atharvaveda. And the Sito-
panisad mentions five Upavedas,® Though there is difference
of opinjon onthe Upavedas of the Rgveda and the
Atharvaveda : because the Suéruta holds that the Ayurveds
is the supplement to the Atharvaveda, and another authority

i the Arthada ics) to be the subordinate
Veda of the Atharvaveds, yet all are agreed that the
Gandharva Veda is the Upaveda of the Sama Veda.

The Gindharva Veda, the supplement to the Sama Veda,
consisted of thirty-six thousand Granthas and dealt with the
basic principles of playinglupon various musical instruments,
of combinations of notes etc.,, ond with the necessary
movements of the parts of body in dsnce snd acting
(Abgahara) According to Bharats, it was one of the sources
utilised in the creation of the Natyaveda by hims

Bharats distingnishes between Gana and Gandbarva,
He presents the former to be the origin of the latter. And
Abhinavagupta interprets Gana as Saman.® And Gandbarya
is the voca Imusic in i with the i 1

Thus the Gindharva Veda preseats the first phase of
development of music from the Siman” Hence it appears

1. 8.K.,Gi3. 2 8.C.VelI, 37

3. 8.8.7.,93 4 A.Dh,VolI{Intro)C. & A, Bh,Vol. 1,15,
6. A. Bh., (S ) Ch. XXVIIL V. 10, 7. A, Bh, (MS,) Ch, XXVIIL, V.5,

66




522 CHAPTER X1

that the earliest form of music was the vocal, which was
employed by one of the four priests, called Udgats, ata
sacnifice. This was sung in" accompanimeat with the
mstrumental music by Gandbarvas, This combination of
vocal end instrumental music was subsequently adopted by
human beings and was called Gandharva, because it followed
the authority of Gandharvas.

Gods like the Gandharva type of music very much. It
is p‘leasing to humamty because it pleases gods and, therefore,
brings religious merit to the performer. It is 2 means of °
pleasing gods, which does not jnvolve heavy expenditure as
does the performance of sacrifices, It brings about the
concentration of mind of both the performer and the listener
and, therefore, by making the soul rest within rtself produces
that bliss fn which the finel emancipation consists.

Although it is an undeniable fact that in the performance
of some Vedtc rituals, ASvamedha for instance, Samans were
sung in sccompaniment with instrumental music,? yet the
intraduction of instrumental music in the Vedic ritual seems
10 be of & later date and, thetefore, may be said to belong to
the transitionsl period between the pure Samagana and
Gandharva form of music.

The technique of music was fived by Narada etc.
on the basis of the Gandbarva form of music.? They settled-
the essential constituents of music, The subsequent develop-
ment of music in the form of Dhruva etc. was produced by
arranging differently the constituents of the Gandharva form
of music.

PROGRESS OF MUSIC REFLECTED IN THE

BRAHMANAS.

Among the Brabmanas of the Sz da the Paficavighé:
and the Jaiminiya are of special importance from our point of

1. B.R, (Comm ) (An) 6. 2. A,Bh.,(uS)Ch, XXXIL, V. 1.
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view. For, the former presents the tradition of the Samavedic
music, as followed by the Kauthuma School and, shall we
say ?, by the Rianpayaniya School: for, the two schools
substantially sgree on most jmportant matters, And the latter
presents the tradition, followed by the Jaiminiyas, as the very
title of the work indicates. The following points indicate
1be progress of music during the time of these Brabmagas.

(1) In the early Vedic,time the Samavedic music seems to
have remained purely vocal. The Vedic sacrifices seem to
have been performed without the employment of any musical
instrument, The first musical instrument, that was used in
the course of the performance of some sacrifices, was the
drum, But beating of the drnm was in no way connected or
was in tune with vocal music. Reference to such beating of
drums we find in passages such as “Brhatah stotre dundubhin
udvadayanti” J, B., 60. (They beat drums while praise in
the melody, called Brhat, is being sung.) or

«At alljthe corners (of the mahaveds) drums are beaten.”
-P. V., 83,
Subsequently, ko sever, the instrumental music developed
" highlp. And o Jute with hundred strings was invented and
the Simans were sung in accompsniment withst. (Athasmz
arodbaya vanar Satatantrith dharanti, tam etens santanena
santanoti. J. B, 174).  And there is also & good description of
the gdjfferent parts of the lute.? Further, not only songs were
sung but dances also were performed in accompamiment with
instrumental music of the lute, though 1t seems that such
practice was not looked upon to be good (Yad vipiyim
giyate yat nriyate yad vithdcaryate sa mrtyoh senssa. J. B,
186).
(I1) But the progress of the instrumental music presup-
poses that of the vocal. And we find that the vocal music also

1. 3B, 187,
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was equally bighly developed during the period of these
Brahmanas, In the Paficavichis Brabmana (7-1-7,) occers
o passage referring to three pitches, Jow or deep, higher ard
highest (Mandra, Taratara sod Taratama').

These pitches seem to be related to three ‘octaves’
{gramas or Sthanas) which are eqnally designated as Mandra,
Madhyama and Tzra i the Taittiriys Prati€akbya (22,1L).
And in the Naradi Siksa (1-7) their places are said to be
chest, throat and head.

Inthe Paniniya §iksa also there is mention of Mandrs,
Madhys and Tare?, Thos it seems to be evident thst Indian
system of vocsl music by the time cf the Brahmapss snd
wdonbtedly by that of the Pratisakhya came to allot three
gramas or octaves to the voice.

(1) We have stated earlier that in the Samavedic time
solo as well as corsl songs were well known inasmuch as the
main parts of the songs were suog by one priest, while
Nidbanas or refrainhke parts were sung by three priests
together.  An ipnovation, introloced fn the vocal music
during the Brabmapic period, was that singers sang differant .
parts of the same song separately. Thus one sang the main
parts of the song and the other the Stobhas only®.

(IV) Here we have the first cotception of the musical
orpsment (Alafkira) in the declaration thst the Stobhas sre
the ornaments of the vedic sosgs (Stobbd hs va 2sam alsdi-
karah, tah alafkurvaoniva fobhayanniva gayet. J.B., 402)-
This conception is found in highly developed form in Bharats’s
Natya Sastrs and in Sarigedeva’s Safigita Ratnzkers.

(V) In the Paficavith§s Brabmanas, the principle of
passing over one musical rote or more is fully recognised in
the centest of the Udvamiiya acd the Udvaméiputrs

*l. S8, 33, 2, BEK,643, ®3, P.V,Bra, 56,
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Samans!, This is technically called Atisvara or Atikrama,
According to this the transition from one note to another is not
regularly gliding one. Thus in the Udvarh$iys Saman there
is the transition from note 3 to 5 with the omission of note 4.
1Vithout going into further details we may say that in
the two Brabmapas we find o fairly good account of the
technique of the Samavedic music. The Jaimmiya Brahmana,
for instance, tells us how to sing or melodize different metres
Gaystri ete? It presents in detail the technique of the
3 dic music, It )i the importance of musical
notes in melodization of the Saman®. It recognises Samans
to be of two types, () with Stobha and (if) without Stobba
and states how the Stobhas were discovered4, It gives
Samans, showing the Stobhas necessarily to be added to
different parts of a Saman®, It discusses various metres and
points out the number of their component syllables®. It refers
to the employment of certain combinations of Stobha syllables
such as He ye Ho Vi Ha Ho for invocation snd of others
such as Ha Va O Va for responding toit”. It says that
Stobha syllables ate the oroaments of the Vedic songs®.,
DEVELOPMENT OF THE SAMAVEDIC MUSIC
IN THE SOTRA PERIOD.

Among the Satras the Pugpasatra is of great importance ;
beeause it gives the rules for adapting the melodies, which
are given in the Gramegeysgina ond the Aranyegeyagana,
on other verses than those to which they belong in the said
two books,

1t has three commentaries (1) Pugpabhigyn by Ajita.
fatru (2) Phulledipa by Dikgita Ramakrspa, ahas Nanx
Bhai, son of Tripathin Damodara : (3) Phulla-vivarapa by

1. P.V. Dra, 817-8. 2. 1B 4d. 3. LDB. 48,
4. IB, 82 5. J.B., 89, 6 I.B., %,
7. J.B., 378, 375, 8 1B, 402
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Ajatafaten, The last mentioned commentary contains &
quotation from Haldyudha, o lexicographer of the 10th
century A.D. Diksita Rama Krgpa is later than this,
Ajatadatru.t

‘There is difference of opinion on the sauthorship of
the Pugpasatra. Phulla Vivarana ascribes it to Katyayana,
who lived between Papini and Pataijal. But the Puspa
Bhasya ascribes it to Gobhila, the anthor of thz Grbyasitra
belonging to the Samaveda.

It appears that folk song was recognised in the time
of the Sama Veda. For, the earliest two types of Gana are
(i) Gramegeyagana, (song to be sung in the village) and
(ii) Aranyegeyagans (song to be sung in the forest) The

other two types of Gana (i) Uhagana and (i) Uharabasyagana

are of later development. The fact is that a known melody
or arrangement of siogle notes n musically expressive suc-
cession is changed by the expert singers to create a new
one, The later Sa dic singers, therefore, it seems,
adapted the original melodies of given triplets or Pragathds
and produced new melodies. These became the basis for
the formulation of rules for adaptation, They were fixed and
systematically arranged in the Pugpa Satra. For instance :—

“In the Yoni (Nyaye) Nidhana is formed out of an
arcika—word or Stobha, The last syllable belonging to this
Nidbana, whether it is prolonged or not becomes Svarya,
but when it is Udatta it becomes Vrdhedvara.”?

In different cases this Svarya siretches differently ie.
fromIto5:2t05:20r3to5 Vydhesvara is represented
as 3 2; or 22, It is concerned with oxitone or Antodatta word.

FIXATION OF INTERVAL.
The problem of *interval’ between one tose and au?&if_
#1, 8B, 39, 2. P.S., (Pra. 8) 200,
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is of very great importance in music, The Puspasotra, there.
fore, is of great intercst from the point of view of the history
of Indian music. For, here for the first timc we find
‘reference to mustcal interval.  For instance :—

#Udahs, (o barmonic derivate in the upward direction)
is the tone which 15 two intermediate tones higher than the
fourth tone, the Mandra and the Atisvarya!".

From this it follows that the tones 4 to 6 follow the
same order ag tones 1 to 3.

SEVEN NOTES IN THE PANINIYA $IKSA.

In the Satra period the seven notes of the classical music,
were well known, We cansay that Papini knew them, if
we admit that the Pininiyn Siksd presents the tradition
established by Panini ; though we cannot attribute the work
to Panini himself, because it contains prayer eddressed
to Papini, and it does not seem admissible that Panini offered
prayes to bimself, Therein we find the mention of all the
seven notes, though they ere related, not to Srutis as in
Bharate’s Nitya§istra, but to the tonal accente, Uditta etc.,
as hes already been stated.  Three pitches, Mondre,
Madhyama and Tara, ore ceferced to. And the method of
symbolizstion of Svaras by means of touching the parts of
different fingures with the end of the thumb is stated, though
the Svaras are referred to, not by the names *Krugtn’ etc,, but
by those employed in Panin's system, Uditta cle.

NANDIKESVARA'S CONCEPTION OF SEVEN
NOTES AND THREE PITCHES,

Nandikes wssa porary of Panini, di
to the tradition, recorded by Upamanyu, the commentator on
the Nandikedvara K53ik3, which presents the Voluntaristic
Snivs Philosopby on the basis of the Maibedvara Satras,

1. T.8., (Pra, 8) 104.5.
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recorded in the beginning of the Astzdhyayiof Papinl This
tradition seems to find snpport in the indirect reference to the
Nandikedvara Kzdika by Patadjali in his Mababhasys! No
doubt, the work refers to Bberata; but that does not go
against our view about the date of NaodikeSvara. For, that
reference may he =eid to be to Adibharata, whom the author
of the printed Natysdastra follows.

He hss given two interpretations to the Mahedvara
Satras ¢ one from the point of view of the Saiva metaphysics,
which hss been presented in the Introduvction to the Bhaskari
Vol. TIII, CLXXXI-CLXXXYV : and the other from thatof
Indisn mosic. Ths work ia which the interpretation from the
Latter point of view is given is Loown es the Rudrsdsmarad-
bhava Satra. Two editions of it have appeared (i) by E.
Madhava Krishns Sharms in the New Indian Antiquary of
June 1943 and (§) by Professor Alain Danielon in the Journs!
of the Music Academy (Madras) 1952

This work is important from the point of view of the
history of Indian music in so far as it gives some more detsils
about the notes and pitches than fonnd in the Papiniya Siksz.
It expleins the crigin of the mmsical notes and rhythms, It
asserts that they sprang from the Mabedvara Satras.

The first four Mahedvars Sutras AIUN,RLE, AO v
Al AUC contain nine vowels, But Naodikedvara holds that
real vowels are seven only and that R and L are nentral
sounds. Of these A I U are short, lssting but one musical
time-unit. E and O are logg, lasting two musics! time-units.
Al and AU are expanded, lasting three musical time-units,
AT U correspond to Sa Ri Ga; E Oto Ma Pa and ALAU
to Dha Ni.

*l. B, Vol ITI (Intra} XXXXIX,
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Here we find little advance on what the Paniniya Siksa
says on musical notes. For, there is simply a repetition of what
Papini says on the musical value of the notes Sa Riete. In
fact it is very interesting to find the very words of the
Paniniya Siksd repeated by Nandikedvara in this context or
we may say the other way i. e, the words of Nandikesvara
repeated by Panini in this context. The following verseis
found in both the texts :—

“Udatte nisadagaadharavanudatte rsabhadhaivatau
Svaritaprabhava hyete sr1djamadhyamapaiicamah.”

On the following points he nrdds to the information that
we get from the Paniniya Sikgi:—

() Not only does he recognise three octaves but also
states their comparative musical value, The first half of the
verse No, 27 is missing in the MS. According to Prof.
Danielon, the missing part seems to have contained the
definition of the lowest (Atimandra) octave In the absence
of the accurate knowledge of the definition of the lowest
octave, the definition ol the remaining octaves ceases to have
much meaning. For, each of the octaves, Mandra, Madhys
and Tira or low, middle and high, is defined as double in
quantity es comparel to the precading. Thus the first octave
is double of what is stated in the missing line, the second is
double of the first and the third is double of the second.

It may, bowever, be pointed out in regard to the
suggestion of Prof. Danielou nbout the idea of the missing
line that in case we accept this suggestion, the number of
octaves will rise to four. But Nandikedvara seems to have
accepted three only, because he uses the werd “Trtiyakam™,

(II) He bases the seven notes on the Sruti system.
Though the second balf of the verse No. 29, which probably
67
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defined Srut, is missing in the MS., yet there is no difficulty
W getting a correct iden of the nest verse, which defines the
notes in terms of Srutis. What is stated here is in complete
accord with the statement of Sarhgadeva in his Safgita
Ratnakara on the subject! j.e. the notes shich stand on the
4th, 7th, Sth, 13th, 17th, 20th and 22nd Srutis are respectively
Sa, Re, Ga, Ms, Pa, Dha and Ni.

(11 He recognises the distinction between pure (Suddha)
and impure (Vikrta) notes. Pure notes are those which stand
on Srutis, as stated above, otherwise they are impure.

(IV) He seems to know two basic sceles (Grama),
Sadja and Madhyama. The text on this point is partly
missing, It is interesting to note that he does not talk of
Gandharagrama. .

- (V) He talks of 5040 model scales or Marchanzs.

(VD) There is reference to intermediary noles (Svara-
sadharana).

(V1) He interprets, the first four Mahedvara Satras not
anly from the point of view of notes, but also from that of
rhythm, Thus at first he points out the time-units repiesented
by different aphorisms and subzequently talks of Svaratala
aud Tithitala.

(VIID) And finally he speaks of time (Kala), time-division
(Marga), expression (Kriyafga), -beginning note (Graba),
eategory (Jatd, time-unit (Kala), tempo (Laya), Pause or

(Yati), develor t (Prastara), as the ten vital
energies or Pranas of rhythm.

It may be interesting ta note here that by the time of
Nandikedvars, there had already arsen difference of opinion

1, B.R., (An) 24
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on certain matters discussed by him. He himself refeis to
two views on the number of time-units, represented by the
first two aphorisms. According to those who ignored the
half-letters (consonants) at the ends of the said aphorisms,
they, taken together, extend over five time-units oaly.
According to others, who counted the consonants at the ends,
the two aphorisms extend over stx time-umts. Another point
that deserves to be noted is that while there is reference to
Jati, the Raga is not referred to.

It may be pointed out here that there is a work in
Telugu, “Taladafaprans Pradipika” by Poluri Govinda Kavi,
on ten vital aspects of rhythm, And the ten “Pragas”
discussed by him are just those mentiosed by Nandikedvara.
There seems to be a little difference of opinion on
Kriyanga. While Professor Danielou seem:s to take Kriyangs
as one aspect, though he separates Kriya and Afdgs by a
hyphen: K. Vasudeva Shastri, in his introduction to the
Taladadaprana Pradipiks, counts Kriyd and Afiga as two
distinct aspects. The latter view seems to be correct. For,
if we count Kriysfig: as one aspect, the number of the
aspects of Tals (rhythm) remains Nine.  But according to the *
text they onght to be Ten. These ten aspscts are mentioned
by Caturs Damodara also in his Saagita Darpanal, and be
Qiscusses Kriya and Anga separately,

DISAPPEARANCE OF DISTINCTION BETWEEN

THE SAMAVEDIC AND THE CLASSICAL NOTES.
It appears that by the time of the Mukabkarata the
Samavedic notes ware Hentified wih those of tbe clussieal
music Sa Re ete, and the distinction between them
completely disappeared. And the Naradi $ikga agrees with

1. Ben/ D, 110,
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the Mahabharata on this point, The identification in terms
of the Nzrads Sikga is ss follows ;=

Yah samoganim prathamah  Sa veponrmadliyamah svaral
Yo dvitiyah ea gandharah Trtiyastvrgabhah smytah
Caturthah  s2djs ityukto Paiicamo dbaivato bhavet
Sagtho nigado vijieyah Saptamah paficamah smrtah,

SAMAVEDIC AND CLASSICAL MUSIC,

The most important of all the factors which distinguish
the classical music from the Samavedic is the Sruti system,
which is based upon the study of vibrational fractions,
involved in each tone or note. For, 2 musical tone is due
to vibrations, srising in the source of gound, which is either
o human organ of speech or a musical instrument, And
musical interval or difference of pitch between two notes,
is based upon the arithemetical proportion between the
number of vibrations of two tones,

Though we cannot say definitely when the evolution
of the clagsical music frem the Samavedic began, yet there
does not seem to be much doubt about this that the classical
music ina fairly highly developed form existed about the
time of Payini (400 B. C.). For, not only do we find the
notes of the classical music referred to jn the Paniniya Siked,
but also their basis on the Srutis is pointed out by Nnndi~
kedvara, Further, Nandikedvara ghises the distil
between pure and Vikrta notes on the basis of Srutis; seems
to know twd basic scales (Grimas) Sadjn and Masdhyama ;
talks of model scales or Morchanas; describes  different
thythms or Talas and refers to Jali, Layn, Graha, Yati,
Prastira etc.

The evidence of the Ramayana of Valmikiis interesting
on this point. He (Valmiki) is recogniced to be the first
writer of clussical poctry, He Limsclf records the event that
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was responsible for the inspiration for the first production of
classical poetry, And the Ramiyapa is generally accepted
to belong to the 4th century B, C. The Balakipda, canto 4,
is of special importance from our point of view. For, here
we come across Vilmike's own statement that the poem is
meant for both recitation and singing to the accompaniment
of fute) Here are references to madel scales or Marehangs,
octaves (SthanasY, Srutis® and the classical mode of singing
{Margad),

WRITERS ON CLASSICAL MUSIC BEFORE
BHARATA,

Though we do not hnow the contents of the two
works on dramaturgy, referred to by Pdpini, one by Kréadva
and the other by Silali, yet, assuming that they were
written on the lines of the available Napyadistra, it
seems to be justifiable to think that they slso dealt with
the topics connected with music, which could be no other
than the classical, In any case, though the printed
Natyodastea of Bharats, which presents the latest cecention
and, therefore, is said to belong to the Sth century AD,
yetit had its predecessors such as the Drabma Bharata,
the Sadifiva DBharata and the Adi Bhasrata; as hag
siready been pointed out.  Aud  Abhinavagupta is definitely
of the view that the Sadafiva Bharata dealt with matters
concerning music, For, be refers to the poimts on which

Bhatats, the suthar of the Napya Sastes, differs from the
Sadadiva Bharata®

(1) Narada was a predecessor of Bharata, In the
conciuding Tine of the Thapter XXNI1 Bharata admits that
the Gandharvs, which Is presented therein, is based
upon what was said on the subject by Narada.®

1. R.L4s 2

2 RaGi4,10, 8. Ral, 4,27 & R, L4 38,
8. A Bh, {M§,) Ch, XXI1X, 30, 6. N.8, 418,
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In the conception of Dhruya also the indebtedpess to
Nzrada and some other sages is recognised. For, Dbruvg,
which is admitted tobeof five types,! is nothing but 2
musical composition, formed out of the parts of the similar
compositions, knoswn to Narsda ete , such as Panik3, Saptaripa
etc., for particularly charming the audience.® Bharata
himself, of course following Narada, has written on Saptarapy
and Papika in the course of the chapter XXXI, nvd
asserts that Saptaripa was spoken on by Brahmd and sprang
from the Samavedas.

Abhinava also thinks that Narada was a predecessor of
Bharata. For, be interprets Bhiarata’s verse *Atyarthamistarh
devanagh tathd pritivivardhanam™ (N. §, 317) as referring
to the words of Narada on the subject as follows ;—

“Pritivivardhanamiti Naradiyapirvacanadh sacitam.™  A.
Bh., (MS.) Chapter XXVIII, g.

Bharata recogmises Narada to be sn authority on the
instrumental music also®.

(2) Suati is the authority which Bharata follows in the
context of the presentation of the fechnique of playing upon
the musical iostruments of the type of ‘percussion”
represented by drum,® He beautifully presents the natural
phenomenon of the drops of rain, falling on the leaves of
lotus and producing sweet rhythmical sound, which was
responsible for the inspiration to invent the musical iostra-
ments of the type of “percussion™, It is interesting to note
that Svati is said to have produced vatious types of drum-
like instruments in co-operation with Vidvakarman, For,
it suggests that an artist, in producing a naw typs of instru-
ment, hss to depend upon the co-operation of a skilful
engineer®,

1, N.8,383 2. A, Bh., (MS)Ch, XXXIJ, 8, 3. N.§8,5%
4 N 8, 020 5. N. B, 429 8. N, 8., 429
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(3) Vidakhuldcarya seems to be an esrher authorty
thin Bharata on the technique of/ playing upon musical
mstruments, This seems to be the view of Abbmava  For, be
holds that the implication of “Eva” mn “Dhatarhécaiva
nibodhata’’ (bere the reading as found in the Chowkhamba
Edition of the verse 81 Chapter XXIX is different) is that
many points, mentioned by Visakbilacarya in this con-
nection, have not been talked of here.) He 1s referred to
by Abhinavagepta in different contexts e.g. of Gandharva,?
Aéravapa,? Tals, musical notes* and <o on.

BHARATA AND HIS CONTEMPORARIES,

Bharata and some of his contemporaries such as Nandin
and Kohala have been dealt with in sn  earlier work ¢
Abhmavagupts : An Historical and  Philosophical Study,
The reader is requested kindly to refer to pages 112-119 of
it for information on them. Some contemporaries, who have
not been discussed there but who are very important from
our present point of view, are Kadyapa etc.

(1) KASYAPA.

Tke eviderce of the Abkinava Bharati in the beginning
of Chapter XXIX, which discusses the employment of different
Jatls in the presentation of various Rasas, seems to show that,
sceording to Abhinevagupts, Kadyaps, like Kohala, was a
contemporary, whose views were sccipted by Bhamta as
alternatives to bis owa®,

It is interesting to note that in the course of the
commentary on the verse No 16, Ch. XXIX, Abhinavagupta
gives an extensive quotation, which states the views of Kadyapa
etc. on the employment of different Jatis and Ragas in different
contexts. In this quotation we find relerence to Ragas such as

I A Bh,(MS)Ch.XXIX,s1. 2, A,

D e R g g

+ A, B, (M§.) Ch. XXIX, 10,
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hinnakai$ika, Bhinnakaif} dbyama, Takaraga, Sauvira,
Bhambhapapaficama, lavakaidika etc. If we admit that
this quotation gives the views which Kadyapa held in common
with jothers and that Kadyapa was a cootemporary of
Bharats, we fiod a eolution to the problem: “Were the Ragas
known at the time of Bharata ?”

DID BHARATA KNOW THE RAGAS ?

The preceding diccussion ceems to suggest that Rigas
were known to the contemporaries of Bharata, But the
question is : #“Did Bharata know them #' The waord “«Riga”
occurs so rarely in the Natya Sastra that many thiok that
Bharata did ot know them, because, reading the book
cursorily, they donot find the word “Raga” there. But
& careful study shows that it occurs there in the context
of Arhfa ¢ “Yasmin Ragastu vasati yasmaccaiva pravartate”
(Ch. XXV, 72),

Unfortunately the Abhinava Bharati from the 10th
verse of the Chapter XXVIII is missiog in the MS. in the
possession of the writer of these pages, It is, therefore, difficult
to say how Abhinavagupta interpreted the verse, quoted above.
But the Safigita Ratnakara (I, 7. 32.) refers to the view of
Bharata s “Yo raktivyanjakah™ and Kallinatha in his
commentary on the above quotes Bharata's verses, including
the line, quoted above,’and says the following to bring out the
implication of Rakti :—

darbhabhed o Laroid, .
P y savyanj ¥

vivaksitatvat™
Thus Sarhgadeva scems to have used the word “Rekti”
for “Raga" as defined above in the quotation from Kallinatha.
This view finds support in the following statement of
Abbinavagupta (A. Bh. (MS ) Ch. XXIX, 10 Yi—
. “Ata  eva bi ete gramaraga ityuktsh, gramo
jatisamohastasya sambandbina raktyatiaya iti.”
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Thus it seems to be fairly clear that, accordiog to Bharata,
Raga is characterised by the great charm, the indefinable
power of delighting, that belongs to a beautiful combination
of jatis. This is the conception of Raga from the objective
poict of view. Speaking from the subjective point of view we
may say that Raga is the experience of a peculiar bliss that
is aroused by a beautiful combination of jatis. This view
seems to be supported by a quotation from Matangs, given by
Kallinatha?

Ci ing on Sarigadeva’s that Gramaragss
are thirty in number, Kallinatha quotes the question, raised
by Matanga : “What is the basis of the assertion that these
Rigas are definitely related to particular combinations of
Jatis ? and also the answer loit : *The basis of this assertion
is the authority of Bharata himself ; because Bharats says :
“(The Gramaragas are so called) because they arise from
(combinations of) Jatis",

It is interesting to note in this connection that Sidtha
Bhapala answers it in the words of Bharata, quoting them
with slight variation : “Jatisambhatatvad ragapam”.

Furtker, in the context of Suddhakaiétka Rage, Kallinatha
raises the gnestion : “How do we know that it arises from
Kaiikajati?” aod after stating reasons in support of the view
says that the assertion is based upon the sutherity of
Bharata etc.?

It may be pointed out bere that the Defiragas, which
reflect regional musical tendencies, were not recognised
by Bharats. They represent subsequent development in the
field of Ragas. And the number of Ragas continued to grow
so that Sarfgad divides DeSiragas into two classes (1)
popular among the predecescors (Prakprasiddha) and (2)

%, 8. R, (Comm) 1,13, 3. B.BR., (Comm.,) 1T, 3, 31
68
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popular among the contemporaries (Adbhunaprasiddha)! In
fact Matadigs held that Dediragas are innumerable.?

(2 SARDULA.

Satdals was another contemporary of Bharata, because
in the Sapgitameru there is a dialogne between him and
Kohala (Sardala - Kobala - Sachvada) on dance® He is seid
to have admitted four Grima-Ragas only as the origin of
Bhagi or types of Alaps in different Ragas, while
Matafigs admitted them to be Six, Kadyapa Twelve and
Yastika Fifteen.t

(3) DATTILA.

Dattila seems to have been another contemporary of
Bharata. For, there is a MS, of the Dantila - Kohaliyam,
a work of joint authorship of Dattils or Dantila and Kobals,
preserved in the Sarasvati Mabal Library, Tanjore. It is
o work on the art of dancing. That he was a great
authority on music is very clear from many references to
him by'Abbinavagupta in his Abhivava Bharsti, particularly
in Chapter XXVIII and tke following, which desl with
music. For instance, his opinion is referred to on the
following points : Gandharva, Daksindvrtti, Tala, Hastangulr-
vikalpana and 50 on. Some support is lent to owor view
by the fact that his name is included in the list of hundred
pupils of Bharate immediately after that of Kobala.

. SUCCESSORS OF BHARATA.
The successors of Bharata may be divided into two s
(1) ccmmentstors on his work and (2) writers on music,
who follow bis school or improve upon him. Some of bis
commentators bave been written upon in an earlier work:
Abhinavagupta : An Historical and Philosophical S!ud{’_

L S R.,IL%9 2 B R,(Comm)Il218. 8. 8.R.,(Comz}
VII, 1, 352, 4. B R., (Appendux), 20, (5. R. (An) Page 861).
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(120-30). There they have been divided into two groups :
(i) those whose dates can be fixed, such as Hargs, Udbhata,
Bhatta Lollota, Sridafikuka, Bhatts Nayaka and Abhinava-
gupts and (i) those sbout whom we can say this much
only that they came before Abhinavagupts, because they
are referred to by bim, such as Bhattv Yantra, Kirtidhara
and Nanyadeva. In regard to Kirtidhara it may be added
here that in the course of the Abhinava Bharati, Ch.
XXIX, 148, Abbinavagupta quates his teachers as rejecting
the view of Kirtidhara as follows :—

Upadhyayastvahuh. e oeeantrinyevatra

mantavyani ns tu catvari yathd Kirtidharobbyadhat,
Thus it appears that Rirtidhara Jived at least two generations
before Abhinavsgupta.

In regard to Nanyadeva it may be stated here that
the information sbout the occurrence of the passage,
quoted in the A. Bh,, in the work of Naoyadeva, King of
Mithila, who ruled from 1097 to 1147, given by a scholar,
is not sccurate, Therefore, the two Nanyadevas (i)
quoted by Abbinava and (ii) Mithia king of the same name,
whose commentary on the Natysdastra Chapters XXVII
to XXXIV has been discovered, are distinct persons,

UTPALACARYA.

Utpalacarya (end of the 9th century and first half of
the 10th century), the famous author of the Ifvara Pratya-
bhijia Kanka and two commentaries on the same, the Vrtti
and the Viveti, is recognised by Abhinavagupta to be ano
authority on music. He refers to Utpalacarya m connection
with different points connected with music, such as
otnaments (Aladkaras) of song Dhruva® etc. It appears
that he wrote & commentary on the Natyadastra, at Jeast

1. A,Bh, {M3) XXIX, 41. 9. A. Bh, (M8.) XXXIJ, 4.8
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on some parts of it, because Abhinavagupta refers to Utpala’s
interpretation of the text, quoting him extensively,!

AUTHORS OF INDEPENDENT WORKS ON
MUSIC AFTER BHARATA.

(1) Matafiga is later than Bharata. For, {a) he refers
to Bharata as Muni, while asserting that of the two Grimas
the $adja is the principal, because the Muni says so:?
(b) he quotes Bharata in the context of Grima.-Raga®.
He, along with others, is said o have invented the flute of
bamboo for propitiating Siva®, Flute §s called Varhde
because it is made of bamboo, He has systematised Degi-
Rages in his Brhadde$i. This is sn additional reason
for admitting him to be later than Bharats, because Bharata
did not recognise the Dedi-Rages, as has already been
shown.

(2-3) Kambal and Advatara are successors of*Bharaia,
For, they are represented to have improved upon Bharata in
regard to the employment of Svaresadharana (the note which
is common totwo rotesin so far as it is formed by taking
Srutis from two different notes eg. Kaksli and Antars)
in Jaus such as Paficams, Madhyams and $adjamadhyams,
While Bharata held that in the sbove three Jatis the
respective Svarasadbiranas or common noles were to be
employed, Kambala and Advatera  maintained that they
could be employed in Ragabhasa etc, also$

(4) Adjaneya came after Bharata, because he defines
Deéi-Raga, not recognised by Bharata.?

