b "

| AESTHETIC RAPTURE

Building Centenary and Silver Jubilee Series :

69
THE RASADHYAYA OF THE NATYASASTRA

In Two Volumes

VOL. I: TEXT

IN TWO VOLUMES
VOL. I: TEXTS. VOL. 11 : NOTES
BY
J. L. MASSON
AESTHETIC RAPTURE
M. V. PATWARDHAN
BY
J. L. MASSON & M. V. PATWARDHAN
m ¥

DECCAN COLLEGE
Postgraduate and Research Institute
POONA

1970

DECCAN COLLEGE
Postgraduate and Research Institute
POONA
1970



PART 1

EARLY INDIAN IDEAS ON THE NATURE OF
BEAUTY IN LITERATURE
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[—-THE NATYASASTRA

The Natyasastra of Bharata is the oldest known Indian
work on the theory of literature. Several editions of it
exist* and there is a complete translation into English.? While
an exact date seems out of the question?® we are inclined
to date the text to within two or three hundred years of the third
century A.D.. The influence of this book on both drama and
literary criticism cannot be exaggerated.* There is good
reason to believe that of all the chapters in this enormous
work,® the most important is the sixth chapter on rasa, “‘aesthetic
or imaginative experience”. This is so because throughout
the whole of the NS Bharata subordinates other elements in
the drama to mase,® and explicitly states: “Without rasa
no dramatic device is of any importance”.” It is clear
that Bharata drew on earlier works which dealt with the theme
of rasa, though we seriously doubt whether these were ever
available to any later writer.® (Let us remember that until
the first known commeatary on the NS, that of Udbhata,’
there is a gap of at least five hundred years, and that the first
work imitating Bharata, the DaSariipeka*® was not written
until the tenth century).

Clearly the author of the NS must have had before him
a large repertoire of plays* though no drama earlier than
the NS has come down to us’® The Bhiasa plays seem to
date from about the same time as the NS but the fact
that they do not invariably follow the rules laid down by the
NS* might mean no more than that they follow a different
tradition’® or that we exaggerate when we say that later
writers followed the NS in all details.’®* The work seems
to have been meant primarily for the poet and the director,*
though obviously many passages are intended for the
actor as well” “Literary criticism” such as we know
it today, or indeed, even as Anandavardhana knew it in the
ninth century, was not the intention of Bharata.'®  Still,
a close acquaintance with the actual verses and the technical
terms of the sixth adhyayae is an absolute necessity for any
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student of classical Sezsa =, and in fact for anybody

who wishes to uncersi== == “ke most sensitive and pro-
found theories of cm=== - =w==d. Thus we felt that a
new and more exacl = this chapter in addition to
the passages from e so2oRTrefi, never previously trans-
lated, was a neeg lors == .

‘The text ol = = Lcirly well esiablished® is
not always as ceas === o= assumed, and there aie a
considerable mumae ceesszes where it is not exactly certain
wha: Bhereiz =w== = =z =xzmber of places it is obvious
that evem A% zlweys sure of his interpre-
tion,?* thus m=isng = .= here has been a break in the
teaching Tradfimo. s commm—enarv is the only one that has
come dowm o us =or wo= o iz bolliant, it is also unlike any
other comumesiz—= = =21 w= czono! depend on it to give us
the hferzl mesnsg werses in the original. Abhinava
despized ihe I == =z Tika which he considered fit
only for chilGr= == miormaztion on the NS in general
18 not Lerd omme 0y, =I o now turn to the commentary

of Abhinavazrpia ¢n wouch Infmmation is extremely scarce.

II—THE AB ABHARATL:

The difficulty o Abhimavagupia’s wrilings is proverbial.
But the diffica’ty of the fex: of The Diganvalokalocana, Abhi-
nava’s commentary on the Dhvanvioia of Anzadavardhana
1s of a very different order from the difficulty of the text
of the Abhinavabharati. 1t is true that the Locama cannot
be read the way one reads the D.Al, with immediate compre-
hension. But if one persists long enough and becomes tho-
roughly moaswmama with Abhinava’s cwn particular use of
language, most of the Locana becomes intelligible. Very different,
hewever, is the case with the A.Bh. To us, most of the four
volumes remain a sealed book. 'While we have gone through
them searching for passages that would be of interest to the
reader concerned with Abhinava’s theory of beauty, we found
that most of the possible passages we chose for translation
had to be abandoned in despair as being too obscure to derive
any good sense from them. There are several reasons for this
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situation : first of all naturally are our own limitations. But
more important is the fact that the text of he A.Bh. has been
far less well preserved than the text of the Locana. This
becomes obvious if we compare the commentary on the sixth
adhyaya to the commentaries on later chapters : it is in
relatively better shape than later passages primarily Umo.ms%
it was considered of such importance by subsequent writers
that most of them made attempts to preserve the ideas and
even the language of this section and undoubtedly they had
access to more correct manuscripts than we now possess.”’
In particular, the long section on the rasasitra, edited by
Gnoliz® and preserved in foto by Hemacandra,” is, while
still a very difficult text, more intelligible than the rest of the
chapter. The first editor of the text Ramakrishna Kavi,
remarked?° “ even if Abhinavagupta descended from
Heaven and saw the MSS. he would not easily restore his
original reading.”

The only other works on literary criticism that have been
preserved of Abhinava are his commentary on the D.AlL, and
also a short commentary on the Ghatakarparakavya of
little importance. He wrote a commentary on an original work
by his teacher Bhattatauta, the Kavyakautuka, but neither
work has survived®* It is also possible that he wrote a
commentary on Ananda’s lost Tattvaloka® tnough there
is no positive evidence that he did so.

There can be little doubt that Abhinava is the greatest
name in Sanskrit literary criticism, along with Anandavardhana.
1f De** and Kane*® (who calls him “Onre of the mos:
remarkable personalities of medieval India”) give only a
page or two to his actual doctrines, this must be explained by
the impenetrability of his language and the enormous diffi-
culties that beset the reader of either the Locana or the A.Bh.
For later writers on Sanskrit aesthetics, there is no more impor-
tant name than Abhinava. Mammata is indebted to Abhinava
on almost every page of his Kavyaprakase, and Hemacandra
openly says that all his doctrines derive ultimately from Abhi-
navagupta.?® A few more examples will not be out of
place : the rich Bhavaprakasena of Siradatanaya admits its
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Abhinava freely.®” Ksemendra the prolific critic
=< poet was Abhinava’s disciple.’® The famous Sankefa
oormmmentary of Manikyacandra on the Kavyaprakd$a speaks

shieava as the guru par excellence®®, and one would
e Tewd put to find a later writer who did not agree. It
= @ o5 that the whole of the Bengal Vaisnava school of
moESTs I not only poetics, but philosophy as well) was
=wami) micenced by the teachings of Abhinavagupta and the

Tomtoe be tollows, though nobody writing on the Bengal
=== poticed this fact or tried to follow its lead. It is
T =t b Cosvamins do not quote Abhinava directly, but
=« - mtuence is quite clear.®® The Alankarakau-

Iizvikemaplra®r which is the primary source for

"

e Zemz=]  zismava school of poetics, is much indebted to

~amC:  ane Abhinave*?  The editor of this text, the
sw=w==wl Bhaltacharya, one of the great alankarikas

1ms cEmior aoew this fact very well as is clear from his
Saeine coEEntery Abhinava was the first author to
= 2 owmpe=w 2n serious manner, religion and poetics,

=¥ =f=r amhors z followed his lead.* His very phrases
= S0DieC ewen in LoolsxEs where his views are not being pro-
il Hiz ‘eminology became standard to the point
TIZere T - Ded posEbie to pick up anv book on literary criticism
27er e teelill eentury and mof come 2CToss expressions like :
Frioyese vils sympethelic imagination, rapport), fanmayi-
o v (complets identification), carpend ( aesthetic relish) |
siewimEecomaikora (extrzordinary arttistic beauty , sadharani-

umiverselity) a2nd so forth. 2!l of which are for the

caretully elaborated by Abhinavagupta. What is
= inleresting is that later philosophers, especially in
—~ 5000 ol Kashmir Saivism, began to use these same terms
iz “heir works on philosophy. One has only ‘o look at a work
iZe Alzhesvardnanda’s Mahdarthamaiijari*® to see Abhi-
nzvas Influence. Not only are his own students, like the

e e
e

briliant Ksemaraja for example [in his commentary on the Vij-
iinabhairava—*] won over, but even orthodox Advaitins
from the South, such as Madhustidansarasvati, many years later,
us2 his terminology.*s
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1II ABHINAVA’S TEACHERS AND HIS DEBT TO
EARLIER WRITERS.

At the beginning of the A.Bh. Abhinava refers to a “chief
of the Nastikas”.# From a verse in the Tantraloka®
we learn that in his passion for knowledge, Abhinava studied
with almost every teacher of repute that he could find. It is
clear from his works that he was intimately familiar with Bud-
dhist doctrines®* for which he had an unusual respect.
The authors who had written on poetics before the time of
Abhinavagupta and whose works have come down to us, are
not that many : Bharata, Bhamaha, Dandin, Vamana, Udbhata,
Rajasekhara, Rudrata and Anandavardhana. All of these
authors are quoted by Abhinava.®> Among lost works, he
knew the Hrdaydarpane of Bhattandyaka,®”® Udbhata’s
Bhamahavivarana,>* Bhattatauta’s Kapyakautuka,”® Ananda-
vardhana’s Tattvaloka® and a number of commentaries
on the NS$;5 all lost today. Of these commentaries,
it appears that only Sankuka, Lollata, Bhattanayaka and
Bhattatauta wrote on the theory of aesthetic enjoyment at
any length and it seems to us precisely these four writers
who had the deepest influence on Abhinava.’

Abhinava is quite candid about the help he has taken from
earlier writers. After the section in the A.Bh. where he gives
the views of these earlier writers on rasasvade, just before
introducing his own position, he has four verses acknowledging
his debt to earlier writers. These verses are not easy but they
are of great importance. Abhinava explains that he is building
his own theories on the foundations laid by others. His views
only refine on what has been said earlier, they do not contradict
it.  The first verse® is corrupt, and we cannot derive any
satisfactory sense from it. The second verses® we translate
as follows

“The fact that intellectual curiosity climbs higher and
higher without getting tired and is able to see (more and more
clearly) the truth, is due to the ladders of thought constructed
by earlier writers”.
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Here is whai = oomsats be the correct translation

of the third verses

“The first (zit=mpis & —us==mg the ocean of knowledge,
sitice they are no: Szopar=d by =7 (past attempts) , are indeed
marvellous. But “=¢ mome=ew=) have shown the correct
path, we no longer &=l = % Suild 2 bridge, or even a city,

is such a marvellots sc=swemen

All that Abliravz w=¢ *ere is that the first crossing
is the really difficels ee Jooe that is achieved, those who
follow may indeed ==—swwe =v buwilding bridges and towns,
but still it is the &=t z—e=== ==t entrances us the most.
The first half of the k= T=oslate as follows :

“Therefore 1 b=we mot Somnd fauli with the theories of
other good men [ &= =+ m=ined upon them.”®* The
last line is obscure : SirwegciisiRapilayojandasy milapratistha-
phalam amananti. The we= -owever 1s clear : later opinions
depend on work come sz

Before looking 2t Ahmimzz s debl to these writers, let us
consider, brieflv®® how Ahsmewa's  preoccupations diifer
from those of Anandasz=-Z=z-z, #fe mest obvious influence on
his thought : It is @ comwme= == tha: nowhere In the D.A]LL
does Ananda provide szpy Ty #s0; he does not define
rasa, nor does he ¢esl =1z = im philosophical terms. For
Abhinava, on the other Zznc russ prowsdes the focal point
about which the larger pert of ks theories on literature are
arrayed. It is in dezling with vesy that he uses his {famous
terminology that will later éominats Ski. poetics : hrdayanu-

pravesa, tatasthya, visrénti, atmananda eic. . In fact, in general,
Abhinava is far more intsrested in philosophical issues than
is Ananda. Thus while A-mnda uses the term sahrdaya (e.g.
p. 23 of the D.Al%) he newver defines it, whereas Abhinava
does®® :  “Those people who are capable of identifying with
the subject matter, since the mirror of their hearts has been
polished through constant recitation and study of poetry, and
who sympathetically respond in their own hearts, are known
as sensitive readers (sahrdava).” The same is true of his
treatment of vyuipatti and prits, important issues on which the
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D.AL is more or less silent.$¢ In many cases Abhinava goes
into much greater detail than Ananda does. For example,
he provides illustrations of bhava, bhavabhasa and even rasd-
bhasa, none of which are explained or illustrated in the D.AL
In general one sees that Abhinava is far more concerned with
the drama than with Kavyae, whereas Ananda’s concern
seems to be primarily with Kdvya. Thus Abhinava stresses
over and over again that of the three major varieties of dhvani
(vastudhvani, alankaradhvani and rasedhvani), the first two
are not really valuable in themselves, but only in so far as they
lead to rasadhvani, which they always ultimately do. It
is true that Ananda (and even the Karikakara, thus see IV;
5 of the D. Al.), give prime importance to rasadhvani, but
Ananda never sees vastudhvani and alenkéradhvani as only
aspects of rasadhvani, as does Abhinava. We Dbelieve that
Abhinava’s great interest in the drama stems from his deep
concern with Tantric ritual®® (a preoccupation almost cer-
tainly not shared by Ananda), and the religious significance
of aesthetic experiences. Vastudhvani cannot of course make
any such exalted claims. More ofien that not it deals with the
theme of a woman trying to make a traveller understand that
she wants to sleep with him. While Abhinava seems in no way
disturbed by such verses, he reserves his greatest praise for
moments in the drama when the spectator is able to enter so
deeply into the imaginative magic created by the verses that
he transcends his own personality. In fact it is doubtiul
whether Abhinava’s greatest achievement in literary criticism,
the likening of imaginative experience with atmananda or
mystic ecstasy, would have been acceptable to Ananda. Cer-
tainly there is no evidence at all that the auther of the Karikas
would have been interested. Even if Ananda was a Kashmir
Saiva (for which there is no evidence either for or against,
except perhaps that it would be odd for a Saiva to invoke Visnu
at the begining of his work, as Ananda does), he seems to have
been less preoccupied than Abhinava with issues siemming
directly from religious convictions. Abhinavagupta is the first
writer in India to deal with issues of religion in terms of literary
criticism and vice-versa. This marks his greatest depariure
from Ananda as indeed from all earlier writers.
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=cussing Lollata™ in whose views Abhinava does

i ierribly interested,”® one of the major problems
e whether his commentary on the NS (as well as

