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Preface

Rasa (aesthetic pleasure) is accepted as the highest value of poetry
(kiivya), hence it is called the soul of kavya (T T H1AH). The
rasa is a vey old concept and is found in the Upanisad wherein it is
equated with or the synonym of Brahman, the highest bliss. (T8 &
T W YAE weam<) saf dfeia-3ufg 11/7). In the field of
dramaturgy, Bharata the author of the Natyasastra is the first known
Acharya of the rasa theory and Abhinavagupta is his commentator.

Achirya Abhinavagupta has been one of the most profound thinkers
of India in the 10th century AD. He hailed from Kashmir and was a
prolific writer. Though mainly a Kashmir Shaiva philosopher, his
contribution in the field of literary criticism is remarkable. He was
the celebrated author of two commentaries — Abhinavabhdrati on the
Natyadastra and Locana on the Dhvanyaloka. In both the commentaries
he has presented a scholarly and philosophical exposition of the
rasa experience in the light of the Dhvani theory of Anandavardhana.
There is undercurrent of spirituality in all his writings. According
to him the rasa experience (TRAR) though never identical with but
similar to Brahmasvada because at the time of rasa realisation the
aesthete or the connoisseur goes beyond the limitations of the ego-
centric experiences. Abhinavagupta’s theory of rasa, though not
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accepted in toto by some of the later writers on poetics particularly
the anti-dhvani theorists, still holds ground.

So keeping in view the importance of the rasa theory and
Abhinavagupta, Prof. G.C. Pande, the then chairman of the governing
body of the Indian Institute of Advanced Study, Shimla thought of
making a fruitful discussion on this important subject. He asked me
to organise a seminar by inviting the scholars of literary criticism

from different states of India, as far as possible. The present book is
the outcome of that seminar.

[ express my deep sense of gratitute to Prof. G.C. Pande and
Prof. Mrinal Miri, the then Director of IIAS, who provided all the
facilities for the smooth conduct of the seminar. I am also grateful to
the present dynamic director Prof. Peter R. deSouza and also
Dr. Debarshi Sen, the Publication Officer and Mr. Ashok Sharma,

the PRO at the IIAS, for expediting the long awaited publication of
thebook.

S.C.Pande
Editor



Contents

Preface
Introduction
Keynote Address

1.

2.

Epistemology of Rasa-Experience
—~V.N.Jha

Concept of Rasa as Presented by the Vaisnava
Theologicians and Alankarikas of Bengal
—H.N. Chatterjee Sastri

. Theoretical Foundation of Rasa Theory of Abhinavagupta

- Vidya Niwas Mishra

. Siva-rasa and Natya-rasa Sources of

Aesthetic Experience in Abhinavagupta
— Rekha Jhanji

. Abhinavagupta’s Concept of Santarasa in the

Light of his Commentary on the Bhagavadgita
- S. Ranganath

. The Indian Aesthetic Tradition and Abhinavagupta:

Concept of Rasa
— Anupa Pande

~ Kamalesh Datta Tripathi

ix
xix

16

19

23

30

45

. Rasa and Bhavanukirtana — Complementarity of Two Concepts 55



wili

(o]

- Metaphysical and Psychological Approach to Rasa by
Abhinavagupta and Vi§vanatha
— Biswanarayan Shastri