There are many other authorities on music such es
Bhatta Matsgupta, Lata muni, Vidbitricirya etc. referred
to in the Abhinava Bharati: and Vidvavasu, Umapati,
A Bh., (M8.) XXXI, 16, . R., (Comm.) (Ad,) Vol. , 10

. R., (Comm ) (4d) IT, 1, 14, - 4. A, Bh, (M§.) XXX, 1.
8.8.R, (Comm) (ALY T,7,22. 6.5 R » (Comm.,) (Ad.) 11, 2, 168-5
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Pardvadeva ete., referred to in the two commentaries on the
Safigits Ratnikars. From the above discussion it is
clear that the authorities on music, referred to by Sariigadeva
in the beginning of his work! as those the views of which were
studied before writing the work, did actuslly exist and
their works were accessible to him.

ABHINAVAGUPTA.

Much of what is to be said on Abhinavegupta is given in
an earlier work : Abhmavagupta: An  Historical and
Philosophical Study. His date is defimtely known from his
warks, some of which mention the dates of their composttion,
His literary activity extended from 991 to 1015 A. D.
Heis a land mark in the hustery of Indian music. He
is the only source of information about the other commen.
tories on Bharate's Natynddstra. We can say definitely
this much at least about the dates of the authorities on music,
referred to by Iim, that they belonged to a period earlier
than the middle of the 10th century A. D,

He was not only a musical theorist but also a practical
musician. This is evident not only from the commentary
on chapters on music but also from a pen-picture of him,
drawn by Madburajn Yogin, which presents him playing
upon *Nada-Vina” in the course of imparting fnstruction
on music to his well known pupils such as Ksemaraja.
This pen-picture is so complete in detals that the Sanga-
Veda-Vidyalaya of Banaras has got o picture of Abhinava-
gupta painted sed has gven o copy of it in print together
with the verses, which ere known as “Dbyanadloka” in the
annual report of the institution for 1949-50. The relevant
portion of the text is as follows :—

Asinah I\semarﬁjnpmbhrnbhxmkbllmh sevitah $isyavargaih

. . N o hadbhit
Padop s vahitahrdayair lik

1. B.R.,I,1,1619
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Vamaéripanipad huritanakhamukhairvadayan Nads-

Vinam,
JAYADEVA,

Joyadeva was one of the five jewels, which adorned the
court of Lakgmanasena of Bengal (1175-1200). His work,
that is of very great importance from the point of view of
history of Indian Music, is the Gitagovinda, In the
manuscripts of this work songs are given with precise indication
in technical terms of the melody (Raga) and time Tala)
of the music, and dance which they were to accompany.
He goes against the rule of Bharata that only such metrical
compositions are to be melodized as are without poetic
beauty, He shows wonderful originality in combining
poetic beauty with sweetness of melody.

The greatness of his artistic genius is attested by the
fact that an inscription of 1292 cites a verse from his work®
and for centuries there was held = yeerly festival at his
birth place, in which during the night the songs of his poem
were sung.

$ARNGADEVA, THE AUTHOR OF THE SANGITA
RATNAKARA,

$Sarhigadeva belonged to the family which was originally
founded by sage Varsagsns in Kashmir, Bhaskara, a
distant descendant of that, migrated from Kashmir to South
India and bad s son, Sodhsla by name, of whom King
Sithghanadeva, who belonged to the Yadava dynasty and
ruled in Devagin, (modern Daulatabid) from 1210 to 1247
A.D., became very much epamoured on account of his
excellent qualities. Qur author was the son of this Sodhala.
He was not only Iearned but also fairly wealthy. He made
rich gifts to the needy Brahmanas and taught those who

* 1. H.SL. 191-2. “_’
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came to him for leamning. He wns alsoa great physician
ond relieved the distress of those who were suffering from
various ailments by giving effective dings.  He belonged to
the middle of the 13th century ALD.

The Safgita Rutnikaraisanencyelopaedic work on Indian
music. It 1s based on the study of earlicy authoritics on niusie,
an exhaustive list of whom is given in the very begiamug of
the book. It deals with all the three traditional aspects
of music (Safgita), vocal and instrumental music and dance,
It gives sufficient space to the presentation of different Rasas
and says which Rfiga is to be employed in the presentation of
which Rasa, It presents the general principles of music more
claborately than the work of Bharata or Mataiiga but docs nat
differ from them in spirit. It teies to link wp the music of the
13th century witle that of Bhrata and Matafiga but admits that
music of old type was exiiuct at that tume,  The present day
music does not scem to have wmuch in common with that,
presented by S:\rhgmlevn. His music is, thetefore, not clearly
understood at prescnt.  Most of the Rigas, so elaborately
described by him, cannot be identified,  The work, however,
is held in high esteem, bocause 1t daals with tha whole range
of musical form and composition, known wp to the 13th
century and, therefore, serves as a wselul guide in many
respects,  Sarfigadeva scems to have written on some other
subjects also.  He wrote an exhaustive wotk on Physiology,
the Adbyatma Viveka, to which he refers in the Sadglta
Ratnakara,

MOHAMEDAN INFLUENCE ON INDIAN MUSIC,

Towards the close of the 13th century 1 which
Sartgadeva wrote his Safigita Ratnakara under the pationage
of Subghagy (1210-1247), Aliud-din, Sultan of Delbi, crossed
the Narmada, the Northern fiontier of the Yadava kingdom®

% S (an) 25, TV LT, 45
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in 1294 and compelled the reigning Raja, Ramacandrs, to
surrender. This had its own reaction on Indian Music.

Ala-ud din (close of the 13th and the beginning of the
14th century) was o great lover of music, Amir Khushru
lved in his court. He was a great musical genius, He
introduced new and finer variation of Ragas and invented new
musical instruments, the most important of whick was the
famous Sutar which is in use even today. Delbi being the
centre of the Government and, therefore, centre of his activity,
the Persian Music, of which he was o great exponeat, pro-
duced 1ts effect on the North Indian Music. The result was
that the Northern school adopted & new basic scale. This
created & gulf between the Northern and Soutbern systems
of music. For, the Southern school retained the traditional
scale, It is admitted that the Suddha scile of the Sitar is
the same as the Suddha scale of the Northern schooll,

GOPALA NAYAKA.

Arother great musician who was probably a contemporary
of Amir Khushru, was Gopala Nayaka. The definite evidence
about bis date is supplied by a reference to him? by Kelimatha,
5 commentator on the Sabgita Ratoakara, who wasa con-
temporary of Immadideva, who ruled at Vidyanagari in

* Karpita from 1446 to 1465. By the time of Kallinatha
Gopala Nayaka had attained great fame as an suthority on
musie. Therefore, if we admit that Gopala Nayaks preceded
Kallinatha by about 2 century, his time comes to be about
the close of the 13th and beginning of the 14th century.

It mey be added bere that the Mohamedan historians say
that when Deccan was invaded by Allzud-din in 1294 the
profession of music was found there to be jn & condition o
far advanced of the North that singers were taken with the
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toyal armies and settled in the North. Besides this there is
a story current and narrated by Capt. Willard! that there
was & combat between Gopila Nayaka and Amir Khushru,
The cumulative evidence goes to show that Gopala Nayaka
wss a great mustcian of the South, and was brought to the
North by the Mohameden conquerer of the South towards the
close of the 13th century.

COMMENTATORS ON THE SANGITA RATNAKARA.

We hear of six or seven commentaries on the Seigita
Ratnakara. But there is definite evidence for the existence
of four only : (1) Sudhikara by Simba Bhipala (2) Kalanidhi
by Kallicatha, These two have been published by Adyar
Library, (3) Kaustubha (?) by Kedava: This is known
from reference to it in the Safgita Sudbakara by Govind Diksits
(Enam sphutikartumiha pravrttan yau Brabmagay Kedava.
Kallinatheu), (4) Setu by Pandite Gaigarama : A transcript
of it, got from the Tanjore Labrary, is in our possession. It
is not in Sanskrit but in Brjabhiaga, We shall deal with it
in the proper context.

(1) SIMHA BHOPALA.

Simha Bhipala, accordiog to the colophon at the end of
each Chapter of his commentary on the Sadgita Ratoakara,
was son of King Anapota, who had his capital at Devarak-
ondd, accotding to the historians, OQur author, therefore,
belonged to the close of the 14th century A.D. He wrote
many other works on different subjects: (1) Rasarpava
Sudbakara (2) Kuvalayavali (3) Velugotivarivamsavali (a
Telugu work) and (4) Kandarpa Sambhava, which is koown
only Irom o relerence in his Resarnava Sudhakars®. In the
Rasargava Sudhaksra he gives good many details about his
parentage ond family.

1. MU, 12 2, RS, 15
69
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He was 3 versatile seholer and had stodied music from
both the points of view, theoreticel and practicall, Belore
writing the coxmentary he discossed the diffcnlt points with
the contemporary scholars2. Accordicg to him, the tradition of
music, founded by Bharata etc., kad got broken, becapse the
musical texts, written by them, were diffcult to undesstsad.
Sarfigadeva, therefere, built up = foot-path to get at their
mesning. Sirha Bhipals atterpts to broaden thaf foot-peth
into a royal road’. From the numerons guotstions it is clear
that be kud stodied all the texts, referred to by Szrfigadeva
in his introductory verses to the Szigits Rsteakere, He msde
the task of the foture commentstors, such ss Kallinaths,
very easy.

() KALLINATHA

In India arts have generally lived and developed on the
patronege of kings. The commentary on the Sefgits
Ratnzkers was accordingly written by Kallipatha st the
request of king Immedideva, (1446-1465 A.D.) who ruled st
Vidyaoagari in Kergata.  The names of bis father ernd grand-
father were Deverajeand Vijaya respectively, Hebelanged 1o
Yadava clan. He hsd an assembly (Sabha) of great musiciars
Our commentstor was the chief among them 2nd was known
8s Abhinavs Bharatacarys, becsnse of his great proSciency
in music. Histeacher's name was Candrabhesena. The names
of bis gracd-father, father apd mother were TrttaleSvaradera,
Leksmidbara and Narayspi respectivelyd.  The nams of the
commentary is Ealanidbi. He wes well versed both in theory
‘end practice of mosic.  His commentary presents zn edvance
on that of Sithhs Bhapala in so far 2s he gives the combipa.
tions of definite notes which constitute diferent jatis end
50 0D,

. BR. (Comm) Vol 1, (A2) . % 2. & K. (Comr.) VoL L (A4} - &
3. BR. (Comm) YeL L {(AL)P. & & S\ R, (Comm) Vol I, (44} &%
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LOCANA KAVL

Locana Kavi, the author of the Raga Tarafigin, seems
to belong to the close of the 14th and the beginning of the
15th century, in spite of the fact that he mentions the date
of the composition of his work to be the Sake year 1062,
corresponding to 1140 A.D. For, in his commentary be
refers to and quotes from two eminent anthorities on music,
Jayadeva (12th century A.D,) snd Vidyapati (14th century
AD.).

He is interesting from the point of view of modern music
of the North, because the Suddbs scale that be accepts is no
other than that of the modern Kaphi Raga. He accepts
Twelve Janaka Melas and then classiftes bis Janya Ragas
under them, He uses Twelve Svaras in describing his Ragas,
He abandons Madhysma Grama and confines himself to $adja
Grama only.

RAMAMATYA.

Ramamatya, the author of the Svaramela Kalanidhi,
was & contzmporary of Rama Raja, de facto ruler of Vijaya-
nagara, though the real sovereign was Sadafiva, because he
is recognised to be the ruler in s large number of inscriptions,
ranging from 1542 to 1568. It is, therefore, indisputable
that he belonged to the middle of the 16th century A.D. There
is the convinci id of the colophon at the end of the
Svyaramela Kulsmdhx itself in support of the above assertion,
For, it states that he finished the wotk in $aka year 1472
(1550 A.DJ%

Ramamitys was asked by Rama Raja to write a work
to reconcile the conflicting views on music. And the Svara.
mela Kalanidhi was written accordingly.

The fact is that theory presupposes facts. And a theorist

1. 8,M.E,37,
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generalises on the known facts, such as either remained
unnoticed by.or did not exist at the time of hus predecessors.
Music, like other fine arts, depends upon taste and instinct or
inspiration, Taste changes and musical genius gets new
iospirations. Thus music undergoes changes from time to time,
The work of & new theorist is to propound new theoties,
based upon the contributions of inspired geniuses, suited to
the changing taste of the people, '

Thus, if we cast o glance at the earliest music, that of
the Samaveda, we find that it owes its being to the tonal
accentuation of the Vedic language and that the theories of
the Samavedic music are p d in the Brahmap
Pratiéakbyas, Siksas and Satras., From the Sama'vedic music
arose the Gandharva form of music and the theories relating
to it are presented in the Gandharvaveda. From the
Gandbarva atose the classical musie, charactericed by its
basis on the Sruti system and Bharate presents the full
technique of it in the Natyasastra, Then developed the Dei-
Ragas and Mataiga dealt with them in his Brbadde$i. The
progress of music after Matafiga was taken up for systematic
presentation by $ariigadeva in his Sahgita Ratnakara. But
after him grew up 2 system of music that did not agree with |
that, with the theoretical roles of which Bharata or
Sariigadeva was concerned. This struck the contemporaries
of Ramamatya. Hence he was asked to teconcile the theory
and the practice. And the principle of reconciliation that he
adopted was that theory ought to follow practice, a principle
which bad been propounded by Sarhgadeval, Accordingly
he modified the views presented by the earlier authotities so
ag to make them harmonise with the practice. Thus, for
instance, while $aragadeva had nsserted the number of the
Vikrta tones to be twelve, he (Ramamatya) held them (o

1. 5 R.(An.)Ch. VI, V. 333,
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be seven only, And the reagon that he gi \@r such an

admission is that in the contemporary prnctxceﬁ;yen only

are found!, . ’;;:\ N
GWALIAR SCHOOL OF MUsIC, ~ ~

Guwaliar school of music was headed by Rajd Man Sinéb:
He is supposed tohave been the founder of modern Dhrupad
style of singing. Dhrupad was subsequently defined by
Bhavadatta (1800 A.D.) in his Anapa Safgite Ratnakara.

A famous musician, belonging to this school, was Nayaka
Bakbshu, who lived also in the court of Raja Vikramajit,
son of Man Singh, went to the court of Raj3 Kirat of Kalinjar
when Vikramajit lost his throne and finally to that of Sultan
Bahadur &f Gujerat (1526-1536),

The two important works, belonging to this period, are
() Raga Darpana, which seems to contain a record, among
other things, of the proceedings of the conf of great
musicians, held under the patronage of Raz Man Singh
and (i) Mankutobala, a work in Hindi, compiled by the order
of Raja Man Singh. It was translated into Persian by Fakar
Ullah. .

MUSIC DURING THE REIGN OF AKBAR.

Akbar (1562-1604) was a great lover of music and gave
considerable encourngement to its cultivation The Ain-i-Akbari
gives a list of thirty-six musicians m the court of Akbar,
including the names of four or five Hindu? musicians.

It was in his time that Haridasa Svamin, the greatest
saint-musicien of his time, lived 1n  Vrindavan. He was the
teacher of the famous musician, Tanasen, who was known
as Tanna Mishra before his convertion to Islam, Mirabai, the
wife of the Rana of Udnipur, the well known great poetess
and musician; Tulasidas of immortal fame and Pundarika

1 B K, I *2, M. U., 20,
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Vitthala, the Jauthor of four works, preserved in the state
Library of Bikaner, (i) Sadragecandrodays (if) Ragamala (ti1)
Ragamsfijari (iv) Nertana Nirpaya, belonged to the reign
of Akbar. Pundarike attempted to evolve order out of chaas,
following the excellent principle laid down in the Safgita
Rstnikara, referred to earlier.  According to his own
statement in the beginning of the Sadraga Candrodays!, be was
asked to do so by Burhana Khan of Khandeds, who was
2 contemporary of Akbar.

MUSIC IN THE REIGN OF JEHANGIR.

ALbar’s successor, Jehangir (1605-1627), does not seem
to have much patronised Hindu musicians. For, the Tuzuk
and the Ikbelnamah do not include any Hindu name
in the list of the musicians of his court. The literature on
music in Sanskrit, however, continued to be written, and
systematically presented the new trends and contemporary
tendency. An important work belonging tq the first half
of the 17th century is the Sadgita Darpaga of Pandita
Damodara, son of Laksmidhara. Its importance was
recognised in  the uext  century  even by
non-Hindu i h as it was lated into
Persian and was recognised to be an anthority from which
extracts were taken for the compiation of the elaborate
chapter on music in the Persian book “Toft-ul-Hind" by
Mirzakhan.

Avother work of importance that belongs probably to
the close of the 17th century is the Sadgita Parijata of
Ahobals, son of Srikrspa.  This work also was trapslated
into Persian by Dinanatha, son of Vasudeva, in 1724 A. D.
The impoertance of this work lies in the fact that the
author describes the twelve notes, which he actually used

*1, M U, 22,




ARY OF MUSIC (SANGITA-KALX) 551

in singing, in terms of the lengths of the speaking wires of
Viga.
SUPPRESSION OF INDIAN MUSIC BY AURANGZEB.
Shahjaban (1627-1658) patronised both Hmdu znd
Mustim Musicians : for, according to the Aln-i-Akbari, the
principal musicians 1n his court were (i) Jagannitha, who
was given the title of Panditarija (Kaviraja?) by the
emperor, (ii) Dirang Khan, and (ii) Lol Khan who received
the title of Gunesamudra. The first twa were weighed in
silver and received Rs. 4500 each. It is interesting to note
that Jagennith Panditarsje, the suthor of the Rasaguiga-
dhara, the Bhaminz Vilasa etc., was a musician also.

But Aurangzeb, who succeeded Shahjahan, did his
best to suppress music and dancing in accordance with the
example of the Mohamedan Prophet, who was born without
an ear for music and, therefore, hsstily ascribed the
invention of harmony to the Devil, The Emperor deter-
mined to destroy them and a severe edict was issued.  Raids
of the police dissipated the harmonious meetings of
musicians and their instruments were burnt. One Fuday
as Aurangzeb was going to the mosque he saw an immense
crowd of singers following & bier and rending the air
with their cries and lamentations, They seemed to be
going to bury some great prince. The Emporor sent a
persan to nquire the cause of the demonstration and was
told that it was the funeral of music, slsin by bis orders
and wept by her children. °*I approve therr piety, said
Aurangzeb, ‘Let her be buried deep and never be hemd
apain,

Aurangzeb's sttitude was responsible for seeking of
the refuge under the powerful Hindu Princes of the time by
the talented artists. Such a musigian was Bbavabbafis,
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who belonged to the conrt of Raja Anup Siogh of Bikaner,
His known works are (i) Antpasabgita Ratnakara (i) Anapa
Vilasa nod (i) Andpanhuéa. And Hindu princes sustained
their interest in the fraditional music. Thus Mabarana

- Pratup Singh Deva of Jaipur, who ruled from 1779 to
1804 A.D,, called his Pandits and musical experts together
and got s standard work on Hmdustani music “Sangita Sira”
written.

SANGITA RATNAKARA VYARHYA, SETU,

Mabarana Pratap Singh Deva of Jaipur was not so
isolated lover of music in the 19th century in the princely
order of India, In the middle of the same century there ~
was another Indisn prince, Maharaja Vishva Nath Singh
of Rivan. who wss not only a lover of music but slso master
of the technique of the art of musict, He was the 30th
descendant of Maharaja Vysghra Deva, the founder of the
Rivan dinasty, He was born in 1789 and ruled from 1833
to 1854, He is represent®d to be Raga perzonified (Ragarapo
ngpendrah). Under his patronage and at his behest, the Setu,
the Brjabhasd commentary on the Saigits Ratnakara, was
writter by Pandit Gafiga Rama.

Pandjt Gafiga Rama was born fa a family, living o
Mathura®, He wrote the commentary after fully reflecting
over the views of the contemporary musical experts. He
seems to have given the name Setu to the commentary to
convey the ideas that it is the means to get across, to master,
the ocean of the knowledge of the science of music, incor-
porated in the Saigita Ratnikara, A manuseript of this
commentary is preserved in the Sarasvati Mahal Libraty,
Tanjore, as No, ¢}$588. It is written in Devanfigari characters.
It is complete and in o very good condition.

1. BR.S, (¥8)2 2. BR.S.,(M8}3,
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The works on music contmnued to be compiled by in.
dependent enthusiasts also in the 19th century. An important
work of the 19th century, written by an independent scholar, is
the Sangita Kalpadruma of Krsnananda Vydsa. And to the
present century belong the Saigita Kalpadrumadkura and the
Ragacandrika of Pandit Appa Tuolst of Hyderabad and
the Lakgya Sangita and the Hindustani Sahgita Paddbati of
reputed Pandit V. N. Bhatkhande.

RISE OF SOUTHERN AND NORTHERN SCHOOLS
OF INDIAN MUSIC.

Up to the time of Sarfgadeva, there was no indication of
any marked distinction between the Sounthern and the Northern
music. For, his authority is recognised by all Indian
musicians. The distinction seems to have arisen for the first
time due to the Persian influence on our music in consequence
of Mohameden conquest of the Northern India The first
lasting effect of the Persianinfluenceon the Northern music was
the adoption of a new basic scale, while the Southern School
retamed the traditional one, It is beheved that this is
primarily due to the exposition of the Persian music by Amir
Khushru, For, the basic scale of the Northern School is
the same as that of Snar, of which Ami Khushru was the
inventor.

The gulf between the Southern School and the Northern
widened when the former discarded the method of deriving
Ragas from Grama, Marchana and Jati as well as that of
classification of Ragss under the fanciful system of Raga,
Ragini and Putral, The credit of first formal systematic
presentation of Fifteen Melas and therr Janya (derivative)
Ragas, goes to Vidyaragya (1320-1380 A.D.), the author of
the Safigita Sara. They gave not only a new principle of

*. SME,LX, -
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deriving Ragas but also a scientific principle of their
classification.

Soop after, Locana Kavi, on whom we bave already
written, propounded twelve Meles in his Raga Tarafigipi and
classified his 75 Janya Ragas under them.! And Ramamitys,
who belanged to the 16th century A.D., ultimately accepted
the view that the number of Meles is Fifteen only, as an
alternative to that of Twenty Melas?, presented by him earlier,
asserting that the remaining five are implied in the Fifteen.

But Vidyaranya, Locans Kavi and Rimamatys do not
seem to have deduced Melas from any scientific principle. It
appears that they simply recorded such Melas as were in
vogue during their times. The sclentific basis of Melas was
the discovery of Venkatamakhin (Ist half of the 17th century
AD.) as presented in the Caturdandi Prakadika, He classi-
fied the Melas, according to their Notes. Their pumber was
determined by the possible number of combinations of dsfferent
Notes. Thus when be talks of 72 Melas, he does not mean
that be had found them in practice, but simply asserts the
possibility of this number on mathematical basis and points
out the direction of the future development of music®

Io fact Venkatimakhin himself discusses 19 Melas only
and clearly says that oaly these he found in use during his
time®, He vebemently criticises Ramamatya for admitting 20
Melas. For, Sarsiganita and Kedaragaula, according to
Ramamatya’s theory, are thoroughly identical. He is
equally eritical of Ramamatya's view of 15 Melas, His view
is that Ramamatya’s work is full of hundreds of mistakes®

Though Somanatha in his Raga Vibodba and Ahbobala
in his Safigita Parijata formulated different schemes of Melas;

*1. B1M,78. 2. BMEK., 27, S, CP, 425
4. O.P.52. 5, C.P, 63,
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yet, they, being too complicated for practical purposes, were
given up, Hence Vefikatamakhin's scheme, on eccount of
its scientific basis and practical ntility, was adopted and
is in use.

Among the important followers of Vefikatsmakhin may
be mentioned (i) King Tulaja of Tenjore, who wrote Safgita
Saramrta about 1735 A.D. and many other works on different
subjects, like Ayurveda and Jyovsa (if) Tyagarajs (iii)
Muttusvami Dikshita and (iv) Shyama Shastr, Of these
Tyageraja and Muttusvami Dikshita have established the
soundness of Vedkatamakhin's system in their immortal
melodies, composed in the new Melas of Venkatamakhin.

THE INFLUENCE OF THE MELA SYSTEM ON
NORTH INDIAN MUSIC.

The fact that Venkatamakbin's mela-Kartd method is
sound, scientific and practicable is testified by its adoption to
the Northern system of music, withont sacrificing any of its
specielities, by the greatest exponent of the Northern system
of music in recent times, Pandit Bhatkhande, is recognition of
whose great services and contribution to Hindustani music,
“Bhatkhande University of Hindustani music” has been
founded in Lucknow, He has done so in lus Sanskrit work,
the Lakgya Safgita, published in 1910 under a pseudonym,
in an attempt to establish the contemporary Hindustani music
on a sound basis, 5o as to make its study easy. Bhatkhapde's
system, in spite of many loopholes in it, has got 2 very large
following in the U.P. and Bengal and is looked upon as
the best suited for learning and teaching music in an easy
manner,

*1. H.M,21.



CHAPTER XII

PHILOSOPHY OF MUSIC

 Philosophy of music in Indis kas engaged the attention
of the philosophers from the time of the Chandogya Upanisad
to the present day. The problems, which have been attempted
in this context, are: What is the ultimate origin of the musical
notes ? What is the nature of experience that music arouses
at higher =sthetic levels? How is the power of effective
production of musical notes to be’ncqulred 7 Why is music,
as & means ta the grasp of the Ultimate Reality, prefersble
to the practice of Yoga ? What are the influences which
have been responsible for the devel of by of
music ?

PRy

And solutions to them have been attempted primarily in the
light of the Saivagamas, both monistic and dualistic, Abhina-
vagupta inhis Tantriloka attempts some of them from the monis-
tic and Srikentha in bis Ratoa Traya and Ramakegths in
his Nadakarika do so from the duslistic point of view of the
Saiva philosophy. In the texts on Yoga such as the Hatha-
yoge Pradipiks, in the course of the presentation of various
Cekras, there are references to the parts of these Cakras, the
concentration of the vital air at which leads to the perfection
inmusic. And Sarhgedeva in his Sahgita Retnakara not
only follows the Yogic view but also briefly propounds Nada-
Brahma-Vada. Kallinatha and Sitha Bhapala in their
commentaries naturally follow him, In the Bhigavatam,
Skanda 12, Ch. 6, the problem of Nada is discussed and
Nageda Bhatta in bis Laghu Maiijusi refers to it in the course
of the discussion on the ultimate origin of the musical notes.
And Pandit Sabhipati Upadhyaya iz his commentary o0 the
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Laghu Matijisa and Pandit Sarya Nardyans Shastri in his
commentary oo the Vakya Padiyam (Brahma Kinda) have
tried to develop certain points, connected with the problem,

RECOGNITION OF THE SPIRITUAL VALUE OF
MUSIC IN THE CHANDOGYA UPANISAD.

The spiritual value of music was fully recognised in the
Upanigadic pertod, For, in the Chandogya Upamsad there
is the injuction about the Udgithopasana®, contemplation on
the Brahman by singing Udgitha, the sacred syllable “Qm”
or the second part of the S3 da, in a i with
the instrumental music of Viga®. That Udgitha leads to the
realisation of the Ultimate, 1 the opinion of no less authority
than the Ratna Prabha®, Yajfiavalkya also held that musie
leads to the final emancipation, as las already been pointed
out eatlier,

ABHINAVAGUPTA’'S PHILOSOPHY OF MUSIC.

Abbinavagupta’s philosophy of music is based upon
the monistic §aiva philosophy, as presented in the Saivagamas,
such as the Paratrimsika, the Vijigoa Bhairava, the Kulagah-
varn, the Tridwrobhairava ete. asis clear from references to
them in the Tantraloks, Ahnika III, wherein he discusses jt.

Music is couzcerned with sound, both articulate and
inarticulate, Naturally, therefore, philosophy of music is
discussed by Abhinavagupta, in the light of what the
Saivagamic texts say on the ultimate source of all sounds;
because music, by common consent of all those who bave
given serious thought to 1t and have written on it, not from
the sensuous but the spintual point of view, is admitted to
lead to the experience of such an ultimate source,

There are three important points of the monistic Saiva
metaphysics which have to be remembered in order to

1. Ch.U,1,1,1. 2 ChU,L 76 3 B B8, (Comxu.) 34330



538 CHAPTER XIf

d d fully Abhinavegupta's philosophy of music : (i)
that the $aiva theory of reﬂectmn implies that the entire
unjverse is related to the Ultimate, exactly as the reflection
of an external object is to a smooth surface like that ofa
mirror ¢ (if) that the Ultimate is unity in multiplicity ¢ it is
indissoluble union of the light of consciousness (Prakasa) and
freedom (Vimar$a or Svitantrya): (i) that the universe is
broadly divisible into two, the expressive sounds (Vicaka)
and the things for which expressive sounds stand (Vicys),
the latier being essentielly of the mature of the lightof
consciousness (Prakasa) and the former of that of the freedom
(Vimatéa), These points may be elaborated as follows : —

The theory of reflection (Bimba-pratibimbavada} has
metaphysical, epistemic and msthetical implications. It
attempts to esplain the relation of the manifested universe
to the Ultimate from metaphysical point of view. It shows
that the unity of the Ultimate remains unaffected in spite of
the reflection of the multiplicity of the universe, exactly as
the unity of mirror remains o in spite of the multiphcity of
external objects being reflected on it: that the reflection is
essentially identical with that on which it Das its being ; the
universe, therefore, is essentially of the nature of consciousness,
idea or thought : that the universe has no being independently
of the Ultimate, exactly as the reflection has no existence
separately from the reflecting suriace: that the external
object that casts reflection is ot the material cause of it, but
the finstrumental only; therefore, the reflection is not necessa-
tily due to the external ; for, while there is fixity in regard to
the material cause, there is nothing of this sort in respect of
the instrumental cause; for, while clay alone can be the
moaterial eanes of an earthen jar, 2nd, therefore, is  absolutely
necestary for the being of it, rod (Dands) is not so; because
the wheel can be tet in motion by the hand without it?; the

1. T.A. Vol, 15,63,
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reflection of the universe on the Ultimate is, therefore, admit.
ted to be due, not to an independently existing umverse, but
to the power of freedom' (Svitantryadakti): and that this
power of the Ultimate to mamifest reflection 15 limitless®,

.

From the epistemic point of view it attempts to explain
the phenomenon of knowledge. 1t asserts that perception is
due, not to different types of contacts of senses with different
external objects (Sannikargas) as conceived by the Nyaya.
Vaidesiks, but to the reflectionof an external object on a sense
of perception : that each sense of perception has only & limited
power of receiving reflection so that the sense of sight is capable
of receiving the reflection of visible objects only and so on:
that the tintellect’ (Buddhi) also is like a mirror and receives
the reflection not only of what 1s reflected on an external sense
but also of what is remembered : that the tense remembrance
makes the object stand visually before the eyes: that the
object in this case is reflected in the external light®: that
what is reflected in consciousness (Sathvid) shines as non-
different from it, but what is reflected in the ‘intellect’ (Buddhi)
shines objectively as separate from the self-consciousness e.g.
the objects of imagination and dream® : that in the case of
perception of reflection 1n a mirror, it is not that the rays of
the sense of sight, having been turned back by the mirror,
grasp the figure of the person who stands before it, as some
followers of the Nyaya hold,® but the object of perception is
the reflection in the mirror itself : that the grasp of reflection
in the mirror is not erroneous knowledge, but different from
both the true knowledge and the erroneous ¢ that the pleasant
aud painful expeciences of others alsa get reflected in the
perceivers of them; for instence, the pleasure of two young

1. T.A., VolIL (Commy} 32 2. T.A., Vol II, 910

8. T.A., Vol. IT, €2-70. 4 T.A, Vol 1L, 701,

5. T.A, Vol.II,13.
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persons of opposite sexes, enjoying in e situation of Jove, is
reflected in the spectator and arouses appropriste reaction;
the painful feeling, experienced by another in consequence of
getting a severe blow, is also reflected in the spectator so as
to make him faint?, ¢

From the wsthetical point of view the theory of
reflection scconnts for the comic and tragic experiences
from dramatic presentations of different types, viewed
objectively, These experiences are due to the reflection
of the presented experiences, as stated just sbove. They
are not true inso far asthey are momentary and are due
to objects, in the creation of which memory and imagination
play important parts.?