<e 0! Sankuka, Bhattanfyaka and Bhattatauia) were availa-
_:e later tradition. The Sanketa on the Kévyaprakasa

These views can be known in detail from the commen-

im@es written by Lollata and others on rasa”,”? which would seem

ncicate that these texts were sill available at the time of

—

2= ovecandra (12th cen.). On the other hand, a verse

= L either quotes or composes about Abhinavagupia could
= cz:= (hat all his information comes from the A.Bh. (and
== Logcana), for he says that other authors may say whatever
Zev Iike about rase, but only Abhinavagupta knows the real

ol rasa.”* Narendraprabhasiiri in his Alankdaremaho-
guotes from Lollata and others, but are not these
Jaoiations paraphrases of his own based on Abhinava ?
Iz siew of such phrases as i bhattalollataprabhrtayah where
£ =fc” is perfect copy of Abhinava (as are most of the
== Liese later writers use), we feel this is most likely.
I = whols of later literature no more than three or four
=ses o0 Lolata are ever quoted. The two most imporiant
0. fhess ses zre guoled by Hemacandra™ and by Nami-
sadha™ zn leserve 2  (ranslation.  'When Hemacandra
introduces the sianzas he speaks of the special effort required
in writiag art [ v’ and approves of Lollata’s censure.
Here are th :

“As for the effort involved in describing rivers, meuntains,
oceans, trees, horses, cities, etc., in long works, whose
only point is to proclaim the descriptive power of the poet,
this is not highly thought of by those of broad intellects”.

“The different varieties of rhyme, the feat of composing
a stanza in such a way that its wording remains unchanged
whether it is read forward or backward, cakrabandha and
the like are very much opposed to rasa. A poet (foolishly)
engages in them either because he is, conceited or because he
follows convention as blindly as sheep. 7%
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Clearly in Kashmir in the ninth century there was a
strong movement against the kind of poetry that was being
produced throughout India at the time® and Abhinava
did not fail to be deeply influenced by these pleas” against
the trivialisation of the artistic experience.®! But on
the basis of these few verses it is not possible to say that there
were authors who had access to the original work of Lollata
(indeed, are we certain that even Abhinava knew it personally?
Could not this commentary, as well as others, have existed
only as an oral teaching that would last only as long as it
attracted adherents?). It is possible, and in fact probable, that
certain important verses, such as the above, were remembered
and passed on without the whole work necessarily being copied.
Most literary critics must have felt, to our immense loss, the
way Narendraprabhasiiri did, that the more complete exposi-
tion of Abhinava did away with any need to retain the work
of Lollata.

Sankuka

On the subject of Abhinava’s debt to previous writers,
it would seem that the major ideas which he was to refine
and weave into a complex and delicate system already existed,
even if only in a less developed form. Thus the observation
that rasa is suggested should be credited of course to Ananda-
vardhana. But other, more subtle ideas, seem to originate
with other writers before Abhinava. Let us consider the case
of Sankuka.®* Abhinava®® stresses the fact that during
an actual aesthetic experience, we are not conscious of what
he calls paurvaparyavimarse which for Abhinava does not mean
“sequence”, but rather “propriety” (it is thus synonymous
with aucitya). He means that a poem may be describing
something that in non-literary contexts we would regard as
“obscene” or “indecent” or “improper” but such notions wouid
not occur to us during the actual reading (or witnessing of
the play), for we are immersed in the secondary world of the
work.®* Now Sankuka has an idea which may well lie
at the root of this théory. He says® that during a play,
although the abhinaya, the acting and all its gestures, is arti-
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S==  krinma), or imitation (anukara), still the spectator
2ec=wse he is immersed in the drama, is not conscious of this
=ct. Another idea for which Abhinava may be indebted to
Szskuka is the notion of alaukikajfiana in the theatre. The
£ e in the A.Bh. where Sankuka’s view is mentioned is
scmewhat obscure® but we think that Sankuka is asking
what kind of knowledge (pratiti) we have in the theatre. In
siher words, when looking at a play, what sort of feelings do
we have about the reality of what we are witnessing? Now

Sankuka takes the four ordinary types of knowledge, samyag-
7iana etc. and shows that none of these are applicable to the
dramatic experience. What kind of knowledge then is appli-
cable? It is here that Sankuka is most obscure, but if we have
understood him correctly, he seems to be saying that the
knowledge we have is alaukika, i.e. there is no parallel to it in
ordinary life.s” This is also Abhinava’s position in the
A. Bh*®  There seems to us a sense in which Sankuka
(who is really only following Lollata here for Lollata says,
on p. 272, A. Bh., Vol. 1: sthayyeva vibhavanubhivadibhir
upaciio rasah) is more faithful to Bharata than is Abhinava.
.HUOn inthe NS at VII. 122 (p. 379), Bharata® has the
important line : sth@yyeva tu raso bhavet. Thus the idea of
a sthayin being upacita (i.e. posita, developed) till it becomes
a 7asa seems to be Bharata’s view (and one would expect
ww.m:\mﬁ to have held a fairly simple view.) Abhinava®®
rejects Sankuka’s view, saying that the words used by Bharata
are not to be understood literally, but in a secondary sense
(aucitya) .

Strangely enough, in one passage® Abhinava seems to
monmmﬁ the “upacaya” view, as well as the “anukare”’ view
so vigorously rejected by Bhattatauta. Abhinava does not
explain, but leaves us with the tantalising words that the “imita-
tion ” theory receives support from the Vijfidnavada !

Bhattatauta

ﬁ:.w mmmﬁswag that Abhinava’s work made superfluous
the gdﬁ.Emm of his predecessors-all of whom held rival theories-
is plausible as an explanation for their mysterious disappearance
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from Sanskrit literature, but it breaks down when we come to
the work of his teacher, Bhattatauta. From the few quotations
preserved from his lost Kavyakautuka, it is apparent that it
had an immense impact on Abhinava’s thought, and we can
think of no reason why it should have disappeared. As with
Lollata, the question is, when did it disappear? It is possible
to claim that the verses preserved by the later traditicn were
not taken directly from the work itself, but were stray verses
remembered for their quality. Four of these verses recently
came to light in Sridhara’s newly discovered commentary on
the Kavyaprakasa (96-100) .

Another quotation from Tauta preserved again exclusively
in the Sridhara commentary® emphasises the importance of
rasa by showing that alankaras are not the essence of poeiry :

“Braceletes and necklaces cannot be essential to a man
as bravery and generosity are.”

This implies that “ external ornaments” such as figures
of speech etc. cannot replace the essential gunas, which in their
turn depend on rase. In this Tauta only follows Ananda.’*
In reading through the section of the A.Bh. that deals with
Tauta’s views, it is not clear prescisely where these views
end.®® The notion of s@dharanikarana generally ascribed to
Bhattanayaka® is also found though in less developed
form, in the exposition of Bhattatauta’s views. Thus on p. 275,
Vol. 1, it is said : nartakantare ‘pi ca ramo’yam iti pratipatiir
asti. tata$ ca ramatvam samanyaripam ity ayatam. The idea
seems to be that “ this is Rama ” (ayam r@mah) is a perception
of a general nature, and not of the individual Rama (since no
actor has actually seen Rama, which is an argument that Tauta
uses to show that there can be no “imitation” — anukdre - of
Rama since imitation implies an original of which we have
immediate knowledge..?”) Abhinava’s notion of fenmayibhdva
( total identification ) is not very different from hrdaya-
samvdda (sympathetic imagination) as it is understood by
Tauta. Thus there is an important passage®® in the A.Bh.
where Tauta speaks of three things upon which an actor
depends : his training, remembering his own past feelings, and
identifying himself with the original character (i.e. sympathy).
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T = acsor, it appears, must be conscious of his being an actor. He
w07 according toé Tauta, conscious of his doing an imitation

evar. At least this is how we interpret the difficult passage.

try is heightened (upacita) by the actor’s intonaticn
efc., but according to Tauta he only displays the
= svas of the original character. Tauta says that the

s --patnetic imagination on the part of the actor is due to

rrttisadharanibhaua, which ultimately comes down to
yibhava. Since an actor has the same basic feelings as

2= characters in a drama, he is able to sympathise with their
inzs completely. On one important point Abhinava seems to
Zisagree with Tauta though he does not say so explicitly.
Abhinava’s position, as we shall see in detail, lays great
empaasis on the fact that the experience of rasa is something
=zt 1S alaukika, not really of this world, and beyond our con-
cepis of time and space. It only takes place in the realm of
~.=rature, and never in real life. Thus Abhinava assures us
ha: Bharata invented an entirely new vocabulary in order to
~==. with the elements of this order of reality : vibhdva instead

. karana, anubhava instead of karya, vyabhicaribhavae instead

sahakari, etc.. Thus it is obvious that Abhinava would
zave L0 deny that the original characters, Rama, Yuddhisthira
efc. ever had feelings that we could describe as 7asa, except in

far as they were spectators of their own deeds. Now Abhi-
zzve introduces an important remark of Bhattatauta with the
“ollowing statement.®® :

“This imaginative faculty of the poet is not to be only
= erred (by the sensitive reader) as existing in the poet, rather
it is directly experienced because the spectator himself is over-
come with 7ase. “He then quotes Tauta : “As our teacher
Blattatauta has said :

“The experience of the hero, of the poet and of the specta-
tor are (one and) the same.”

Bhattanayaka

The passages from Bhattanayaka found in later literature
have all been collected together.® We have discussed the

ABHINAVA’S TEACHERS AND EARLIER WRITERS 13

most important of these in cur book on Santarasa.*** There
is nothing in the passages quoted in the A.Bh. that calls for
special mention.*°z

The late P. K. Gode mistakenly thought he discovered a
verse of BN in the Kdavyapradipa’ —and in this he was
followed by De* — though in fact the verse existed all along.?*®
But the verse is interesting in its own right and deserves a
QwaEQOb g

“We speak, generally, of poetry, even where flaws exist,
as long as there is clear evidence of rasa, just as a jewel does
not cease to be a jewel even if a worm bores a small hole
into it.”

Rajasekhara

A possible influence upon Abhinava that has not so far
been noticed is Rijasekhara’s remarkable work, the Kavya-
mimamsa. Abhinava knew Réajasekhara for his Karpira-
manjary,** but nowhere, oddly enough, does Abhinava mention
the KM. It is thus not possible to claim with certainty
that Abhinava knew the following passages, but they are impor-
tant enough to merit quoting in their own right. As is usual
in the KM,*" Rajasekhara has entirely new things to say
about rasa. Thus he quotes Apardjiti (which may be simply
another name for Lollata — 0

“One should not include in a poem too many (descriptions)
of bathing, picking flowers, sunsets, moon-rise, etc., even though
they be lovely in themselves, if they are not directly relevant to
the major rasa (being suggested in the poem).”

He already said : “It may well be that the caravan of ideas
(source material) is never ending. Still a work should not be
devoid of rasa, rather it szust con‘ain rasa. “Yes”, says Yaya-
variya (Rajalekhara himself). It is a matter of experience
that ideas are (sometimes) favourable to rasa and sometimes
unfavourable to rasa. In a poem, however, it is the words
om. the poet (i.e. the manner of expression) that endow a poem
with 7asa**® or deprive it of rasa, and not the ideas in the
poem.” He then quotes a verse (or composes it) .10



14 AESTHETIC RAPTURE

“A bad poet, even in love in separation (where emotions
are easily aroused) manages to avoid a true aesthetic experience.
Whether there is rasa in the original subject-matter or not
is of no importance. What counts is that it be in the words
of the poet I”

He then quotes one Palyakirti®: “Never mind what
form the subject-matter takes (i.e. the subject can be anything
at all). Rasa resides in the character of the speaker. This is
why a man in love will praise something that a man who is
not in love will revile, whereas a third man, indifferent, will not
feel anything at all. ”

Rijadekhara then quotes his wife, Avantisundari'** : “The
form of any subject depends on the skiliul manner in which it
is conveyed. No subject has any permanent form.”

He quotes a verse of hers (?) :

“The subject-matter is independent of the poet. (i.e. he
should not be concerned with it). Merit and demerit depend
on the linguistic skill of the poet. Thus one poet, in praise,
will say that the moon is “full of ambrosial rays”, whereas
another clever man will fault it, saying it is “a mine of flaws”

also : “night-maker”).