. The Problem of Santarasa
— V. Kutumba Sastry

10. Theory of Rasa: A Secular Approach
— Radhavallabh Tripathi

11. | gen i
- 3ifirg FuR fag

12. fiera yoita @Al & @-1eT 1 59
— Wi IE STifRT

13. W9 &1 Jed deor 3R arfas &85
— FoAY VI

14. AM=<a4T H1 WM & IRAHR M= e
- T fag

15. SAFHETEURAT 7 W R
- gmiRy T fst

16. TafagT=r &1 WOM: W=ERER

\O

17. WER:
- wEgfRERt fZast

18. oo H1 WIA-AER T HYROTEHIOT F ITh1 SR
- FEHET Uveq

19. Wryfa 9fasE & &9 °
— Tasad &

20. FEUFAYeR U6 HMEYT: AfFaTE & favw g=<d o
- g Fass

21. R et el e
- Ry fgast

22. Text of Bharata’s Rasasiitra
— Rewa Prasad Dwivedi

Note on Contributors

THE CONCEPT OF RASA

68

79

89

100

107

117

125

140

144

155

167

185

206

235

248

259



Introduction

The Indian Institute of Advanced Study, Shimla, organized a three-
day National Seminar on “The Concept of Rasa with Special
Reference to Abhinavagupta” on June 7, 8 and 9, 1999. About thirty
Sanskrit scholars from different states of India were invited but only
seventeen could ultimately participate. The seminar was marked by
insightful presentation by the speakers and lively and enthusiastic
participation by the audience.

S. Ranganath presented his paper on “Abhinavagupta’s
Concept of Santarasa in the Light of his Commentary on the
Bhagavadgita”. After giving Abhinavagupta’s justification of the
Santarasa, he quoted eight stanzas of the Bhagavadgita wherein
Abhinavagupta justified the Santarasa as the supreme Rasa and
concluded with the statement that $anta as a Rasa runs th:oughc.)ut
the Bhagavadgita if the commentary of Abhinavagupta be studied
carefully.

Kamalesh Datta Tripathi in “Rasa and Bhavanukirtana
Complementarity of two concepts” said, “Natyasastra offered the
central concept of Indian Aesthetics, i.e. Rasa in its sixth chapter and
another concept of Bhavanukirtana, compatible to it appears even
before it in the first chapter. Both the concepts are complementary to
each other and form one grand theory.” He made special effort for
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underStanding the concept of Bhavanukirtana as distinguished from
o € C(?ncept of anukirtana. He concluded by saying that Rasa

XPericence in the spectator depends upon the glorious re-telling of

dvq. Traditionally Indian theatre and in fact the entire traditional
Work. of art, may be ultimately defined as Bhavanukirtana in terms of
creah\fe Process and it may be seen as Rasa in terms of aesthetic
€XPperience, The interdependence of each other explains the
Complementary nature of both the concepts.

Radhavailabh Tripathi in his paper “Theory of Rasa: A Secular
Approach” said that Rasa originated from Atharvaveda, which has
Preserved varjous traditions belonging to the tribes in India. Rasa is
basmally linked with such traditions and also two types of
Worldview ag delineated through the myths of Indra and Varuna
Imbued in the aesthetics of Rasa. All Rasas do not culminate into the
Same invarigpje experience. Rasas like Bibhatsa, Raudra and Bhayanaka
require aesthetics quite different from Srrigara, Adbhuta, etc. Owing
o their monistic outlook, dcaryas like Abhinavagupta and Visvanath
Overlooked the plurality and diversity of creative process and
aesthetic experience.

V.N.Jha in his paper “Epistemology of Rasa Experience” says
that, “The universe of our experience is partly given by God and
Pflrtly Created by man. A tree is given, a chair is created, the mud is
gl\{en, a pitcher is created, flowers are given, garland is created,
Volce is given, music is created and language is given, poetry is
Created.” The literary artist gives an aesthetic shape to the given
world through a beautiful arrangement and rearrangement and thus
transforms an ordinary world into a world of art. It is clear that
Bhattanayaka and Abhinavagupta take the help of Advaita
Philosophy to explain the Rasa theory, but the comparison does not
80 too far. The rasa experience cannot be equated with the experience
of the ultimate reality — the Brahman — because the aesthetic experience
is by a connoisseur who has not transcended his jivahood whereas
the experience of the Brahman is when the experience has
transcended the jivahood too. Rasa can be a visaya of experience but
the Brahman cannot. Hence, Rasasvada is not Brahmasvada but
Brahmasvada-sahodara.