In the context of wmsthetics, reflections are admitted
tobe of two types, according as they shine as one with
self-consciousness or as separate from it i, e. objectively.
The objective cognition of the reflection is due to ths
relation of the reflection with the mirror-ike ‘intellect’
(Buddhi) es in the case of dream or imaginative grasp of
what is pictured up in imagigation. In these cases the
appearance of reffection on the mirror of Buddhi is due to
the power of unconscious remembrance and that of
imagination respectively. According  to the theory of
reflection, under discussion, the appeirance of reflection os

P from the self-consci is due to the limitation
of self-consciousness, ta the individnalisation of the pure
light of i to the app of it as hedged

by ‘internal sense’ (Antah karpa). Therefore, when the

self is free from limitations, gets deindwidaahsad, rises

to the level of pure conscrousness, above tha limitatton of

‘internal sense, the reflection shines as one with itas in

the Absolute, the Transcendental Self, the Mahesvara.
V. -T. 4., Vol. IL 45, 2. T, Au Vol, II, 512,




PHILOSOPHY OF MUSIC 561

Hence at the Kathartic level of the musical experience
the harmonious combation of musical notes Is reflected
on the deindividualised self and shines, not separately
and objectively, bat a5 one with it

EXPERIENCE OF ANANDA AT THE TRANSCEN-
DENTAL LEVEL OF ZSTHETIC EXPERIENCE
FROM MUSIC.

The second point of the monistic Saiva metaphysics
ta be clearly understood, as pointed out earlier, for fully
grasping Abhinavagupta’s philosophy of music, is that the
Ultimate is the indissoluble unity of the light of consciousness
(Prakags) and freedom (Vimarfa or Svatantrys). The
monistic Saiva holds thst the Ultimate is not static but
dynamic, It munifests the entite umverse from withio,
The universe, even swhen manifested, remains within the
Ultimate and has no existence independently of it, exactly
s the ideas which have potestial being ia the individual
subject, even whea externally manifested, as jn dream or
imagination, remain within the individual subject and have
no being independently of him This topic has been
discussed in its various sspects in Abhinavagupts : An
Historical and Philosophical Study, History of Philosophy
Esstern snd Western (Kashmir Saivaism) and Chapter 11
of the present work.

The problem, which is raised in this connection and
which is very important from the point of view of phnlosophy
of music, is : 1f Visarga, Svatantrya, Vimar$s and Anands
stand for the same power of the Ultimate and, therefore, if it
be admitted that all that is esternally manifested by it, is
essentially *blissful’ (Anandamaya), is not such an admission
agaiast the fact of experience 7 For, in actual experience we
find the worldly objects painful or pleasant, And the answer,

”1
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that Abhinavegupta gives to it, is that the external objects
are painfol or pleasant, when they are related to the
individuality of the perceiving subject, when they are
viewed objectively and purposively, when the relation
between the subject znd the object is utilitarian, But when
the utilitarian relation is substituted by the sesthetical, when
the object is viewed without any objective purpose, when
the perceiving subject is free from all elements of indivi-
duality, when object is reflected on deindividualised self,
it is pot experienced as either pleasant or painful, but simply
produces a stir in the universalised self of the percipi
brings about the predominance of the Ananda aspect of the
self. This is exactly what happens when an ®sthete hears
sweet music.” Now if the music or any other zsthetic
object be not essentislly of the nature of bliss or Para.
Brahman how conld it manifest the aspect of «bliss' (Ananda)
of the deindividealised subject?? The msthetic experience
from music, according to Abhinavagopta, is the experience
of 'bliss’ (Ananda) nt the transcendental level’, Accordingly
he holds that Sabpdaya or msthete isone who is capable
of rising to the transcendental level. Therefore, one who
cannot cast off the limitation of body etc. and rise to the
transcendental level is ‘not-zsthete’ (Abpdayat).

METAPHYSICAL BASIS OF THE MUSICAL NOTES.

The third point of the monistic §aiva metaphysics that
fs important from the point of view of philosophy of music
is the conception of the Ultimate as unity in multiplicity,
8s pointed ont above  The Ultimate, according to the Saiva,
is the indissoluble union of the light of consciousness (Prakada)
and freedom (Vimarfa). The crestion is divided into two
types: (1) evpressive sound (Vacakadsbda) and cxpreicd_

L T. A, Vol. I, 500. 2. T. A, Vol IT, 2189,

3. T.A.,(Comm.), Vol. IL, 200-1. 4, T.A., Vol. XL 228,
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object {(Vacya artha). In the manifestation of the xﬂ}( the
Prakada aspect predominates : but in that of thd “former
Vimarda domi L. Asthe if of the letters oﬂ@b\
alphabetic system, of which all words, which stand fef
different objects, are made, it is spoken of as Para §skti or
Para Vak’. Just as the light of consciousness is called
Bindu, because it does not lose its essential nature of being
transcendental light (Para Prakada®), even when it manifests
the inoumerable limited subjects and objects; so the “freedom’
or Vimat$a 1s called Nada, or rather Para-Nada, because it
does not lose its essential nsture of ‘freedom’ even when it
manifests tself in the form of the principle of life (Jivakalif)
in all living organisms and, therefore, tn all expressive sounds,
combinations of them and the varicty of expressible limited
thoughts. It is called §abda or Para Vak, because it thinks
the universe to be in relation of identity with itself.

This Vimarda, Nada or rather Parz-Nada or Para Vik
is the state of perfect unity of sounds, not gross, bat the
subtlest, from which all gross sounds and thoughts spring.
It if jtsell in jon in three states, Pagyanti,
Madhyami and Vaikharl. It s unity of all powers, which
we find in gross sounds. It is ever present in sll the limited
subjects as identical with their self-consciousness, not ag
associated with body, intellect etc., but as transcending all
of them. It is s state of perfect identity of expressible
idea and expressive sound, In the subsequent states,
Padyanti, Madhyama snd Vaikhari, there is gradusl rise of
the distinction, In the first the distinction 15 very subtle so
that there is a very fant awareness of sound as distinct from
ides, in consequence of which it is called Pafyantl. In the
second there 15 simply mental awareness of the distinction,

1. T.A., Vol. 11, (Comm.} 74, 2, Bh, Vol 1, 230.
3. T'A, Vol IL 116.7. 4 TA, Vol IJ, (Comm.) 119,
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1t is midway between Pafyanti and Vaikhari, Therefore,
it is called Madbyama (middle state). In the third the
physical distinction of sound from thought becomes clear,
because of the production of the physical sound by the
speech-organs, It is called Vaikhari, because it belongs to
the physical levell, ' .

PASYANTI AND MUSICAL NOTES.

The Saiva monist metaphysically accounts for, not only,
the articulate sound that is expressive of human idea, but
also for the inarticulate musical notes, on which vocal music
is based. The musical notes, though produced by the passing
of air through differtnt places of articulation, are recognised
to be inarticalate, because they do not involve clear pronun-
ciation of letters, Beauty or musical sweetness of Alapa
textension of notes' depends upon the absence of division of
the sound into letters.

Now the question nrises: *What is the place of the
musicsl notes ia the Saiva metaphysics 2 And in reply the
Sm’vln asserts that each of the three, Podyanti, Madhyama and
Vaikhari, isof three types, gross (Sthald), subtle (Scksma)
and transcendental (Para). And the musical notes and their
‘extention’ are nothing but gross Padyanti} o, to put it in
popular language, they belong to gross Padyanti. They are
the sounds, produced by organs of speech, eliminating the
effort that is necessary for clear articulation. They are
sweet, because they are not articulate  For, it is the articu-
lation that produces harshness.?

IDENTIFICATION WITH PARA-NADA IN MUSICAL
EXPERIENCE.
From what has been stated above it is clear that the

1. T.A, Vol, 11, (Commm,)) 325,
2. T, A, Vol. 11, 926, 3. T, A, Vol11, 287
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musical notes are in the closest relation with Para-Nada ;
becavse they belong to Padyanti which is the immediate
mantfestation of Pard or Para-Nada and, therefore, has
closest similarity with it. Hence the concentration on musical
notes leads the bearer to the transcendental level! exactly as
approach to the light of gem leads to the gem itself and thus
brings about identification with Para.Nada, Musical experi-
ence &t the transcendental level, therefore, is the experience
of Para.Nada or simply Nada, Hence the Philosophy of
music is called Nada-Brabma.Vada. This may be spoken
of as the experience of Ananda ; becsuse Vimards, Ananda,
Pars-Nada etc. stand for the same aspect of the Ultimate
from different points of view.

NOTES, PRODUCED BY MUSICAL INSTRUMENTS,
AND MADHYAMA.

‘We have stated above that each of the three, Padyanti,
Madhyamz and Vaikhari, has three forms, gross, subtle and
transcendental, Therefore, just as the musical notes, produced
by the human organs of speech, belong to gross Padyantt, so
the musical notes, produced by the musical instruments, belong
to gross Madhyama. For, the characteristic of Madhyama
is partial clarity and partial unclanity or obscurity. And that
is found in the notes, produced by musical instruments ;
hecause there is clarity 1 so far as the notes produced by
them are clearer than those produced by human orgaps of
speech, but there is also Jack of clarity in so far as the set of
tounds is not distinguishable into letters.?

SUBTLE AND TRANSCENDENTAL FORMS OF
PASYANTI, MADHYAMA AND VAIKHARI,

The subtle forms of Padyanti snd Medbysma have

reference to the psychological process, involved in the

1. 8. B, (4n) 31 2. T, A, Vol 11, 228,
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production of musical notes. Every act is preceded by the
will (Techa) to do. And jn willing, the object of will does
not figure clearly, The musical notes, to be produced by
the human organs of speech or strokes on a musical instrument;
which form the objects of the volitionsl activity for their
production, belong to the subtle padyanti and Madhysma®
respectively.  Similarly articnlated letters of a word or
sentence are due to gross Vaikhari® and their indistinct
appearance s the objects of will to the subtle Vaikhari. -But
in their transcendental form they are all in a state of identity
with the Upiversal Self, Siva,

HARMONIOUS UNITY OF NOTES AS THE
ESSENTIAL OF CHARM IN MUSIC.

Artistic beauty is essentially bharmonicus unity of the
contents of a work of art (Avibbagaikaropatvam madbu-
tyam). In drama and poetry it is the barmonious unity of
the situation, mimetic changes, transient emations and basic
emotion that constitutes their beauty. And in vocsl and
fnstrumental music it is the harmonious unity of the musical
potes, produced by humsn organs of speech or musical
{nstruments that makes them beautiful. The power of music
to draw the buman heart springs from the said vnity. Itisa
fact of experience. The statement of reason to explain it is,
therefore, unnecessary.

YOGA AND NADA.BRAHMA-VADA.

The Nada-Brak or Philosophy of music develope
under the influence of Yoga, in its practical aspect. It adopts
the Yoga-Physiology, which admits Ten Cakras or places in
the physical organism of 8 human being, checking of vits! air
{Prana) at which leads to different stages in the realisation of
the Ultimate. They are referred to in the Safigita Ratnakara

g

1. T, A, Vol I, 251, 3. T.A., Vol II, 230.
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(An,) 26-30. ‘They may be presented as follows {—

(1) Adbdra-Cakra: Itis & place in between anus and
penis, It is like s lotus with four petals, By checking tha
vital air at each petal & different type of bliss is experienced.

Kundalini : In Adbara Cakra there is a cord, coiled up
like a serpant. It is the power of neiscience embodied, It
closes with its mouth the lower opening of Susumna, (the
central pipe, passing of the vital air through which leads to
the realisation of the Ultimate, according to the Yoga ¢ the
other two pipes, through which we ordinarly inhale and
exhale, being called Ida and Pingala, one terminating in the
right nostril and the other in the left). When on account of
follawing ‘the vacious instructions, given in the books on
Yoge, the movement of the vital nir through the ordinary two
pipes, Ida and Priigals, 1s completely checked and there is
the unjon of the Prapa and the Apana!, the gastric fire 15
roused and the Kupdalini feels 1t and begins to move. It
straightens itself and proceeds upwards. The result is that
the lower opening of the Susumna is opened. The Yogin
then has to force the vital arr into the Susumpi so as to
bring ebout the dissolution of the three knots, technically
called Brahma, Vignu and Rudra Granthis, so that the Kunda-
linl may find no obstruction in straightening itself. Thus
when the Kundalini straightens itself up to the Brahma
Randhra, the upper opening of the Sugumpd, it prerces the
lotus with thousand petals, that is in the head and 10 which
the nector is, makes the nector flow and thus gives immorta.
lity to the Yogin.

(11) Svadingthana Cakra : At the root of the penis there
is o place with six petal-itke parts. It is called Svadiisthana
Cakra. It is the abole of sex-power (Kamafakt), In

1. H.Y,P, 23
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consequence 'of concentration of the vital air in different petals
there ariscs the predominance of different mental tendencies.

(I11) Maniparaka Cakra : In the navel, the place with
ten petallike paits is colled Manipuraka Cakra, It is the
abode of vital air, On account of concentration of the vital
air in different parts certain mental tendencies come to
forefront.

(1V) Anzhata Cskra : It is situsted jn the heart, has
twelve petallike parts and is the abode of Siva, There are
well recognised effects of the concentration of the vital air in
different parts of it.

(V) Viéuddhi Cokra : Itis inthroatand is thesbode of the
goddess of learning. It bas sixteen petal-like parts, This Cakra
15 important from the point of view of Indizn musicin so far as
concentration of the vital air in petals from nine to fifteen and
contemplation on the seven notes, Sadja etc., is admitted to
Jead to the perfection in their production and doing the same
in the second petal leads to the perfection in the singing of the

- part of the Sama Veda, called Udgitha.

. (VD) Lalana Cakra : It is at the root of the tongue. It
bas twelve petel-like parts. Concentration of the vital air on
each of these leads to a separate result.

(VI) Ajia Cakra : It is between the two eye-brows.
It has three petallike parts. Concentration of the vital air
on the first second and third is admitted to lead to the
manifestation of Sattva, Rajas and Tamas respectively.

(VII) Manas Cakra ; It is just above the Ajia Cakra.
It has six petal-like parts. And there is a separate effect of
the concentrotion of the vital ait on each of them.

(X) Soma Cokra ¢ It is just above the Manns Cakra.
It bas sixteen petallike parts, And result of the concentration
of the vital air on each of them is stated.
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(X) Sudhadhara Cakra : At the Brahmu-Rnndhrﬁthgre
is & place with thousand peta] Llike parts and it is cfljgﬁ
Sudhadhira Cakra. It is 50 called because it contains nector,
the flow of which brings about the development of the body.

IMPORTANCE OF THE CAKRAS FOR MUSIC.

Of the ten Cakras, stated above, the three (i) Anahata
(i) Vi$uddhi and (ifi) Lalana are important from the point of
view of Indian music. For, the concentration on certain
parts of them is said to lead to perfection in the production of
music and on others is recognised to destroy the power of
musical production. Thus the concentration on the first, eighth,
eleventh and twelfth parts of Anabata Cakra; on the eight
parts of the Viduddhi Cakra, from the eighthto the fifteenth;
and on the tenth and the eleventh parts of the Lalard Cakra
is admitled to lead to the perfection in the production of
music. Superb music, however, 1s admitted to be due to the
concentration of the vital ait or Jiva in the Brnhmca Randbra,t

MENTAL CONCENTRATION ON NADA AS A
MEANS TO LIBERATION.

Yoga is recognised to be of two types () Hatha
Yoga and () Rajayogas. The former leads to the latter,
In the works on Yoga such as the Hatba Yoga Pradipika,
the mental concentration on Nada, (tbe sound that is in
the Susumnpd, whick is made clear by the practice of
Praniyams,) s & recognised means to the liberation and
s celled Nidopasand. It is ove of the Que Crore and a
quarter of the means to iberation, pointed out by Adintha
or &iva, Nadopasana is admitted to be the most
important among them? It was propounded by Goraksa
Natha and is recognised to be the easiest.

1o B R, (An) 269, % H.Y.P, 209
72
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Theré are four stages in Nadopisana., At the first
stage, techmically called Arambha (beginning), the knot
that is in the Anihate Cakra and is technically called
Brahma.Granthi, is pierced through by the force of the
vital air and pleasing musical sounds, similar to those produced
by the ornaments of a lady, are heard in the heart, They
are not products of strokes (Anahata), In the second stage,
technically colled Ghatavasthd, because in this the vital
air is concentrated in the throat and Prapa and Apina
and Nade and Bindu are united?, the knot, technically
colled Vispu-Granthi, that js io the throat, is pierced through
and o musical sound, similar to that produced by a drum,
is heard, In the third stage, called Paricaya, a musical
sound, similar to that of musical instrument, called Mardala,
is beard in the place between two eye-brows. In the
fourth stage, called Nigpatti, the knot that is in the Apa
Cakrs, that is between two eye-brows, is pierced through
by the vital (air. At this stage the vital air reaches tbe
Brahma-Randbra and musical sound, similar to that of Vip3,
played upon, is heard,

At this stage there is the disappearance of all objects
luding that of the lation (Laya?) and self shines
in its aspect of bliss. The experience of the Yogin st
this stage, therefore, consists in the contnuous bliss.
Nadopasana is, lhere[org, recognised to be sure means to
spiritual bliss. There are other essier methods also
to concentrate on the unproduced sound; (Anzhata Nada®),

AHATA NADA AS A MEANS TO LIBERATION.
Nada is of two types (i) Ansbats or the sound that is
notdue to - stroke, snd (i) Ahata or that which is due to

1. B, Y, P, (Cororn } 205, 2. H.Y.P, 185
8 H.Y.P,200a0d &
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o stroke. The former, which is the object of mental
concentration of the Yogin, who practizes Rajayoga, has been
dealt with m the earlier section. From what has been said
it is clear that 1tis very difficult to concentrate the mind
on the unproduced sound. For, tt presupposes the practice
of Hatha Yoga, which is so very difficult in itself. More.
over the unproduced (AnZhata) sound is not attractive or
charming? and, therefore, does not draw the mnd to rest
onit. The produced sound, on the contrary, such as that
of song, being sweet and charming, draws the mind and
is recognised to be equally capable of serving as a means
to liberation, The authorities on music, therefore, assert
the importance of music.

NADA-BRAHMA-VADA OF $ARNGADEVA,

Sarfigadeva, the nuthor of the Sangits Ratnakara,
identifies Nada with Brahman and attributes all the important
attributes of the Brahman to Nada. According to the
interpretation of the commentator, Kallinatha, the Nada-
Brabmavada developed under the infl of the Philosophy
of Grammar. Nada-Brahma was conceived on the analogy
of Sabda.Brabma, Sphota or Para* of the Grammarian.
Just ss the Indisn Grammarians admit Sphota to be the
ultimate cause of the articulate sounds; so the musicians
hold that the musical sounds, Sruti, Svara etc., spring from
the Nado, Thus it is clear that the idea of the $abda-
Brabman as the cavse of articolste sound gave rise to the
conception of & distinct cause of the musical sounds under
a distinct name *Nada® or ‘Nada-Brahman® and attribution
of all the attributes of the former to the latter naturally
followed.,

1. B.R., (4n.)s0. 2. 8 B., (An) 31,
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NAGES BHATTA ON THE ORIGIN OF MUSICAL
NOTES.

A view of Nada is propounded in the Bhagavatam. It
is quoted by Niageda Bhatta in his Laghu Mafijaga in the
course of his presentation of the theory of Sphots. Nagesa
maintains that Sphota is nothing else than inmer mystical
sound or Para-Prapava, which is but another word for
Brahman (Sa cdyam Sphotah Antaraprapavarapah L.M., 369)
and quotes as follows z—

Samahitatmano brahman Brahmanah paramesthinah

Hrdyakagadabl do vrttirodbadvibbavyate,

And Pandit Sabhapati in bis y on the Loghu
- Mafijasd clearly asserts that this Nada is also called Sphots
(Nadah Sphoto vetyucyate L.M., 37I). Nagesa Bhatta
identifies Nada with Sabda.Brahma, (Asmadbindoh &abda-
brabmaparanamadheyam—Nadamatram. (L.M,, 145).

In fact Nagesa Bhatta in his Laghu Mafijoga (Page 148)

in the comrse of his discussion on various aspects of sound

(Vak) quotes from the Vskya Padiyam the following
verse 1 —

Vaikharys madhyamayaéea padyantyadcaitadadbl
Anckatirthabhedayastraiya vicah param padam,
And interpreting the word “Anekuﬁnhabhedsyah" he divides
the sound into two (i) articulate (Si§gnvynktavnrx_mmp§) and
{ii) inarticulate (Apabhbysts) and brings under the second the
sounds produced by musical instruments such as drum,

flute and Iute, Thus Nageda holds Nads or Sphota to be
the ultimate origin of the musical notes,

. And following him, Professor Sarya Narayaps Sukla in
his commentary on the said verse subdjvides each of the
B t:l'!'ree aspects of sound (Vak) (i) PaSyanti (ii) Madbyama and
{ifi} Vaikbar into three () gross (Sthala) (i) Subtle (Sahsma)
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and (jif) transcendental (Pard). And esplaining the subdivi-
sions, he adds that the musical notes, produced by an expert
singer, which are characterised by the absence of the
articulate sounds, belong to the gross PaSyanti, This very
sound, when 1tis merely an object of will for tts production,
belongs to subtle Padyanti. But when 1t does not figure in
consciousness even as an object of such a will, it belongs
to transcendental Padyantt, and so on, And similarly he
asserts that the sounds produced by musical instruments?
belong to gross Madhyam3.

Thus it is clear that what Sirbgadeva says about
Nada-Brabma is well accepted by the Phiosophy of Gram.
mar. He stmply gives apother name to Sabds-Brahma, i.e.
Nida-Brabms, which better suits the context of music and
that Sarya Narayepa Sukls, in his elaboration of Nageda’s
view repeats what hiad been said on the subject by the Saiva
thinkers like Abhinavagupts, whose views on the subject
have already been presented,

It may be pointed out here that though the contemporary
scholars hold the view that there is difference of opinion
between Bhartrhari and NageSe on the relation of
&abda-Brahma and Sphota in so far as the former holds them
to be identical but the latter mamtains that Sphota is the
Nads aspect of the Madliyama (Madkyamayads yo nadaci
4ah tasyaiva sphotatmano Vacakatvam. L M, 151). But it
may be remembered that Nige$a in the course of his
presentation of the order of creation is distinctly under the
influence of the Saivigamas or Ssiva-Tantras. For, be
distinctly quotes from the texts like the Prapaiicasara.
Accordingly he presents the order of the creation as follows :—

When the accumulated effects of the past deeds of the
sauls {Karman) msture, the two, Miya and Purvsa, spring

1, V.P., (Comm, Sirya Nariysps) 117,
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from the Lord%. This Miya is nothing but the desire for
creation.  From Miya, Bindu, whichis nothing but Sakti,
comes into being. It bas two aspects (i) sentient and (i)
insentient. The former is gross Bindu end the latter is Avidya,
which is nothing but the sem total of all residual traces of
both words and their meanings. Nada is the mixtore of the )
two, In the very pext para he says that from the Binda
springs pure Nida (Nzda matram?®). It is withont distinction
of letters. Element of knowledge predominates ja it
Sentiency is ore of its aspects. It is o state of the Lerd that
is peceszary for creation. It is called Sabdz-Brahma or
«Parz-Vak”, Tkongh it is cmnipresent yet it becomes manifest
in the Malidhirs, in consequence of the movement that is
dee to the rise of desire in an fndividual to speak,

Tkus we find that Nageds Bhatta in the conrse of bis
presentation of the theory of Sphota, identifies Sphota with
the inner mystical somd (Antara pranava or Brabman). This
Spheta is identified by the commentator with Nadal, Furtker,

. in tke covrse of the presentation of the order of creation, be
speaks of the rise of *“Nadamatra™ from the Bindn and speaks
of #“Nzdamztra” 2s “Sabda-Brabma”. From this it seems
to be clear that he holds Nida or to be more sccrrate
s«Nzdamatra” “Sabda-Brahma” aad  «Sphota” to be
identical.

Bet then the question arizes “Does he contradict himself
when ke represents Sphota to be the Nizda aspect of
Madbyamz®, A careful stedy of the possages makes one
thick that there is no contradiction. For, the former refers
to the crigina) Sphota and the latter to the Sphota to which
the mezning is related. For, he definitely says *Tatra

L oLaL, 1424 2. L3, 145
3, Lat,37n 4 LAL, 151
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madhyamayam yo Nadarhéoh tasyaiva sphotatmano vacaka-
tvena skgatth" (L.M., 151).

PHILOSOPHY OF MUSIC IN THE LIGHT OF
THE SIDDHANTA SAIVA DUALISM.

The common point in all approaches to the philosophy
of music is that it fs based on the conception of *Nida'.
Abhinavagupta accounts for the musical notes, produced by
organs of speech and musical instruments, 1 terms of Para-
Nada through gross Padysnti and Madhyama respectively.
Nzgeéa Bhatta follows Abbinavegupta in so far as he
identifies Nada or, to be more exact, “Nide matra" with
Sabda-Brahma and, interpreting the word *Anckatirtha” in
Bhartrhari’s verse *Vaikbaryd madhymayadca” etc. he
divides sound into two types (1) articulate aud (i) inacticulate
and brings uader the latter the sound preduced by the
musical instruments, such as drum, lute and flute, And
Professor Surya Narasyan Shastri, elaborating on it in the
light of what Abhinavagupta said on the subject, accounts
for musical notes, $adja etc., in terms of the gross Padyantf,
as has already been stated. Thus, Nada is admutted to be
the ultimate source of all sounds, articulate or iparticulate,
alphsbetical or musical. But the anthorities differ from one, .+°
another as regards the exact position of Nada 1o differen
metaphysical systems. Abhinavagupta, in the light of the
monistic Sava Philosophy identifies it with the Vimarsa aspect’
of the Absolute and speaks of it es Para-Nada, According to
bim, Vimar$a, Svatanirya, Par3, Spandz and Para.-Nads
stand for the same aspect of the Ultimate from different points
of view. According to Nage$a Bhatts, however, Nada or
Nada-batra emanates from Bindu, which 1n its turn comes
into being from the creative will of the Lord (Purnmeévarn),
techpically called ‘Maya vett. The view of the dualistic
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Safva Philosophy in regard to Nﬁdé may be presented as
follows :—

The Siddbanta Saiva Dualists admit two sets of cate-
gories (i) primary and (i) dependent. The primary cates
gories are three (i) Pati (i) Pafu and (i) Pada. The
dependent categories of PaSa (bondage) are five: (i) Mols
(i) Maya (i) Karma (iv) Nirodhadakti and (v) Bindu.

BINDU AND NADA.

Music is concerned with sound, both articulate and
inarticulate. The philosophy of music is, therefore, connected
with the ultimate source of sound. According to the
Siddhanta Saiva Dualism, the ultimate source of all sounds
is Bindu, which is also called Para-Nada, to distinguish it
from Nada which evolves out of it. The Siddbaata Ssiva
conception of Para-Nada or Bindu is different from that of
Kashmir Saivaism in so far as 1t s not an aspect of the Ultis
mate, but a dependent category of the third primary category.
It is also distinct from that of NigeSa Bhatta in so far as it
does not spring from the will of the Lord (Puramesvams
Mayavstti ), but exists ind dently of Him i 8s
it is recognised to be the material cause of the pure creation,

» Which has being as independently of Parama Siva, the
fiicient cause, as clay has of the potter,

" Bindu is eternal, It forms the object of the ever active
power of knowledge of Pali at the time of universal anmhila-
tion, when there is no objective world. It serves as the
material cause of the ‘pure creation’ which consists of the
pure categories and the pure worlds in which the liberated
live. The pure categories, Sakti, Sadasiva, Iévara and
Vidys, evolve out of it when it is stirred by the Lord:
Accordmgly in universal annihrlation all that evolves out of
it meges hack fnta it It s elso conceived as on jmpurity
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because it is the matter of which the bodies of the pure beings,
such as Mantramaheda, Manfrefa and Mantra are made up.
They live in the pure world beyond the world of Maya and
are partly free in so far as they ate free from the impurities
of Maya and Kerma, but are not perfectly free inasmuch as
they have the impurity, calied PaSutvamala and are possessed
of bodies, made up of Bindu. And finally it is admitted to be
the cause of the Nada, which is very mmportant from the pomnt
of view of the philosophy of music. That is as follows :—~

This system admits that the creation is of two types
(i) pure apd (i) impure. The former is charactensed by
indeterminacy and the latter by determinacy, The one
is due to Siva snd the other to Ananta etc., to whom the
power of creation is - delegated by the Lord. But the deter-
minacy in the created presupposes determinacy in the thought
of the creator. Butit (determinacy in thought) is due to
the inner expression in subtle words. The question, there-
fore, arises: “How can there be determinacy in the
thought of Ananta without its inner expression ?” To
account for determinacy in the thought of the creator of the
impure world, the Siddbaata Saiva duabist asserts that
out of Bindu evolves Nada, the subtle sound (Sabda) which
constitutes the body as it were of Ananta and gives determis
nacy to his thought to enable hin to proceed with impure
creation, and that this evolution is due to tke stirring of
the Bindu by the Lord.

The two points which have fo be noted in this
connection are (1) that the Bindu as the origin of the. subtle
sound (Nida) is called $sbda-tattva, Brahmap, Para-Nada
etc. and (u) that Nada is due to the first motion, the original
motion, produced in Bindu by the Lord. Exponents of the
philosophy of music from the point of view of the Siddbanta
&aiva Dualism, therefore, hold, in consonance with the

73



578 CHAPTER XII

accepted view that art presents the Absolute, that music
presents the 'Sound-Absolute’ Para-Nada or $abda-Brahman,

and that music leads fo the experience of what it presents i.e.

the Sound-Absolute, through the medium of audible sweet

sounds. Looking, however, at the sound from the point of

view of ‘motion’ ss its cause; (for, the Siddhznta Ssiva

dualists admit the *subtle sound' (Nada) to be due to the

stirring of Bindu by the Lord, as has already been stated;)

we may say that music presents the first motion, the original
motion,. which is the unity of all sounds and thoughts, from
which all sounds and thoughts speing: or to put it in strict
musical terms, we may say that it presents the original.
vibration, from which all musical vibrations spring, and leads

to the experience of the same.

Further, Bindu and Nada are frequently admitted to be
of two types, gross and subtle. Subtle Bindu and Nada
are identified with Siva and Sakti respectively and gross
Bindu and Nada ere included in the Sadasiva Tattva, The
former 1s accepted to be the cause of the articulate sound and
the latter to be that of the inarticulate. The musical
notes which ere inarticulate seem to have been’ admitted to
be due to gross Nada. Thus the Siddbanta Saiva dualist
accounts for the musical notes in terms of gross Nada,
exactly as Abhinavagupts accounted for them m terms of
the gross Pagyantf. And it may be of interest to note in this
connection that in the dualist Saiva philosophy of grammar
Nada corresponds to Padyantl. Thus, both the dualist and
the monist &aivas account for the musical notes in terms of
gross Padyantl, The conceptions of Bindu and Nads,
according to the Siddhanta Saiva Dualism, bave been fully
discussed in the BhiaskarT Vol, 11T, LXXXV—XCIX.
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ART OF ARCHITECTURE OR VASTUKALA
MEANING OF VASTU.

The word Vastu is derived from the root “Vas" to live
in, #Tun” is affixed to it according to Unadi Sitra (Vasestun.
1, 78.) and the penultimate vowel 'a* is prolonged because
the affix is treated as “nut” (Agdre nicea. 1, 79). It means
dwelling wherein men live (Vasanti atra). Canskys, however,
in his Artba $astra uses the word ina very much wider sense.
According to him, house, feld, garden, dam, bridge (building
of any kind ?) lake and tank come under Vastu!. Vastukala,
therefore, has come to mean the art of architecture,
Accordingly Vastu Sastra stands for the literature that is
concerned with the ways and means of building the dwelling
places for human beings, temples of gods, dams, bridges
and lakes, in short, building of every kind, as also of
farming and gardening. The availsble works on Vastu-
éastra such as the Manasara etc. deal with such subjects.

PRESUPPOSITION OF VASTU SASTRA.