IV -THE POETIC UNIVERSE

It has become something of a cliché to remark that the
Indians include both prose (gadwe) and verse (padya) in their

definitions of poetry.’® But we should note that the illus-
trations of “poetry” rarelv come from prose works, they

are almost aways taken either from sargabandhas (mahakavyas),
or are isolated stanzas (mukigkas , poetic “miniatures” as
Thev have been called?** MNuch more imporiant from the
“ndian point of view is the waw we react to poelry, what poetry
orings to the reader. And thizs impact of poetry is the same
waether the poetry in question i¢ a verse or a play. For Abhi-
mzva (taking his hint from Bharzta—%) deoes not distinguish
“opeetrv” from ¢ drama 7228

In any definition of poelrv according to Indian standards,
at least three considerations mus! plavy an important role :

How does poetry differ from other forms of expression? What
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is the purpose of poetry? What does the appreciation of
poetry lead to? The answer to the last question is 7asa, or
rasasvdda, the most important concept in Indian poetics, for
which we have reserved the whole of the next section. In
answering the first question we must keep in mind the influence
of the D.Al. Throughout the D.AL runs a common theme

poetry is created by a verbal power so far unrecognised. At
every available opportunity Ananda comes back to the lingui-
stic functions (Sebdavyapara)abhidhé (denotation) and guna-
vriti or laksand, secondary usage. One can understand this pre-
occupation, for it is only when it can be shown that these two
Saktis are incapable of explaining the origin of serious poetry
that we are ready to admit a third, hitherto unnamed power
of language; suggestion (vyanjand).**™ This is not the place
to go into detail about Ananda’s achievement™® in this realm,
but directly relevant to the delimitation of poexy is the
way that Abhinavagupta improves upon the reasoning Ananda
employs to distinguish suggestivity from denotation and seco-
ndary usage. Central to the argument is a qualification that
Ananda and Abhinava have added to their criteria for poetry
which has not previously been noted and which deserves some
comment. The common example of secondary usage : gangayam
ghosal has often been given as an example of  suggestion 7.2
But this is in fact an error whose source sheds interesting
light on what Abhinava and Ananda mean by “poetry”. The
mistake lies in confusing the function of suggestion with the
aciual achievement of poetry. The mere fact that we are
able to suggest something does not mean that we have written
a poem.**® Now gangayam ghosah is generally given as an
example of laksana[** for the locative case in ga’igdZ means,
by gunavriti, gangatire ghosah (where gangatira is the
laksyartha). But the example is further qualified by saying
that it is prayojanavati laksand, secondary usage that has a
special purpose, and this “purpose” is to “suggest” the purity
and coolness of the village.!?2. Is not this then enough to have
written a poem? ‘The later tradition (followed by Western
writers) has often mistakenly thought yes. But in fact a
careful reading of the D.Al and the Locana will show that
this is not the case. For Ananda says explicitly’®® and the
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Locana too is clear on &wm. that what makes a poem is “beauty”
and not merely suggestion. The key word here is carutvapratili
for which Abhinava adds the fine expression : wviSra@nfisthana,
that which aifords the reader aesthetic repose.

Here is the Locana** : “ Objection : How can there be a
secondary use of words without suggestion, for earlier you your-
self said : mukhyam vrliism pariiyvajya ctc. There is no secon-
dary usage of words without a purpose, and you yourself have
said that the function of wvyaiijand is always responsible for

conveying the element in the form of the purpose (of the secon-,

dary usage). Inorder to answer this objection, Anandavardhana
says that the suggestiveness intended by him, namely that which
can afford aesthetic repose (to the reader) is not present (in
such exampies as gangayam ghosah and agnir manavakah)
(beacuse they do not possess sufficient beauty).”

Thus what is really essential to poetry is the creation of
beauty. Abhinava notes this in the Locana on the first
Uddyota?® : *“ As for what has been said (by a critic) : < Then
the perception of beauty will be the soul of poetry’, we actually
accept this. The only dispute is about the name (i.e. whether to
call this carutvepratiti or to call it dhvani) . Abhinava brings out
the implication of this difference between “suggestion” and other
unusual uses of language, and this difference lies at the very heart
of poefry. Suggestion cannot be pressed into intellectual service,
for its sphere of operation is totally distinct from verbal powers
that satisfy purely intellectual needs. When we use a phrase
like : agnir manavakah (lit. “the boy is a fire”) we do not mean
it literally, for both words cannot be in the nominative case and
yet be separate entities,. What we mean is that the two entities
share cerain qualities, i.e. that there is a s@dr$ya between them :
both blaze up easily, i.e. what we really mean is : “The hoy is
quick-tempered” or even “fiery”’. Abhinava, in one of his most
brilliant passages, shows how suggestion is different from yet
another function of language, namely “erthapatii”, (in which we
presume something not stated, to be the case) 226 : “ The second
(1.e. suggested) meaning (e.g., “The boy is brilliant like fire”)
only serves to explain away the contradiction involved in identi-
fying two distinct things, as in presumpion based on a report .
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(We “hear” the phrase : pino devadaitah diva na bhurnkte -
“Devadatta, who is fat, does not eat during the day,” and pre-
sume that he must therefore eat at night. This presumed
knowledge only serves to explain away the contradiction in-
herent in the original phrase. It serves no aesthetic purpose).
“ Beautiful ” means “that which gives rise to aesthetic repose. ”
In the absence of that the function of suggesiion cannot unfold
itself, because, recoiling backwards, it comes to rest in the
literal sense itself (i.e. it spends its power in justifying the
literal sense). It is like a man who sees heavenly wealth for
one moment only, and the next moment it is gone. ’*** Abhi-
nava means that suggestion, if given its proper scope, would
carry us deeper and deeper into a poem, but if hampered by
other considerations, it is emasculated and merely performs an
intellectual funclion. One is on the brink of a true aesthetic
experience in such cases, but the lack of beauty in the original
frustrates the possibilities about to open up (perhaps this is
why Abhinava compares a true aesthetic experience to a flower
in full bloom). It is clear from these passage that one of
the great unspoken criteria for poetry is the subjective one of
artistic beauty. Abhinava makes this clear when he insists
on the fact that rase (which is only the result of poetry) is not
something “certain” (niyate). Ananda*?s and Abhinava’?® make
the important point that the conditions for understanding direct
utterances are less complex than are those required in under-
standing suggestive utterances. They explain that once we are
taught the i=xical meaning of a given word, :ts denotative scope
is fixed (niyata),*® for convention, which lies at the root of
denotation, is limited. The suggested meaning is however
ﬁoBEmﬁ% unfixed (aniyata), since it depends on intangibles
like Em culture of the reader, the situation depicted, the person
mvmmw..,mm. etc. »** Ananda quotes again the important verse of
Em. DA] 32 .ﬁ&m&m we are told that a mere knowledge of the
F.ﬁom_ meanings of words is not sufficient for understanding their
:,E%: suggestions™* Now this subjective element makes DOs-
sible the introduction of a whole new vocabulary,
are Qm..m::m with an individual’s response to

subjective words as camatkira and dnandg
Abhinava says, in a lovely passages+ .

for once we
poetry, such
make sense, for as
“In literature the
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aesthetic relish (of the suggested sense) through the verbal
paraphernalia (of a drama) is like (the blossoming) of a
magic flower; it is essentially a thing of the present moment
which does not depend on pas: or future time.* It would
seem that Ananda uses camatkdra for the first time.* After
that it becomes very common'*” and the later tradition®ss very
often associates camatkdra and anandar**  This is the whole
point of the Camatkdracandrika of Viévesvarakavicandra.*®
The position is summed up by an oft-quoted verse of a relative
of Vidvanatha.l#

“The essence of rasa is aesthetic delight (camatkdra) and
it is found in all the rasas”.

This is also why the audience for poetry is restricted. For
poetry, as Abhinava never tires of telling us, is not philosophy.
The Sahrdaya’s heart is often said to “melt ” (dravati) **?
whereas the heart of the “scholar ” has become hardened and
encrusted by his readings of dry tex:s on metaphysics.!** As
Abhinava’s learned commentator* tells us : “The person fit
for (appreciating poetry) is the one whose state of being a
sahrdya (i.e. sympathetic responsiveness) has reached iis
highest pitch. This only applies to some people, not to all, for
we find that Mimamsakas and Vedic scholars are simply not
sensitive to literature”.

Poeiry, Abhinava tells us, is like a woman in love’* and
should be responded to with equal love. Abhinava repeats the
fine smile of the NS¢ that the reader is like dry wood, and
poetry like fire. He adds a smile of his own : good poetry
is like a clean cloth dipped into pure water : the cloth quickly
absorbs the water.’*” When we know all this it becomes fairly
easy to predict what Abhinava will regard as the goal of poetry :
delight,#8 with a nod in the direction of infellectual refine-
ment.*** In this he is not really departing from the text of the
NS, for both of these goals, with emphasis on the former, are
already mentioned in the NS in several important verses :
Already in the first adhydya, the gods approach Brahma and
tell him : “We want something to amuse us. Something we
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can see and listen to (at the same time) 7.**° Brahma agrees
to create drama : *“ Since these Vedas cannot be heard by women,
by Stidras and other classes, I will create a fifth Veda, different
from these, that will be for all people. 1 will create a fifth
Veda called “drama” out of past stories (itihasa), that will lead
to righteousness, to material gain, to fame, with good advice
and full of wise sayings (sangraha?). It will display the deeds
of all people in the world to come. It will be enriched by the
subject-matter of all sciences and allow scope for all kinds of
arts and crafts (associated with the theatre).””** When the
demons complain that the play perfomed in heaven shows them
in a prejudiced light, Brahma says that the drama is perfectly
impartial and favours no one group over any other.**

“In the drama, neither you nor the gods are exclusively
presented. The drama is an imitation (or “ presentation, ”’
anukirtana) of the emotions found in all the three worlds.”

“Sometimes (it shows) dharma, sometimes play, sometimes
material gain, and sometimes (mystic) peace. Sometimes (it
depicts) comic situations, sometimes battles, sometimes sexuai
love and sometimes slaughter.” Later’’® Bharata will say
that the drama is vinodakarana,*>* ie. it creates entertainment.
Brahma writes a drama about Siva, and together with
Bharata and his actors, they go the mountain “abounding in
beautiful caves and waterfalls” where Siva lived, and performed
the play for his benefit. Siva is delighted and says's® :

“This play makes me remember the dance I dance at sunset.
With its many movements of the limbs, such varied kinds ! —
it is most lovely. Use it in your Parvaranga.”

This is how dance came into drama. Later the sages ask
Bharata about the purpose of dance. They remark that the
purpose of acting (abhinaya)is to reveal meaning. But they
can see no point in dance,'*® since it is not necessarily related
to the meaning of a song (gitarthakasambaddha), nor does it
reveal (bhdvaka) meaning in general. Bharata gives a magni-
ficent reply :

“Dance does not require any meaning. It has been created
for the simple reason that it is beautiful. It is in the very
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nature of things that all people find dancing beautiful. 722*
Abhinava is well aware of this most important of all insights,
namely that literature has no geal other than delight. At the
beginning of the ABh?%® he says that Siva is one of the
deities of the drama because the dance he performs at sundown
Is a manifestation of ecstasy, without any purpose.’™ In the
third Volume of the A.Bh.® Abhinava poinis out that we
can display the full moon several times in a single play (in
under one month) for the drama need not imitate the world.
He quotes a verse from Bhattatauta to show that in writing a
Em% we are ““free 7.2 Thus it follows that poetry should ke
enjoyed, it should not be studied. Abhinava has nothing but
scorn for the purely “intellectual” pursuit of poetry, for the
curse of the academies.’s* Of course this means that remarks on
the readers of poetry are bound to acquire more and more im-
portance, and in fact they do. Already in the NS** Bharata
compares the reader to a gourmet, and the word he uses, sumanas
is surely the source of the later sekrdaya. Bharata also has an
important verse later in the NS+ where he speaks of the nece-
ssary sympathy that a spectator (or reader) must have :

“(True) spectators at a drama are those who, (when the
character) is depressed, become themselves depressed: when
(the character) is in sorrow, are themselves in sorrow.”

This may well be the source of Abhinava’s use of the term
hydayasamuviada.rs

Unlike other forms of communication, we read a poem over
and over again : ‘““‘Aesthetic relish is seen (produced) by the
repeated recitation (wispidana) of words, which constitute
poetry. For we find that the sensitive reader reads the same
poem over and over again (and thereby) enjoys it (all the
more). 7% Poetry may be like a flower in its delicacy, but one
reason Abhinava calls it an adbhutapuspa is because it mm: never
fade.’” When we seek information, a single reading is only
natural, but when we wish to have carvani, we must be SE.E
to “take a long slow walk into the deep ‘@wSm of the woods om
womﬁ.w%. 718 Caryand is an appropriate word, for it comes from
.%.m idea of savouring some fine food again and again.*** Poetry
without joy, the later tradition tells us,*™ is like wzmmanms(m
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without its juice ! This vocabulary communicates the sense of
something slow and meditative. Comparisons with religious
states do not seem out of place ™ especially if we consider
much of the vocabulary used in religious discourse as merely
misplaced enthusiasm for an aesthetic experience for which our
everday life does not really prepare us.

The criterions of poetry are not those of everyday life.
Abhinava has realised the implications of this for judging what
is “proper” in poetry. He bases himself on Ananda’s perceptive
remarks'® on the “propriety” of the eigth chapter of the Kumdar-
sambhava. Ananda says the “impropriety” that stems from
describing the love-making of two gods who are regarded as the
mother and father of the universe is “aprafita’, not perceived,
i.e. not felt, because Kalidasa is a great poet. Now the question
will naturally occur to us that if the anaucitya (impropriety)
is “apratita”, how do we come to apply a stricture that we don’t
in fact apprehend? Abhinava answers this'® : “Anaucitya
means that which obstructs the delight of those who experience
rasa, because this experience is the all-in-all of rasa. What
pleasure can there be in a reference to the love-making of the
highest god, which can only produce shame and horror in the
mind of the reader, just as would a description of the love-
making of one’s own parents. (And yet), although the love-
making has been described, nonetheless, because of the genius
of the poet, the heart is so engrossed in the poetry that it does
not stop to consider whether it is proper or improper. Just
as when a man is genuinely courageous but happens to be
fighting an improper battle, we might well laud him at the time,
but would cease to do so if we consider at a later time the
correctness or incorrectness of his behaviour. The same is
true here.”’**

Such discussions bear an obvious affinity with the problem
of “sequence” (krama) in Asamlaksyakramavyangyadhvani.
Logically we know that there must elapse some time between the
apprehension of the literal sense, and the beginning of a true
aesthetic experience (rasadhvani) *™ but this krama is so swilt,
or we are so absorbed, that we cannot notice it.2¢ The later
tradition*®” likens it to a needle piercing the heart of a hundred
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lotuses in one second. TheN$!*s comparison to a Yogi absorbed
in meditation is not inappropriate. Obviously standards of
truth and falsity have little relevance in this sphere.*”®

What then are the implications for the writing of poetry?
Clearly this theory would not in any way detract from the power
of individual stanzas, and in fact we find Ananda praising the
muktakas of the Amarusataka as being equal, in their aesthetic
impact, to entire books.*® What then is to be avoided? Clearly
artificiality of any kind, whether in the poem, or in the way
we go about helping others to appreciate it.1® Ananda’s scorn,
in the third Uddyota, for citrakavya, verbal tricks, is real.s:
Already in the first Udyota Abhinava has explained why cifra-
kavya is to be avoided : “ (Citram means) that which astonishes
(only) by virtue of its handling of meters (rhymes, allitera-
tions, etc.). But it does not consist in the flow of rasa which
has for its essence the aesthetic delight that is desired by sensi-
tive readers.”*ss It follows that in style one must be clear's¢ and
one’s use of figures of speech must be judicious.'ss : “ That
alone is considered a figure of speech in the realm of rasa which
the poet accomplishes spontaneously (i.e. as naturally growing out
the vibhavas, tannantariyakatayd) as he presents the vibhdvas
etc. that are consistent with his preoccupation with rasa. No-
thing else (should be considered a figure of speech). Therefore
the use of yamaka etc. will always be a source of conflict with
the rasay both for the reader and for the poet, even in rasas
such as vira, adbhuta etc. The meaning (of Karikda xv) is:
T have said that (it should be avoided) in love and especially
love in separation with the intention of winning over people
who cannot attain the eminence of the sensitive critic and who
biindly follow convention.”**¢ As Ananda says'® : to include
evidence of one’s verbal talents is a fruitless activity. This,
he tells us,*®s is the whole point of his own writings. Abhi-
nava'®® makes one important qualification to this doctrine :

(“We can say that) although poetry will bubble up to
the man (gifted with imagination) spontaneously, nonetheless
by reflecting on it in detail and thinking to himself : ‘Ah, this
should be like this (i.e. I should say such and such, not such and

S
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such, in short the poet is carefully going over his work and
making changes) , it will branch out a thousand-fold.”’**°

V - RASA — “IMAGINATIVE EXPERIENCES”.

We come now to the key word of all Sanskrit literary
criticism, the word that Abhinava'** says sums up the whole
of the critical literature : rasa. First what are the most simple
meanings of the technical terms used in aesthetic experiences?
How does the tradition regard a viewing of the Sakuntalam from
the point of view of rasa? The vibhavas (sources),®? belong
to the characters represented on the stage. The alambana-
vibhavas (primary sources) will be Sakuntala and Dusyanta.*®®
The uddipanavibhavas (setting***) will be the physical beauty
of both characters, the spring flowers, the bees, etc.. The
anubhdvas (in which are included the more intimate sattvika-
bhavas*®) will also belong to the characters and are the physical
indices of love (or more simply, “actions” as Bharata himself
sometimes calls them), trembling, sweating, etc.. These are
the essential elements of the preliminary stage. Now we come to
the more problematic three : the vyabhicaribhavas (also called
saiicdribhavas, ¢ the sthayibhava, and finally rasa itself. Vya-
bhicaribhavas are emotions that accompany the primary feelings
of the character. They are liable to change and are not inherent
to the character’s personality. Examples are joy (harsa),
longing (autsukya), etc., all of 'which belong exclusively to the
characters. Dusyanta’s longing for Sakuntald is not shared by
the audience.*®” Now the sthayibhava (rati, there are eight or
nine of them) is a state of mind which because it is more deeply
felt,**s dominates all other emoions. It belongs to both the
character and to the spectator. The difference is this : Once the
character experiences the sthayibhava, he has reached the height
of emotion. But the speciator can go farther, and in a sense
deeper. For when “love” is awakened in him, it is not like
the love that the original character felt. The spectators do
not fall in love with Sita.’®® This sthayibhava rati is trans-
formed (parinata) into an extraworldly state (alaukikdvastha),
and this is what is called rasa. The sahrdaya sympathises
(hrdayasamvadae) with the original character, and to a large
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degree he even identifies ({anmayibhava) with the situation
depicted. But he does not identify completely; he retains a cer-
tain aesthetic distance, the name for which is raese.**® The
actor,>® in the opinion of Abhinavagupta and most later
writers,*2 does not experience rasa, nox does the original chara-
cter, ROr even the author. For rasa implies distance. Without
this aesthe‘ic distance, there cannot exist literature, only the
primary world. This is what, in our opinion, lies behind
Abhinava’s famous comparison of drama to a dream : in both
cases nothing in the real world “happens” or is affected. It
would be as absurd for a spectator to fall in love with a chara-
cter in a drama as it would be to expect the golden lady-bug
of a dream to still be shining on our hand in the morning. The
transparent but adamant glass partition tha: separates both
1s art.

Whereas dhvani was for a long time a much debated issue,
with many prominent critics refusing to admit its existence
let alone importance, rasa®®® never met with any such contro-
versy.®* Everybody admitted its existence. It has not been
generally recognised that in fact Anandavardhana said that
the whole point of his work was not so much to show the existen-
ce of dhvani as to establish the importance of the suggestion of
rasa.®® In our view, the major thrust of the Dhvanyadloka is
directed towards a reordering of priorities in literary criticism*®
and not towards trying to establish the superiority of one
“school” over another. (It is very artificial to speak, as De
and Kane do, of the “rasa” school, opposing it, without any
justification, to the “dhvani” school). Mahimabhatta**” justly
asks who would question the priority of rasa,*°® but the question
is not one of belief, but of practice. Ananda is the first author
to make rasa the pivotal point around which his discussion
of literature revolves. Earlier writers®®® are brief,?*° for reasons
that are not entirely clear?’* In fact, to the great detriment
of Sanskrit literary criticism, later writers too, on the whole,
tend to busy themselves once again with scholastic deliberation
on figures of speech. But regardless of their practical preoccu-
pations, no writer would, we think, ever have denied the
importance of rasa. The later tradition®'? compares a poem

'
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without rase to a marriage without love! Judging Sanskrit
criticism by the standards of universal applicdtion, there can’
be no doubt that rasa is the greatest contribution that India has
made to world literature. For 7ase is no less than the reader’s’
reaction to, his personal involvemen! with literature.®® It is
true that there is some confusion in its use in the  D.Al and”
the Locana. Often® it is used to mean simply the sthayibhava,
or even simply “emotion”,*s or whatever important takes place
when literature is appreciated. Abhinava is not’ unaware of
this fact, and seems to take a particular delight in the richness
of the “associations” the word calls up. He does not seem to
wish to restrict its meaning too narrowly. Rasa has so many
connotations in Sanskrit that it would indeed be limiting to
always apply its purely technical sense of the experience of the
reader. Ananda and Abhinava used it as the nucleus of an
entire new vocabulary that soon dominated the whole of Sanskrit
literary criticism.*¢ Of course when Bharata mwwm. that a’
poem has rasa, he does not mean this literally. It is the poem’s
capacity to elicit a deep response from a sensitive reader.?*”,
Rasa is after all not an objective “thing” in the real world.
It is a private experience. This is perhaps why later writers
tend to compare it to religious experiences®® for ecstatic experi-
ences are essentially private, inner happenings more or less
invisible to a third party and which are liable to evaporate
under rigorous questioning. Abhinava says that a rase, too
roughly handled, will fade like a flower.

There has been a tendency, as we noted earlier, for the
post-Abhinava writers to remain relatively silent on the issue
of rasa. No doubt it is due parily to awe; the silence of
admiration faced with a nearly perfect mind. For there is
no doubt that no later writer has written anything more pro-
found on rase than Abhinavagupta. But there seems more to
it than this. Perhaps the desire to abdicate reason when faced
with the mysterious or the inexplicable is a natural reaction.
In part it must be the natural respect we feel for that which
we cannot understand fully and surely 7asa belongs to this’
category of experience. But there is also a sense in ‘which we-
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simply retreat from an exacting task. Ananda already soﬂnm.
that many sincere critics admitted the importance of suggestion
(including rasa), but said that it lay beyond the .8&5 of
speech,”*® and one would do well to simply keep @E.ﬁ about
it22r There is a fine verse from the anthologies on this theme.

“] regpect the person who ( in the face of great E@ﬁﬁ
is forced into silence. His visibly thrilled body bears testimony
to the intention of the poet which is beyond the reach of words,
but which vibrates jn his language that overflows with emo-

tion.’222
The poet Hrsike§a?* in fact addresses a stanza to Ananda :

“This nectar (of suggestion) which is a fusion of both
word and meaning, bathes the minds of sensitive readers with
the oozings of bliss. It is the truth of poetry, shining without
cessation. Clear to the heart, it is yet beyond words.”*>** But
Abhinava, while he may have renounced reason at the last
moment of his life, used his renowned intellect all the rest of it.
He was very willing to bring his powerful mind to bear on the
problem of 7asa, and he does so, as one might expect, in a most
impressive way®*® : “In the course of our ordinary life, we
acquire a certain proficiency (patava) through long practice
(abhydsa) in inferring people’s mental moods (citiavriti), le.
their basic emotions (sthy@yyatma) from observing certain signs
(linga) cousisting in causes, effects and accompanying elements
(sakacdra). In watching a drama (or reading a poem-—
adhund) , a garden,® or a glance, i.e. ordinary causes (effects,
etc.) lose their ordinary characters of cause etc. and take on
the essential nature of the function of awakening a permanent
emotion (vibhavana), the function of leading the spectator to
a recognition of this permanent emotion (anubhavana) and of
adding color (to the emotions in question — samuparaiijakatva) .
And so they acquire the non-ordinary names of vibhavas etc.
Now it is through these things called wibhavas etc., precisely
in order to proclaim the fact that they are dependent upon
the samskaras (latent impressions) of their nature as a cause
etc. and whose essential characteristics will be given in the
bhavadhyaya (seventh chapter), when they, by assuming a
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leading or subordinate role, attain a unity, a joining, a fusion
(yoga)?*" in the mind of the spectator, that an emotional
situation (artha) whose essence consists exclusively in aesthetic
pleasure (carvyamanataikasara) 1is brought to the swaate of
aesthetic relish (carvand) which is a form of conciousness
(samvedana) free from worldly obstacles (ie. worldly pre-
occupations). It is not something that is objectively existent
(siddhasvabhava) s (for) it exists only for the duration of
aesthetic relish ({@tkalika eva) and does not persist for any
time after the aesthetic emotion.?®® It is completely different
from the permanen emotions. It is rasa.”