A systematic presentation of the scientific views on any
subject presupposes the existence of facts on which the
views are based. Itis, therefore, logical to admit that works
of architecture existed long before the science of arclutecture
could come joto being. And the Yiterary evidence supports onr
view. For, in the Rgveda we find references to architectural
worhs of different types, forts made of stones and other hard
materials, beautiful palaces of wood, palaccs adorned with

1. A.8., Ch, 81
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pillars, supporting the roof, nnd with innumerable windows,
palace with thousand pillars, which Mitra and Varuns had,
iron forts and forts with hundred walls. But in the
Rgveda we find ro information as to how the houses were
constrocted.

The archaeological finds at Harappa and Mohenjo-dsro
also seem to support this view. For, if we admit that the
Indus valley cultures reflect the cultural life of the eriginal
inhabitants of India; that the Aryans, whose inspired creations
are the Vedas and who were antagonistic to the aborigises
of Indis, are emigrants; that the walled cities of Harapps
and Mohenjo daro were destroyed by Indra, the leader of
the jnvading Aryans, who, for that reason is referred toss
Purandara, as suggested by an eminent archaeologist; we
Bod that the works ol architecture existed even before the
Vedic time.

DIVISION OF LITERARY SOURCES OF
INFORMATION ON ARCHITECTURE.

The information on architecture is scattered over the
entire Sanskrit literature for the simple reason that literature
presents human life and the architectural activity is an
essential aspect of the life of civilised humanity, But
information is of two kindg () descriptive and (i) technical.
The former is found in poetical works,

The sources of technical information are of three kinds
(1) the works which are of the nature of compilation, such as
the Purinas (if) the works which present a complete picture
of o religion in its various aspects such as the Saivigamas
(it)) the works which are exclusively concerned with
.nrchileclmal matters, including sculptural and in some ¢ases
pictorial also, such us the Samarabgapa Sutradbira.
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NON-TECHNICAL REFERENCES TO
ARCHITECTURE.

In the Rgveda itself, as we have already stated earlier,
we find the information of nop-technical nature on the works
of architecture such as forts and palaces of different kinds.
Inthe Satepatha Brahmapa we come across the details of
different types of structure, erected at the places where the
dead bolies were cremsted or burried They are called
Vastu, Grhs and PrajiZna. Of these the first does not refer
to any definite structure. The second stands for the structure
of the type of house and the third probably for memorial
pillar,

In the Buddbhistic Pitaka and Jataka literature, there are
abundant references to architectural wdrks and the ruins of
different types of worhs of architecture, referred to therein,
are still found. Descriptions of the cities of Dvarika and
Indraprastha m the Mahabharata give a clear idea of the lay
aat of city and types of bullding. In the Ramayana also
there is a fairly detailed description of Ayodbya, referring to
its length and width, fortification and defence arrangements,
roads and lanes, places of eotertainment and recreation and
the mixed population.

The pen-pictures of market-place in Visala and of the
city of Alakd m Kahdisa’s Megbadata; of the luxurious
residence of Vasantasenz with cight court-yards in Sadraka’s
Micchakatika ; of bridge, connecting India with Ceylon,
built by Nala, the soz of the beayenly architect, Vidvakarman,
in the Uttaratama Carita; of the eity of Dvanka and the
assembly halls and palaces of Yudbisthwa and Krspa in
Magha's SiSupala Vadba; of palaces with varying number
of court-yards and gardens of flower beds and fruit trees,
pavilions, water sheds and jon in Bapa's Harga Corita and
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of sudience hall, hermitage, Iying-in-chamber ond palace in
the Kadambari are flluminating from the architectural point
of view.

THE SOURCES OF TECHNICAL INFORMATION
ON ARCHITECTURE.

There are many sources of techaical information on
architecture. In the Atharva Veda aud the Satras, in works
on politics such as the §nlra N1t and Capakya's Artha Sastes,
in works on dramaturgy such as the Natya Sastra, and in the
Puranas erchitectural matters ste incidentally dealt with
Besides these there are three architectural traditions, (1) the
&aiva (i) the Brahma and (i) the Maya. Bat the literature
which presents these traditions sesms to belong to & period
when they bad influenced cpe atother so much so that
their distinctive features cannot be fousd out. And there
is vast literature which is based on them.

1. ATHARVAVEDA AND SOTRAS.

The easliest traces of the technique of architectore are
fornd in the Atharva Veda (A.V., IX, 3. It talks of
setting up of pillars, of connecting them with cross beems
testing on them, of roof, formed of the ribs of bamboo cane
and of thatched covering over bsmboo ribs. And there
are references to different parts of the building such as
sitting room, store-room, inner apartment, room for sacred
fire, cattle-shed and reception room, Thus the Atharva Veds
seems to be the earliest book wherein some kind of technical
intormation on arehitecture is available,

In the Sata litersture we get interesting details about
the construction of different types of altars necessary fof
sacrifices, Here we find statements about the pumber of
bricks to be nsed in different layers, their size and the
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division of layers into different parts in order to lay the bricks
scientifically and correctly. In the Baudbaysns and the
Apastamba the methods of construction of §yenn-Cxt, Kanka-
Cit, Dropa-Cit elc, are given in detail.

2. ARCHITECTURAL MATERIAL IN WORKS ON
SUBJECTS OTHER THAN ARCHITECTURE,
Among the works, the dates of which are known

definitely and, therefore, references to architectural matters
in which are of historical importence, are the Sukra Niti
and the Artha 53stra of Capakya. Historians admit that
Candragupta defeated the Nondas with the help of Canakya
in 322 B.C. And if we admit that reference to the views

of the followers of Usanas (Dapd S 7

Book I, Ch. 2.) refers to the followers of the author of

the Suvkea Niti, Sukrécﬁryn is to be regsrded 25 a
predecessor of Ciapakya. Here we have a faint picture of
the science of Architecture as known in the 4th century BC,

References to architectural matters in these treatises are

incidental and, therefore, full details are not given.

1

RSy |
irekavidyety

The Sukra Nit gives the rales relating to the construc.
tion of temples and other hinds of building such as royal
palaces, the structural detatls and informing descriptions
of forts, fortified towns ete. Its main contrtbution, however,
is not to the arclutectural scrence as such but to the
sculpture, which is included in architecture, ding to
the classification of fice arts in Indian teadition. It deals
with the ways and means of repairing the broken images.
It presents very clearly the sevendala measures (Saptatila-
mipa) which are applicable to human figures; the rules

* of carving the images in gencral as also particular images
such as those of Gapapati, §1kti etc. (Ch. 1, IV.).

Canptkya's Artha Sastra. At the tme of Cinakya thg
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science of architecture was well known, He refers to experts
in architectural science (Ch. 21). He talks of the loy out of 2
kingdom ; the number of houses in each village; the distance
of one willzge from another; and the different means to be
employed for fixing the boundary, He gives a very clear
picture of cities of different sizes to be built alter a group of
such villages; frontier forts for the safety of kingdom (Ch. 19.)
from external aggression ; central fort for maintaining internal
order ; the sites where they should be built up; ditches
trenches and rampsrts around them; con’necting road-ways
and water-ways ; city walls and other constructions for the
defence of city, shooting at the approaching enemy forces and
ssfety from the missiles of the attacking forcgs. Methads
1o be employed far the consteuction of cify-gates, buildings
with varying number of stories and king's palace are given.
The appropriate widths of main roads, their branches and
lanes are stated.  And it is laid down that the allotment of
plots for the construction of buildings should be according to
the profession. -

Blarata’s Natyzs Sastra gives the necessary rules of
construction of theatre and emphasises their importance,
According to bim, it is primarily of three types from the point
of view of shape (1) oblong (ii) square snd (it tiangular,
But each of them can bs of three sizes (i) large (i1) middle
sized and (m) small, Thus it is recognised to be of nine
types. He gives the table of measurements from Aputo
Danda. He talks of common architectursl matters like
selection and preparation of site, measuring out of building
site, the ground plan of the play-house, the ceremony of laying
the foundation, construction of walls, raising of pillars, which
sre recognised 10 be of four types sccording to four castes,
Brahmaga, Ksatriya, Vaidya and Sadra, tiring room with two
doors, plinth of the stage and balconies on each side of the



ART OF ARCHITECTURE OR VASTUEALZ 585

stage, supported by four pillars and equal in length to the
stage.

He enjoins that the ground of the stage should be as level
us the surface of mirror; that jt should not be convex like
the back of tortcise or fish ; that the stage should be decora-
ted with carved figures ol elephants, tigers, spakes ete, The
playhbouse, sccording to him, should have two floors and small
windows. It should be free from wind and should have
goad accoustic quality. The seats should be constructed in
the form of a staircase, the succeeding row of seats befng
one cubit higher than the preceding and the first row of seats
being one cubit higher than tke flocr.

Among the Purdnas, in the Matsya Purins, there are
eight chaplers desling with architecture and sculpture, In
the Gareda Purans slong with chapters on architecture there
are two chapters devoted to sculpture. The Agni Puraga
gives more space to sculpture than to architecture, devoting
thirteen chapters ta sculpture but only three to asrchitecture.
Similarly in the Bhavisya Purapa three chapters are given ta
the presentation of the sculptural details bat only one to the
architectural.

3. 5AIVA TRADITION.

&aivaism is one of the earliest religions of the werld, It
seems to be the earliest religion that sprang up o2 Indian
soil ns is evident from the archaeclogical finds at Harapp
and Mohenjo-dare. They establish the close relationship
between Saivaism and arts of architectere and sculpture,
Therefore, it secms reasonable to suppose that the Saiva
tradition of architectoral and sculptural technique, as recorded
in the Saivigamas, is the oldest. No doubt, the language of
the Saivagamss is such as cannot be assigned to a period
eorlier than the classical.  But we have to distinguish between

74
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the time when the tradition was founded and that when it
was recorded, And our assertion is, not that the record of
the tradition is the oldest, but that the tradition is the oldest,
because the massive architectural works, the ruins of which
have been discovered st Harappa and Mohenjo-daro, together
with the remnants of Saivaism such as phallic emblem of Siva,
presuppose  well ised hnique, The Safvagamas,
therefore, in ow opmion, present basically original architectu-
10l tradition in India, whatever may have been the later inter-
polations and howsoever late the tradition may have been
recorded.

There are Ninety-two Savagamas, a list of which has
been given in an earlier work, “Abhinavagupts : An Histori-
cal and Philosophical Study”. They are generally divided
into four parts, Jigna, Yoga, Caryd snd Kriya., The Jast
part, among other things, deals with the architectural and
sculptural matters, To mention just 2 few among them to
illustrate the point in hand, we may add that the Kamika-
gama deals with architecture and sculpture in Sity-ino
chapters out of the total of Seventy-five. In the Karapagama
in the beginning there are six chapters from three to eight,
dealing with architectural details such as (i) Vastuvinyass-
vidhi (i) Adyestakavidhi (il Adhigthanavidhi (iv) Garbba-
nyasavidhi (v) Prassdalahsanavidhi (vi) Prakaralaksapavidbi
And the subsequent six chapters are concerned with sculpture
such as Lidgalaksapavidhi, Pratimalaksapavidbi etc. * It
talks of different images such as Nrttemarti, Daksinamurti,
Candrafekhara, Ardhanari, Kalanigraba, Purdri, Capdeds,
Gourl, Dargs, Laksmi, Mohini etc, And the Suprabheda-
gama bas fifteen chapters on architecture and sculpture,

The Amdumadbbeda of Kasyapa is an important work on
architecture. It seems to follow the $niva tradition o3

ded in the dualisgtic Saivagama, called Amfumao. Its
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main contribution is to sculpture, to which it devotes as many
as Thirty-nine chap giving the ct istic features of
different images of Swva such as Candradekhara, Ardbnnarl-
§varn, Gajaha, Padupata etc., which represent mythical con.
ceptions of Siva, Tt appears that by the time Kadyaps wrate
this work, ism between Saivaism and VaiSnavai
had disappeared or at least there was an nttempt to reconcile
the two. For, it gives the characteristics of an image of
Sivo, half of which was Vispy “Haryerdba-Hara”. In no
other available work the sculptural details of so many {mages
of $iva are given.

Agastya is onother authority, frequently referred to,
From the fragments of the MSS, available in the collection
ot Madras, it appears that it primarily follows the Saiva archi-
tectural tradition as recorded in the Amfumadbheds of
Radyapa. For, in the section on sculpture it js concerned
with the characteristics of different images of Siva such
as Condrssehhara, Kalyapasundars, Ardhanaridvara etc.

The Tantra Samuccaya by Narayana presents the Suivg
architectural tradition because, according to author’s own
statement, the information about the srchitectural matters,
given therein, was collected {rom the Saiva Tentras or
Agamas (Soyadh tantramidasiy vyadhad vahuvidhaduddbrtya
tantrirnavat),

4, BRAHMA TRADITION.

It may be poiated out here that there is also a Brahma
tradition of architectural technique, which mythologically
attributes its origin to Brabma. In the Samarddgans Satra.
dhira of King Bhojs, Ch. IV, it is referred toby Visvakarman,
the heavenly architect, in the course of his reply to the
questions on architectural matters, put by bhis son, Jaya:
“Vadato mevadlidnens $mu yad Brabmapoditam™.  And



588 .4 / CHAPTER X111

what is said on architectural maiters in this work s in accor-
dance with the said tradition, Rut this seems to be a later
tradition, as is evident from the order in which the authorities
on architecture are referred to in the Manasara. Here
Gangadmah (Sive) is mentioned first of all and thereafter

comes Kamalabha (Brahma) ¢
Gadigafirahkamalabha kamalel dra

Girvananaradamukhaicakhilsirmunindsaib
(.S, Ch. 1,2)

The Vignu Dharmottara Putdna primarily presents the
Brahma architectural tradition “Praszda-lakgapamidam
kathitath samasad alokya purvacaritam (racitam ?) hi pitama-
hoktam” (Bock 111, Ch. 86, V. 139), It devotes forty-three
chapters to architecture and its subordinate arts, sculpture
and painting. It deals with human dwellings and temples
of gods separately. Bat it distingnisbes between the two
traditions, the $aiva and the Brabma, The following quots-
tions clarify the point g
“Matuludgamtu kertavyam Tryambakena tadiritam®™ (Book
111, Ch. 66, V. 3.) “Brahmana vrddhidonama prasadah pari-
kictitah” (Book I, Ch. 86, V.31). The following is the
bird’seye view of the subject-matter of the forty-three
Chapters :—

Chapter 26, Book II deals'with the construction of six
types of fort ; trenches and ditches around them; gate-house,
temple, king's palace, roads, markets and houses for persons
of different trades nnd professions, It gives o list of things
which ought to be stored. It refers to different types of
cannon and states the places at which they should be put in
fort, It emphasises the importance of Zoo for diversion.

Chapter 29, Book II s concerned with architectural
matters such as the selection of site, testing of the ground by
means of lamp, flower and water experiments, division of the
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plot into Sixty-four parts, sssignment of parts to different
gods and accordingly construction of different parts of the
house (Tatra devavibhdgena grhakarma vidhiyate. Book
I, Ch. 29). It prohibits the construction of building of
greater. height than Hundred Hastas or Hundred and Fifty
feet (Vastucchrayam na kartavyam tathd bastaéatadhrkam),
It mentions different types of pillar, round, rectangular etc,,
places where doors should be built as also those where they
should not be constructed.

Chapter 30, Bock 11 lays down that garden ought to be
planted to the left of the house. In this context it states
different kinds of manure for different plants and trees ond
medicines for treating plant diseases.

Nine Chapters from 35 to 43 in Book III are devoted to
painting. This section is called Citrs Satra.  We will deal
with this portion separately, Forty-two Chaplers from 44
to 85 of Book 111 give the characteristic features which bave
to be shown in sculptural prezentations of different deities,
‘This also will engage our attention separately, Chapter §6
states the architectural peculiarities of each of the Hundred
types of temple, mentioned therein, Chapter 87 gives the
details of the temple, called Sarvatobhadra. Chapter 83
mentions the common features of all types of temple: 89th
is concerned With the examination of timber, 90th with that
of stone, 91st with tbe metkod of burning bricks, 92nd with
the preparation of enduring cement, 93rd with exammation of
ground and selection of site and 95th with the presentaticn of
Vista Puorog,

PAINTING.

The Vignu Dharmettars presents the Brahma tradition of
architecture. According to this tradition, painting is an aspect
of architecture as is clear from the Samaraigana Satradhira,
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Hence it denls with painting. According to it, painting like
dance “imitates”, ideally presents, all that is the object of
experience in sll the three worlds.! Bat while dance presents an
emotion or & state of mind in terms of action, as & series
of changes, of eyes and otber parts of the body, suitably
dressed for its presentation ; painting presents only one moment
of such action, only one member of the series.

In Chapter 40 in the third book the method of wall-
painting is given. Here the prescriptions are given for pre-
paration of plaster such as wonld not fall even after a centery,
of basic paints and their mixtures such as could not ba washed
away by water,

Four types of painting (i) Satya (i) Vainika (if) Nagara
and (iv) Miéra : five types of human figure, techpically called
(i) Herhsa (i) Bhadra (i) Malavya (iv) Rucaka (v) Sadake,
measurements of different parts of the body to be presented 2
three styles (Vartand) (i) Patra (i) Abairika (iii) Binduja :
defects and excellences of painting ; division of paintings into
those of the unseen such as gods, demigods, demons etc. and
the seen, such £s men, animels ete, 1 importance of following
the tradition 8s recorded in the werk in the case of the former
and of the principle of similarity to the observed in the case
of the latter ; the way of presentation of Nine Rasas : avoi-
dnnce of depiction of Rasas other tban Sriigara, Hasya and
Santa in dwelling houses and parts of the palaces where kings
live : permission to paint all Rasas in temples, audience
balls. of kings and similar other topics are discussed in
chapters 41 to 43. Good painting, according to the Visnt
Dharmottsra, is the one that seems to be living, breathing
and expressing a state of mind,

1. V.Du, 8%,
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SCULPTURE.

The points of importance, which are stated in the Vignu
Dharmottara in the context of sculpture, are (i) the use of paints

on sculptured images 1o order to present the colour of the indi.
vidual“drety, his or her dress, eyesetc. (i) the view that
sculpture is symbolic art 1 its presentation of the divine
beings : that it symbolically presents the Divinity in jts mani-
festation as the universe (Sarvajaganmaya). For instance,
Brabma represents Rajoguna : s complexton, therefore, is red.
His four faces, bands, Kamapdalu, Akgamals, dark
deer’s skin on his body and his seven swans symbolise four
Vedas, quarters, universe including both moving and motion.
less, time, sacrifices and seven worlds respectively (Book
111, Ch. 46).

(i) Vivakarma-Vastu-Sastra and (i) Vivakarma-Silpa seem
to be parts of one complete work, attempting to present the
tradition, founded by ViSvakarma, after whom they are
called. They present the Brahma architectural tradition, as
the titles indicate, though it is clear that there is the influence
of other traditions also, They seem to be mere compilations,
based on earlier works on the subject. There are many other
works, in priot and MSS, which include the name “Vidva.
karma” os part of the title, such as Vidvakarmajaana, Vidva-
karma Purans, Vifvaherma Prakads, Vidvakarma Samprads.
ya, Vidvakarma Silpadastra etc. It may be pointed out here
that some of these definitely present the Sajva architectural
tradition. For instance, the Vidvakarma-Mata is written i
the Tantric style. Herein Siva is the speaker.

5. MAYA TRADITION.
Maya is o very important name in the history of Indian
architecture, Many conflicting myths are connected with it.
Many books on architecture o priat end MSS. includs ‘Maya®
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in their titles such os () Mayamata (i) Mayamata-Silpaastra-
Vidbana (i) Mayadilpe-datika (iv) Mayafilpa (v) Maya-Vastu
(vi) Maya-Vastusastram (vii) Moyomata Vastudastra, Maya
became the nsme of a clan with distinctive culture, which
spread os far os central America, where archaeological ex-
cavations have brought to light sculptural presentations of
Hanuman, Gapes, Indra and Indians with typical head-dress.

In the Ramayana, Kigkindhakanda, Chapters 50-53,
there is a beauttful detailed description of the underground
mountein-fort, built by Mays with bis supernatural power
(Mayasya maya-vihitam giridurgam vicinvatam. R., K., Ch.
53, V. 15). According to this, ke was o great demon, who
practised austerity for one thousand years and in consequence
got the entire (intellectual) wealth of Usanas, the preceptor of
demons. He lived in the underground mountain-fort, which
he himself bad built, Here he fell in love with fairy
“Hem3a" and consequently was killed by Indra. He was to
demons what Vifvakarma was to gods, He was Vidvakarma,
architect, to demons., In the Sundarakinda in the course
of the description of the beauty of Ravana’s houses in Laika,
it js said that they had surpassing excellence ag if they had
been built by Maya himself (Mayena saksadiva pirmitani,
R., Su, Ch, 7, V. 4).

In the Meha Bhaiata, Sabba Parva, Ch. I, the statement
abont Maya, occurring in the Ramzyana, gs stated just now,
that he was to demons what Vidvakarmz was to gods, is
repeated, He offered bis services o Krgns and built assem-
bly hall for tke Pandavas such as could not be imutated by
human beings, where divine, dcmonical and human idess
were presented n stone, lime, bricks and paints. -

In the Manasaca, Ch. 11, Maya is said to have sprung from
the soutbern face of Brohma, also called MahaviSvaharma
while Vidvakarma, Tvesta and Manu originated from other



ART OF ARCHITRCTURE OR VASTURALZ 593

three faces. Maya seems to have specialised in draftsman-
ship, because his son is represented to be Sutragrahin (drafts.
man) while the other three specialised in engineeting, design-
ing and building, because their sons are represented to be
Sthapati (building engineer) Tvasty (designer) and Tahgaka
(builder) respectively. Of these the engineer is the guide of
all the three. Drafisman 15 that of the two, designer and
builder, and the desiguer is that of the builder slone. It moy
be noted here that the word Tokgi in the present context is
used, not in the sense of carpenter alone but in that of shaper
of the bumlding material according to the design and, there-
fore, builder.

Maya is mentioned as an authority on architecture in the
works dealing with architecture such as the Manasare, the
Vigvakarma Vastusastra, the Matsys Putana, the Bghat
sarhhita of Varahamihira and so on,

UNCERTAINTY ABOUT THE DATES OF BOOKS
ON ARCHITECTURE.

There is a faitly vast literature on architecture, an
account of which has been given by Dr. P. K. Acharya in the
Fourth Volume of bis Manasara Series, But with the excep-
tion of a few works such as the Samarabgana Satra Dhira
of King Bhoja (1018-60 A.D.) and Silpa Sastea of Mandana
(15th century A.D.) no work on srchitecture can definitely
be assigned to any period. References to earlier authorities
do not give nny clue, because very often s work written
by o camparatively late writer has been ascribed by him to
n well recognised ancient authority in order that it may be
accepted as an authoritative work. The fact that becomes
very clear after casting n glance at the vast literature on and
the works of architecture, going back to 3000 B.C. that
Indian architectural tradition is one of the oldest; if not the

7%
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oldest in the world, that basically it is an independent
tradition which spread to as far distant. place ss Cent_ml
America through central Asia and the Indian Archipelago.

SPREAD OF INDIAN CULTURE AND ARCHITEC-
TURAL TRADITION.

Adventurous traders are the first to spread the culture of
the nation to which they belong. Takhing the history of British
rule in and consequent cultural influence on India into con-
sideration, we find that Britishers came first as traders. And
the traces of Indian culture, revealed by archaeological finds
in distont lends, mentioned in the preceding paragraph, have,
therefore, fo be admitted to be of buildings and images
erected and made by Indian settlers, the gtound for whom
had been prepared by the Indian traders or by the abori-
gines, who adopted Indian culture. The references to sea-
trade, occusting in the Rgveda, make it abundantly clear that
as there was inland trade so trade was carried on with islands
and countries across the seas: for instance, R,V., 1,48,3.
#Seekers of wealth sent their chips to the sess” and
R.V., 1,56,2. #Merchants, enger for gain, put their fleet
of merchantmen out to ses in & body”. Some of them had
85 many es hundred oars and were fitted with sails. Thus
the Indian civilization spread to distant countries such as
Central America, where in the forests of Yucatan remnants
of Maya culture, including sculptural ations of
Indian gods such as Ganesa, Hanuman, and Indra, have been
discovered and convincingly prove that India contributed
most to Maya culture and that the sncient Indian mariners
ram'lwl the American constnlu very early time. For, the
Indisn culture could not have been trapsported to that
dlsfant land unless the Indians had remajned & great ges~
,h[mg pmpl_e-
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Tt is very interesting to point out in connection with
Maya colture of Central America that the vast cave of Loltun,
a description of which is given below, is very much like
the underground monntain-fort, which Maya had built for
himself and into which, according to the Ramayana, Hanumiao
entered with his followers in the course of search for Sits,
a5 has slready been stated earlier,

Dr, Gana describes the cave as follows :—

“The vast cave of Loltun is entered by great welllike
boles in the north through which one descends by ladders
from ledge to ledge arriving in immense rocky chambers
whose floors are covered with stalsgmites and cave earth,
and from whose lofty roofs depend vast stalactites, Two
of these holes are 2 mile apart, and the intervening space has
never been traversed by a European. From the great
chambers unexplored passages branch out in every direction.”

Thus it is clear that the Maya tradition of Indian archi-
tecture was followed in as far distant places as Central
America,

Bat Indian culture and its architectural tradition did not
and conld not reach Central America by o sudden jump. Its
spread was slow and gradual through the countries lying
in between. The monestery of Labrang and the Ramoche
temple in Lbasa, built in the middle of the 7th century A.D. :
the monestery, established by Padma Sambhava, who went
from Bibar with some Buddhist teachers i the 8th century
A. D., ot a distance of about 35 miles from Lbasa in Tibet:
complete series of Buddhist monuments from the time of
Adoke to the present day in Ceylom: architectural and
sculptural finds in Serindia or Central Asia, such as Stupas,
Viharas, sanctuaries, shrines, temples, palaces and forts in
Khotan ¢ the famous temple of Vaisravags, which, sccording
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to Hiuen-Tsang, stood in the city of Yudien : the shrines of
Kbadalik, which resemble Hindu temple : the caves of the
Thoussed Buddhas in Tun-Huang region, which closely
resemble famous caves of Ajanta and Elora : giant clay images
of Buddha in two of them: the group of cave-temples nesr
Chiao-tzu, popularly known as the Valley of Myriad Buddhas':
the works of architecture and sculpture, found in Insulindis
or the Indian Archipelago : the large number of Chaityas and
temples in Burms, Siam, Champa, Cembodia, Sumatra, Java,
Bali and Borneo : Buddhist temples with images of Buddha
in China : Japanese Buddhist temples, which sprang up under
the Chinese influence : all these show that spread of Indian
culture and architectural tradition to Central America was 8
slow process,

WOOD, THE EARLIEST MATERIAL FOR THE
CONSTRUCTION OF HUMAN DWELLING.

Imagine the earlisst stage in human existence before the
dawn of civilisation, Human beings at that time could mot
have been better than avimals and, therefore, could not have
any other shelter t6 protect themselves from sun and rain
than that of shady trees. In fact, even today travellers on
foot to distant destinations through unpopulated regions,
shelter their heads from furies of nature under the sbady
trees,

The green branches of trees can be torn off by the
forceful pull of hands and can be shaped into the frame of
hut, which may be covered with leaves to provide shelter,
without the use of any iostrument. The model for imitative
production of such a structure could very essily be found in
the shape of full grown banion tree, branches of which root
themselves over great extent. Netural ceves in the hilly
regions may naturally have been shelters for a few. But
building or making caves, not being possible without good
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instruments, wood has logically to be supposed to have been
the earliest building material at the dawn of human civilisa-
tion.

This logical supposition bas been mythically presented
in the Samaradgana Satradhdra, Chapter VI, as follows 1~

In the golden age (Krtayuga) gods and human beings
happily livéd together on earth and dwelt in Kalpadrumas
(desire fulfilling trees) which were of the shape of palace and
supplied all that they desired. There was perpetusl spring
and, therefore, there was no need for any strong shelter.
There was perfect social equality and, therefore, life was
penceful and withaut struggle for power and position.! But
&s the fate would bave it, men became disrespectful towards
gods. The result was that gods fled sway to beaven, taking
Kalpatarus with them. Human beings then looked for the
means of sustenance, discovered rice %ind started its cultiva~
tion. The perpetusl spring gave place to bot, cold and rainy
seasons. The trees, therefore, could not gtve adequate pro-
tection, They, therelore, cut down the branches of trees
with stones and remembering the palace-shaped Kalpadrumas
built houses of the shape of Kalpadrumas.

Ajatapritayo vrhgaib kuttimani grhagi ea
Vyadhuéchitvasmabhur vrksananyan dubkhirtacetasah
Smytva kalpadeamakarZa tadrapani grbani te.

(S. 5. D., Val. I, 25.)

THE RELATION BETWEEN BUILDING AND
ITS INMATE.

The zelation betseen the architectoral sork and the
god or buman being for whom it is built and who dwells in
it, is that between body and soul. Just as poetry is sn ex.

*1, §,8.D,Ch.IX.
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pression of the basic mental state of the central figure in it in
words, so architectuore is the expression of the basic tendency
of the chief occupant, human or divine, in stones, bricks and
other building materials.

Archi! e has been ived as human being, This
fact is cleatly indicated by conception of Vastu-Purusa in
respect of the ground plan. For, according to the tradition,
recorded in the Vispu Dharmottara Puripa, Vastu was a de-
mon, intent upon destroying nll the three worlds, Gods killed
him so that he fell flat with his face downward. They sat oo
Qifferent parts of his body so that be may not rise sgain. This
is the mythical way of emphasising tbe ides of unity, the
ground plan ought to have, similar to that of buman organism
and of indcating parts of the plot where different parts of the
house, such as sitting room, store room, kitchen etc. ought
to be built. ®

Buildiegs are primarily divided into two classes: (i) for
the images of gods (i) for human beings, The word Prasada
is used in common for both the temple of god and palace
of king, In fact king is recognised to be physical embodi-
ment of the powers of the eight gods of the quasters
(Astanath lokapilanam vapur dharsyste nrpah). And the
structure also of Prasade, rising from the foundation, is con-
ceived as human organism and, therefore, having a unity.
1t is mainly divided into six parts () Adhisthana (bisement)
(i) Stambha (Pillar) (iii) Prastara (entablature) (iv) Gals
(Neck) (v) Sikbara (Head) (vi) Stepika (Bnial), And different
authorities use for these and other parts such words as stand
for different pacts of human organism such as Paduka, Pads,
Prapads, Corana, Abghri, Jaiigha, Oru, Koti, Kuhgi, Parfva,
Gale, Griva, Kondharo, Kantha, S&ikhara, Siras, Sirsa
Mardhan, Mastaks, Mukha, Vaktre, Kati, Karga, Nasikd,

ikha ete. The use of these expressions for different parts of
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palace or temple clearly show that Prasida was conceived as
buman body and consequently the image, ensbrined in it, as
the soul.

The relation between the installed deity and the temple
can be viewed from two points of view (i) that of the
indwelling deity (u) that of the architect. The relation
between the temple and the stalled image having been
conceived to be similar to that between body and soul from
the former point of view, the temple is admutted to be the place
where the derty receives and enjoys the offerings. For, the
body, according to the Nyaya-Vaidesikn, is the abode where
the soul has the varied experiences {Bhogayatanath
Sariram).  Hence it can be spoken of as the situation
{Vibbava). In fact Bharats mentions the beautiful palece
(Vara-Bhavana) as one of the Vibbivas in the context of
Sn‘:gﬁm. From the point of view of the architect, how-
ever, who is to conceive the temple with the deity as o unity,
23 o living organism, in which the spiritmality, symbolised
in the image, is not only reflected in the body, the temple,
but the latter is simply objectification of the former and the
two are in close union with each other.

The point will become clear if we consider the problem
of relation between the work of architecture and the humin
personality for whom it is meant, as it figures in the imagina-
tion of the architect. Take for mnstance s fort. Is it not
an expression of the basic herow tendency of the king for
whom 1t i5 meant in the imaginstion of the erchitect ?
Temple, therefore, is the body in which the spirituslity,
symbolised in the installed image, is reflected, exactly as the
cmotions and feelings of o man are reflected in his body
and, therefore, temple may also be spoken of as the
cmbodiment of the most essential aspect of the symbolised
spirituality.
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STYLE'AS THE BASIS OF CLASSIFICATION OF
" ARCHITECTURAL WORKS.