There are two places in the Locana where he gives similar
statements about rase. Both are difficult but important. In
these passages Abhinava distinguishes the process whereby
rasa is achieved from other more “mundane” (laukika) pro-
cesses. In this he is only following the D.Al., where the views
of writers who claimed that suggestion is nothing more than
secondary usage (bhakti, gunavriti, laksana) , or inference (anu-
mana) , or latparya are all refuted.?*® The first passage contains
Abhinava’s famous example : puiras fe jatah.®': “Now this
(suggested) sense such as rasadi is not “produced” the way
joy is meduced when (a man hears the words) : “A son has
been born fo you”,** nor does it come about through laksana.
No, rather this (suggested sense) arises in the fully responsive
reader as being relished by him through his awareness of the
vibhavas and anubhavas, from the force of his sympathetic
response, and through his identification. It is different from
happiness etc. whose nature is well-known.23s TIts sole essence
no_bmwmﬁ.m in aesthetic enjoyment.” The next passage is even
more Important for it brings in the NS and shows us how
Abhinava interprets Bharata’s rasasitra®** : “Do you think
that the apprehension of rasa is the apprehension of the mental
mood of somebody else? Please don’t be so foolish as to think
so. For we know about another person’s mental mood by
Em_mwmsom. What aesthetic experience is involved in this? Aes-
thetic experience has for its very essence a transcendental delight
and consists in the aesthetic relish of the vibhavas etc. in vomﬁm
It should not be degraded to the level of recollection or inference.
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However the (literary critic) whose mind has been fﬁnm_dmn_
(samskrta) by everyday inferences of causes from m.mmo..,w Am.sm
Som..swnmmv perceives the vibhavas etc. not in an oEmnﬁZm C.m.
indifferent, uninvolved) manner (tatasthyena) UE. g\. being
completely overcome by sensitivity, sahrdavatva, which is ano-
ther name for sympathetic response of the heart. mmnmﬁmm ﬁ
the sprouting (ankuribhava) of the wm.w,:mw of .ES which 1s
heading towards completion @S».&gaﬁmeas without va_ow-
"ifig' the process of inference and recollection, .@m perceives Em
vibhavas) as having for their essence aesthetic relish i.:Qo is
-the result of (literally : appropriate to, ucifa) complete identi-
fication. Now this aesthetic relish was not formerly the product
of some other valid means of cognition such that it could now
-be “recollected”. Nor has it now arisen from any oﬁwm.a valid
“means of cognition. For the (empirical) means of <m.:& cog-
nition such as direct perception (inference), etc., (simply) can-
fiot operate in regard to something that is transcendental. And
so the designation as vibhava etc. (in the case of kirana etc.
of rasapratiti) is an indication of the transcendental nature of
rasapratiti. As has been said (NS. VII, p. 346, GOS edn.) :
“The word vibhavas has an epistemological significance.” In
everyday life it is called a cause and not a vibhdva. Hr.m
anubhdvas are also transcendental. As has been said : (NS.
VIL p. 347) “Since verbal and physical acting and the acting
of involuntaary physical reactions of certain mental states
(such as stupefaction, perspiration, horripilation etc.) brings E
“olir consciousness (anubhdvayati) (the working of the sthayi-
bhive and the vyabhicaribhavas), therefore it (the acting) is
‘called an gnubhava. For experience (anubhavana) (of the
sthayibhava and the wvyabhicaribhavas), is the complete
identification (fammayibhavana ) with, these mental moods.
In everyday life we use the term kdarya and not anubhdva.
And so (in ‘aesthetic experience) it is not another person’s mental
mood that is inferred. With this in mind Bharata did not
mention the word sthdyi in his sitra : “Rasa arises from the
combination of the vibhavas, anubhavas, and vyabhicaribhavas.”
Had he done so, far from being (helpful) it would have been
a great (source of) error.?®® It is quite proper to say that the
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sthayibhavas become rasas (or perhaps better : This is said
in a metaphorical manner). Because (the final result) is the
beautiful experience that takes place when one’s latent impres-
sions are aroused through the mental moods corresponding
to the vibhdvas and anubhavas that belong to the character.
And further, because at the time of (the inferential) knowledge
of the (aroused) mental mood in the (original) character,
which (knowledge) is extremely useful (i.e. necessary) for the
sympathetic response of the heart of the sakrdaya, there is the
apprehension of the mental mood such as love aroused in the
(original character), with the help of the (vibhaves) like
bristling hair etc.>*¢ Now (the reason that Bharata) mentioned
the vyabhicaribhavas, though they are mental moods (just like
the sthayibhavas) among the vibhavas and arubhdvas (in this
sttra) is that they are relished as subsidiary to the major mental
mood (the sthayibhava). Therefore the emergence of aesthetic
experience is the enjoyment (by the sahydaya of the mental
mood evoked in him by the objective mental mood of the chara-
cter portrayed), by suppressing the ordinary worldly emotions
such as joy etc. which arise (in the character portrayed) from
such causes as reunion with his dear relatives, etc. as described
ws a literary work. . . What sort of thing is this that arises? Why
it is rasa, something transcendental Where else can such a
thing be seen? (Reply :) the very fact that such a thing is
not seen elsewhere shows that it is transcendental. Objection :
if this is the case, then rasa would be unreliable (apramana) (as
a means leading to vyutpaiti). Yes, so what? Since pleasure
(priti) and instruction ( vyutpatti) are achieved from the relish
of aesthetic experience, what else is required ?”7227

This brings us to the heart of the controversy about rasa
that .mm alive today as it was in the eleventh century : there
are eight rasas. Certainly in the case of love (Srngara) one can
HEE@&.&&% understand why it would appeal to everybody?ss :
UmEm. i love is pleasant, hearing about love is pleasant
waiching a play that deals with love is pleasant.. Yes, we nmm
all agree, this is what our best moments are like, they are E.:_
of the most unmysterious kind of pleasure. But there are

other rasas as well, among them, in particular, karuna, where
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what we see on the siage is not pleasant, it is rather painful,
and we often leave the theatre where a tragedy has been pre-
sented feeling deeply disquieted. We may m<.m.b be mﬁz.pnw
by the incongruity of our friends’ questions : “Did you enjoy
the play?”. “Well. .yes. but.” And here we have ,man.sow the
heart of the matter. How can we have enjoyed something that
deals with a painful situation? Aristotle put forward the theory
of katharsis. What did the Indians say? First we must
dispose of a common misunderstanding : while it is true Emﬁ
most Indian plays end happily, this does not mean that Indian
writers and critics were not alive to the importance of Em
tragic element in literature. They most emphatically did admit
that karunarasa can be a dominant emotional mood in a peem
or a play. In fact, we feel that there is a sense in which the
Indians believed that the emotions associated with karuna (sad-
ness, regret, nostalgia, a kind of emotional weariness®*®) are the
very essence of human life. Viévanathaz*® quotes a verse to the
effect that love cannot reach its height until one has experienced
separation.®t We don't think any culture has been more
conscious than the Indian of the frailty of human existence,
the tragedy inherent in simple everyday life :

“If you have really decided to go, then leave you must.
But what is this hurry? Stay two or three minutes more, while
I gaze at your face. In this world, our life is like water in a
jug, swiftly rushing out. Who knows if we shall ever meet
again.”’?*

This sense of “disquiet” is conveyed by Kalidasa in what
must be his most beautiful verse : ramyani viksya madhurans
ca nisamya $abdan etc.?*® and even Ksemendra moves us** :

“When he witnessed the death of his friend, he stood
without moving. Then Kapifijala let out a piteous cry resound-
ing through the thicket of trees, and strong enough to break the
stones of the mountain, piercing his own life, rendering him
unconscious : O Pundarika! Even now, long past, when the
deer remember it, the grass drops from their mouths”.

Abhinava in an obscure passage®*® even says that Soka in-
forms comedy, for it is the lightning flash of sorrow that illumi-
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nates the comic in our lives.”*¢ Anandavardhana*’ says that
karunarasa is the pradhanarasa of the whole R&miyana.*** Even
more to the point is Bhavabhiiti's great Uttararamacarita. What
is the rasa of this play?2¢® On purely technical grounds, one can
argue that it is vipralambhas$rigara, since the lovers are even-
tually reunited, and the play ends with their happiness. It is,
in the terms of the NS, s@peksabhava, and not nirapeksabhava.®®
But this is only a technicality.?>* The real rasa of the Utiara-
ramacarita is karuna, as the famous saying : karunyam bhava-
bhiitir eva tamufe, proves. Does the reader then experience
sorrow, or more to the point, is the karumrasa of the Utiara-
ramacarite duhkhanuviddha? The most interesting discussion
of this occurs in Dhanika’s commentary on his brother’s
Dasripaka*> : Karika 43 says that svada (aesthetic pleasure)
comes from atmananda. “‘Objection :it is quite proper to say
that Srngara, vire, hdsya, etc., which consist essentially in delight,

~ arise bhecause of the identification of the spectators with the

matters presented in the drama (kavydarthasambheda) ?*® from
the joy of the Self. But in karunae elc. (ie. in vipralambha-
Srigdara as well) which consists primarily in sorrow, how can
joy arise? For when sensitive readers listen to a poem that
consists essentially in keruna, they feel sorrow, shed tears, and
do similar other things. If (karuna) were to consist in joy,
this would surely not be the case. (Answer:) What you
say is true. But this (aesthetic joy) in karuna etc. is such that
it consists in both pleasure and pain,?* as when women, in the
act of love? hit (their lovers) pretending to repulse them
(kuttamita) > The compassion® of a poem is different from
the compassion found in the ordinary world. The explanation is
that sensitive readers (rasika) become more and more deeply
attracted towards this aesthetic experience of grief whereas
they tend to shun the real experience.?s For if (karuna) were
to consist exclusively in sorrow the way worldly karuna does,
then nobody would feel like going (to plays in which karunarasa
was present) and thus large (and important) works such as
the Ramayana etc. which consist exclusively in karumarasa,
would fall into oblivion. There is nothing wrong if mvmoﬁmﬂoa
shed tears upon listening to the description of a tragic event,
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just as there is nothing wrong with people being plunged in
grief and shedding tears over the actual downfall and death of
~people in the real world. Therefore, karuna, like all the other
rasas, consists in joy.”2** Abhinava’s answer?® to the above
question also seems to be no, that karunarasa is not painful.***
‘Why? Because literature is not the real world. Nothing really
takes place.”2 The world of the past is transformed into art,
and in watching this transformation (where all terms are from a
different order of reality, vibhava belongs only to art, not to
the real world, where we say karana), we somehow (for it
is never explained precisely how this is achieved) touch the
very core of our being. In doing so, we experience a bliss
that has its parallel only in the world of mysiicism.*** One
distinction is that raesas and vibhavas are magical. That is
they exist for the duration of a play. Abhinava explains®*
that they have no parallel in the real world. Rasa is not karya,
and therefore vibhavas are not utpadakdkaranas. Vibhdavas are
not jiapakaheius because rasa is not jiapya.2> The opponent
asks Abhinava : “But there is nothing in ‘the whole world
Eww this.” “Ah”, says Abhinava, “at last you have understood’’2¢¢
‘Rasa is alaukika. 1t is above and beyond its constituent parts.2¢?
Rasa is not something we know, but something we feel :

rasyamanataikaprano hy asau na prameyadisvabhavah.*®* So
Abhinava says®® : nasand ca bodharapaiva. Aesthetic experience
consists exclusively in knowledge.” But Abhinava qualifies this
knowledge as being in a class by itself, not comparable o any
other kind of knowledge : kintu bodhantarebhyo laukikebhyo
vilaksanaiva.® Abhinava makes it clear in this passage, that

in the theatre, we live neither in the time or space of the
original characters, nor of the actors. We are, in a sense, outside
both a?m and space altogether : afa evobhayadesakalatyagah.>

There is no parallel to what takes place in a literary experience.

Nor can we duplicate it. This is why Abhinava says it is like

a so:%ocm. flower (adbhutapuspavat) , it is sui generis, nobody

can create it at will.  Just as you cannot tell somebody to fall

m love, so m.Hmo. you cannot tell someone to create rasg. Or

SHER to experience it. Rasa is not subject to our will (anivata) .

It just happens. What we see in the theatre suggests emotions,
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e.g. love, that are no: bound by time : desakalaniyamena latra
(i.e. in ‘the theatre) ratim gamayanii.”™ Abhinava Uﬁm .mz
of these ideas together in a marvellous passage at the beginning

of the first volume of the A.Bh.*™

“When we go to the theatre (natye) we do not have any
inclination to think (abhisandhisamskara) : Today I will have
to accomplish something real (paramarthikam) . Rather we
feel - ‘I will listen to and see something beyond my everyday
experience (lokotiara), something worthy (of my attention) ,
whose innermost essence is pure joy (from beginning) to end
(reading : aparyania samadaraniya). 1 will share this experi-
ence with the whole audience (sarvaparisatsadharana) .’ ‘One’s
heart becomes like a spotless mirror (i.e. able to reflect without
distortion), for all of one’s normal preoccupations (s@msarika-
bhava) have been completely forgotten, and one is lost in
aesthetic rapture (carvana), lisiening to the fine singing and
music.” Later in this same remarkable passage, Abhinava says
that what the spectator sees is divorced from time and space
(desakalavisesavesanalingite) . No kind of intellectual thinking
bears any parallel to what happens in the theatre (samyarimi-
th e@mama@,ama§v,§e%&% Ranavi inieyatvaparamarsandspade ) .
The spectator is so wrapt in what he sees, so carried away by a
mysterious delight (camatkara), that he identifies completely
with the original character and sees the whole world as he saw
it AS&@@Si«a&é&wea?@eN.mEme,&i@:@@s&&% svatmadvarena
visvam tatha pasyan) . The whole fairy world of the play is now
deeply embedded in his heart (hrdayabhyantaranikhdtam) and
can never be extracited, nor can it ever lose its original power
( tata evolpusikhasatair api mlanimatram apy abhajamanam) ,
for it has now become a part of his innermost experience. We
canno® think of a more eloquent justification of art.*™ At a
more mundane level, we can say that our own experiences have
been so varied that there is little we cannot appreciate; Terence’s
“Nothing human is alien to me’. Of course for Abhinava this
is due to rebirth, but we need not accept this in order to appre-
ciate the idea. Thus Abhinava records a very fine objection

(which “sounds suspiciously like his own view)*® : “It is
not impossibie that this verse was written by somebody who was
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himself beyond passion, but who was nonetheless acquainted
with passion, since (everyone) is influenced by propensities
towards love, for we have all experienced them over and over
in this endless course of existences. Or the man could even
be indifferent, but seeing the woman as she really is, ie. as
possessed of exquisite beauty (and without his ascetic preju-
dices). For it 1s not true that a man without passion must see
things all topsy turvy. If he hears the sounds of a lute, he does
not after all think he has heard the raucous crowings of a crow !”

Thus it is clear that the key term for Abhinava is alauki-
katva. Many other ideas reinforce this notion. Anything that
takes us away from preoccupation with ourselves is considered:
useful. In speaking of Natyadharmi*® Bharata has a verse
which reads

“ A play should always be acted with such conventions.>™
For the spectator will not derive any aesthetic pleasure=™
whatever unless there is both acting and music, 27

All later writers would agree, we think, on the importance
of music in drama.”*® The very notion of ebhinaya*s* (acting)
includes the dance.*> Commenting on the fourth Adhydya,
Abhinava has an obscure passage** which seems to contain a
very important idea. Abhinava uses the famous Buddhist
analogy of the fire-brand®s* : if there is no movemen:, we do
not see a wheel. It is only when the fire-brand is rapidly
revolved that we see a steady wheel of fire. In the same way,
Abhinava seems to be saying, until the actors dance and sing,
Le. set the play in motion, it is not really a “drama.”

Everything can be useful to the strange world of art.
Ananda®*® says that even physical objects can be “ suggestive .
Abhinava says®* tha: even letters are useful in rasa, for the
moment they are heard, irrespective of their meaning, the ear
immediately grasps them -and decides whether their nature
is soft or harsh. He compares this to music without words
(apadagitadhvanivat). We are reminded of Kuntaka’s fine
verse>s?

“Poetry, even when the meaning has not yet been consi-

=
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dered, because of the beauty of its style, can, like music, give
those sensitive to literature an exquisite delight.