There are three styles of architecture, recognised by
competent suthorities, Nagara, Dravida snd Vesara, We
have slready stated that temple is conceived as human or-
ganism. The classification of bumanity into distinct types
is based, not on the shape and construction of any other part
of organism so much as on that of the head. Naturally,
therefore, we have to look for the basis of classification of
the works of architecture, not so much in any other part as
in the head (Sikbars), The distingvishing featore of Nagara
architectural work is its square Sikhars, of the Vesara its
circular Sikhara and of the Dravida its faceted Sikhara.

The following quotation largely supports this view :—
Maladyadikbarar yngadraracitsth gebarh smytach pagaram.
Grivadyasikharakriyam gaduragaérodbheditam dravidam
Maladva galatothava parilasad vittatmakarh vesaram.

(S.T.A, 68}

ANOTHER BASIS OF CLASSIFICATION OF
INDIAN ARCHITECTURE.

Indiun architecture has been classified from two points of
view (i) of style and (i1) of the position of the image enshrined
therein. From the first point of view, as has just bees
stated, it is divided into three classes, Nagara, Vesara and
Dravids, according to the shope of the Sikhars, square,
round or faceted, which the three architectural styles, called
by the same nomes, separately require. From the second point
of view it has been classified into three types (i) Sthanaka
(stending) (i) Asana (sitting) (it) Sayana (recliving?) according
as the enshrined imsge is in standing, sitting or reclining
posture! This classification emphasises the ides of harmony

4. 8.T..A., 235,
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between the structure of the temple and th P_- ¢ enshrined
therein, Temple has to reflect not only the physical but also
the psychological condition of the image.

THE RELATION OF STYLES AND
ENSHRINED DEITIES,

The main styles of Indian srchitecture are three,
Nagsrs, Vesara and Dravida. And the principal gods of
Hinduism are also three, Drakma, Vigpu and Siva., The
question, therefore, that naturally arises in the mind of &
student of literature oa Indian architectare is “Is there any
relation between three recognised Hindu styles snd the Hindu
trinity?”” The names of the pillars, Brahmakanta, Vigpukanta
and I{1kanta, seem to suggest such a relation. We know that
square Sikbiaea is the characteristic of Nagara style, octagonal
or many faceted of the Dravids, and circular of the Vesara,
And the square pillar is called Brabmakants (dear or pleasing
10 Brahm3) because Brabmi is four-faced. Octagonal is calied
Viggukdata (dear to Vigpu) because according fo the
Vispupuraga (VIII, 6, 82 “Pralambastabhujarh vigpumatha-
vapi catarbhujam”) Vigou is conceived as having cight arms.
And circular is ealled Idakants because phallic emblem of
Siya is circular.

These names of pillars occur in authoritative texts on
Indian architecture such ss the Mayamats, the Kadyapasilps
and the Manasira, though in Iater texts they are called after
their shapes such a3 Turyaérs, Sarvistséra and Vritapads
respectively.?

It may be pointed ont here that there are other namss also
ol pillars. Escl is based on the shape and refers to the deity
1o which the shape is declared to b= dear, Every type of pillar
reflects the chief characteristic of the gol after whom

*1. 8. T, A, 217
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it is named. Thus sixteen faceted pillar is called Candrakants
(dear to the moon) because its sixteen facets correspond to
gixteen digits of the moon, .

w ; ,CHAPTER XIII

THE PRINCIPLE OF HARMONY AS THE BASIS
OF DIFFERENT CONCEPTIONS OF PILLAR.
The different conceptions of pillar are not without any

basis. ‘The principle of harmony governs them. It is twofold
(i) harmony with the image to be enshrined snd (if) harmony
with the style, The style reflects the chief characteristic
of the enshrined, The conception of different types of pillar
is for the preservation of harmony between the enshrined and
the shrine no less than between upper and lower parts of the
structure, Sikharn and Stambba or head and legs, according
to the figurative conception of architectural work as buman
body.

« WORKS OF ARCHITECTURE MOST ENDURING.

© ' Of the works of all the three arts, which from the
point of view of Indian asthetics are fabsolute’ in so far as
they present the Absolute in material medium, the works of
the architectural art are most enduring, because the materials, |
stone, bricks, iron etc. which it employs in the production
of its works, have the longest life of all the materials
employed by different absolute arts,

The other two absolute arts, poetry and music,
employ sound os the mediun of presentation of respective
intuitions. In poetic presentation sound is simply symbol
of the idea, so that it does not form s content of the poetic
experience. In music, however, it has an independent value
so as to be a dommnant element in musical experience. But
sound is lost no soones than it is produced. No doubt an
attempt is made to preserve the poetic and mustcal composi-
tions by banding down the tradition, if they are of great
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cultural importance as in the case of the Rgvedic poetry and
the Samavedic sougs, which have come down to us from
hoary past because of their preservation in memory by
successive generations through oral tradition. And when
the system of symbolic presemation of sounds in writing
develops they are preserved in MSS. as in the case of the
works of Kalidasa and other important poets. But memory
is not & very dependable keeper of the accurate record and
paper and ink are comparatively less durable than bricks
and stones. In any case the poetic and musical compositions
so preserved are not the original but reproductions or
representations in another medium. The works of archite.
cture on the otber hand are most enduring in their original
form of all the works of different absolute arts, They
withstand  the ravages of time. They do not admit of
unrecognisable additons and alterations. They reflect
most faithfully the caltural level of the nation that produces
them at a particular period of its history, They persist even
after the traces of the works of other nrts are completely
destroyed.

The archaeological finds of forts etc, ot Harappa and
Mohenjo-daro in Indis and of big cave-dwellings in Central
America give us o clear idea of the architectural achievements
of the peoples inhabiting those regions in distant past. But
we can have no idea of the types of poetry and music,
developed by them, though it is undeniable that they had
their poetry and music; because architectural achievements
are coincidental with the poetical and the musical

SCULPTURE AND PAINTING AS
DEPENDENT ARTS.
In India three arts only, poetry, music and architecture,
Bave been recognised to be ‘absolute’ independent or fine.
Sculpture and painting are admitted to be dependent on,
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subordinate to or aspects of architecture. This statement is
cortoborated by the fact that it is in works on architecture
that the arts of sculpture and painting ste deslt with,

Thus in the Mana Sara, a book of Seventy Chapters,
while fortytwo Chapters deal with grehitectural matters, as
many as twenty-one, 1 €. half the number of those devoted to
architecture, are concerned with various important points
connected with sculpture, such as the nine materials of
which images are to be made 1. e, gold, silver, copper, stone,
wood, stucco, grit, glass end terra-cotta; movable and
immovable images; types of images, high relief, middle relief
and low relief, according as all the limbs, half the limbs or
onequarter of the limbs are made visible; the postures and
the sculptural details of the images of gods, goddesses, demi-
gods, sages, animals, the phallic emblem of Siva, architectu-

- rally classified under several types such as Saiva, Pafupats,
Ealamukhs, Mahavrata, Vamas, Bhairava, Samakarps,
Vardhaména, Sivaiiks etc, ss also of Vajra, phallic image of
diamond, and of Jsina and Buddhist images.

Although in the Mana Sara, painting is not separately
dealt with, yet the knowledge of the technique of painting
is the necessary presupposition of a successful production of
the works of sculpture. For, it prescribes the colours of
bodies of different gods, goddesses and those of their dresses.
Thus the whole body of Brahma is to be of golden colour:
that of Visou is to be dark and his garment yellow: the
colour of the image of Siva has to be red and on theleft
side of the neck there has to be the mark of deadly poison.
Similar statements referring to colours of body, dress etc.
of Buddhistic and Jain imsges and images of semi-divine
beings are found in abundance in the Mana Sara,

In the Samsrabgana Satradbirs of king Bhojs, the

of the sculptural matters is int d with those
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pertaining to painting from Chapter 70 to 83, Thus the
70th Chapter deals with the rules of sculpturing the various
types of phallic emblem of §iva, The 71st Chapter is accupied
with important topics connected with painting. It declares
that painting is the most important of all arts and is pleasing
to persons of all raoks and that pictures may be drawn on wall,
slate (plank ?) or cloth It ennmerates the topics under
which the subject of painting is to be discussed. The 720d
primarily deals with the preparation of the ground (Bhami-
bandha) for the surface, on which picture is to be drawn,
with & particular type of plaster, the prescription for the
preparstion of which is given in detail. By the way the
method of preparation of pastel is also given. The 73ed is
concerged with the plaster to be used for the preparation of the
surface proper with different kinds of brush. The 74th points
out the way to mark out the surface for drawing different parts
of the picture intended to be drawn. The 75th gives
measurements.  But the 76th deals with the characteristics
of the sculptural presentations and the 77th with the details of
presentation of different parts of the divine and semidivine
figures, and prescribes the colours which are to be employed
in their presentation.

Thus it is clear that sclupture in Indi is not the product
of chisel alone but a combined product of chisel and brush,
Sculpture, like psinting and poetry, aims at the presentation
of state of mmd through the physical expression, pacticulacly
that of the eye. This teagdition still persists in Indta. The
statues of Rama, Krsna and other gods, installed in millions
of temples, seem to bs living and breathing because of the
colours employed in the presentation of eyes and other parts.

Sculpture and pmnung bave two purposes, according to
Tndian teaditic (including  the isl) and

1. §,5.D, Vol IT, 252,
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decorative, and, therefor®, they are not independent of
architecture, The earliest paintings ate wall-paintings aod the
works of sculpture are either the enshrined deities, between
which and srchitectural works there is perfect harmony, the
latter being for the former, or the ornaments of the temple,
which seem to grow out of the architectural structure.

And similar is the case with other works on architecture,
For i the May ta includes the treatment of sculp-
ture. The Athdumadbbeda of Kadyapa devotes forty-seven
Chapters to sculpture out of the total of eighty-six. Of the
works, recording the views of Vidvakarman (i) ViSvakerms
Prakads or Vifvakarma-Vastufastrs and (i) Visvakarma-
Silpadastra the second is exclusively concerned with scalptu-
ral matters.

The reason for non-recognition of sculpture and painting

snd. a

as D arts may be elaborated as follows :—

Io India fine or independent arts have been classified on
the basis of the temses of perception, to which their works
are dddressed.  And two senses only, of sight and of hearing,
ate recognised to be wmsthetic, for the reason that these are
the only senses which leave their objects of perception in
their free independence, do not require them to be exclusively
for a particular percipient, suffer them to be common objects
to many, are not in active relation with their objects so as to
mar them as the senses of touch and taste do, nor do they
presuppose the process of dissolution in their objects as does
the sense of smell. They are the only senses which make
possible the contemplative relation, as distinct from the
appetitive, with the object and, consequently, the universali-
sation of the subjective and the objective aspects, which is g0
necessary for the msthetic experience, On the basis of
wsthetic senses the works of arts and the arts themselves
have been divided jnto three classes : (i) addressed to the
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sense of sight (Dréys) (ii) to that of bearing (Sravya) (i) to
both (Drdya-éravys). To the first class belongs architecture
with sculpture and painling as its subordimnate arts, To the
second belong poetry and music and to the third drama
which is nothing but the highest form of poetry. The reason
for classifying postry separately from music seems to be that
though both are addressed to the sense of hearing st the
sensuous level of experience, yet at the higher levels, imagina-
tive, emotive and Kathartic, the sensuous element is comple-
tely eliminated from poetic experience, while it is an essential
aspect of musical experience.

Another basis of classification is the relation between
the presented and the presentation, the spiritual ides, the
content, and the form which a particular medium is capable
of assuming to express it.  This relation is conceived to be of
three types, according as in the product of art the spirituel
content (i) is embodied and predominates over form (ii) though
embodied yet occupies subordinate position to the form (i) is
not at all embodied and, therefore, is external. This classi-
fication, though made in the context of the poetic art, seems
to be applicable toasts in geperal. This view is suggested
by the use of the word *Citra® as the name of the third type,
which is admitted to be devoid of the spiritual content, which
does not embody it, which is Ifeless like a picture,

Following this suggestion, we may classify three arts
which are conceived to be independent os follows :—

Poetry is the highest type of art inasmuch as not only
the spiritual idea is embodied in  its production and d
over form, but the form also is essentially spiritual in so far
as it is nothing but configuration of ideas, whether we Yook
wpon it from the point of view of the poet or that of the
wsthete,  For, the experience that the poet presents and the
resthete gets from the presentation, is characterised by the
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absence of the sound of the lingnistic expressions, in which the
spiritual ides is presented, because the words of language are
merely symbols of ideas fn the case of poetic presentation.

Music may be said to belong to the second type, because
in the case of the products of the art of music, not only the
sound of the musical notes is an essential part of the musicsl
experience as a whole, but also, according to the anthorities
on Indian music, this sonnd occupies predominant position in
it (Gitarh Nadatmakam, S. R., Ch. 1I, 1.) in marked distinc-
tion from poetry in which the spiritnal idea predominates
(Kavyasyatma Dbvanih or Kavyar Rasatmakark Vakyam).
No doubt, in the works on Indian music there is talk of Rasa.
But that has reference, not to music as such bat to the
combination of vocal musie, instrumental music and dance
(Toryatrayam gitavadyanrtyanam melanam S. R. (Comm)
Ch. VII, 1361). And it is admitted that therein Rasa pre-
dominates (Rasapradbanam icchanti tsuryatrikam idamhvidah
S.R., Ch. VII, 1362).

Architecture belongs to the last type, the lowest type
of art, because in its products the spiritual jdea is not at all
embodied, for the reason that the medium, in which the spiri-
tual idea is presented, does not belong to the subject that
produces the work, as do the idess to the poet or the musical
notes to the singer. In the case of the architecture the medinm
is entirely objective and external to the artist and, therefore,
the spiritusl ides is external, wholly ontside the work of archi-
tectural art. The same is the case with sculpture,and painting.

Thus another reason for not admitting sculpture and
peinting to be independent arts seems to be that both of them
employ in their presentation the materials which are essen
tially nondifferent from those of architecture. For, stones
aod paints are essentially earthy (Parthiva) as much a5 87¢
bricks and mortar,
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PHILOSOPHY OF ARCHITECTURE OR VASTU.
BRAHMA-VADA,

The conception of Vastu-Brahma, unlike that of Rasa-
Beahma, which is found as eatly as the time of Taittiriys
Upenissd (if, 7), or of Nada-Brabms, which is thoroughly
discussed in texts on different schoals of Saivaism and in the
philosophy of grammar, bas not beea traced so far in any
philosophical test. And among the architectural tests the anly
one that mentions it, nccording to our present state of informa.
tion, is the Samsrangana Satradhdts of king Bhoja. And
bere also the conception js not presented very clearly and
elaborately. In fact, the line in which “Vastu-Brahma'
occurs has two different readings as*follows:—

1 VastuBrahma sada Vidvath vydpnoti sakalam jagat,
2 Vastu-Brabma sasarjadau visvamapyakbilam tath,

The fundamenta) principle of the Vasiu-Beahms-Vads, as
that of the Nada-Brahma.Vada or Resa-Brabma.Vada,
is that the Vastu-Brabma makes itself objective for the
immediate viston; it concretises itself 5o as to become object
of sensuous perception; it manifests itself in works of
architecture and all that is necessary for their production,

ASTHETIC EXPERIENCE FROM ARCHITECTURE.

A work of architecture, palace, fort or temple, admits
of being viewed from two points of view (i) objective and
[} subjective. From the first point of view it is something
that is immediately present to the sense of sight and is viewed
in complete 1solation from any relation with the indwelling
human or divine personality, as a reslisation of the vision of
the architect, as an ideal restised, as s piece of heaven on
earth and, therefore, as something that seems to be impossible,
As such it is responsible for the arousal of feeling of wonder
and quently of the swstheti perience, hnicslly

77
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called Adbbuta, when as a result of deep contemplation on
the objectively present the spectator gets completely deindivi-
duslised, For, Bharata pot only recognises wonder (Vismays)
“to be the basic mental state of Adbhuta Rasa but also men-
tions temple (Devakula) and assembly hall (Sabha)' amongst
the objects which are responsible for its arousal. And Bhojs
also in his Samaradgans Sotradbara admits the causality
of work of architecture to aronsal of the feeling of wonder®,

It is interesting to note in this connection that an
eminent British sthetic thinker, Burke (1729-1797), agrees
with Indian @stheticisns on this point that great works of
architecture arouse the emotion of wonder or astonishment
and that @sthetic experience from such works consists in the
experience of wonder which so entirely fills the mind with
the object that arouses it that there remains no room for any
other idea to come in. The @sthetic experience from g
work of atchitecture, therefore, consists in the experience of
wonder, relsted to the architectural object, which occupies
the mind to the exclusion of every other idea., Architectural
experience is the experience of sublime.

Burke has approachea the problem of sublime from the
point of view of experience that an object arouses. Accord-
ingly he holds that that pbject is sublime which arouses (i}
delightful terror or (ii) astonishment. He asserts that when
we have an ides of pain nnd danger coupled with the
consciousness of freedom from dangerous circumstances, we
feel delighted and that the object which arouses this delight
is sublime. Here be seems to be primarily concerned with
tragedy, whether in actual life or presented on the stage,
which he admits to be sublime on account of its causing the
delight of the peculiar type, as bas been stated above. Dut
the work of architecture is sublime, not on account of arous-

%y A Bhy Vol L, 330, 2. B.8D, Vol I, 17),
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ing *“delightful terror" but en account of causing astonishment,
For, according to Burke, greatness of dimension is sublime:
succession and uniformity of parts constitute artificial
infinite and infnite is sublime: magnitude in building is
sublime. And we know from our own experience that
objects which are sublime on account of any one or more of
the three essentials of sublime arouse, not “delightful terrar'!
but astonishment.

From the subjective point of view, that is, from the
point of view of the indwelling human or divine personality,
whose basic tendency or state of mind the building reflects,
expresses or manifests, the asthetic experience fram a work
of architecture consists in the experience of the basic emotion
of the indwelling personality through identification with him.
Thus & palace, because it reflects or expresses the amorous ten-
dency of the indwelling king, as is recognised by Bhoja in his
Samaraigana Sotradhara, where he declares it to be abode
of Rati {Rateravasa-bhavanam. S 85.D,, Vol. 1, 171.), arouses
the emotion of love because of the identification with the
king who occupies it. A fort similarly gives rise to the heric
emotion. A temple with Buddha in contemplation produces
calmnpess in the mind. And rising from the emotive and
Kathartic levels to the transcendental, the ssthete has the
experience of the Vistu-Brahma from s work of srchitectare
exactly as the lover of music has ths experience of the Nida
Brahma from vocal or instrumenta} music or as the lover of
poetry has that of Rasa-Brabma from reading or beating
poetry.

INDIAN PHILOSOPHY OF FINE ART.

In India a comprehensive philosophy of fine art, such ag
includes within its scope all the fine arts, has not beem
attempted. The reazon seems to be that Bharata reduced all
srts, including even poetry, music and architectute to a sub-
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ordinate position to the dramatic art, And in the context of it
the philosophy of the dramatic art, the Rasa-Brabma-vada, was
propounded and it was applied to poetry elso, because drama
was recognised ta be o form of peetry. Subsequently, however,
the independence of the other two arts, music and architecture,
was asserted and the philosophy of music, the Nada-Brahma-
Vida,l and that of architecture, the Vastu.Brahma-vada, grew
up under the influence of the Rasa-Brahma-vada. No system of

hilosophy of Fine Art, sy ising the three philosophies of
the three recognised independent or fine arts into & well inte-
grated whole, could, however, develop, probably because of the
successive foreign governments, which were antagonistic to
Indian culture: or because the eminent thinkers like
Abhinayagupta in his Tantraloka and $rikantha and Rama-
kantha in their Ratnatrays and Nadakarika respectively had
developed monistic and duslistic systems of the Saiva
Philosophy so as to include the conception of Nada in their
philosophical frameworks: and the Vastu-Brehma, conceived
by King Bhoja, did not draw much attention of the subsequent
thinkers,

Integration of the different schools, however, is not very
difficult, In fact the principle of integration has been given
by Bharirhari, who presents an old tradition of a conception
of the Absolute in the context of plilosophy of grammar,
distinct from the metaphysical or mystic conception of the
ultimate reality, the Brabman, as earlier admitted by the
Vedanta, presented in the Upanigads. His subject was
grammar which is concerned with sets of gross articulate
sounds, the words, and their meanings, Two problems,
therefore, rose in his mind 1 (1) “*YWhat is the witimate origin
of the gross articulate sounds ?” (i) “What is the relation
between word and meaning " And his answers were: () °
“The ultimate origin of gross articulate sounds is the subtlest
sound technically called Sabda-Brahme, which is unity
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of all sounds,"” (if) *The ‘meaning’ (Artha) is en illusion that
arises on the basis of set of articulate sounds, the word, due
to beginningless ignorance, exactly as the illusion of silver
arises on the basis of mother of pear], due to the bright rays
of the sun.” It may be pointed out here that the first verse of
the Vakya Padiyam, on which the above statement is based,
admits of different interpretations.

The philosophers of music also, being concerned with
sound and trying to find out the ultimate source of musical
notes, raised the question : “Is the ultimate sound, ss concei-
ved by the philosophy of grammar, articulate or inarticulate ?**
And finding that articulation is due to the activity of the
speech-organs, which is not possible in the subtlest state,
admitted by the grammarians to be the origin of the gross
articulate sound, they naturally enough concluded that it' was
inarticulate, called it Nada.Brahma and held that art of
music presents the Nada-Brahma and leads to the experience
of the same, 23 has been stated in the preceding Chapter
from the points of view of different thinkers. The asserters
of the independence of the art of architecture followed suit,
They held *Vasty’, with which they were concerned, to be the
ultumate principle and called it Vastu-Brahma, just ss the
philosophers of music, belag concerned with inarticulate sound,
had admitted the inarticulate sound in its subtlest form to be
the ultimate principle (Nada-Brahma).

But Bhattrhari himself, while expounding “Sabda-
Brahma' had roised the question: *Are there many
Brobmons " or “Is the Sabda-Brabman distinct from the
PBrabman as such?” And the answer that he gave is contained
in the very second verse of his work. It runs as follows :—

Ekameva yadamnatah bhinnariy Saktivyapadrayat,
Apqthakivepi Saktibbyah prthaktveneva bhisate.
It may be interpreted os follows :—
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Multiplicity of the objects, different from one another,
is undeniable, because it is a fact of experience. And if we
admit the pltimate cause of everything ta be one, logic needs
that we should assume multiplicity of powers in the one cauge.
Bhartrhari  admits the soundness of this argument apd
asserts that the Absolute (Brahman) is one but sppeats to be
many because of being related to or restiog on (vyapasrayat)
different powers, assumed for accounting for variety of
objects.

Bhartrhari, therefore, admits the essential identity of
the Brabmwn and Sabds-Brabmag but does not deny the
relational difference between the two, He does not recognise
the powers to have anexistence independently of the Brahman,
He u:imits them to bz ideatical with the Brahman. .

“Sarvasakiyatmabhitatvamekasyaiveti nirpayah”

#Ekameva Brahma sarvasakti” (V. P. (B) 6.)

Different powers are assumed to account for different types
of effect (Karyaninatvonniyamanah Saktibhedah).  These
powers, as they emerge from or are manifested by the Absolute,
concretise the Absalute. They are the grades of grossification
of the Absolute and, therefore, constitute the categories of
the system which believes in them, bzcause it is concerned
with accounting for effects of particular type. Thus the
highest categories of the monistic Saivaism of Kashemir, Siva,
Sakti, Sadasivs, Iévara and Vidya, are nothing but the five
powers, Cit, Ananda, Iecha, JAdna and Krigz respectively, s
they emerge from or are manifested by the ‘Parama Siva’,

The Absolutist Indian Philosophy of Fine Art can be
built up on the lines of the Philosophy of Grammar aod the
monistic Saiva Philosophy of Kashmir. For, Rasa-Brahma,

Nada-Brahma avd Vastu-Brahma are postulated to account for
certain artistic facts and experiences of distinct types, exactly
asthe Sabda-Brabma is admitted by the philosophy of Grammar
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or Siva, Sakti etc. by the monistic Saivaism. Therelore, if we
admit them to be the grades of concretisation or grossifica-
tion of the Absolute, we will have Philosophy of Fine Art with
three primary categories and the Absolute at the top.

Concretisation, whether jn the metaphysical context or in
e context of Art is o slow process, There are grades of
objectificatton or concretisation, The metaphysical Absolute
concretises itself in different eategories, each succeeding being
grosser than the preceding, the grossest being the earth,
which constitutes tbe terminating point of grossification.
The Absolute in the context of Art, similarly objectiftes or
concretises itself in different art-categories, Rasa-Brahma,
Nada-Brahma and Vastu-Brahma, which express themselves
in different arts and their works, one being grosser than
anotber eccording as the medium adopted for the presentation
of the 1dea is comparatively more or less gross. Thus poetry
is the highest type of art, because the articulate sound that
it emplays as the medium of presentation of the spiritual idea
that is its content, is mere symbol of ideas and in itself is
without any significance, It does not constitute an element
of the experience that poetry arouses, It does not constitute
the objective aspect of poetic experience as the configuration
of tones does in the case of the musical expertence. For, in
poetic experience it is thought, feeling, emotion and so on, of
which the connoisseur is aware at the imeginative, emotive
and Kathartic Jevels, which constitute the objective aspect of
such an experience. The poatic experience 1s marked by the
absence of all that is the object of external senses, because
even the articulate sound that is its medium is eliminated
from it. ‘The objective aspect of poetic experience is constitu-
ted, not by what is externally real, but by what is ideal, by
something that exists exclusively in the conscious life itself,
something that is conceived and jmaged by the mind. Poetry,
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therefore, is regarded s the highest type of art in so far as
the experience that it presents and arouses js free from the
sensuous element.

Music comes next, because the experience that it arouses
is not free from the sensuous element. For, the configuration
of tones is an essential element of the musical experience.
But it is higher than Architecture, because its content as well
as the mediom of its external expression are ‘subjective’,
For, pot only the content is nothing but a part of our perso-
nallife, feeling, emotion etc., but the expression, the configura-
tion of tones, also is such as entirely depends on conscions
life for its being and has no objective subsistance in so far
as it does not have the objective mode of spatial persistency.
The tones vanish as soon as they appear.

Architectare is the lowest of all arts jn so far as the
mediam that it employs for the presentation of the spiritual
iden is the grossest. Stone, brick, clay etc. are earthy: and
earth is the terminating point of grossification of the ultimate
philosophical principle, according to some of the important
systems of Indian thought. Its products have fudependent
substantive existence in space, last through time and are
characterised by all the three spatial dimensjons. The work
of architecture does not incorporste the spiritusl idea in
jtself but simply points to it. It exists independently of and
separately from the idea.

Rasa-Brahma, therefore, is the highest, Nada.-Brabma
the lower and Vastu-Brabma the lowest category of the
Absolutist Indian Philosophy of Fine Art.

THE END -
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A 143, 151, 152, 154, 166,
84, 102, 145, 146, 147, 172, 176, 177, 183, 184,
Mh&‘; by "1 185, 188, 200, 202, 203,
Abhasavada, 83, 101, 143, 145, ;?2 %:g ;’; ;;g ;‘;‘;’
;25- 178, 180,325,323, 343, | 993, 233, 935, 226, 228,
- 233, 241, 245, 254, 261,
Abhasavadin, 1‘43' 13, V01 964, 265, 266, 267, 274,
148, 150, 171, 280, 202, 297, 324, 337,
Abhihitanvaya theory, 291, 339, 340, 331, 347, 350,
Abhihitanvayavada, 294, 367, 369, 371, 383, 385,
Abhihitanvayavadin, 268. 391, 392, 396, 429, 432,
Abhijaana S'skuntalam, 25, 439, 442, 443, 446, 458,
168, 176, 423. 459, 462, 463, 466, 474,
Abhilasa, 192. 478, 479, 480, 481, 482,
Abhimiaa, 40, 194, 196. 486, 488, 493, 497, 499,
Abhimanyu, 341, 501, 503, 504, 508, 509,
Abhinava Bharatacarya, 546. 510, 52§, 533, 534, 535,
Abhinava Bharaty, 6,9, 38,39, 538, 539, 540, 541, 556,
44, 45, 71, 85, 108, 109,| 557, 562, 573, 575, 578,
141,176, 183,220,222, 226, | 612,

324, 339, 440, 481, 496,
535, 538, 539, 540.
Abhinavagupta, 2, 3, 6, 8,9,
10, 12, 13, 18, 30, 33, 38,
40, 43, 44,45, 47,64, 67,
€9, 72, 81, 82, 84, 85,86,
87, 88,91, 93,94, 57,103,
104, 106, 109, 110, 115,
124, 130, 136, 139, 142,

Abhinavagupta : An  Hhstori-
cal and Philosophical study,
38, 535, 538, 541, 561, 586.

Abhinaya, 18, 19, 245, 457,
458, 479, 482: of four
types:—(1) Ahirya, 19,457,
482, 434, 485, (i1 ) Angika,
18, 27, 245, 457, 482, 484,
(it ) Sattvika, 19, 27,457,
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482, 484, (iv) Vacika, 18,

27, 457, 482 : Svabhava,

245 : Upangs, 245.
A.bh3ig())'akﬁ, 351, 357, 358, 359,

Abodkta, 126,

Absolute, 1, 88, 89, 53, 95, 95,
97,98, 101, 104, 105, 106,
110, 111, 112, 114, 116,
117, 122, 125, 127, 129,
132, 252, 327, 330, 560,
575, 578, 602, 612, 614.

Accent, 518, 519, 520: digit
of, 518 1 topal, 527.

Accentual mark, 518.

Accentuation, 517, 518 : rules
of, 518 : tonal, 548 : undu-
lating, 517.

Acharya, P. K., 593.

Act, 397, 398, 404, 409, 485,

Acting, 4, 18, 19, 457, 438,
480, 482, 483, 484, 521:
forms of, 483:of four
kinds, 480 :—(i) mental,
457, (ii) physical, 457,
(iii ) relating to dress agd
make-up, 457, (iv) voeal,
457: of four types, 457:
mansers of :—{(i) conve-
ational, 480, (ii ) realistic,
480 : three types of, 27 :—
(i) Atigika, 27, (ii) Sattvika,
27, (iil) Vicika, 27.

Action, 13, 53, 56, 190, 330,
331, 332, 343, 344, 345,
387, 389, 390, 397, o0g,
399, 401, 402, 403, 404,

405, 410, 411, 417, 420,
422, 423, 424, 425, 426,
427, 428, 429, 432, 434,
436, 452, 454, 458, 459,
460, 461, 464, 467, 463,
469, 476, 477, 478, 482,
484, 485, 487 : comis, 403 :
complete, 403 : division of,
466 : dramatic, 460, 461,
463 : five forms of, 465:
forms of, 442, 450, 451,
A53, 460, 462, 463. 464,
465, 466, 467, 468, 469,
474, 475, 476 : Four forms
of, 465 four types of,457:
grace in, 449 : graceful,
448, 449, 462, 464, 467,
476 : manner of, 479 2
mental, 457, 460, 462, 465,
467, 476 = motiveless, 461,
463 : physical, 460, 462,
464, 465, 466,467,468, 469,
476, 484 : presentation ofs
468 : prigciple of, 193:
psychological, 467, 468:
scene of, 19 ¢ six types of,
471 : stages of, 397, 403,
404, 411, 413, 414, 417,
418, 420, 428, 429, 436 :—
[ beginning,  catastrophe,
cause, close, consequence,
disintenglement, fall,
growth, height. ] (For pages
refer to the alphzbetcal
order of index. ) three forms
of, 465 : three types of, 452.
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tragic, 403 : types of, 450,
474: violent, 457: vocal, 53,
457, 460, 462, 464, 465,
466, 467, 469, 434,

Action-atutude, 171.

Actor, 2, 5, 11, 12,19, 23,27,
28,30, 35, 39, 41, 48, 49,
59, 64, 65, 63, 70, 71, 73,
209, 211, 262, 386, 392,
397, 437, 438, 454, 463,
480, 482, 484 ¢
change of personality of,
481,

Astual soul, 127.

Acyutottara, 491,

Adbhuta (Rasa), 191, 194,
219,252, 2535, 443, 456, 470,
474, 475, 610.

Adhvaryu, 514,

Adhyatma Viveka, 543,

Adi Bharata, 6, 528, 533.

Adversary, 19.

Esthete, 8, 12, 13, 168, 169,
170, 171, 175, 194, 196, 197,
198, 207, 209, 215, 217,
218, 250, 262, 335, 337,
338, 349, 399, 562, 611.

Esthetic, 62, 71, 73, 82, 252,
3253, 254, 256, 303, 336,
337, 333, 339, 385,
605: attitude, 163, 166,
1691 conception, 44 : con-
figuration, 8, 22, 33, 35,
36, 37, 188, 198, 301, 304,
305, 306, 402, 443, 448,
150, 452, 455, 456, 457,
463, 464, 466, 469, 474,

476, 484, 485, 498, 499,
500, 506, 510, 511 :con-
templation, 164 : experience,
12, 13, 17, 18, 19, 20,27,
28,38, 35, 37, 38, 42,43,
44, 45, 48, 50, 61, 63,
69, 71, 73, 74, 76, 81,82,
83, 103, 108, 109, 116, 124,
136, 137, 138, 139, 141,
142, 143, 150, 152, 153,
154, 155, 156, 160, 162,
163, 164, 165, 168, 171,
173, 174, 180, 181, 182,
183, 188, 196, 197, 200,
202, 204, 206, 207, 209,
210, 211, 212, 213, 221,
224, 228, 238, 239, 241,
244, 247, 248, 249, 251,
252, 253, 254, 255, 258,

261, 262, 264, 288, 297,
303, 306, 307, 336, 337,
338, 339, 349, 350, 370,
379, 380, 382, 391, 421,
438, 456, 461, 463, 464,
470, 471, 486, 489, 490,
493, 498, 502, 504, 505,
606, 609, 610, 611.~—
{comic, 470; of disgust,
212; erotic, 4703 levels
of, 202; objective aspect
of, 461; recognitive, 62;
theory of, 43 ; tragic, 560:)
fact, 36:image, 163, 164,
175, 306 : judgement, 61,
67 : level, 166 : objezt, 20,
21,31, 34, 35, 36,40, 41,
42, 44, 45, 46, 48, 50,61,
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63, 67, 75, 76, 77, 137, 149,
<150, 151, 154, 156, 157,
159, 160, 164, 208, 303,
391, 491,498 : observer,
62 : personality, 162,
176 : pleasure, 492: pre-
sentation, 37, 74, 199, 211,
303 : reality, 161 : recogni-
tion, 63 : representation,
44, 46, 48 : senses, 17, 137,
169, 402, 606 : situation,
297, 499 : susceptibility,
156, 158, 162, 163, 170,
175, 177, 200, 229, 238,
492: tendency, 477: theory,
33, 38, 57, 71,72, 73, 87,
220 : value, 298 : world,
36.

Esthetics, 1,2, 3,17, 20,31,
43, 44, 47, 48, 265, 296,
334, 335, 337, 339, 463,
489, 560: field of, 74:
Indian, 1, 3, 19, 38, 82, 602.
Sankhya theory of, 70:
theory of, 33, 50, 71, 82,
215, 218 : works on, 2.

Agama, 587.

Agastya, 587.

Agni Puriga, 585,

Ahankara, 79, 80, 113, 194,
195, 196, 197, 198, 201:
quality of, 199,

Ahankrta, 194, 195,

Ahatksti, 194, 198,

Ahobala, 550, 554,

Ain-i Akhbari, 549, 551,

Abydaya, 562,

Aja, 217,

Ajatagatru, 525, 526.

Ajiidna, 126.

Akasa, 131.

Akbar, 549, 550,

Aksapada, 380,

Alankara, 258, 277, 301, 304,
306, 346, 373, 374, 376,
377, 455, 491, 494, 495, 496,
497, 498, 504, 510, 524,

Alarikara Dhvani, 304, 305,
306, 313, 359,

Alankarika, 275, 298, 489, 496,
497, 504, 508,

Aldpa, 564 * types of, 538.

Ala-ud-din, 543, 544,

Alaukika, 161,

Alayavijnana, 126,

Alliteration, 303, 469, 472, 473,
494 : types of, 472.

Amaria, 105,

Amir Khushru, 544, 545, 553,

Ansumadbheda, 586, 587, 606.

Ar$uman, 586.

Amukha, 455,

Ananda, 73, 77, 78, 80, 81, 106,
107, 108, 109, 114, 115, 116,
117, 124, 141, 142, 151,216,
561, 562, 565, 614.

Anapdamaya-kosa, 78,

Ananda Vardhana, 72, 82, 221,
265, 266, 267, 273, 298,
322, 323, 324, 335, 341,
342, 346, 349, 350, 358,
360, 361, 362, 365, 370,
373, 377, 378, 379, 382,
383, 465, 471, 495, 499,
503, 510. .
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Ananta, 577.

Anapota, 545.

Anavamala, 89, 125, 131, 133,

Afga, 531,

Angahdra, 483, 521,

Anger, 47, 210, 211, 254, 255,
256, 450, 452, 476.

Anirvacantya khyat, 56.

Atjaneya, 540,

Atka, 396, 476,

Ankisya, 396,

Ankadvatara, 396.

Adkura, (acting ) 483,

Antahkarana, 232, 560.

Antoddtta, §26.

Anubhava, 22,24, 26, 27, 36,
46, 58, 154, 155, 156, 193,
205, 222, 227, 245, 248,
262, 302, 305, 335.

Anucarapa, 34.

Anukaraga, 34, 68,

Anukirya, 366,

Anuklrtana, 34.

Anumana, 53, 332, 347,

Anumiti, 381, 382,

Antpankusa, $52.

Anusps:\ Sangitaratnakara, 549,

Antipa Vilasa, 552,

Anupaya, 94.

Anuprasa, 458, 469, 472, 473,
Anusandhana, 40,

Anuttara, 18, 88.
Anuvyavasiga, 67, 68.
Anvitabhidhanavada, 280, 294,
Anviabhidhanavadie, 268, 202,
Anyathakhymi, §6.

Apana, 135, 570,

Apastamba, 583,

Apavedyasusupts, 131, 132,
133,135,

Appa Tulsi, 553.

Appayya Diksita, 259, 496.

Aprakaga, 328,

Architect, 591, 609,

Architectural tradition, 582 :
Brahma, 582, 547, 588 589,
591 : Indian, 593 Maya,
582 : S'aiva, 582.

Architecture, 1, 2, s, 580,
582, 583, 585, 586, 596,
598, 603, 606, 608, 609,
611, 612, 616 : art of, 579:
authority on, 593 : Brahma
tradition of, 587: Indian,
600, 601 : Maya tradition
of, 582, 595 : Philosophy
of; 2, 612 : S'aiva tradition
of, 588, 591: science of,
583 - technique of, 582, 585:
three styles of, 600:-—(1)
Dravida, 600, 601, (i)
Nagara, 600,601, (iis) Vesara,
600, 601: three types, 600:—
(1) Asana(sitting) 600, { il )
S'ayina  (reclining) 600,
(iil ) Sthanaka ( standing )

600 : works of, 579, 580,
581,

Ardhanart Natejvara, 97.
Ardpta, 192,

Aristotelian, 138,
Aristotle, 11.

Arjuna, 255.
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Arseya ( Kalpa ), 515.

Art, 2, 5,11, 14, 33, 37, 43, 50,
66, 69,70, 477, 500, 578,
600, 607, 612, 615: abso-
lute, 602: architectural,
602, 608 :  of architecture,
613: of dancing, 538:
dramatic, §, 11, 21, 37,251,
489, 612: fine, 1, 3, 583,
606, 612: highest type of,
615, 616 : jmitation theory
of, 61, 63, 64: imitative,
58 1 independent, 606, 608,
612: ioference theory of,
63: of music, 16, 552,
608, 613: poetic, 607:
subordinate, 588, 607:

theory of, 43: work of,
477, 566, 606.

Art-category, 615,

Artha, 14, 202, 228, 248, 460,
476,501, 506 : Abhivyangya,
358 : Anumeya, 337, 347,
355 : Anumitaoumeya, 347,
349 : Anumiyamana, 337:
Bhakta, 275 : Gamya, 337 :
Gauga, 341, 352, 353, 507 :
Laksaika, 265, 284:
Mukhya, 341: Prattyamzna,
337: Tatparya, 177, 352:
Vicya, 266 : Vyangya, 341.

Arthakriyakaritva, 148,

Arthalanksra, 302, 303.

Arthactasanyssa, 347,

Anhanmasankramm\ acya,
3093, 310,

Arthapatsi, 332.

2]

Anhapmkm,4’l 429, 431,432:

five, 42!

(i) Bijz (seed), 421. 422,
424, 430, 432, 433, 434
(i) Bindu ( recoliection of
motive force ), 221, 3973
(i) Karya (resources), 421,
429, 430; (iv) Patzka (sub-
plot), 421,427, 428, 429,

430, 431; (v) Prakart ( mivor

plot ) 431, 428, 429, 431. ]
Arthagaktyudbhava, 312, 314
Arthadsstra, 521, 579, 582, 583.
Arthitva, 146.
Artist, 261, 608,
Artistic fact, 168, 261.
Asambhava, 366, 368.
Assglzaksyakramavyan gya, 286,

Asatkaryavidin, 357,

Asatkhyati, 56.

Asoka, 595,

Agravaps, ( Music ) 535.

Astadhyayl, 408, 528.

Agvamedha, 522,

Agvatara, 540.

Agvatthami, 211, 485,

As you ke it, 421, 428,

Atatparatva, 378,

Atharvaveda, 4, 464 512, 521,
582,

Atman, 196.

Atomistic pluralism, 91.

Atyantatiraskrtavicy a, 311,382

Aucitya, 381.

Audience, 228, 402, 422, 423,
424, 426, 4%.

Audrey, 421,



(7281

Aurangzeb, 551,
Avaloka, 224.
Avamarsa, 431, 435, 436.
Aversion, 51, 53.
Avestita ( Dance ), 481.
Avidya, 77, 78, 574,
Avivaksitavacya, 307, 309, 382.
Ayodhys, 581,
Ayurveda, 20, 521

B

Babhravya, 409, 410.

Badariyana, 45, 266.

Bahurupa Miéra, 6.

Biga, 581,

Bauddha, 92, 126, 140,

Baudhayana drauta satra, 5, 583,

Beauty, 460, 478, 564: wsthetic,
566,

Beginning, 410, 411.

Being, 102, 127, 128, 129, 233,

Bhagavadgtta, 463,

Bhigavatam, 556, 572.

Bhakti { Rasa ), 188, 192, 203,
205.

Bhamaha, 278, 489, 491,492,
493, 494, 495, 497, 499,
500, s01, 502, 503, 504,
505, 506, 507, 509, 510.

Bhamint Vilasa, 551,

Bhiga ( Drama ), 431,446, 456,
469, 476,

Bhigda, 392.

Bhangtbhapiti, 376, 377,

Bhinu Datta, 188, 192,

Bharaty, 2,3, 4,6,7, 9, 10, 12,
13, 15, 17, 18, 19, 20, 21,
26,30, 31, 32, 33, 34, 35,

36, 38, 39, 44, 46, 48,50,
59, 62, 64, 67, 69, 72,
82, 121, 153, 154,188, 213,
216, 220, 221, 223, 225,
226, 227, 229, 235, 236,
241, 243, 244, 245, 248,
252, 254, 255, 257, 324,
375, 391, 392, 393, 396,
425, 429, 431, 437, 439,
441, 446, 453, 457, 460,
462, 463, 465, 467, 468,
469, 471, 474, 478, 479,
480, 482, 486, 487, 488,
489, 450, 491, 494, 495,
496, 499, 501, 502, 503,
504, 506, 508, s509, 511,
512, 523, 524, 527, 528,
533, 534, 535, 536, 537,
538, 540, 541, 542, 543,
546, 548,584, 599, 610, 611.

Bharata Sutra, 391.

Bhartrhari, 93, 325, 340, 341’
372, 573, 575, 612, 613,

Bhasa, 4%6.

Bhasd, 518, 519, (Music) 538,

Bhasa-accentuation, 519,

Bhaskara, 542.

Phaskart, 528.

Bhatkhande, 553, 555.

Bhatta, 292,

Bhatta Kallata, 39.

Bhatta Lollata, 3, 33, 38, 39,
40, 41, 42, 43, 44, 45, 46,
47, 48, 82, 188, 468, 539.

Bhatta Matrgapta, 540.

Bhatta Mimamsaka, 268.

Bhatta Nayaka, 38, 72,73, 74,
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75, 81, 82, 83, 84, 116, 150,
152, 220, 221, 267, 280, 296,
297, 323, 335, 339, 539.

Bhatta Tanta, 64, 84, 347,

Bhatta Yantra, 539.

Bhattenduraja, 64, 84.

Bhattojt Diksita, SI8,

Bhava, 26, 27, 28, 198, 201,
227, 229, 237, 243, 244,
304, 457, 458 : Sahacus,
24 : Sattvika, 19, 26, 27.

Bhiavabhasa, 304, 306. *

Bhava Bhatta, 551.

Bhavabhati, 188,
192, 219.

Bhavadatta, 549.

Bhavadhvani, 304, 306.

‘Bhavang, 28, 164,

Bhava Prakida, 6.

Bhuvadantidhvani, 307,

Bhavisya Pordpa, 585,

Bhayanaka ( Rasa ), 176, 177,
194, 212, 252, 255, 443,
471, 474, 475.

Bhima, 211, 254,

Bhoga, 77, 78, 80, 81, 104, 110,

116.

Bhoja, 2, 188, 193, 195, 196,

T 197,198, 199,200, 201, 459,
463, 463, 470, 471,472,473,
(474, 479, 500,593, 604, 609,
610, 612,

Bhujina, 108.

Bibhatsa (Rasa), 194, 212,
213,226,252, 456,471, 474,
475, 476, 478,

Bimbapratibimbavada, 558,

189, 191,

Bindu ( metaphysical ), 563°
570, 574, 575, 576, 577:
gross, 574, 578 : subtle,578.

Bitht ( Drama ), 442, 454, 455,
456.

Blank, 130.

Bliss, 77, 78, 216, 250, 522, 570.

Bodhisattva, 247.

Bradley, 390, 400.

Brahmg, 3,4, 5, 6,7,9, 15, 16,
33, 447, 462, 463, 488, 514,
534, 587, 591, 601, 604.

Brahma Bharata, §, 10, 533.

Brahma-granthi, 570.

Brahma kigda, 340,

Brahman, 73, 76, 88, 95,1189,
252, 329, 571, 572, 571,
612, 614 : Para-562.

Brahmaoa ( caste ), 4, 11, 212,
445, 446 : (Vedic literature)
523, 524, 525, 548, 557:
of Simaveda, 522:—(j) Jai-
minlya, 522, 525, (i) Pafica-
vimsa, 515, 522, 524.

‘Brahma-randhra, 567, 569, 570.

Brhaddest, 540, 548.

Brhaddevats, 5.

Brhati, 384,

Brhatt Vimarsint, 104, 340.

Brhatkathi, 444,

Brhatsarihita, 593,

Bratus, 395.

Buddha, 611.

RBuddhi, 79,80, 88, 112, 113,
117, 118, 119, 120, 122,
144, 195, 232, 233, 234,
240, 559, 560,



Buddhi Sattva, 240, 241.

Buddhism, 88.

Buddhist, 57 . ascetic, 453,

Buddhistic, 126, 335 : images,
604 : jataka, 581 Pitaka,
581,

Buddhi Tattva, §8.

Building, 598 : six parts ‘—
(i) Adhisthana ( basement)
(it) Gala (neck) (iit)
Prastara  (entemblature )
(iv) Sikhara (head) (v)
Stambha (Pillar) (vi)
Stupika ( finial ) 598.

Burhan khan of Khandesa, 550.

Burke, 610, 611.

[¢f

Cakra,. 556 : ten, 566-—(1)
Adhira, 567, (i) Ajna, 568,
570, (iii) Anahata, 568, 569,
570, { iv ) Lalang, 568, 569,
(v) Manas, 568, (vi)
Mapipttraka, 568, (wvi)
Soma, 568, ( viii) Sudhz-
dhira, 569, (ix) Svadhis-
thana, 567, (x) Visuddhi,
568, 569.

Cacsar, 395.

Calend, $15.

Camathdra, 103, 104, 105, 106,
109, 141, 340, 349.

Camathsti, 106,

Candractrya, 340

Candrild, 323,

Capacity to identify, 165.

Capt. Willard, 545

25 |

Caranavytha, 513, 521,

Csrudatta, 61,

Carvaka, 224,

Carvapa, 109, 164.

Catastrophe, 405,

Categorical imperative, 16, 31,

Category, 614, 615 : dependent,
576 . primary, 576, 615:
pure, 576.

Catura Damodara, 531.

Caturdandi Prakasika, 554,

Caute (stage of action ), 404 :
instrumental, 558 : material,
558.

Caves, of Ajantd, 596 : of
Allora, 596: of Loltun,
595 . of thousand Buddhas,
596.

Celia, 421, 428

Central America, 592, 594, 595,
596, 603,

Central Asia, 594.

Ceta, 445,

Cetana camatkira, 379,

Chandogya Upanisad, 556, 557.

Chandragupta, 583.

Character, 387, 389, 391:
historic, 61 ¢ histoncal, 61,
73.

Cints, 236.

Cit, 139, 140, 144, 614.

Cura Sutra, 589,

Close, 404,

Cognition, 52, 57, 67, 70:
msthetic, 63 : objective, 50,
74, 76.
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Comedy, 404 : stages of, 404,

Concentration, 200,

Congruity, 380, 381.

Conscioustess, 60 :
481,

Consequenve, 404,

Contemplation, 73, 164, 165,
211, 213,

Contemplative,
process, 164,

Content, 607, 616: spiritual, 607.

Convention, 275, 353, 500,512
of dramatic presentation,
457 : literary, 276 : secon-
dary, 276, 286, 287 : of two
types, 457 : (i) social,
457, (ii) theatrical, 457,
480,

Conventional, 275, 281, 282,
288, 335, 351, 352, 353, 355,
356, 358, 361, 363, 364,
365, 366, 367, 368, 369,
370, 371, 377, 378:
language, 258, 263. symbol,
282,

Creation, power of, 577: of
two types :—(i) impure,
577, (it) pure, 576, 577.

light of,

habit, 164:

Croce, 101, N
Calika, 396.
Cupid, 219.

D .
Daksioavrtti, $38.

Damodara, 550.
Dance, 3,4, 5, 10, 11, 21, 478,
481, 483, 521, 523, 538,

542, 543, 590, 608: ori-
ginator of, 3, 4 : poses, 4.

Dandaka, 190.

Dandin, 36, 44, 492, 494, 495,
497, 500, 501, 502, 503,
505, 507, 508, 509.

Dzu;ielou,(A\ian ), 528,

529,

Dantila, 538,

Dantila-Kohaityam, 538.

Dafarnpaka, 138,201, 221,223,
431, 440, 465.

Dattila, 538.

Daya, 246.

Daydvira, 246,

Dayavirotsaha, 238,

Death, 466, 467, 469, 436, 487:
mimetic changes of, 486:
unpresentability of, 485,

Deception, 448 accidental 448.

Deindividualisation, 12, 208.

Delightful terror, 610, 611.

Desadhva, 152

Desire, 51 : indefinite, 90.

Determinacy, 95, 96, 106, 577.

Devaraja, 546.

Dhanasjaya, 138, 188, 201,
202, 220, 221, 429, 431,
432, 433, 440, 470, 478,

| Dhaaika, 201, 221, 236, 440

Dhanurveda, 521.

Dharma, 14, 202, 228, 247, 394,
460, 476.

Dharmavira, 246.

Dharmt, 458 : of two types,
457 :—(i) Lokadharmt, 457,
480, (ii) Natya dharmy, 457,
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Dhyti, 193, 228.
Dhrupada, 549.
Dhruva, 534, 539.
Dhuotd, 446.

Dhvani, 72, 82, 84, 155,221,
258, 264, 265, 266, 267,
270, 271, 272, 273, 274,
275, 277, 278, 279, 280,
281, 282, 284, 285, 286,
288, 289, 290, 291, 292,
296, 297, 298, 301,
302, 323, 324, 341, 342,
349, 350, 351, 356, 357,
360, 362, 365, 366, 367,
368, 369, 370, 371, 372,
373, 374, 375, 377, 381,
382, 383, 384, 495, 501,
509 : [ Alankara, Arthin.
tarasankramitavicya, Artha-
daktyudbhava, Asanilaksya-

1 Dhvamvadin, 290,
356, 358, 359,
366, 367, 368,
383, 384.

Dhvanysloka, 221,
323, 503.

Dhvanyaloka Locana, 39, 85,
220, 223,

Dhyanasloka, 531.

Diction, 483.

Diksita Ramakrsga, 525, 526.

Dima, (drama) 225,226, 431,443,
447,450,452, 456, 476, 477,

Dinanatha, 550.

Dipaka, 377, 378.

Dipta Rasa, 225,

Durang khan, 551.

Disentanglement, 419,

Disgust, 213, 250, 476.

Doctrifie, of contradiction, 63 :

336, 349,
360,
375,

267,

kramavyangya, Aty of iness, 92.
skptavicya, Avivaksitavd- | Dosapaya, 235.
cya, Bhava, Bhavabhisa, | Doubt, 29.

Bhavadlnti, Kramadyotita,
Rasa, Rasgbhisa, Sabdada-
ktim0linuraganavyangya,

Drama, 1, 2,3, 4,6,9,12, 13,
14,15, 16, 17,18, 19, 20,

$abdasaktyudbhava, Ubha-
yasaktyudbhava, Vastu, |
Vivaksitainyaparavicya: for I
pages refer to the alphabe-
tical order of index J expo- |
nents of, 276, 278, 510:
opponents of, 271, 273,
274 : theory of, 72, 510
Dhvanikirs, 364, 368, 377 .
Dhvanikarik1, 265, 266, 273,

b4 §

21,29, 31, 32,37, 47, 61,
82, 190, 199, 201, 202, 207,
211, 212, 386, 387, 390, 391,
392, 393, 304, 395, 396, 397,
398, 399, 400, 401, 402, 404,
405, 406, 407, 408, 409, 410,
411, 413, 415, 418,419, 420,
422, 423,424, 425, 426,427,
428, 429, 430, 431,432, 436,
437, 438, 439, 441, 442, 446,
448, 455, 456, 459, 460, 464,
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466, 467, 468, 469, 474, 476,
477, 479, 481, 483, 484, 435,
487, 491, 496, 508, 509, 566,
607, 612: dependent purpose
of, 443 : drama within the

" 191:highesttypeof, 219,451;
of lower type, 212 : origin
of, 3,4 : originator of, 3:
soul of, 489 : ten kinds of,
441 : two form of, 445:—
(i) fictitious, 445, (ii ) his-
torical, 445 : types of, 441,
442, 455, 475, 476.

Dramatic  composition, 456,
469 : basic forms of, 441 :
dependent forms of, 441,
449 :—(i) Rasska, 441,
(ii) Sattaka, 441, (iii )
Totaka, 441: forms of, 442,
444 : hughest type of, 442 :
lower forms of, 449.

Dramatic construction, 450,

30, 35, 61, 68, 189, 190,
385, 387, 389, 390, 391,
392, 393, 395, 396, 398,
400, 402, 408, 411, 422,
425, 428, 434, 437, 433,
439, 440, 442, 444, 445,
455, 464, 469, 477, 479:
ancient, 445,

Dramaturgist, 44,
458, 459, 480, 489,
492, 499, 504, 505.

Dramaturgy, 4, 5, 6,7, 15,27,
218, 220, 393, 460, 491,
503 : works on, 2.

Drava, 440.

Dress, 19, 30.

Dréya, 396.

Drum, 523, 534, 572, 575.

Durgicarya, 342,

Duryodhana, 254.

Dussadana, 211, 254,

Dusyanta, 25, 168, 176, 219,

D thasrl, 6

421,
490,

397,

daé.

Dramatic 101, 63, 64,
65, 67, 72, 73, 193, 209,
460, 461, 462, 467, 484,
487 2 dependent purpose of,
445 s end of, 31 : essentials
of, 457 : of two types,
476 (@ delicate ( Suku-
mara) (ii) violent (Aviddha)
two kinds of suzcess of,
457 :—{i) divine, 57, (iny
human, 457.

Dramatic technique, 36.

Dramatisation, 395,

Dramatist, 2, 12, 19, 27,28,

Dvariks, 581.
Drvesa, 235,
Dyotaka, 371,
Dyotakatva, 333,

E

Ecofiomics, 521.

Ego, 199.

Ego-feeling, 195, 197. R

Embelhishment, linguistic, 496 @
verbal, 458, 465, 469, 472,
473.

Emotion, 13, 24, 25, 26,
41, 55, 58, 74, 191, 195,

22,
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196, 199, 200, 211, 213,214, Nyiya theory of, 54, 61 -
216, 219, 251, 252, 253, theoryof, 50
401, 402, 443, 444, 453, ! Exposition, 420.
456, 459, 476, 477, 482, } F

511, 512, 599, 610, 615, ] . .
616 ¢ msthetic, 201, 254 : | LAinting, 466, 467, 468, 469.

basic, 12, 13, 31, 47, 71, | :‘;“’;:"' e
198, 202, 214, 216, 251, 1 F2Kar ullah, 549.
Fall, 404, 405,

254, 255, 455, 457, 477,
485, 566, 590, 611 : cause | Ew.' 219, 250, 255,

7 8 Feeling, 51, 599, 615, 616
of the, 23 : empirical, 2072 0 i g
expression of, 18: hesoic, | Feeling soul, 127, 128.
37, 611 : imitated, 65: | Figures of speech, 258, 259,
persisting, 23, 27, 31, 32,17 on0 fon o ’

485 : personal, 73 physical Final emancipation, w23,

condition of, 35 : sigfs of, 223, 228, 235, 233, 456. 523

26 : transient, 22, 23, 27, Flight, 448, 450:45'-. , 522,

28,29, 31, 32, 41, 44,49, 1 Elute, 512, 572, 575.

50, 58, 59, 198, 201, 205, | Form, 607.

218, 227, 243, 253, 257, | pory, iron, ss0.

302, 304, 306, 457, 477, | Free will, 98, 126, 330, 331

499, 566 : transitory, 19: G

universal, 211, Gamut, 441 : descenduing, 516,
Emotive, experienice, 73 res- 519,

ponse, 174: situation, 257. | Gana, 521 : Argyegeyagana,

Empathic, apprehension, 37 : 525, 526 : Gramegeyagana,
reaction, 156, 160, 168, 325, 526 : Ohagana, 515,
174, 389. 526 : Oharahasyagina, 526

Empinicist, 94, Ohyagana, 515.

End, of dramatic art, 17 reh- Gaoapati, 583.

gious, 455 © social, 455, Giandharva, 521, 533, 535, 538,
Eaglish drama, 399, 400, 401, 548,

402, 420. Gandharvaveds, 521, 548,
Enthusiasm, 212, 250, 455, 476. | Gapeda, 592, 594.
Erotic, 418, 432, Gangirima, 545, 552,
Lrror, $4, 55, 56, 61, 62, 338 : ! Gann, Dr. 595,
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Garugda Puraga, 585.

Garva, 193.

Gautama, 53, 54, 235.

Genius, 32, 161, 261, 272, 391,
392, 393,

Gt 236

Gitagovinda, 542.

Glani, 23.

Gopiala Niayaka, 544, 545.

Goraksanatha, 569.

Govinda Diksita, 545.

Grace, 449, 478.

Graha, 530, 532.

Grama, ( music ) 441, 442, 524,
530, 532, 540, 547, 553 -
Gandhara, 530: Madhyama,
530, 532, 547 * Sadja, 530,
532, 547,

Grammarian, 281, 282, 459,
571,

Greek, 399,

Grhyasutra, 526,

Grief, 47, 189, 210, 211, 214,
215, 216, 217, 218, 250,
251, 254, 400, 401, 452,
453

Ground plan, 598.

Growth, 404.

Gupa, 71, 110, 113, 133, 196,
277, 491, 495, 497, 502,
504, 505, 506: Arthavyahti,
06 Kanki, 06 Madbn-
rya, 494,495, 502, 503, 505,
506 : Ojas 494, 495, 503,
506 ; Prasada, 494, 495,

503, 506 : Samadhi, 506 :
Samata, 506 : Saukumdrya,
506 : Slesa, 503, 506 : Uda-
rata, 506.

Gupavaitrspya, 232.

Guybhutavyatgya, 363, 364,
366, 375, 501.

Gury, 516,

H

Halayudha, 526.

Hamlet, 390, 402, 427.

Hanuman, 592, 594, 595.

Huarappa, 580, 586, 603,

Haridasa Svamin, 549,

Harivaniéa Puraga, 5.

Harmony, principle of, 602.

Harsa, 238, 408, 422, 539,

Hargacarita, 581.

Harsacarita Vartika, 384,

Harsa Vartika, 408,

Hasa, 202.

Hastangultvikalpa, 538,

Hasya, (Rasa) 46, 192,194, 205,
214, 225, 226, 242, 250,
251, 252, 253, 450, 456,
474, 475, 590: Atmastha,
214 : Parastha, 214 : Six

“types of, 46 : Stages of, 46.

Hathayoga Pradipika, 556, 569.

Hedomstic, theory, 17.

Hegel, 1, 88, 101, 102, 126,
127, 128, 129, 130, 350.

Hegelan, 126, 138,

Height, 404.

Hero, 19, 43, 48, 49, 61, 65,
68, 71, 81, 189, 193, 212,
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388,
400,
425,
439,

389, 395,
408, 414,
427, 429,
443, 444,
452, 455,

251, 255,
398, 399,
418, 422,
430, 436,
447, 450, 4sl,
456, 477, 478, 481, 485,
487 : divine, 443, 447
seven kinds of, 446,

Heroic, 47, 418, 432.

Heroine, 19, 446.

Heroism, 452,

Hetu, 58, 359.

Hind ddh

sangitap 1,553,

History of Philosophy Eastern
and Western, 561.
Huuen Tsang, 596.
Hota, 514.
Hrdaya Darpana, 72, 82, 323
I

Icchy, 614.

Icchamala, 121.

lechopaya, S1.

Ida, 567.

1des, 615 : spintual, 6075608,
616.

Ideal, 615.

Identification, 12, 13, 14, 17,
24,31, 38,67, 68, 19, &I,
135, 138, 162, 163, 165,
166, 168, 169, 170, 171, 173,
174, 180, 210, 216, 241,
242, 248, 251, 252, 256,
261, 263, 354, 355, 399,
400, 402, 403, 421, 443,
344, 445, 490, 611 : process
of, 168,

lhamrga, (drama) 452, 456,
476, 477 : hero of, 449,

Ikbal namah, 550.

lusion, 36, 43, 157, 158, 613.

Ilusion-theory, 43.

Images, Buddhistsz, 604 : Jain,
604,

Imagination, 43,94, 137, 143,
174, 175, 208, 401, 442,
444, 445, 559, 560, 561 :
poetie, 490 world of, 204,

Jmutation, 8, 9, 34, 50, 57,
65, 66, 67, 68, 69, 157,213,
252, 335, 338, 348, 365,
366 : artistic, 66 : indurect,
48, 49 : theory of, 215.

Imitation-theory, 61, 64, 66,67,

Immadideva, 544, 546,

Immediacy, 151,

Impurity, 576, 577.

Incongruity, 378, 379, 387, 389,
398, 465 . Kramabheda,
379, 380 : Paunaruktya,
379, 380 Prakramabheda,
379 Vicyavacana, 379,
380, 38t : Vidheyavimara,
379

Indetermunacy, 151, 577,

Indian xsthetician, 208, 257,
262, 610

Indian Music, 527, 528, 605 :
history of, 527, 528.

Individual, 238 : mind, 330.

Indra, 15, $80, 592, 594,

Indraprastha, 581,

Indumatt, 217.
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1adus Valley Cultures, 580.

Inference, 29, 38, 50, 53, 213,
234, 331, 332, 335, 336,
339, 346, 350, 352, 353,
354, 355, 356, 358, 360,
361, 363 : theory, 48, 50.

Innate ignorance, 89.

Inner expression, 145.

Tasulindia, 596.

Intonation, 483,

Introduction, 420,424 : general,
21, 424 : spacial, 424.

14vara, 152, 153, 166, 178, 614.

Tévara Krsoa, 71.

I$vara Pratyabhijaz, 327, 333.

Iévara Pratyabhijna Kankz, 40,
72, 84, 104, 110, 152, 539.

Yévara Pratyabhijaa Vimarsinl,
85.

Itthasa, 228, 444.
Ttivrtta, 432

J

Jagannatha, 86, 139, 140, 551,

Jagrat, 124,

Janaki, 205, 208.