Finally Ananda recognises that there is no object Emﬂ,
cannot be transformed into the world & m.?mm,m for o<mQ§ﬁm
can serve as the setting for the free imagination.?® Mammata®
quotes a lovely Prakrit verse :

“Glory to speech ! For she sits in the Bos& of poets mbm
creates the whole world anew, laughing at the ancient creator !

Dhanafijaya®* too recognises that we are not F an ordi-
nary state when we watch a drama. His mxnﬂmbm:oﬁ.a less
philosophical than Abhinava’s, but certainly more charming -

“When children play with clay-elephants, the source &
their delight is their own fertile imagination. The same 18
true of spectators watching Arjuna and other heroes cn the

stage.”

VI - THE REAL WORLD AND THE WORLD OF DRAMA

Abhinava distinguished between conceiving an emotion and
actually having one”* In the zamm?w. we mnm.mﬁ one remove
from real emotions, we are “meta-feeling” as H.ﬁ were, feeling
about emotions rather than &8&%. experiencing them. .>m
spectators we are in a privileged woﬂs.os that mw;r.ﬂ the writer
nor the actor can enjoy. Abhinava is clear in his refusal to
grant aesthelic experiences to the actor.2®* One of the reasons
"why Abhinava denied this experience to the actor ?&mnmwm
other writers permitted it?** can be deduced from a passage 1n
the Sangitaratnakara. There we are told .Emﬁ an actor experl-
ences no rasa2*® The comentator explains that z:.w woﬁoa\. is
“involved”. he has many things to do: meaggmww@:@,ae.%m-
tatvena, whereas the spectator is free : karyantaranusandhana-
bhavat. It was objected that an actor cannot ever be a: peace,
and so $antarasa is impossible :

Santasya Samasddhyatvin nate tu tadasambhavat

astay eva 1as@ natyesv iti acicudan
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This is the same objection we find, though in a slightly
different form, in the A.Bh. .2?¢ Abhinava’s response was that
rasas do not depend on the actor. The Sangliaratnakara®® sums
1t up as follows :

tad acodyam yateh kamcin na rasem svadate natah
samdajikas tu lihale rasan pailram nafo malah

which comes from Abhinavagupta.?’s

At another level, Abhinava compares the actor to the
Paramatman. He retains his identity (just as the Aiman never
gives up its self-luminosity) and yet manages to so engross
people that they feel they are watching the original character.*o*
The spectator is thus like the Jiva, liable to illusion. So we
come back once again to the fundamental notion of the real world
and the world of shadow. Anything that takes us out of this
dream world of literature, anything that comes between us and
this lovely sub-creation of mdaya (cf. aghatitaghatanapativasi
maya ) is to be avoided.**® The delicate web must not be
shattered. This is why Abhinava insists that present events
have no purpose in the drama, for the spectator is toc personally
involved, too unable to shed his real-life preoccupations.

‘What we have seen is no doubt impressive. Abhinava has
been able to tie together the most disparate strands of poetic
experience. He makes wonderful use of the Vedanta and
Saiva doctrines that underlie theories of illusion and reality.
When we discussed Abhinava’s debt to philosophical doctrines
and read some of the relevant passages with the great Pandita-
raja Rajesvarasastri Dravid, he shook his head in awe and said :
sa eva, sa eva. It is important to stress this fac: : Abhinava
i1s unique. For there is little reason to suppose that Bharata
was equally abstract in his conception of the theatre, and
much reason to suppose that he was not. For when he prohi-
bits something from the stage, it is for purely ordinary reasons,
with no philosophical implications :3°2 :

“Those who know what is appropriate to drama will not
(allow the actor) to sleep on the stage. If it must be alluded
to,%%2 the act should be terminated.”
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“If it-is absolutely essential for someone to sleep alone
or with someone else (in the same bed), one must not permit,
on the stage, kissing, hugging, or what should be private, (for
example), biting the lover’s lip, scratching him with one’s
nails, taking off the woman’s sari, or fondling both her breasts. =

“One should not show a character eating, or indulging in
(sexual) play in the water, or doing anything else on the stage
that might embarass (the speciator).”

“Since a play must be witnessed by the father, the son,
the mother-in-law and her daughter-in-law, one must take
special care to avoid the above-mentioned acts.” Even death
is not invariably forbidden,*°* and in fact Bharata prescribes
acting for it :

“Death should be acted out, in the case of those who are
sick, by drooping (visamna) limbs, lack of movement and the
loss of one’s facuities. 7305

Moreover, love for Bharata is an activity of the world, the
activity par excellence. He does not indulge in any of Abhi-
nava’s philosophical justifications.®*® Thus he writes :

“Generally all emotions come from sexual love. Sexual
love is various, associated as it is with the quality of desire
(in general).”

“There is a desire for dharma, for material wealth, as well
as a desire for supreme liberation. But (generally) when we
speak of “love”, we mean sexual union between a man and
a woman.”

“Sexual love can overpower the ordinary feelings of happi-
ness and sorrow®*” for all people. But generally, even in sorrow,
it brings joy.”

“Most people always want happiness. And women, of
infinite variety, are the source of happiness.”

“One practises austerities for the sake of religion. And
after all, we are (only) concerned with religion because we
want to be happy. The source of happiness is women, and
we want to make love to them, 308
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Nonetheless, Bharata’s discussions of many of the impor-
tant technical terms of the drama are frought with implications
which a writer like Abhinava was bound to exploit. Let us
cee how he (Bharata) deals with the major elements in
rasasvada. He defines a bhiva, ie. a sthayibhava or a vyabhi-
caribhava as :

“A bhava is so named because by taking the help of in-
voluntary acting (i.e. sweating, tears, etc.), facial changes
(mukhardga), speech and bodily movements, it suggests (or
manifests, bhdvayan) the internal feelings of the poet.”?%®

But it is in the seventh Adhydya that Bharata deals most clearly
with the terms bhava, vibhava, anubhava and vyabhicaribhava.
Here is a translation of what we feel are the major passages,
those that have had the greatest influence on the later tradition :

“There are eight permanent emotions, thirty-three transient
ones, and eight involuntary actions (displaying emotional
states). These are the types of emotions. Thus there are
forty-nine bhivas to be reckoned as responsible for the mani-
festation (or suggestion — abhivyakti) of aesthetic experiences
in poetry. Rasas arise from them by virtue of the quality of
universality (samdnya). There is a verse on this topic :

‘The externalisation (bhava) of that emotion (artha)
which makes an appeal to the heart is the source of rasa. The
body is suffused by it as dry wood is suffed by fire. '2i°

Someone (might) ask : If rasas arise by virtue of the
quality of universality, from the forty-nine bhavas which are
suggested by the vibhavas and anubhavas, and are conveyed by
the meaning of poetry, then how is it that only the per-
manent emotions are transformed into rasa? The answer is
as follows : just as.it is a fact that (all) men have the same
marks (laksana), i.e. have he same limbs and parts of the
body and possess hands, feet and belly in common, still, some,
because of their family, behaviour, knowledge and skill in
various kinds of arts and crafts,®*, become kings, whereas
others, less intelligent, become their servants, so alse, the
vibhavas, anubhdvas and vyabhicaribhavas are subordinated to
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the permanent emotions. The permanent emotions are like
kings, because many depend on them. So also, the other
bhavas, being like servants tha: are subordinate to the person
occupying the position of a king, resort to the sthayibhavas
as being subordinate to them (or as depending on them—) .3'2
The permanent emotions attain the status of rasa.®® The
vyabhicaribhavas are like servants (or like a retinue). One
(might) ask: What is a (good) analogy? (Answer) :
Just as a king, though he is surrounded by a retinue of many
men, alone receives the title (of king), withheld from all the
others however eminent they may be, so also the permanent
emotion (alone) surrounded by a retinue of vyabhicaribhavas,
anubhdvas and vibhayas, attains the name of rasa. 7’21

“From the point of view of a performance (prayogatah),
there is no such thing as a poem that arises from only one
rasa. 315

“That rasa should be considered to be the permanent one
whose presence (7#pa) among many other (emotions) is most
conspicuous (bahiut). The other (emotions) are considered as
auxillary (sasicarinah) . %%

“The wise should employ (many) rasas in their poems,
scattered like flowers. 737

From a later passage it is clear that Bharata was not out
to restrict the number of subsidiary emotions (vyabhicdri-
bhavas) possible in a drama. Thus at XIX 107-109, he
mentions certain wviSesas of the sandhis. Now some of these,
e.g. hri, bhranti etc. are emotions that do not figure in any
list of vyabhicaribhivas or anubhavas given in chapters six
and seven. But Abhinava points out*s that they belong to
this category and therefore, by implication, there are more
vyabhicaribhavas and anubhdvas®® than Bharata mentions in
any one place. Thus Abhinava says that the figure twenty-one
is only an upalaksana®*® and is not meant to be exhaustive.?®
In fact, anything that occurs in a drama is automatically either
a vyabhicaribhdva or an anubhdva : na tu tadatiriktam jagati
kimcid asti prayoge.*
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Later writers, beginning with Abhinava, develop the con-
trast between these vyabhicaribhavas and the sthayibhavas.
Thus in a complex passage,*** Abhinava says that the sthayi-
bhavas are the pure white thread of a necklace. The vyabhi-
caribhdvas are the colored gems that are strung on this thread.

The many colors reflect on to the thread, but uliimately the

white thread remains unaffected.®*s The effect is nonetheless.

beautiful. It is like a screen on which images are projected
to our benefit. But they disappear and the screen is as biank as
before.”>s The proof that Abhinava gives of the transitory
character of the vyabhicaribhavas is a good one®" : tathd hi—
glamo ’yam ity—ukte kuta iti hetuprasnena sthayi tasya siucyate.
na tu rama utsihasaktiman ity atra hetuprasnam ahul. This
means : “This man is weak. Why ?” The question is per-
fectly legitimate, since we do not think of physical weakness,
the state of being tired, as his permanent nature. But we never
ask : Why is Rama powerful. It is his very nature. %>

Bharata, in his concern with a real world, one that was
moreover carefully divided into different social groups, makes
two divisions that were equally influential on the later tradition.
Abhinava must have taken his cue for ascribing a liking for
certain rasas to a particular class of spectators®*® from Bharata.**
For Bharata says that people are different, and respond differen-
ly to drama®®* :

“Young people delight in sexual love (i.e. in scenes pre-
senting love). Intellectuals enjoy logical debates;*** those con-
cerned with material objects take pleasure in (descriptions or
scenes) of wealth; and those who are detached from the world
delight in spiritual liberation.”

“Heros delight in vira and raudra, in hand to hand combat,
and battles. Old people are constantly pleased with tales about
religion and (stories from) the Puranas.”

“Low people cannot understand the behaviour of the noble.
The wise always take delight in all that concerns the Truth.”

“Children, fools and women always delight in the comic
and in costumes (naipathya). He who is pleased®® when (the
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character is pleased), who is in sorrow when the character is
in sorrow, who is angry when krodha (is being presented) and
afraid when bhaya (is presented), he should be known as the
ideal spectator.”

Similarly Bharata divides the characters of drama into
three basic types. The passage has generally been taken for
granted and many writers have assumed that the distinction
is based on “class’. But actually the distinctions Bharata
makes are based on character, not on class or even casie.**
The verses are worth quoting :%%°

“The highest type of character (uttama) has control over
his senses, is wise, knowledgable about many practical arts,
generous and having noble ideals,**® a comforter of those who
are afraid, knows the meaning of many sciences, is profound
(or dignified, gambhirya), noble (audarya), and has qualities
of generosity and firmness.”

“A middling character is one who is skilled in the ways
of the world (lokopacara), who is proficient (in actually) using
the science of practical arts, and who has practical wisdom

(vijriana) and gentleness.”

“The lowest type of character is harsh in his speech,
discourteous, mean-minded (kusattva), unsubtle* easily
angered, a killer, treacherous to his friends, searching for faults,
danderous (pisuna), (uses) brave (but empty) words, un-
grateful, lazy, doesn't know the distinction between those who
should and those who should not be honoured,®*® lusts (indis-
criminately) after women, is fond of heated arguments, 1S an
informer (siicaka), evil-acting and a thief.”

“A woman of the highest type is gentle in her emotions
(mrdubhava—) 2*° faithful (acapald), smiles when she speaks,
is not cruel in her words, obeys her elders, is bashful and
polite. She has such natural qualities as beauty, nobility,
sweetness (etc.). She is endowed with profundity and steadi-
ness.” ‘The middling woman has only some of these qualities,
and a low woman is similar to the low man.

Curiotisly, the important concept of @bhdsa is not dealt
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with in the NS. One would have thought that Bharata, like
all later writers®* would want to distinguish genuine situations
in literature, i.e. those likely to give rise to true 7asa, from
spurious ones. But we must realise too that the later tradition
was to a great extent indulging in artificiality when they dis-
cussed this question. Rasa came to be almost like a technical
term in grammar : certain rules were necessary for its operation.
If these were absent, 7asa too must be absent. The ever present
danger of divorcing theory from its natural basis in literature
seems to have prevailed in this sphere. Many of these dis-
cussions smack of too much theorising. Too often, while the
critics argued over what was “permissible”, the poets made
nonsense of their theories by writing successful poems on the
very themes supposedly “ ungenuine ”. For most later writers+i
agreed that love among the animals was a subject that could
not lead to a genuine imaginative experience. Yet many of
Kalidasa’s finest verses®*? deal with this theme. By the stricter
canons of many later writers,*® Vasantasen’s love for Carudatta
would be a case of @bhasa.3** Yet it is one of the most moving
love stories in the literature. Similarly, to be in love with
another man’s wife is strictly ras@bhase®*> though a source of
great poetry. The greatest writers are always the least willing
to force people into stereotypes. If it is a “rule” of Sanskrit
literary criticism that the prostitute cannot feel love as genuine
as can the great heroines of the orthodox tradition, Sitd, Savitr],
etc. it is certainly not a rule of real life. Often it is precisely
what is forbidden that is most moving. After all, does not the
tradition discourage a combination of $anta and Srigdra? Yet
many of the finest verses in Sanskrit are based on their juxta-
position.®*¢  Grief is especially recalcitrant to the philosopher’s
rules. Marpa the translator, a great Yogi, breaks down and
weeps uncontrollably when he sees his dead son : “Come back
from your ride, come live in my heart.” This may be enucita,
but it is strangely moving. As Bharata stresses, the greatest
poets are those who are most closely attuned to the real world.
The willingness to flout conventions and restrictive rules is

surely one sign of the great artist. They hear a music of
their own.

PART I1

THE RASADHYAYA OF THE NATYASASTRA
WITH TRANSLATED EXCERPTS FROM THE
ABHINAVABHARATI



THE RASADHYAYA OF THE NATYASASTRA

(1) All the great sages, after listening to the rules on
the purvaranga, spoke again to Bharata and said : Please
answer for us these five questions.

(2) Theorists speak of “rasas” in drama — please tell us
wherein lies the essence of these rasas.

(3) What are bhavas (emotions), and what do they

create (bhavayanti)-? What really are sangraha, karika and
nirukta ?

(4) When Bharata the sage heard their request, he gave
an answer defining rase and bhava, (and also said) :

(5) Sages of great asceticism, I will tell you everything
you want to know about sengraha, karika and nitukta res-
pectively.

(6) It is of course impossible to deal comprehensively
with drama. Why ? Because there is o0 much specialised
knowledge (that is important to understand drama)?*** and
because you can never exhaust the subject of the practical arts.?

(7) Since it is not possible to exhaustively investigate
even one (branch of) knowledge, (deep like) an ocean, how

could you ever investigate all of them thoroughly (artha-
lattvatas) ?

(8) Still I will list the rasas and bhavas of drama giving
very concisely the subject-matter (artha) of the aphoristic
definitions (s@#tra) and their exposition (gramtha)** so that

(this list) will allow one to infer (further details) .@:&3&3&.
prasadhaka) .

(9) Authorities define sangraha as a concise list of the
topics extensively dealt with in sutras and bhasyas.ss

(10) Such a list (of the main subjects of dramatic theory
includes) rasas, bhavas, acting, conventions (or practice),
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vrttis, pravrttis, success (of the performance), musical notes
(svara) , as well as instrumental music, singing and stage-craft.>®

(11) Experts say that in a karika a subject is briefly
(samasena) set down, ie. in a few words (alpabhidhanena),
and in the manner of an aphorism (séfratah), (so that it)
explains the essential point (srthapradarsing).

(12) A mnirukta (etymological explanation) is based on
the various nominal forms used in the definition, contains (justi-
fications from) dictionaries and grammatical analyses as well as
(considerations) of the meanings of the verbal roots and of the
syntactic relations involved and takes into account differing

views.

(13) When the meaning (of a particular word), which
(in turn) throws light on the meaning (of the whole sentence),
is established by giving the meaning of the root (from which
this particular word is derived), that is called a nirukia (etymo-
logical explanation) .2%2

(14) O best of Brahmins, I have given briefly the
sangraha. Now I will speak of those topics in more detail and
include mirukta and karika.

(15) In a drama®* there are the following eight** rasas :
erotic (§rngara) ** comic (hdsya), compassionate (karuna),
furious (vaudma), heroic (vira), terrifying (bhayanaka), dis-
gusting (bibhatsa) and awesome (adbhuta) .33

(16) For the great Brahma has declared that these are
the eight rasas. Now I will list the bhavas — those that are
primary (sthayi) 7 those that (only) accompany the primary
emotions (and are thus transitory) (sasicari), and those ex-
pressions of feeling that stem from a deep-felt emotion
(sattvaja) .

(17) The permanent emotions®®® have been declared to be
love (ratf), amusement (or laughter) (hasae), sorrow (Soka),
anger (krodha), dynamic energy (utsaha), fear (bhaya),
disgust (jugupsa) and wonder (vismaya).

(18-21) The thirty-three accompanying transitory states?®®
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should be known as®*° : world-weariness (mirveda), physical
weakness (glan:), anxiety ($ankd), envy (astiy@), intoxication
(mada), f{atigue (Srama), laziness (alasya), depression
(dainya), worry (cintd@), confusion (moha), remembrance
(smrti), peace of mind (dhris), shame (vrida), rashness
(capalat@), joy (harsa), panic (Gvega), lifelessness (jadata),
pride (garva), dejection (visada), longing (autsukya), sleeping
(nidra@) , apoplexy (apasmara), dreaming (supta), awakening
(vibodha), resentment (amarsa), dissimulation (evahittha),
violence (ugrata), attentiveness (mati), sickness (vyadhi), in-
sanity (ummada), death (marana), fright (irdsa) and per-
plexity (vitarka). They are explained (samakhyata) by their
name (i.e. they are anvarlhanama, or “significant”).

(22) The eight involuntary states are® : paralysis
(stambha), perspiration (sveda), horripilation (goose-flesh)
(romaiica) , faltering voice (svarabhanga), trembling (vepathu),
change of color (vaivarnya), tears (a$ru) and fainting
(pralaya) 262

(23) In drama there are four kinds of dramatic repre-
sentation (abhinaya) : that which uses the body (@rgika), that
which uses speech (vacika), that which uses costume (Gharya),
and that which is involuntary (s@ttvika) .3

(24-26) Convention (or practice) (dharmi)?®*** is divided
into two kinds : that which obtains in the real world (loka-
dharmi), and that which is peculiar to the drama (natya-
dharma) .5 . .

A play is based on the four vrttis (styles)*¢ : Bharati, Sat-
vati, Kaisiki and Arabhati.

L The pravritis®>® (usages prevalent in a local district) are :
Avanti, Daksindtya, Odramagadhi and Paficalamadhyama.
Success (siddhi)**¢ is of two kinds : divine and human.

(27-30) There are seven svaras*® (in music) such as
sadja etc. which can be sung, or played on a stringed Instru-
ment. The four kinds of musical instruments are*® - Taza,
Avanaddha, Ghana and Susira and here is their explanation
(laksana) :
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Tata is a stringed instrument. Avanaddha is a percussion
instrument (such as a drum). Ghana is an instrument like
a cymbal and the Susira is a hollow instrument (such as a flute)

There are five kinds of songs each accompanied by a
dhrwva*™ : that which is sung on (an actor’s) entrance (pra-
vesa), that which accompanies the transition from one emotion
to another (aksepa), that which is sung on (an actor’s) exit
(niskrama) , that which conveys (the character’s) mental mood
(prasadika), and that which is sung as the character -moves
about on the stage (anfara).** A stage is of three kinds*
square, rectangular and triangular.

(31) Thus I have given a summary of the dramaturgic
topics in a small number of verses. Now I will give the safra-
granthavikalpana, 1.e. an investigation of the definitions of these
topics and my comments on these definitions.

Among these topics, we will first of all explain what are
rasas. For®*™ without rase no topic (of drama) can appeal (to
the mind of the spectator) (na hi rasid rie kascid arthah
pravariate — perhaps, “For without rasa, there can be no (true)
meaning, i.e. no real poetry.”). Rasa comes from a combination
of the vibhavas, the anubhdvas and the vyabhicaribhavas
(vibhavanubhdvavyabhicarisamyogad rasanispattih) 3%

What is a (good) analogy?*™ Here is one*” : Just as
flavour (rasa) comes from a combination of many spices, herbs
and other substances (dravya), so rasa (in a drama) comes
from the combination (upagama) of many bhavaes?™® For
example, in the same way that beverages such as sddava*™ (a
combination of the six flavours) are created (mirvartyante) from
substances such as molasses, spices (vyafijana)?® and herbs
(osadhi), the permanent emotions attain the status of rasa
when they are accompanied (upagata) by the various bhavas.’s
At- this point someone (might) ask What is it you call
rasa?*s* The answer is : (It is called rase) because it can
be savored (dsvadyatvat). How is rasa savored ? As gour-
mets®s? (sumanas) are able to savor the flavour of food prepared
with many spices, and attain pleasure etc., so sensitive
spectators (sumanas) savor the primary emotions suggested

v
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(abhivyaiijita) ** by the acting out of the various bhavas and
presented with the appropriate modulation of the voice, move-
ments of the body and display of involuntary reactions, and
attain pleasure etc. 2 Therefore they are called (abhivya-
khyatah) natyarasas (dramatic flavours). On this same subject
there are the following two traditional (@nuwvams$ya)*s% verses :

(32) As gourmets (bhaktavit) savor food prepared with
many tasty ingredients (dravya) and many spices.®®”

(33) So sensitive people (budha) enjoy in their minds®s®
the permanent emotions presented with different kinds of the
acting out of (transient) emotions (and presentation of their
causes) .** This is why?®® (these primary emotions) are known
as mnatyarasas.’, 92

Now one might ask : Do the bidvas come from rasa, or
does rasa come from the bkavas. Some hold that they arise
from their relation of mutual dependence, but this is not true.
Why? Because we find that rases come from the bigvas, but
bhavas do not come from rasas. On this poiat there are the
following verses®®?

(34) Those who stage dramas (nafyayoktr) should know
that the bhavas are so called because they give rise to (bhava-
yanit) rasas that are related to the various kinds of acting.

(3b) As a spicy (flavour) is created from many sub-
stances (dravya) of different kinds, in the same way the
bhavas along with (varous kinds of) acting, create rasas.>**

(36) (In literature) there is no raese without bhava,
nor any bhava without rasa.?®® ‘Their realization in gesture
is dependent on their relation of mutual dependence.®*¢

(37) As a combination of herbs and spices will bring
(nayet) food to tastiness (svadutam), in the same bhivas
and rasas create (bhavayanii) each other.

(38) As a tree arises from a seed, and from the tree a
flower and fruit, so all the rasas are the roots, and on them
are founded the bhavas.>*”
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Now we will give the origin (ufpatti), the colors, the
presiding deities, and examples (nidar$ana) of these rasas.
There are four (major) 7rasas which give rise to the other
four. (The original four are) : The erotic, the wrathful,
the heroic and the disgusting. On this point (there are the
following verses)

(39) The comic aesthetic experience comes from the
erotic. The compassionate comes from the furious. The awe-
some aesthetic experience comes from the heroic and the terri-
iying from the disgusting.39s

(40) An imitation (anukrti)® of the erotic is known
as the comic. The result (karma) of the furious should be
known to be an aesthetic experience of compassion.#°

(41) 'The result of the heroic (rasa) is known as the
awesome, and the sight of the disgusting (gives rise to) the
terrifying.:*

Now for the colors :

(42-43) The erotic rasa is a shining dark (Syama) .22
The comic is said to be white. The compassionate is a light
grey (kapota) and the furious is said to be red. The heroic
rasa should be known to be light green or skin-color (gaura)
and the terrifying is black. The disgusting is blue and the
awesome yellow (pita).

Now the presiding deities :402

(44) The presiding deity of the erotic rase is Visnu;
of the comic it is Pramatha (the attendants of Siva) ;** for
the furicus (rasa) it is Rudra; Yama is the god of the com-
passionate;

(45) Siva of the disgusting. The god of time is the
presiding deity of the terrifying rasa; Indra is the god of the
heroic and Brahma of the awesome.*0%

In this manner the origins, the colors and the presiding
gods of the rasas have been set forth. Now we will explain
the definitions and examples (of the rasas) with their anubhdvas,
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vibhavas and vyabhicaribhavas.**¢ And*” we will bring (upa-
nesyamah) *° the sthayibhdvas to the status of rasas.

Of the various rasas, the erotic one arises from the sthayi-
bhava love. Whatever in the ordinary world is bright, pure
(medhya), shining or beautiful, is associated with love.**® For
example, people say that a man who wears beautiful clothes must
be in love. As people are given names according to paternal
(gotra) and maternal (kula) descent* and their professions on
the basis of a reliable tradition (@pto padesasiddha) , so the names
of the rasas, bhavas and other elements {(artha) connected
with the drama (are given) on the basis of an unbroken tradition
according to custom (Gcara ?)#* 'This is why the erotic rasa,
because it consists in a charming and beautiful dress®? is called
by a name (namely $§rigara) = which has become established
through (conventional) usage. It has for its (dlambana) -vibha-
vas*™* young men and women who are noble-born.**® It has
twe major divisions : love in union,** and love in separation.
To begin with love in union: It arises from (uddipana) -
vibhavas*™ such as a (representation) of the seasons, garlands,
ointments, ornaments, people dear to one,*'* objects of the senses,
fine homes, love-making (upabhoga), going to gardens {and
there) experiencing, listening to .and seeing, games,*’ sexual
play** and so forth.#>* It should be acted out by such anu-
bhavas as a skilful (use) of the eyes, frowning, side-glances.*2
flirtatious movements (lalita), gentle bodily movements (anga-
hara), and soft speech. The accompanying transitory emotions
that do not belong to love are laziness, violence, disgust. As
for love in separation, it should be acted out by anubhavas such
as world-weariness,*** physical weakness, anxiety, envy, fatigue,
worry, longing, dreaming,** awakening, sickness, insanity, apo-
plexy, lifelessness, and death*® Now one might ask : If
this erotic aesthetic experience arises from love, how can its
gme& (i.e. anubhavas) (also) belong to the compassionate?
The answer is as follows : We have said above that the erotic
(7asa)is divided into love in union and love in separation.s
Writers on erotics (vaisikasastra) have explained that love has
ten stages. We will give these in the chapter on sa@manya acting.