Janantikam, 481. .

Jati (music), 11, 35, 281.
458, 530, 531, 532, 535,
540, 546, 553 : combination
of, 537 : kaidika, 537 : pan-
caml, 540 : parts of, 442
sadia mad 540.

Jayadeva, 542, 547.

Jehangir, 550. )

Jimutavahana, 247, 486.

Jiva, 135, 283, 569.

Jivakald, 563.

Jnana, 79,80,112,114, 124, 614.

Jaapakarakhyati, 56.

Jhdnopiya, 91.

Journalof Music Academy, 28,

Jugupsd, 229.

Julius Caesar, 395, 420, 421.

K

Kadambarl, 582.

Kaitabha, 461.

Kaivalya, 126, 240, 242.

Kald, 90, 117, 118, 124, 132,
144, 530.

Kala, 90, 117, 122, 124, 132,
144, 530.

Kalakrama, 330.

Kalanidhi, 545.

Kalagakti, 122

Kalhapa, 340.

Kz, 122.

Kalidasa, 5, 55, 168, 176, 177,

* 216, 217, 381, 423, 581,603,

Kallinatha, 536, 537, 544, 545,
546, 556, 571,

Kama, 14, 196, 202, 228, 248,
394, 476.

Kamastitra, 46, 216.

Kambala, 540.

Jatyapgaka, 248.
Jatyaméa, 442,
Jaya, 587.

Kamik , 586.
Kaficanamala, 416.

Kandarpa Sambhava, 545.
Kant, 71, 122.
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Kanva, 25, 176.

Kapala ( part of Riga ), 5.

Karaga ( dance pose ), 4, 483.

Karmn, 118, 573, 576, 577.

Karmamala, 90.

Karmasamskara, 90, 193,

Karna, 255.

Karpagya ( Rasa ), 192,

Karuni, 217

Karuga ( Rasa), 47, 189, 190,
191, 192, 194, 214, 215,
216, 217, 218, 226, 250,
251, 252, 254, 255, 443,
452, 456, 466, 469, 474,
475.

Karuga vipralambba ( Rasa),
190, 443.

Kdryavasthd, 431, 432:—Ara-
mbha, 405, Niyatapt:, 405,
435, 43 I 405 ;

510 : Anibaddha,
, Citra, 501 : Dhvani, 263,
©301, 302, 361, 362, 372-
Guotbhatavyasgya, 363,
364, 366, 375, 501 Mahs,
492, 500, 501, 502 : Muk-
taka, 491 : Videsa, 372, 375
Kavyadarga, 36.
Kavyahetu, 347,
Kavyakautuka, 347
Kavyalaksma, 49“
KavymMankira, 489, 499,
509.
Kavyalaskara Sangraha, 509,
Kavyarasa, 492.
Keith, 398.
Kegava, 545,
Khadalik, shrine of, 5%6.
Mmdham 539.

500 @

503,

.

Pmplyni:!. 405, 414; Yatna,

Kas}lm'u‘, 48, 81, 82, 542.

Kashmir Saiya, 18, 325, 327.

Kashmir Saivaism, 330, 561,
576.

Kashmir $aiva Philosophy, 18,

Kndyapa, 535, 536, 538, 586,
587, 606.

Kasyapa Silpa, 601,

Katharsis, 143, 150, 175.

Katyayana, 379, 518, 526.

Kaufambi, 405,

Kaustubha, 545,

Kavivylpira, 498, 499,

Kavya, 278, 372, 373, 374, 375,
381, 382, 498, 500, s0b,

K dge, of, 50.
illusory, 43 : powerof, 576.
Kohala, 441, 535, 538,
Kogala, 410,411, 419.
Kramadyotita, 312,
| Kramastotra, 220.

Kraufica, 260, 261, 262, 263.

Knys, 114, 124, 329, 330, 531,
! 614,

Kriyanga, 530, 531.

Kriyasakts, 329,

Kriyopaya, %0.

Kyéasva, 2, 533,

Krsoa, 512, §81, 592, 605.
! Krsonanda Vyasa, 333,
Ksemaraja, §31
Ksobht, 470
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Indus Valley Cultures, 580

Inference, 29, 38, 50, 53, 218,
234, 331, 332, 335, 336,
339, 346, 350, 352, 353,
354, 355, 356, 358, 360,
361, 363 : theory, 48, 50.

Innate ignorance, 89,

Inner expression, 145.

Insulindia, 596. .

Intonation, 483.

Introduction, 420,424 : general,.
21, 424 : spacial, 424,

I¢vara, 152, 153, 166, 178, 614.

I¢vara Krsna, 71.

Ygvara Pratyabhijna, 327,333,

I¢vara Pratyabhijng Karika, 40,
72, 84, 104, 110, 152, 539.

I$vara Pratyabhijaa Vimaréing,
85. !

Tuhasa, 228, 444,
Itivrtta, 432.

J

Jagannatha, 86, 139, 140, 551,

Jagrat, 124,

Janaki, 205, 208,

Janantikam, 481, .

Jati (music), 11, 35, 281,
458, 530, 531, 532, 535,
540, 546, 553 : combination
of, 537 : kaidika, 537 : pafi-
camt, 540: parts of, 442 :

wdia madhyams, 540,
Jatyatgaka, 248.
Jatysrhia, 442.

Jaya, 587

Jayadeva, 542, 547.

Jehangir, 550. )
Jimutavzhana, 247, 486.

Tiva, 135, 283, 569.

Jivakala, 563.

Jnana, 79,80,112,114,124, 614,
Jnanakarakhyati, 56.
Jaanopiaya, 91.

Jourpalof Music Academy, 528.
Jugupssg, 229,

Julius gaesar, 395, 420, 421.

K

Kadambarl, 582.

Kaitabha, 461

Kaivalya, 126, 240, 242.

Kalz, 90, 117, 118, 124, 132,
144, 530,

Kala, 90, 117, 122, 124, 132,
144, 530.

Kalakrama, 330.

Kalanidhi, 545.

Kalasakti, 122,

Kalhaga, 340.

Kali, 122,

Kalidasa, S, 55, 168, 176, 177,
216, 217, 381, 423, 581,603.

Kaliinatha, 536, 537, 544, 545,
546, 556, 571,

Kama, 14, 196,202, 228, 248,
394, 476.

Kamasntra, 46, 216.

Kambala, 540.

Kamikzagama, 586.

Kaficanamsls, 416,

Kandarpa Sambhava, 545
Kant, 71, 122,
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Kagva, 25, 176.

Kapala ( part of Raga ), 5.

Karaga ( dance pose ), 4, 483,

Karma, 118, 573, 576, 577.

Karmamala, 90.

Karmasanskara, 90, 193.

Karna, 255.

Karpanya ( Rasa ), 192,

Karun3, 217,

Karuga ( Rasa), 47, 189, 190,
191, 192, 194, 214, 215,
216, 217, 218, 226, 250,
251, 252, 254, 255, 443,
452, 456, 466, 469, 474,
475.

Karupa vipralambha ( Rasa ),
190, 443.

Kuryavastha, 431, 432:—Ara-
mbha, 405; Niyatapti, 405,
435, 436 ; Phalagama, 405 ;
Praptyasa, 405, 414}; Yatoa,

405,
Kashmir, 48, 81, 82, 542.
Kashmir Saiya, 18, 325, 327,
Kashmir Saivaism, 330, 561,
576.

Kashmir Saiva Pulosophy, 18.

Kaéyapa, 535, 536, 538, 586,
587, 606.

Kasyapa Silpa, 601.

Katharsis, 143, 150, 175.

Katyayana, 379, 518, 526.

Kaugambi, 409.

Kaustubha, 545,

Kavivyapara, 498, 499,

Kavya, 278, 372, 373, 374, 375,

i

. 510 . Anibaddha, %00 @
| Citra, 501 : Dhvani, 263,
301, 302, 361, 362, 372
| Gugltbhatavyangya, 363,
364, 366, 375, 501 . Mahi,
492, 500, 501, 502 : Muk-
taka, 491 . Videsa, 372, 375,
Kuavyadarsa, 36.
Kavyahetu, 347,
Kivyakautuka, 34\7.
Kavyalaksma, 492,
Kavyalatkara, 489, 499, 503,
509.
Kavyalagkara Sangraha, 509.
Kavyarasa, 492,
Keith, 398.
Kegava, 545.
Khadalik, shnine of, 596.
Kirtidhara, 539.
Knowledge, condition of, 50 .
illusory, 43 : powerof, 576
Kohala, 441, 535, 538,
Kosala, 410,411, 419.
Kramadyotita, 312.
Kramastotra, 220.
Kraufica, 260, 261, 262, 263.
Kriya, 114, 124, 329, 330, 531,
614.
Kriyanga, 530, 531.
] Kriyadakts, 329,
{ Kriyopaya, 90.
Krsasva, 2, 533.
| Krvoa, 512, $81, 592, 605,
Krspananda Vyasa, 553,
Ksemaraja, 541

381, 382, 498, 500, 501, l Ksobha, 470,
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Ksudrakalpa, 515.
Kulagahvara, 557.
Kugdalin, 567.
Kuntaka, 323, 376, 377,
383, 500, 506.
Kuvalayavall, 545.

379,

L

Laghu Maajasa, 556, 557, 572

Laksmidhara, 546, 550.

Laksaga, 455, 496, 497, 498,
499,

Laksapavadin, 284.

Laksmanagupta, 84.

Laksmanasena, 542,

Laksya Sangita, 553, 553.

Lal Khan, 551.

Language, 483,
powers of, 75,
dha, 75, 177, 376; Bha-
vakatva, 75, 77, 81;
Bhojakatva, 75, 81; Con-
textual, 281, 282, 288,
350; Conventional, 177,
269, 288; Intentional, 177;
Laksana, 266, 269, 271,
280, 284, 285, 286, 287,
288, 289, 290; Laksapa
laksand, 289, 290; seco-
ndary, 269, 280, 236,
289, 2%, 508, S509;
suggestive, 257, 258, 287,
289, 290, 297, 298, 304,
305, 306; Tatparya, 177,
Tatparyadakti, 267, 268,
292, 356; Vyaktr, 355, 358,

511, 608:
77 :—Abhi-

Vyanjans, 285: spoked
vedic, 517.

Lank3, 592.

Lata Muni, 540.

Laughter, 211,213, 214, 250,
251, 252, 253, 453.

Laulya ( Rasa ), 188, 192, 203,

205.
Law of contradiction, 209.
Laya, 530, 532, 570.

Level, emotive, 607, 611, 615 :
empirical, 166, 228, 242,
243 : of identification, 170 :
imaginative, 607, 615 : ka-
thartic, 13, 138, 151, 152,
153, 178, 180, 131, 182,
188, 202, 241, 249, 561,
607, 611, 615 : transcenden-
tal, 188, 193, 202, 562, 565,
611,

Liberation, 33, 235, 242, 247,
569, 571.

Linga, 355, 359, 360.

Linguistic expression, 258.

Linguistics, 258.

Literary cniticism, 260,

Locana, 223, 266, 324, 348,
369, 371, 508. N

Lozana Kavi, 547, 554.

Logic, 126, 127 : ancient, 50.

Logical Realism, 91.

Lokottara, 178.

Love, 23,37, 47,70, 73,
195, 196, 198, 199,
203, 204, 207, 209,
212, 216, 217, 250,

191,
201,
210,
251,
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252, 253, 255, 447, 476,
611 > =sthetic, 207 : object
of, 444 : signs of, 209:
unbecoming, 252, 253.
Lute, 523, 533, 572, 575:
parts of the, 523.
M
Madaniks, 416.
Madhava Krishna Sharma, 528.
Madhu, 461,
Madhursja Yogin, 541.
Madhyama, 540, 563, 564,
565, 572, 573, 574, 575:
gross, 565, 573: subtle, 566.
Madhyamika, 56.
Magha, 581.
Mahabharata, 531, 532, 581,
592.

Mahabhasya, 310, 528,

Mahamays, 93.

Mahan, 90.

Mahanata, 392,

Mah3 sata, 93.

Mahavlra Carita, 191,

Mahegvara, 3, 4, 84, 110, 111,
112, 113, 560.

Muhesvara Stitra, 528, 530,

Mahima Bhatta, 86, 265, 267,
324, 325, 326, 327, 333,
334, 337, 338, 339, 341,
342, 343, 345, 346, 347,
348, 349, 350, 351, 352,
355, 356, 358, 359, 361,
362, 364, 366, 367, 368,
369, 371, 372, 373, 376,
377, 378, 379, 380, 381,
382, 383, 384.

Mala, 576.

Malasodhana, 152.

Malatt Madhava, 191.

Malayavatl, 238.

Mallinatha, 345.

Mammata, 40, 45, 459, 495,
503.

Manakutithala, 549,

Manas, 51, 52, 55, 113, 196.

Munasara, 579, 588, 592, 593,
601, 604.

Mandana, 593.

Manoratha, 267,

Mantra, 577.

Mantrajapa, 517.

Mantra Mahesa, 577.

Mantresa, 577,

Manu, 6, 10, 11, 12, 592.

Manusmgti, 12.

Manvantara, 15.

Mardala, 570.

Marga, ( Music ) 533.

Matanga, 512, 537, 538, sdo,
543, 548.

Matra, { Music ) 516, 517.

Matsya Puranpa, 585, 593.

Maya, 592, 593, 595 . culture,
594, 595 * name of a clan,
592.

Mayamata, 592, 601, 606.

Mayasilpa, 592.

Mayamata Silpagastravidhana,
592.

' Mayasilpa Satika, 592.

i Maya Vastu, 592.

| Maya Vasto Sastra, 592.
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Maya, 88, 90, 91, 92, 93, 106,
112, 114, 116, 117, 118,
124, 126, 132, 189, 573,
576, 577 : Vedintic con-
ception of, 92: world of,
577,

Mayiyamala, 90.

Meaning, 472, 494, 498, 499,
500, 502, 503, 504, 505,
511, 574, 613 : clarity of,
494 : problem of, 258, 341:
sweetness of, 506 : theory
of, 341, 459 : types of,
472 :—contextual, 281, 282,
238, 350, conventional, 258,
259, 265, 275, 281, 282,
286, 287, 288, 289, 293,
294, 296, 298, 302, 304,
307, 308, 309, 310, 311,
312, 313, 335, 351, 352,
353, 355, 358, 361, 363,
364, 365, 366, 367, 363,
369, 370, 371, 377, 378;
nferable, 332, 335, 345,
346, 347, 349, 352;
intended, 194; primary,
271, 275, 276, 293, 295,
341, 346, 350, 365,
366; secondary, 258, 264,
265, 275, 276, 281, 282,
285, 286, 267, 288, 289,
290, 293, 295, 296, 341,
346, 350, 352, 354, 355;
spiritual, 163, 257, 263, 264,
265, 501, 508, 509; sugges~
ted, 176, 257, 258, 259, 260,
263, 273, 275, 276, 277,

|
|

281, 282, 283,

287, 291, 293,

304, 305, 308,

335, 350,

359, 360, 361,

365, 367, 368,

372, 373, 314,

382; suggestible,

288, 290, 293, 297,
323, 324, 346, 349, 350,
358, 371, 377; suggestive,
282, 349, 357, 361, 378.

Mechanics, 521.

Medical science, 521.

Meghadata, 55, 216, 581.

Mela, 553, 554 : Janaka, 547:
Keddragaula, 554 1 pumber
of, 554 : Sarabganita, 554 :
scheme of, 554 : of Venka-
tamakhin, 555.

Melodization, basts of, 520:
changes for, 519 : means
of, 518.

Melody, 542,

Meledy-member, 517.

Mental state, 27, 42, 57, 65,
457, 468, 484: basic, 29, 30,
34,35, 37, 38, 42, 43, 44,
45, 47, 48, 49, 50, 57, 58,
59, 63, 64, 65, 66, 67,68,
69, 70, 76, 192, 202, 205,
215, 219, 226, 228, 234,
235, 238, 239, 241, 243,
245, 249, 252, 257, 261,
262, 263, 288, 302,
306, 307, 387, 383, 389,
391, 396, 399, 401, 410,

284,
296,
311,
357,
363,
369,
375,
282,

280,
285,
302,
312,
358,
364,
370,
378,
281,
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411, 418, 421, 430, 432,
484, 493, 499, 510, 610 :
persisting, 30 : presentative,
57 : representative, 57 : tra-

nsent, 29, 30.

Method, of dramatisation, 19 :
of dramatising, 20.

Metre, 525 : of chant, 516
Gayatri, 525. musical, 516
poetical, 516.

Military science, 521.

Mimansa, 332.

Mimanisaka, 224, 294, 296, 332.

Mimetic changes, 22, 27, 30,
31, 32, 41, 43, 49, 50,
58, 59, 64, 65, 68, 201, 205,
207, 218, 252, 253, 257,
477, 484, 485, 499, 510,
566 : involuntary, 26, 31,
58 ; voluntary, 26, 31, 58.

Mind, 126, 127, 196.

Mira bat, 549,

Mirza Khan, 550.

Mithyajdana, 338.

Mithysdjftianapaya, 235.

Mitra, 580.

Model scale, 530, 532, 533.

Mohenjo-Daro, 580, 585, 586,
603.

Moksa, 14, 81, 121, 126, 202,
235, 394, 456, 460, 476.

Monistic Idealism, 92.

Monistic Saivaism, 103, 104,
325.

Monistic Vedanta, 266.

Monotone, 517.
Moral, end, 445 life, 445.

philosophy, 466 : purpose,
228.
Motion, first, 577 : original,
577.
Mycchakatika, 61, 581,
Mudsts, 238,
Muharta, 397,
Muladhara, 574,
,’ Muija, 220
| Murala, 190.
Murchanz, 553
Music, 1, 2,4, 5, 12, 442, 458,
478, 493, 511, 512, 521,
527, 538, 541, 542, 543,
546, 547, 548, 551, 556,
557, 562, 576, 578, 602,
603, 607, 611, 612, 613,
616 : asthetic experience
from, 562 : classical,
520, 527, 531, 532, 533,
548 ; development of, 521,
522 : earliest form of, 522 ;
essential  constituents of,
522: future development
of, 554 : Gandharva form
1 of, 522: Gandharva type
i of, 522: Gwaliur schoo}
of, 549 : Hindustan, 555 ;
instrumental, 10, 19, 458,
483, 521, 522, 534, 543,
557, 566, 608, 611 : lite-
rature  on, 513: lovers
of, 513: Northern, 544,
553, 555 : Persian, 544 :
f philosophy of, 2, 556,
557, 558, 561, 562, 565,
566, 576, 612 . Samavedic,
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523, 525,532,548 : Sama-
vedic schools of, 513:
Southern, 544, 553 : spiri-
tual value of, 557 : techni-
que of, 11, 522 traditional
552: vocal, 19, 543, 564,566,
608, 611 : works on, §53.
Musical, composition, 534,
603 ( Panika, 534, Sapta-
ripa, 534), experiefice,
565, 602, 607, 608, 615,
616 : genius, 544,548 : ins-
trument, 468, 512, 521, 523,
532, 544, 565, 566,570, 572,
575: interval, 527, 532:
metre, 516 : orpament, 524:
sweetness, 564 : time-unit,
516, 528, 530, 531: umit,
519 : value, 520, 529.
Muttu Svami Dikshita, 555.
Mystic, experience, 41, 76, 93,
94,96, 102, 164, 182 : me-
dium, 24 : realisation, 73 :
symbol, 41.
N
Nada, 556, 563, 565, 569, 570,
571, 572, 574, 575, 576,
577, 578 : Ahata, 570:
Anzhata, 570 : gross, 578 :
Para, 563, 565, 576, 577,
578 : pure, 574: subtle, 578.
Nada-Brahma, 571, 573, 609,
611, 613, 615, 616.
Nada-Brahma-Vada, 556, 565,
566, 571, 609, 612.
Nada Karika, 556, 612.

Nada Matram, 574, 575.

i Nada-Vioz, 541,

Nadopzsani, 569, 570: four
stages in:-(i} Arambha, (ii)
Ghata, (iii) Nispatti, (iv)
Paricaya, 570.

Nagananda, 238, 246, 247,248.

Nigea Bhatta, 93, 325, 556,
572, 573, 574, 575, 576.

Naiyayika, 70, 113, 140, 268,
281, 292, 325.

Nala, 581.

Nanz Bhai, 525.

Nandas, 583.

Nandt, 21, 424, 535.

Nandikeévara, 527, 528, 529,
530, 531, 532.

Nandikeévara kasika, 527, 528,

Nanyadeva, 539.

Narada, 512, 522, 533, 534.

Naradt Siksa, 524, 531, 532.

Nirdayana, 587. .

Narma, 449.

Nartana Nirpaya, 550.

Nataka, 219, 247, 404, 432,
441, 442, 444, 445, 451,
455, 456, 476, 501.

Nataka Mimamss, 384,

Nataraja, 4.

Natika, 441, 446, 451, 456.

Natural soul, 127, 129, 130.

Nature, 126, 127.

Nitya, 8, 9, 10, 11, 221, 392,

Natya rasa, 492,

Nitya éastra, 3,4, 5, 6, 7,8,
9, 10, 12, 15, 16, 18, 20, 30,
33, 36, 38,39, 48, 62, 64,
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67,72, 153,220, 221, 336,

392, 393, 408, 465, 488,
491, 492, 496, 503, 509,
524, 527, 528, 533, 536,
539, 541, 548, 582, 5%4.

Natyaveda, 4, 6,7, 14, 15, 16,
521,

Nayaka Bakhsuo, 549.

New Indian Antiquary, 528.

Nidhana, 516, 526.

Nihilistic Buddhism, 88,

Nirasa, 423.

Nirodha $akti, 576.

Nirukta, 342

Nirveds, 23, 192, 193, 229,
230, 233,234, 235, 244, 246,

Nirvrti, 109,

Niyama, 245.

Niyati, 90, 117, 122,124,132,
144.

Not-zsthete, 562.

Not-being, 131.

Note (musical ), 458, 467, 519,
520, 524, 525, 526, 527,
528, 529, 530, 532, 535,
546, 554, 556, 561, 564,
565, 566, 568, 572, 573,
575, 578, 608, 613 - Antara,
540 - Atikrama, $§25: Ati-
svara, 525 combination
of, 521 . extension of, 564
impure, 530 - intermediary,
530 : Kakalt, 540 - origin
of, 556+ pure, 530, 532:
Samavedic, 531: Suddha,
530 : twelve, 550 - Vikpta,
530, 532, 548.

|

Notations, 516.

Nrsinha, 447.

Nyaya, 50, 51, 52, 53, 54, 56,
57, 60, 61, 63, 82, o1,
105, 235, 268, 325, 333,
334, 559 : ancient, 57.

Nyaya-Vaisesika, 559, 599.

(2]

Octave (music), 524, 529,
533: Atimandra, 529 : high,
529: low, 529. lowest,
529 : Madhya, 524, 529:
Madhyama, 524 : Mandra,
524, 529: Middle, 529:
Tara, 524, 529.

Oliver, 421, 428.

One-act drama, 452, 455.

One-act play, 19, 446, 450, 454,

Organic attrtude, 171,

Orlando, 428,

Orpamental syllables, 518,

Oxitone, 526.

P

Padakapda, 340, 341.

Padasphota, 281.

Padma Sambhava, 595.

Pain, 15,

Paint, 19.

Painting, 1, 498, 588, 590, 603,
604, 605, 607, 608 . defects
and excellences of, 590:
division of -{i} of the seen,
(i) of the unseen, 590:
four types :—(i) Misra, 590,
(if) Nagara, 590, (iii) Satya,
590, (iv) Vaipika, 590: three
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styles :—{)) Ahaisika, (@)
Binduji, (i) Patra, 590.
Panakarasa, 143, 237,
Paheila, 507,

407"

Perception, 54, 66, 5591
direct, 53, 64 : senses
of,-606 : visual, 54, 55.

Phebe, 421.

Ph

P: ih$a Br 515,

Papini, 2, 7, 331,340, 342, 371,

379,
520,
533,

Pavintyasikss, }320, 524, 527,
528, 529, 532,

Para, 93, 565, 511, §73 : dakui,
563,

Paramabhoga, 109, 116

Paramiananda, 109, 142.

Paramaiva, 576, 614.

Paramedvara, 575.

Paraterama, 211,

Paratrimsiks, 557,

Para Vik, 96, 325, 563, 574.

Parévadeva, 541,

Partha, 463.

Parvan, 517, 519.

Parvaty, 6, 97, 315,

Pasa, 576 : dependent catego-
xies of, 376.

Patu, 576.

Padutvamala, 577,

Patgantl, 93, 325, 563, 563,
565, 572, 578 : gross, 564,
565, 575, 578 : subtle, 566,

Patadjali, 182, 234, 239, 245,
248, 340, 342, 379, 528,

Pathos, 452.

. Pati, 576.
Pedagagic theory, 17,

392, 408, 479, 518,
526, 527, 519, 532,

logy of mind, 127.

Philasophy of dramaticart, 652.

Philosophy of fine Art, 3, 61,
615 1 Indian, 614, 616.

Phitosophy of grammar, 93,
149, 340, 31, 57, SN,
578, 609, 612, 613, 614.

Philosophy of Kashmir, 614.

Philosophy of Nature, 127.

Phufladtpa, 525.

Phullavivaraga, 525, 526.

Pictorial presentation, 488.

Pillar, conception of, 602:
pames,of +—({) Brahmakdnta,
(i) Candrakunta, (i) Ja-
f.aata, (v) Vispukanta, 661:
types of, 602.

Ppingals, 567,

Pitch ( music ), 515, 516, 517,
518,524, 528, 532: deep,
524 : higher, 524 : highest,
524 fow, 524 : lower, 518:
Madhyama, 524, 527: Man-
dra, 524, 527: middle, 518 :
‘Tare, 524, 527 : Tdratama,
524 : Taratara, 524.

Pity, 217, 218, 400, 401.

Plato, 11,

1 Pleasure, 15,51, 69, 77: sep-

suous, 17,

! Plot. 20, 47, 395, 398, 421:

| main, 403, 404, 420: minor,
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421, 428, 429, 430, 431 : |
sub—421, 427, 428, 430,;
431 : subordinate, 403.

Plotinus, 89, 100,

Poet, 190, 204, 211, 217, 389, |
401, 444, 460,493, 498, 607. I

Poctic, attribute, 502 : beauty, |
508, SII : composition, |
465, 469, 603 : embelli-
shment, 493, 494, 495,
499, 500, 507, 510 : expe-
rience, 264, 602, 607,
615 : expression, 258,489 ;
figure, 491, 492, 500, 502:
genius, 32 : inspiration,
260 : language, 75, 77, 81,
265: law, 469: presentation,
68, 193, 208, 209 : produc-
tion, 260 : style, 491 ¢ vis-
ion, 12, 33, 257, 258, 259,
491, 499, 504 : externalisa-
tion of, 497, 498, 504.

Poetician, 376, 458, 459, 490,
492, 504, 505, 508.

Poetics, 2, 11, 258, 259, 265,
266, 489, 491, 505 : compi-
Jations on, 45 schools of,
489 : works on, 45, 489:
writers on, 45,

Poetry, 1,25, 199,200, 201,
204, 459, 460, 464, 474,
489, 492, 493, 495, 497,
498, 499, 502, 505, 506,
507, 511, 512, 566, 597,
602, 603, 605, 607, 608,
612, 615 : chief characteri-
stic of, 495 : classical, 533:

epic, 460 : essence of, 489 ;
essential  constituent of,
498 : essential element o,
493, 500, 505 . highest form
of, 607: inspired, 263
Iyric, 460 : regional, 501,
507 : Rgvedic, 603: soul
of, 492, 505, 507, 509, 510 -
suggestive, 361, types of,
460, 464.

Poluri Govinda Kavi, 531.

Power of visualisation, 163,
164, 173, 175, 264, 272,
291, 297.

Prabandha, 469,

Prabhikara, 56,57, 268, 280,
292, 293,

Pradhana, 233.

Pragatha, 514, 526,

Prahasana, 453, 456 : mixed,
453, 454 : pure, 453,454,
Prahelika, 374.
Prajapati, 4. .
Prakarana, 431, 441, 442, 444,
445, 446, 447, 451, 4ss,
456, 469, 476: hero of,

445, 446.

Prakada, 94,97, 102, 106, 107,
109, 114, 115, 126, 132,
558, 561, 562, 563, 606.
Para-563.

Prakru, 71, 121, 196, 233.

Prakrtilaya, 233, 234

Pralaya, 132, 133.

Pramana, 51, 53, 143, 144, 333,

Pramata, 51, 143, 144.

Pramatr-vigraati, 109,



[742]

Prameye, 51, 52, 143, 145,

Pramiti, 51, 143, 144,

Pring, 112, 131, 133, 467, 570.

Prana-pramata, 135, 136.

Prapafcasira, 573.}

Prasada, 598, 599.

Praganta, 447,

Pradantavahita, 242,

Prastars, 530, 532,

Prastivana, 424,

Pratapa Singh Deva, 552.

Pratibh, 164, 175, 264, 291.

Priti¢ikhyas, 548.

Pratyaksa, 53, 331.

Pratyabhijaa system, 82,

Pratyavamarga, 93.

Pravesaka, 396, 451.

Pravoti (local usages), 457,
458, 477, 478, 479 : four:—
(i)eastern, 478, (iijnorthern,
478, (i) southern, 478, (iv)
western, 478,

Pravrtti nimitta, 344.

Preman, 201.

Presentation, 68 : imitative, 57,
60, 61, 208 : means of, 58 :
plastic, 63.

Preyas (Rasa), 193: (Alafikara),
502

Priti, 489.

Prostitate, 446, 453, 454,

Pundarika Vighala, 519, 550,

Punyardja, 341,

Purdna, 11, 12, 444, 513, 580,
582, 585,

Purandara, 580,

Purification, 152, 153,

Purposive attitude, 163.

Puriiravas, 5.

Purusa, 71, 79, 80, 88, 118,
119, 120, 144, 23t, 233,
240, 573.

Purusa tattva, 88,

Parvavat, 53, 54, 58.

Puspa, 518.

Puspa Bhisya, 525, 526.

Puospa Sitra, 515, 520, 525,
526, 527.

Putra ( Riga), 553.

Q
Quality, 483, 494, 506 : poctic,
491, 494, 495, 502, 503,
504, 505, 507, 508, 509 : of
poetry, 502:—(7) clearness,
493, 494; (ii) forcefulness or
powerfulness, 494; (iii)
sweetness, 493, 494, 505,
506: of recitation, 483:

transient, S1.

R

Riga (Phil), 90, 117, 120, 121,
124, 132, 144, 235, (Music)
531, 535, 536, 537, 538, 542,
513, 534, 547, 552, 553, 554
Bhambhinapadcama, 536:
Bhig, 540 : Bhinnakai-
$ika, 536 : Bhinnakai$ika-
madhyama, 536: classifi-
cation of, 553 : Deftriga,
537, 538, 540, 548 : Grama-
riga, 537, 538, 540 : Janya,
547, 553, 554 : Kaphy, 547:
Malavakaiéika, 536 : Sau-
vira, 536: Suddhakai¢iks,
537 : Taka, 536,
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Ragacandrika, 553.

Ragadarpana, 549,

Ragamali, 550.

Ragamagjarl, 550.

Ragataranginy, 547, 554,

Ragatattva, 120, 121,

Ragavibodha, 554,

Raghuvanida, 217.

Ragin, 553,

Raja Anup Singh, 552.

Raja Kirat, 549,

Raja Man Singh, 549,

Rajamitra, 491,

Rajinaka Stra Varman, 341,

Rajas, 11, 15, 71,73, 74,75,
76, 77, 78, 112, 113, 114,
115, 116, 119, 124, 195, 231,
232, 233,234, 240, 470, 471.

Raja Taranginy, 340

Raja Vikramajit, 549.

Raksasa, 211,

Rakti, 536,

Rama, 49, 60, 67,68, 70,72,
159, 160, 189, 190, 191,
204, 208, 247, 250, 255,
306, 309, 310, 311, 421,
427, 482, 486, 605.

Rama Candra, 544.

Riama Kantha, 556, 612.

Ramamatys, 547, 548, 554,

Riama Raja, 547,

Rima Sarm, 491.

Rama Simha, 470

Ramayana, 260, 429, 532, 533,
581, 595,

s§

Rasa, 4, 8, 16, 18, 20, 21, 22,
27, 28, 30, 31, 32, 33,34,
35, 36, 38, 39, 40, 41, 42,
43,44, 45, 46, 47, 48,49,
50, 57, 58, 59, 63, 67,68,
69, 74, 109, 139, 142, 143,
151, 183, 184, 188, 189, 190,
191, 192, 193, 194, 196, 198,
201, 202, 203, 205, 210, 211,
214, 215,216, 217, 218, 219,
220, 221, 225, 226, 227, 228,
229, 230, 237, 239, 241, 242,
247, 248, 249, 250, 251, 252,
253, 254, 255, 302, 324, 336,
339, 346, 348, 349, 359, 371,
372, 373, 374, 375, 376, 381,
430, 450, 452, 455, 456, 457,
458, 470, 472, 474, 476, 478,
479, 483, 489, 491, 492, 499,
501, 502, 505, 509, 510, 535,
543, 590, 608 : basic, 252,
254: configuration of, 36,41:
dependent, 252, 254 : essen-
tials of, 474 : independent,
203, 477 : main, 191 : num-
ber of, 192 pervading, 150:
predominent, 191 : presen-
tation of, 20, 21 : primary,
254, 470 : principal, 202 :
theory of, 10 : tonal
assqciates of, 35: tradi-
tional view of, 41 : types
of 188 :—~(i) Adbhuta
( ii ) Bhakti (iif) Bhayinaka
(iv) Bibhatsa (v) Hasya
(vi) Kirpanya, (vii) Karuma
( viii } Karuna-Vipralambhia
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{ix) Launlya (x) Preyas
(xi) Raudra {xii) Sama
(xiti ) $aata (xiv) Srigara
(xv) Udatta, (xvi) Uddhata
(xvii) Vatsala (xviii) Vatsa-
1ya (xix) Vira. ( For pages
refer to the alphabetical
order of index.)

Rasabhasa, 304.

Rasabhasa Dhvani, 306.

Rasa-Brahma, 609, 611, 614,
615, 616.

Rasa-Brahma-Vada,
612,

Rasa Dhvani, 275, 280, 303,
304, 306, 312, 359.

Rasagangadhara, 139, 551.

Rasaja drsiayah, 36.

Rasaka, 441.

Rasang, 109,

Rasarnava Sudhakara, 545,

Rasa Sttra, 39, 46, 324,

Rasasvada, 31, 35, 42,264, 490.

Rasa Tarafigini, 192.

Rasavat, 275, 280, 302, 303,
502, 510.

Rasika, 196, 199,

Rasikatva, 162,

Rati, 70, 139, 192, 201, 202,
203, 204, 205, 210, 216,
228, 236, 243, 244, 245,
246, 248, 249, 365, 611,

Rationalism, 91,

Rational mysticism, 152,

Ratnakara, 556,

Ratnaprabha, 557,

1, 609,

Ratna Traya, 556, 612.

Ratnavaly, (the) 219, 408, 419,
411, 418, 419, 421, 422,-
426, 432, 433, 434, 436,
437,

Rdtnivall, 409, 410, 411, 412,
414, 419, 420, 426.

Raudra ( Rasa ), 11, 47, 139, |

194, 202, 210, 211, 237,
252, 254, 255, 450, 452,
456, 474, 475, 476.
Ravana, 72, 252, 253, 306, 309,
340, 418, 427, 592.
Reaction, identical, 67, 68:
intellectual, 80.
Realistic Dualism, 92.
Realistic Idealism, 82, 325,

"Reality, 87, 89 ¢ historical, 33.

Recognition, 57, 63 : theory of,
50.

Reflection, 8, 73, 79, 80, 159,
335, 336 : theory of, 558,
560.

Relation, appetitive, 606 : @s-
thetical, 1, 562 : causal, 41:
contemplative, 606 : pra-
ctical, 62 : utilitarian, 1,

Republic, 11,

Residual traces, 57,

Rgveda, 4, 5, 464, 512, 514,
519, 521, 579,580, 581, 594.

Rhythm, 528, 530, 531, 532:
ten'Pranas of, 530: vita
aspects of, 531.

Ridiculous, 447, 454,

Rui, 278, 280, 491, 502, 505,
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507 : Gaudrya, 502, 506:
Pancall, 506 : Vaidarbha,
502 : Vaidarbhy, 502, 506.

Romantha, 164,

Rosalind, 427,

Ruci, 146,

Rudhirapriya, 212.

Rudradamariidbhava Sgtra, 528.

Rudrata, 459.
Rumanvan, 410, 419,
Ripaka, 441.
Ruyyaka, 323, 327, 328, 329,
361, 379, 380, 383, 500.
s
Sabda, 53, 332, 333, 501, 503,
506, 563, 577.
$abda-Brahma, 571, 572, 573,
574, 515, 578, 612,613, 614.
Sabdalankara, 465, 469.
$abdinaucitya, 379.
$abdarthaguna, 274, 278, 280,
283.

$abdarthalaikara, 274, 278,
280, 283. .
$abdasakti milanurananavyan-
gya, 382,
dabdadaktyudbhava, 312, 367.
$abda-sphowa, 371, 372.
dabdatattva, 577.
Sabhapati Upadhyya,
572.
Sadagiva, 88, 93, 547, 576, 578,
614.
Sadagiva Bharata, 6, 10, 533,
Sadava rasa, 32.
Sadhdranibhava, 155, 169, 221,
Sadragacandrodaya, 550.

356,

Sagariky, 219, 410, 412, 413,
414, 415, 416, 418, 419,
420, 433, 434, 435.

Szhitya mimanisa, 384.

Sahrdaya, 562.

Sahrdaya Darpana, 339.

Sahydayatva, 156, 162,
178, 200, 339,

Saiva, 72, 86, 87, 95, 96, 100,
101, 102, 109, 110, 11,
112, 113, 116, 17, 118,
119, 120, 131, 140, 152,
224, 281, 330, 331, 333,
335, 343, 345, 561, 562,
564, 578, 582, 614 : as-
cetic, 453 : dualist, 195:
metaphysics, 72, 528, 557,
561, 562, 564 : Tantra, 573.

Saivagama, 93, 556, 557, 573,
580, 585, 586, 587 : duali-
stic, 586.

Saivaism, 93, 330, 335, 585,
586, 587, 615 : dualistic,
195 : of Kashmir, 614:
schools of, 609.

Sawva Philosophy, 40, 72, 82,
83, 84, 85, 329, 556, 557,
575, 612 : of Kashmir, 614:
voluntaristic, 527.

$akha (acting ), 483.

$akhavardhana, 491

Sakti, 103, 109, 116, 124, 574,
576, 578, 583, 614, 615.

$akuntals, 25.

Sama (Sthayibhava), 193, 222,
226, 227, 237, 238, 243,

163,
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244, 245, 246, 247, 248,
{ Rasa) 475.

Samadhi, 133, 232, 233, 241,
242, 243, 245, 506 : Asam-
pranjata, 241, 242 : Nirvi-
cara, 233: Nirvitarka, 232 ¢
Samprajdats, 232, 233 :
Sananda, 232, 233: Sasmita,
232, 233: Savicara, 232,
233 : Savitarka, 232.

Samagana, 522,

Saman, 512, 516, 521, 522, 523,
525 : Brhat, 512, 523:
melodisation of, 525: of
two types:-(i) with stobha,
525, (ii) without Stobha,

_525: Rathantara, 512:
Udvariétputra, 524 : Udva-
fustya, 524 : Vairaja, 512,

Saminyato drga, 53, 54, 58.

Samprafgana Sttradhara, 2,
580, 587, 550, 593,597, 604,
609, 610, 611.

Samisokti, 298, 300, 363, 374.

Samavakira (Drama), 431, 446,
447, 448, 449, 450, 451,
452, 456, 477.

Samavays, 80.

Sama Veda, 4, 464, 512, 515,
520, 521, 526, 533, 548,
557, 568,

Sama Vedic, 516, literature,
515 : music, 523, 525,532 ;
schools of music, 513:—
one thousand, 513; three,

513 :—(1) jaiminiya school
513, 514 (2)Kauthuma
school, 513, 515, 523 [texts

-of the Kauthuma school,
513:~(I) Four song books:~
(i) Aranyagana, 513 or
Aranyegeyagana, 513, 514,
515 (ii) Gramegeyagana
or Veyagina, 513, 514, 515
(iii) Ohagina, 513, (iv)
Dharahasyagina or Uhya-
gina, 513: (I1) three
Arcikas:—(i) Aranyaka-
samhita, 513, 515 (ii) Par-
varcika, 513, 514, 515 (iii)
Uttararcika, 513, 514, 515
Collection of Stobhas, 514:]
(3) Ranayaniya, 513,514,
523 ; sipger, 526: song,
603 : texts, 514.

Sariéaya, 432,

Sarskara, 57.

Samvid, 559.

Samyoga, 80.

Sandarbha, S08.

Sendhi, 428, 431, 432, 433,
436, 440 : Avamaréa, 431,
435, 436: Garbha, 431,
434, 435 : Mukha, 431, 432,
433,434 : Nirvahana, 437:
Prati mukha, 221, 431, 433,
434 : Upasarihyti, 431,

Sandhyadga, 411, 436, 437, 439,
440.

Sangita, 543,
Sangita Darpapa, 531, 550,
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Safglta kalpadruma, 553.

Sangita kalpadrumankura, 553,

Safgitameru, 538.

Sangita parijata, 550, 554.

Sangita Ratnakara, 2, 524, 530,
536, 541, 543, 544, 545,
546, 548, 550, 552, 566,
571,

Sangita sara, 552, 553.

Sanglta sardmsta, 555.

Sangraha Karika, 223,

Safikara, 266.

Satkara Varman, 72.

Sankhya, 70, 80, 82, 83, 88, 92,
118, 119, 120, 121, 144, 182.

Sankhya Kariki, 71.

Saikhya philosophy, 69, 82,

Santa (Rasa) 95, 165, 192,
193, 194, 201, 202, 219,
220, 221, 222, 223, 224,
225, 226, 227, 228, 229,
230, 233, 234, 235, 236,
237, 238, 239, 240, 241,
242, 243, 244, 245, 246,
247, 248, 249, 253, 254,
255, 348, 388, 450, 456,
476 : opponents of, 188.

Sant, 95.

Saraditanaya, 6.

Sarasvaty, 512

Sarasvatl kapthabharana, 188,
193, 194, 195, 201, 465, 469,
500.

Sardila, 538.

$ardila Kohala-Sanvada, 538,

Sarhgadeva, 2, 5, 524, 3530,
536, 537, 541, 542, 354,

546, 548, 553, 556, 571,
573.

Sarthavaha, 445,

Sastra $astra, 521,

Satapatha Brahmana, 5, 581,

Satkaryavada, 195, 357.

Satta, 114, 115.

Sattaka ( Drama ), 441.

Sattamitra, 233,

Sattva, 73, 74, 75, 76, 77,78,
80, 81, 112, 113, 114, 115,
116, 119, 124, 133, 195,
197, 198, 231, 232, 233,
234, 240, 241, 242, 334,
470, 471.

Saunaka, 513, 521.

Savedya Sasupta, 135, 136.

Scale (Music), basic, 532, 553 ¢
new basic, 544: of seven
toses, 519: Suddha, 544,
547 : traditional, 544.

Scene, 486 ¢ informatory, 445,
485, 486, 487: introductory,
167, 179, 451, 455,

Scenery, 450, 488.

Sculpture, 1, 583, 585, 586,
587, 603, 604, 605, 606,
607, 608.

Self, 103, 107, 117, 139, 140,
141, 142, 151, 196, 202,
215, 231, 233, 234, 236,
240, 241, 242, 243, 244,
245, 249, 250, 283, 468,
477, 481, 502, 570 : trans-
cendental, 560.

Self-contempt, 235.

Self-consciousness, 102, 106,
195, 199, 468, 560
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Self—disparagement, 23.

Self-disrespect, 235.

Self-dissatisfaction, 235,

Self-feeling, 196, 198, 199,

Self-realisation, 231, 233,
234, 235, 240, 242, 247,
250,

Sense, 51 : contact, 57 : exter-
nal, 468, 615 : internal, 232,

S60.

Sentiency, 80.

Sentient, 55, 80.

Serindia, 595.

Sesavat, 53, 54, 58,

Setu, 552.

Shahjahan, 551.

Shakespeare, 387,390, 395, 402,
420, 424, 428.

Shakespearian, 404, 424, 425,
427,

Shyam Shastri, 555.
Sid%!_;ﬁnu Saiva Dualism, 576,
7.

Siddhiata $aiva Dualist, 577,
578.

Siddhanta Saivaism, 195.

Siddhi, 457: Daivi, 457:
Manugy, 457,

Siksas, 548.

Sitali, 2, 533.

Silpa €astra, 593,

Silvius, 421,

Sin'xha‘ Bhupata, 537, 545, 546,
556.

Simhana deva, 542, 543.

Simile, 259, 303.

Sidupala Vadha, 581.

sua, 23, 70, 73, 189, 190, 191,
204, 208, 250, 252, 253,
255, 595.

Sitar, 544,

Sitopanisad, 513,

Situation, 17, 23, 24, 28,29,
30, 31, 41,45, 49, 50, 52,
56, 58, 65, 66, 67, 68, 81,
189, 193, 199, 200, 201,
205, 206, 207, 218, 250,
251, 457, 477, 490, 510,
566, 599 : emotive 35,
36, 41, 44, 490 ¢ focus of,
43, 490 : stimulative, 41,

Siva, 6, 97, 102, 116, 255, 314,
447, 512, 540, 566, 569,
577, 578, 586, 587, 591,
601, 604, 605, 614, 615.

Siva Drwti, 93, 348,

Smrti, 228, 247

Sneha, 205.

Sodhala, 542.

Soka, 47, 210, 216, 218, 248.

Somananda, 93, 325, 341.

Somanatha, 554.

Song, 467, 524, 571 : Alajkira
of, 539 : coral, 524 : orpa-
ment of, 539 : ornament of
the vedic, 525 : solo, 524.

Sorrow, 453, 466.

Soul, 51, 52, 55, 127, 128, 129,
512 59 7, 599.

Sound, 458, 511 : action of,
459 exciting, 458, 470:
function of 459, 471:
middle, 470: soft, 458:
softening, 470 ¢ subtle, 577 :
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ultimate source of, 576:
unexciting 458.

Sound-Absolute, 578.

Sound-value, 459, 464, 469,
470, 471, 472.

Space, 127, 208, 209.

Spanda, 104, 124, 575.

Spanda Kirik3, 39, 104.

Spanda Sandoha, 104,

Spectator, 2, 13, 18, 21, 22,
23,26, 27, 28,29, 30,31,
36, 37, 38, 40, 42, 43,44,
46, 48, 49, 50, 58, 60, 61,
62, 64, 65, 66, 70, 71,73,
81, 82, 203, 208, 2t1, 2I8,
224, 228, 229, 251, 252,
253, 256, 385, 389, 397,
400, 421, 437, 438, 439,
444, 445, 451, 454, 457,
460, 461, 463, 464, 467,
479, 482, 488, 490, 560,
610 : qualifications of, 363
two typss of, 445,

Sphoya, 281, 282, 372, 373,
571, 572, 573: original,
574 « theory of, 572, 574.

Sphotavada, 341,

Sphota vadin, 373.

Sphurattd, 93, 114, 151

Spinoza, 101.

Spirit, 126, 127.

Spiritualist, 251,

Sprhd, 192.

$rddha, 192.

Sregthin, 445.

Srikaptha, 556, 612

$r1 gakuka, 33, 36, 38, 42, 43,
44, 45, 46, 47, 48, 49, 57,
59, 61, 62, 63, 64, 65, 67,
68, 69, 82,83, 143, 217,
218, 324, 335, 337, 338,
339, 443, 539.

Sragara (Rasa), 46,47, 139, 141,
165, 188, 189, 190, 191, 192,
193, 194, 195, 196, 197,
198, 199, 200, 201, 202,
204, 205, 206, 208, 209,
210, 216, 217, 218, 225,
226, 227, 228, 229, 236,
239, 242, 248, 250, 251,
252, 255, 448, 450, 4s2,
456, 474, 475, 476, 478,
590, $99: derivation of,
206: meaning of, 205:
Sambhoga, 86 : three types
of, 452 : Vipralambha, 46,
190, 216, 217, 229.

Syigara Prakada, 188, 193, 194,
196, 198, 465, 474. 479,

rigary, 206.

Sruti, 247, (musical ) 11, 441,

g_ﬁ, 527, 530, 532, 533,

Sruti system, 529, 532, 548,

Stage, 188, 210, 212, 386, 396,
441, 454, 458, 460, 450, 481,
484, 486, 487, 488, 509,
585 : limitation of, 481,
485, 487 : plinth of, 584,

Stage-convention, 481.

Stage-manager, 3, 35, 191, 386.

Stage-presentation, 60, 73, 193: .
manner of, 480,
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Sthina, 523, 533,

Sthapati,’593.

Sthayibhava, 22, 29, 34, 36,
41, 46, 57, 68, 133, 156,
192, 193, 203, 226, 227,
305, 335, 399, 430.

Sthiyin, 29, 33, 47, 59, 64, 68,
0, 103, 139, 140, 143, 151,
180, 183, 184, 229, 230,
235, 236, 237, 238, 242,
243, 284, 245, 247, 248,
335, 336, 337, 457, 490.

Siobha, 517, 518, 524, 525,

526.

Strocture, types of (1) Grha,
(ii) Prajidna (i) Vastu,
581

Style, 493, 502, 505, 506, 507,
509 : essentials of 508:
poetic, 491 = sweetness of,
502.

Subject, 51, 56, 79 : cognising,
51, 55 : knowing, 52,

Snbjective condition, 390, 354,

" Subjective Idealism, 92. .

Subjectivism, 330.

Sublime, 219, 610.

Subtle element, 232,

Sicya, 396.

Sudbakara, 545.

Sudra, 4,15, 16.

Siidraka, 61, 581.

Suggestible, image, 283,

Suggestive, figure of spaech,
374 : poetry, 361: presenta-
tion, 208: situation, 374: wo-
d, 282, 287, 293, 371, 378,

Sukracarya, 583.

Sukrantti, 582, 583.

Suksmasarira, 71,

Sultan Bahadur of Gujerat, 549.

Sfinya, 130, 131, 133.

Sanya Pramiti, 88, 126, 130,
131, 132, 133,135.

Suprabhedagama, 586,

Sarya Nardypa, 93, 557,572,
573, 575.

Susahgatd, 414, 415, 416, 433.

Suidruta, 521,

Susumga, 567, 569,

Susupti, 124, 125.

Sotredhara, 191, 424,

Sitragrahin, 593.

Satras, 582: of Lagydyana—
Drahyzyane, 515,

Svabhavokti, 500.

Svagatam, 481,

Svapna, 124.

Svara, 442, 458, 520, 527, 571 :
Anvdatta, 520, 521 : Atisvi-
rya, 519, 527: combination
of, 441: Dhaivata, 520, 521: .,

Girndhira, 520: Krusga,
5§27 : Madhyama, 521:

Nisida, 520: Padcama, 520,
521 : Prakrti, 517 : Rsabha,
520 : Sadja, 458, 520, 521,
540, 568, 575 : Sanna-
ntara, 520: Svarita, 518,
520, 521 : Svarya, 516, 519,
526: Uccaistara, 520:
Udatta, 519, 520, 526, 527 :
Udattatara, 520: Udtha,
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520, 527: Vikrti,
Vrdhesvara, 526,
Svaramela Kalanidhi, 547.
Svarasidharana, 530, 540.
Svarasaficara, 518,
Svartipakhyati, 112,
Svatantra, 330, 331, 359,
Svitantrya, 106, 126, 327, 329,
330, 558, 561, 575,
Svatantrya Sakti, 93, 97, 559,
Svitantryavada, 97,
Sviti, 512, 534.
Svivamanana, 236,
Sympathy, 191, 218, 400, 401.
T

517

Tadatmya, 170,

Taittirtya Prati¢akhya, 524.

Taittirtya Upanisad, 151, 609.

Taksa, 593,

Tala, 11, 467, 530, 531, 53z,
535, 538, 542 ¢ aspects of,
531 : Laya, 462 : Svaratila,
530 : Tithitata, 530.

Taladadaprina Pradipika, 531.

Talayojana, 511,

Tamas, 71, 73, 74, 15, 76,77,
78, 112, 113, 114, 115, 116,
119, 124, 133, 195, 231,
232, 233, 234, 240, 256,
470, 471.

Tamasa, 189, 191, 260,

Tansen, 549.

Tanmatra, 232,

Tanna Mishra, 549,

Tantra, 85, 587,

Tantraloka, 152, 556, 557, 612,

Tantra Samuccaya, 587,

Tapasa Vatsarija, 426.

Taste, 162, 175, 391, 490, 548,

Tatparyadaktivadin, 356.

Tattvabhinivesinl maty, 193,

Tattvadhva, 152,

Tattvajaana, 202, 230, 234,
235, 242, 244, 245, 243 .
Vedantic conception of 235,

Tattva Prakasika, 195,

Temple, construction of, 583 ;
Sarvatobhadra, 589: of
Vai$ravana, 595,

Tendency, basie, 598, 611 :
basic mental, 444,

Tenderness, 192,

Theatre, 488 : construction of),
584: of different sizes, 488 :
middle sized, 21,

Theory of evolution, 195,

Taft-ul-Hind, $50,

Tone, (musical) 511, 512, 516,
518, 519, 520, 526, 527,
532, 616 : Atisvirya, 527
combination of 35: cong.
guration of, 615, 616
fourth, 527 : harmonic
derivatives of, 520;
higher than one, 516
low, 519 : main, 515 :
middle-high, 519: moye-
ment, 518 : original, 520 :
scale of seven, 519 : series
of 518,

Totaka ( Drama ), 441,

Touchstone, 421,

Tragedy, 215, 404, 418, 610.
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Tragic, 403, 560.

Tics, 514

Tretiyuga, 15.

Trika, 82, 84.

Trikfiga, 340. '

Trilifiga, 340.

Tripithin Damodara, 525.

Tri¢iro Bhairava, 557.

Tristichs, 514.

Tulaja, 555.

Tulasydasa, 549.

Tun Huang, 596.

Turiya, 124, 125, 133.

Turtyatita, 124, 134: of two
types, (i) Avyatireka, (ii)
Savyatireka, 134, 142,

Tuttalesvara Deva, 546.

Tuzak, 550.

Tvaga, 592, 593.

Twelfth Night, 160,

Tyigarija, 555.

u
Ubhayasaktyudbhava, 312,
‘Udarata, 506,

Uditta (Rasa), 193, (hero), 447,
Udayana, 219, 409, 410, 411,
412, 413, 419, 432, 487,
Udbhaa, 264, 265, 266, 278,

347, 377, 447, 458, 459,

465, 467, 508, 509, 510,

539 : followers of, 468,
Uddhata ( Rasa ), 193,
Udgata, 514, 515, 517, 522,
Udgttha, 557, 568,
Udgithopasand, 557

Ultimate, 92,97, 98, 99, 100,
101, 145, 227, 228, 229,
236, 242, 247, 329, 557,
558, 559, 561, 562, 565,
566, 575. .

Ultimate Reality, 95, 96, 556,
612,

Ultimate unity, 91.

Umapati, 540.

Unity of action, 399,

Unity of place, 398,

Unity of time, 397, 398.

Universal, 249,

Universal consciousness,
281, 334,

Universal Self, 461, 566.

Universalisation, 154, 155, 169»
208, 221, 262 : process of,
172

Unworldly, 161.

Upadhirtpa, 359,

Upadhivadin, 326, 345.

Upagatr, 516.

Upama, 275, 377, 378.

Upamana, 53, 332,333,

Upamanyu, 527.

Upangabhinaya, 245,

Upanisad, 612,

Upapadana, 347.

Upaveda, 7, 521.

Urvasy, 5.

Usanas, 583, 592.

Utpala ( Acarya ), 40,72, 82,
84, 104, 106, 110, 192,
327, 333, 539,

Utsaha, 202,236, 246, 249, 455

144,
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Utsrikdtka ( Drama ), 452,
456, 476.
Uttararama Caritam, 188, 189,
191, 219, 581
v

Vicaspatt Misra, 71,
Vaicitrya, 378, 506,
Vaikhar1, 563, 564, 565, 572

Vasand, 28, 108, 177.

Vasantasena, 446, 581.

Vasavadatta, 409, 412, 415,
426, 434, 436, 487.

Vasty, 579, 381, 598, 613:
Kala, 579 : Purusa, 598:
Sastra, S79.

Vastu ( Dhvani), 304,

305,
346, 359, 373, 374, 382,

gross, 566, 572 : subtle,
566, 572: 1t dental
573.

Vairagya, 121, 230,231, 232,
233, 234 : Para, 234,

Vaisesika, 20, 53, 80,91, 105.

Vaisnavaism, 587.

Vaivasvata. I5.

Vaiyakarana,

Vik, 462.

Vakratva, 490, 506,

Vakrokti, 381, 492, 493, 495,
499, 500, 501, S06, 509.

Vakrokti jivita, 376.

Vikyakanda, 340, 341.

Vakyapadiyam, 93, 340, 341,
371, 557, 572, 613,

vili 486,

valmid, 260, 261,
264, 532, 533,

Vamana, 264, 266, 495, 500,
503, 505, 506, 507, 509.

Vanity of human wishes, 213.

Varahamihira, 593.

Varndnuprasa, 473.

Varsaganya, 542.

Varugpa, 580.

Vasigandha, 212.

145, 281, 325,

262, 263,

Vastu-Brahma, 609, 611, 612,
614, 615, 616.

Vastu-Brahma-Vada, 1, 2, 609,
612.

Vasubhiti, 409, 410, 419, 420.

Vasudeva Shastri, 531,

Vasurata, 340.

Vatsala ( Rasa ), 193, 194,

Vitsalya (Rasa), 188, 192,
203, 205.

Vatsyayana, 54.

Vayu Purdna, 5.

Veda, 4,7, 9,11, 12, 13, 14
15, 16, 464, 512, 514, 519,
521, 580, 591.

Vedanta, 45, 56, 72, 78, 83, 84,
87,92, 103, 116, 612 : Adv-
aita, 45 : Dvaitadvaita, 45 :
Vigistadvaita, 45,

Vedanta Sitra, 45, 266.

Vedantin, 88, 92, 116, 251.

Velugotivarivaméavaly, 545,

Ventsanthdra, 212, 254, 255,
428, 485.

‘Vetikatamakhin, 354, 553,

Vibhava, 22, 24, 25, 26, 27,
36, 41, 46, 58, 59, 60, 69,
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154, 155, 156, 183, 193, Visakhilacarya, 53.

205, 222, 223, 227, 230, | Vi¢als, 581,

236, 245, 262, 302, 305, | Visarga, 561.

335, 337, 373, 490,599 : | Vishvanatha Singh, 552.

Alamt 25: Udd , | Viskamb} 396, 421.

25, Visnu, 3, 4, 461, 462, 463, 512,
Vidarbha, 507, 587, 601, 604: Granthi, 570,
Videha, 233. Visnudharmottara Purapa, 12,
Vidhatracarya, 540. 588, 589, 590, 591, 598,

o 5, Vistara, 470,
Vidisaka, 445. Vivakaoman, 488, $34, 581,
Vidya, 90,117, 118,119, 120, 591, 59, 606,

124, 132, 144, 576, 614,

Vidyidhara, 238.

Vidyapati, 547

Vidyaranya, 553, 554.

Vijaya, 546,

Vijtdna Bhairava, 557.

_Vijaanikala, 132.

Vijiinakevala, 126.

Vvikasa, 470.

Vikramorvastya, 5.

Viksepa, 470,

Vimana, 19.

yimarsa, 93,95, 97, 105, 106,
107, 109, 114, 124, 126,
132, 141, 151, 329, 431,
558, 561, 562, 563, 565,
575

Vimarsing, 110,

Ving, 11, 512, 551, 557, 570.

Vira (Rasa), 47, 139, 141,
191, 194, 202, 237, 242,
247, 248, 252, 255, 450,
452, 435, 456, 470, 474,
475, 476, 478.

Virodhabhasa, 313.

Vidvakarmajaina, 591.

Vi$vakarmamata, 591.

Vidvakarma Prakida, 591.

Viévakarma Puriga, 591.

Visvakarma Sampradaya, 591.

Visvakarma Silpagastra, 591,
606.

Vidvakarma Vastugastra, 591,
593, 606.

Vidvanitha, 45.

Vigvavasu, 540.

Vita, 445, 446.

Vivaksitinyaparavicya,
309, 311, 382,

Vivekakhyiti, 56.

Vivrti, 72, 104, 110, 539,

Viveti Vimarsiog, 110,

Vocalic changes, 518.

Volition, 51.

Voluntarist, 98, 99.

Vrasena, 255,

Vi, 4, 278, 280,
458, 459, 460, 465,
470, 471, 472, 473,

457,
469,
474,
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476, 477, 478, 479, 482,
497, 539 : (as action that
drama presents) Anydya,
466 ; Arabhagt, 225, .451,
457, 450, 465, 471, 474,
475, 476, 477, 478, 482:
Atmasamvitti, 465, 468 :
Bharaty, 457, 459, 462, 465,
466, 471, 474, 475, 476,
478, 482 : Kaigiky, 449,
457, 459, 462, 465, 467,
471, 472, 474, 475, 476,
478, 482 : Madhyama-
kaisiky, 465, 471 : Madhya-
mirabhaty, 465, 471: Mi¢ra,
465, 474, 479 : mixed, 474 :
Nyiya, 466 : Phala sarivi-
tty, 465, 467, 468 = Sattvati,
225, 451, 457, 459, 462,
467, 471, 473, 475, 476,
477, 478, 482 : Satvatyara-
bhayl, 478 ¢ Vimidra, 465,
474, 479 : (as function of
the ound value of recurr-
ing letters )  Aparusi,
458 - Bhadri, 459: Gri-
my3, 458 : Komata, 509:
Lalta, 459 : Madhurg,
459 : Parus, 458, 459, 509

Praudhd, 459 : Upandgari-
X3, 458, 471, 509 . (as func-

tion of word) Abhidhi, 459:
Laksana, 459: ( as recogni-
sed by Ananda Vardhana )
Artha, 471: Sabda, 471,
Viacya, 471 : conception of,
464 ; combination of, 441 ;

meaning of, 459 : number
of, 459, 478 : of four types,
482 : three types of, 458:
Twelve types of, 473,

Vrtyanuprisa,[473.

Vyabhicaribhava, 22, 24, 28,
36, 46, 154, 156, 205, 222,
306, 335.

Vyabhicarin, 192, 229, 230,
236, 243, 244, 245, 246,
248, 336, 457.

Vyadi, 340,

Vyaghra deva, 552.

Vyakaranigama, 340,

Vyakarana smrti, 340.

Vyakti Viveka, 265, 323, 324,
325, 328, 350, 383.

Vyasany, 206,

Vyayoga ( Drama ), 431, 450,
456, 476, 477.

Vyutpatti, 146.

Vyutpattinimitta, 344.

w

‘Western @sthetician, 48, 64, *

will, 98, 101, 105, 106.

Wonder, 219, 250, 255, 609,
610,

Word, 574: funcuons of, 459:~
Abfudha, 356,378 ; Abhi-
dhagakti, 267, 268, 292; co~
nventional, 356, 369 ; Laks-
and, 291, 352 ; Laksandsakti,
269 : primary, 250 ; secon-
dary, 291 ; suggestive, 291,
313, 333, 369; Tatparya,
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352 ; Vyanjakatva, 333,
346, 370, 371: subtle,
577,

Y

Yadava, 543: clan, 546 : dy-
nesty, 542,

Yajfiapati, 516.

Yajfavalkya, 11, 557.

Yajurveda, 4, 5, 512, 521,

Yaksa, 194,

Yaska, 342,

Yati ( Music ), 530, 532.

Yaugandhardyana, 219, 409,
410, 411, 420, 426,

Yearning, 192, 203.

Yoga, 80,241, 556, 566, 567,
569 ;—physiology, 566
of two types, (i) Hatha,
569, 571, (ii) Raja, 569,
5714

Yogazara, 56.

Yoga system, 231,

Yogin, 232, 233, 234, 241, 242,
243, 251, 567, 570, 571

Yojana, 40.

Yoni, 526,

Yucatan, 594.

Yudhisthira, 581.

Yuga, 15.

z

Zoo, 588,