The compassionate (rasa), on the other hand, consists in
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all loss of hope of ever meeting again (mirapeksabhava), and
arises from suffering due to a curse (S@paklesa), a fall in
status (vinipatita) of one’s beloved, his imprisonment, his
death or the loss of wealth. Love in separation coansists in
retaining some hope of meeting again (s@peksabhava) and
arises from longing and worry. And so the compassionate
(rasa) is one thing, and love in separation is another. Thus
the erotic (rasa) is accompanied by all bhavas.**” Moreover :

(46) A man who has a young woman, enjoys the seasons,
garlands and the like, and is provided with agreeable things,*2s
is said to (experience) love (Srrigara) .42°

There are two Arya stanzas on the same subject as this
sulra :

(47) An aesthetic experience of love arises from listening
to music and poems with one’s beloved,*® and from enjoying
the seasons, garlands, ornameants, going to gardens and walking.

(48) It should be acted cut by showing a pleasant face
and eyes, a smile and pleasant words, mental contentment and
delight as well as by graceful body movements.

As for the comic (rasa), it consists of**' (or is based
on)*? the primary emotion of laughter. It arises from such
vibhavas as wearing clothes*** and ornaments that belong to
someone else or do not fit (vikria) ,*** shamelessness (dharsiva),
greed (laulya), tickling certain sensitive parts of the body
(kuhaka) **° telling fantastic tales (asatpralapa), seeing some
(comic) deformity (vyanga), and describing faults (dosoda-
hanena) #¢ It should be acted out by puffing out the cheeks,
the nose, the lips, widening and contracting one’s eyes, sweating,
coloring of the face, grabbing one’s sides (in laughter) and so
forth. The ephemeral emotions (that accompany it) are :
dissimulation, laziness, drowsiness (fandrd), sleep, dreaming,
awakening, envy, etc. It is of two kinds : existing in oneself,
and existing in another person. When one laughs on one’s
own, that laughter is said to be existing in oneself.#* When
one causes another person to laugh, then the laughter is said
to be existing in ancther person.**® On this subjeoct there are
the following two traditional Arya stanzas :
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(49) One laughs because of misplaced ornaments, eccentric
behaviour, language and dress, and other peculiar actions
(arthavisesa ?) **° and the resulting aesthetic experience is
known as the comic (rasa).

(50) Because one can make people laugh by eccentric
actions, words, and bodily movements and dress, therefore the
resulting sentiment (rasa) should be known as the comic.

(51) This sentiment is to be found primarily among
women and low-class people. It has six varieties which I shall
now enumerate :

(52) Smiles, slight laughter, open laughter (vikasita),
mocking laughter (upahasita), loud laughter and excessive
laughter. The first two are characteristic of noble characters,
the second two of common (madhya) characters, and the last
two of the lowest characters.

On this subject (it has been said) :

(53) Smiles and slight laughter are characteristic of the
best characters, and open laughter and mocking laughter are
found among common characters. Loud laughter and excessive
laughter belong to the lowest class (of people).

There are .Amy_mov the following verses :

(54) In a smile, which is characteristic of noble char-
acters, the cheeks are only a little expanded, and one’s glances
are elegantly suggestive. The teeth are not visible and the
smile is restrained (dhira). :

(55) In slight laughter the eyes begin to dilate, the cheeks
are puffed out, and the mouth is slightly open. The teeth are
also partially visible.

Now for the common characters :

(56) In open laughter the eyes are slightly contracted
(@kusicita) and the cheeks fully distended. The sound of the
laughter is soft. The laughter is appropriate to the occasion,
and the face is colored.
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(57) In mocking laughter the nostrils are distended, the
eyes squint and the shoulders and head are bent.

Now for the lowest characters :

(58) In loud laughter one laughs out of place, with
tears in one’s eyes, and the shoulders and head are shaking
(with laughter).

(59) In excessive laughter the eyes are swollen and
bathed in tears, and there are loud and violent cries and one
holds one’s sides with one’s hands.

(60) Thus one should give expression to (or act out)
(prayojayet) occasions for laughter that arise in the course
of the action, according to whether the characters are high-
born, common or low-class.

(61) And one should know that the aesthetic experience
of the comic is two-fold in so far as it arises in oneself or in
someone else. Its three stages (awastha) correspond to the
three types of characters.

Now (the rase ) known**° as karunae*** arises from the

permanent emotion of sorrow. It proceeds from vibhavas such
as a curse, affiiction (klesa, or “affliction of a curse”), separation
from those who are dear, (their) downfall** loss of wealth*s
death and imprisonment, or from contact with misfor-
tune (vyasama),** destruction (upaghate),** and calamity
(vidrava) ¢ It should be acted out by tears, laments,**
drying up of the mouth, change of color, languour in the
limbs, sighs, loss of memory etc. Its vyabhicaribhavas are :
world-weariness, physical weariness, worry, longing, panic,
mental aberration (bkrama), confusion, weariness, fear, dejec-
tion, depression, sickness, lifelessness, insanity, apoplexy, fright,
laziness, death, paralysis, trembling, change of color, tears,
change of voice and the like.*

On this subject there are two Arya stanzas :

(62) Karunarasa comes into being from certain causes®*®
(bhava, ie. vibhava) such as hearing bad news, or seeing a
person one cherishes killed.
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(63) Karunarasa should be acted out by Esm sobbing,
fainting, lamenting, wailing, abusing the body violently and

beating it.

Now (the rasa) called raudra has**® anger for its permanent
emotion. Demons, monsters and violent men are its characters.
It is caused by battles. It arises (sic) from such wvibhavas as
anger, provocative actions (@dharsana), insult*s (adhiksepa),
lies, assault (upaghdta), harsh words, oppression (abhidroha,
or according to A. “murderous intent”), and envy. The ap-
propriate actions that accompany it are®? : beating, splitting
open (patana), crushing, ripping open, breaking, brandishing
of weapons (praheranaharana), hitting so as to inflict a wound
(samprahara), hitting without inflicting a wound (Sastrasam-
pata) (tr. according to A), drawing of blood, etc. #* It should
be acted out by red eyes, furrowing of the brows, biting one’s
lips and grinding one’s teeth, puffing out the cheeks, wringing
the hands, and similar gestures. Its (vyabhicari)-bhavas are :
correct perception (asammoha), dynamic energy (utsaha) *5*
panic, resentment, rashness, violence, pride, sweat, trembling,
horripilation, stuttering (gadgada) and so forth. Now (one
might) ask : It was said that raudrarasa pertains to demons,
monsters, etc. Does this mean that it does not apply to others ?
The reply is that raudrarasa applies equally to others as well.
However it is predominant (adhikara) among these particular
creatures. For they are by their very nature violent. Why ?
Because they have many arms, many mouths, their hair is
yellow and lies in a wild mess on their heads, their wide-opened
eves are red and their black bodies are terrifying. Whatever
they undertake,*** whether natural actions (i.e. their most casual
actions), speech or bodily movements, is terrifying. Generally
they even make love in a violent fashion.*>* Men who imitate
them give rise to raudrarasa (in the spectator) from blows and
battles. On this subject there are the following two traditional
(Gnuvamsya) Arya stanzas (and one verse composed by me) 7 :

(64) Raudra is produced by wounding, savage mutilation
(vikrtacchedana) , cutting and striking in battles, by the tumult
of war and the like.
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(65) It should be acted out by special effects (i.e. tricks ?
arthavisesa) such as the release of many missiles, and cutting
off the head, the trunk or the arms.*?

(66) Such is raudrarase in which words and actions are
terrifying. There is a great deal of armed assault in it, and
it consists in cruel actions and deeds.**®

Now (the rasa) called vire**® has (only) noble people for
its characters** and consists in dynamic energy (ufsadha). It
arises from such wibhavas as : correct perception, decisiveness
(adhyavasaya) , political wisdom (naya),*s? courtesy (vinaya),*s
an army (bala), bravery** gkill in battle (Sakii), might
(pratapa) * eminence (prabhava)*s® eic. It should be acted
out by such anubhavas as firmness, patience, heroism, generosity
and shrewdness (vaisaradya). Its (vyabhicari)-bhavas are
happiness, attentiveness, pride, panic, violence, resentment,
remembrance, and horripilation. There are the following two
Arya stanzas in the Rasavicaramukha (on this subject) :

(67) Virarasa is dynamic energy (utsaha)** which arises
from various causal factors (arthavisesa) such as decisiveness,
not giving way to depression (avisada), not being surprised or
confused.*es

(68) Virarasa is properly acted out by firmness, patience,
heroism, pride, dynamic energy (utsaha),**® bravery,*° might,
and profound remarks (akesepakriavikya) +*

Now (the rasa) called bhayanaka has fear as its permanent
emotion. It arises from such vibhdvas as ghastly noises,*™ seeing
supernatural beings (ghosts), fear and panic due to the (cries)
of owls (or the howling of) jackals, going to an empty house
or to a {crest, hearing about, speaking about, or seeing the
imprisonment or murder of one’s relatives. It should be acted
out by such actions as trembling of the hands and feet, darting
motions of the eyes, the hair standing on end, changing facial
color (i.e. going white with fear) or stuttering. Its (vyabhicdri) -
bhavas are: paralysis, sweating, stuttering, horripilation,
trembling, a break in the voice, change of color, anxiety, con-
fusion, depression, panic, rashness, lifelessness, fright, apoplexy,
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death and so forth.** On this subject there are the following
Arya stanzas :

(69) Pretended (krtaka) bhayanaka results from an
offence against a Guru or a king. (Bhayanaka also arises)
from (hearing) a ghastly noise, seeing a supernatural being,
going to battle, to a forest, or to an empty house.

(70) Terror (bhaya) (can be acted out?)+* by violent
changes (bheda) of the limbs, the face or the eyes, (such as)
paralysis of the legs, locking about in panic, collapsing (sasna)
(on the ground), drying up of the mouth, palpitation of the
heart, and horripilation.

(71) The above is genuine (fear). It should be repre-
sented as arising from deeply felt emotions (sattvasamuttha) .+
Pretended (fear) should be acted out by means of the same
bhavas (i.e. anubhdvas), only with milder gestures.*s

(72) Bhayanaka should always be acted out by trembling
of the hands and feet, paralysis of the limbs (gatrastambha ?),
fast beating of the heart, and dryness of the lips, palate and
throat.*”

Now (the rasa) known as bibhatsa has disgust as its per-
manent emotion. It arises from such vibkdvas as discussing, hear-
ing, or seeing what is ugly,*™® unpleasant, unclean (acosya)*™
and undesired. It should be acted out by contractions of the
whole body (sarva@ngasamhara), facial contortions (mukha-
vikanana), vomitting (ullekhana), spitting, violent trembling
of the body (udvejana), and similar gestures. Its (vyvabhicari)-
bhavas are apoplexy, agitation (udvega), panic, confusion,
sickness, death and the like. On this rasa there are the follow-
ing two traditional Arya stanzas :

(73) Bibhatsarasa arises from seeing something one
doesn’t like, from unpleasant smells, tastes, physical contacts,
words and from many violent tremblings of the body.

(74) It can be well acted out by contortions of the mouth

and eyes, holding one’s nose, bending one’s head, and unsure
steps.#80
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Now (the rasa) called adbhuta has for its permanent emo-
tion wonder. It arises from such vibhdvas as seeing heavenly
beings, gaining one’s desired object, going to a temple, a garden
(upavana) or a meeting place, or (seeing) a flying chariot,
a magic show (mayd),** or a juggler's show.*s It should
be acted out by such anubhdvas as opening one’s eyes wide,
staring, horripilation, sweat, tears, ecstatic delight, cries of
“bravo’, the donation of gifts, continuous (prabandha) cries of
“Oh”, “Oh”, waving the arms, nodding the head (in agreement
and admiration), waving one’s clothes or one’s fingers. Ifs
(vyabhicari)-bhdvas are paralysis, tears, sweat, stuttering,
horripilation, panic, flurry, lifelessness, fainting, etc. On this
subject there are the following two traditional Arya stanzas :

(75) One should know that all the following are vibhdvas
of adbhutarasa : any speech that contains an unusual idea, any
unusual work of art (§lpa) or any remarkable act (karma-
ripa) 45

(76) It should be acted out by such gestures as touching
and seizing (parts of one’s body) (sparsagrahae?) ** throwing
oneself in the air (ullukasana?), shouts of “Oh!”, “Oh!” (How
wonderful!), and cries of “Brave!”, “Well done!”, stuttering,
trembling and sweating.

(77) Sragara is of three kinds, in so far as it is suggested
by speech costume or by action. Hasye and raudra are also of
three kinds, suggested by the body, by costume and by speech.

(78) Karuna is traditionally considered three-fold as well,
since it arises from obstruction (upaghata?) of dharma (religious
observances) ,**® from the loss of wealth and from sorrow.

(79) Brahma said that virerasa is also of three kinds :
heroism in generosity, heroism in religion, and heroism in
battle.+ss

(80) Bhayanaka*®" is also of three varieties : arising from
simulated (fear),*** deriving from some offence (A : from a
thief), and from terror (vitrdsitaka) 220

. (81) Bibhatsa is of two kinds : ksobkaja (that which
arises from agitation) and pure udvegi (that which is nauseat-

s
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ing). Udvegi (bibhatsarasa) comes from (seeing) faeces, worms
(etc.), and the other comes from (seeing) blood etc.*°

(82) Adbhutarasa has been said to be two-fold : that
which is divine and that which is born from joy. The divine
(adbhutarasa) arises from seeing heavenly sights, and the
adbhutarasa which is born from joy comes from delight (ie.

the fulfilment of one’s desires) .:%

(83) Thus one should understand the eight rasas which
I have illustrated with definitions. In what follows I will define

the bhavas as well.