In ‘med sfivaa frefaa wuf#ar’ Dashrath Dwivedi
discussed in detail the nature of Rasa experience and process of
Rasa-realization as expressed by Abhinavagupta in his
Abhinavabharati and Locana commentaries. The paper indicated that
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Dwivedi had sufficient command over the text of the commentaries
of Abhinavagupta. While tracing the history of the rasa theory right
from the Natyasastra, Bhamaha, Radrata, Dandi, Udbhata, he threw
light on the question as to how the concept of rasa developed in the
work of Bhattandayaka and culminated in the commentaries of
Abhinavagupta and was brought to the area of Kashmir Saivism.

Rajendra Mishra in his insightful paper entitled * 3=t %1

Wfie & ArAER 7= ARFED’ explained many passages of the
Locana and Abhinavabharati pertaining to the rasa theory very critically
and meticulously with many illustrations, and gave his own
interpretations wherever necessary. He emphasized
Abhinavagupta’s viewpoint that rasa is the real and ultimate sense
of the poetry which pervades throughout the body of the aesthete
like the fire spreading all over the dried wood. So the capacity of the
learned aesthete to enjoy the poetry, i.e., ¥&ddl is the prerequisite for
rasa experience. Rasa as interpreted by Abhinavagupta is basically
experienced in drama but it can also be experienced in poetry
provided it is properly dramatized by the aesthete in his mind while
reading it. Apart from rasa, Mishra also referred to Wraea(-, Ha9e™,
ST, as is explained by Abhinavagupta, and critically examined
all the minute points relating to rasa experience as referred to in the
commentaries of Abhinavagupta.

Anupa Pande in her erudite paper “The Indian Aesthetic-
Tradition and Abhinavagupta — Concept of Rasa” described the
various stages of the development of aesthetic ideas in ancient India.
While pointing out the importance of Bharata’s Natyasastra, she said
that it sums up the sacred and popular notions of the Vedic and
Janapada ages which had developed out of Vedangas and the
Upavedas and which included the science of music, drama,
sculpture and architecture. According to her, Natyasastra
recapitulates the traditional notion of the sacred and invisible or
transcendental value of art forms and activities and at the same time
formulates the notion of art as entertainment and enjoyment. In
Bharata, human reality has its focus in bhava and dramatic
representation is its anukarana or anukirtana. Aesthetic experience is
called Rasa, a unity of entertainment and enlightenment. The
philosophical interpretation which Abhinavagupta gave of Rasa as
Hfagfasf<i or ¥R underplayed the essentiality of the specific
roles of different media and techniques in the different arts and
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converted Rasa into a universal aesthetic category comparable to
beauty. The emphasis on beauty suggests something objective and
hence promotes the danger of seeking it exclusively in specific art
forms. Rasa, on the other hand, clearly emphasizes the subjectivity
of art experience. The distinction of Rasa from any other psychological
experience is clear in Abhinava where Rasa is transcendental, the
return of consciousness to its own innate and universal but
immediate ecstatic nature. By the philosophical genius of
Abhinavagupta, Rasa, thus became the comprehensive principle of
Indian, aesthetics.

Prakash Pandey in his article on ‘ 3if¥a@ 1 @Wa-=aaK T

WYRUHIOT FT ITH! FTURON’ started with the assertion that the
process of universalization (WIYRUEIUT), the prerequisite for the
Rasa experience, has been explained by three aciryas in their own
way. The first explanation is by Bhattanayaka, the second one is by
Abhinavagupta and the third by Panditaraja Jagannatha, the great
Advaita Vedantin. He after going deep into the important
philosophical texts of Kashmir Saivism has interpreted the concept
of WYRUHI in the light of the Wd=aTg of Abhinavagupta. He
successfully tried to solve all the problems and objections raised
against the theory of universalization in the context of Rasa
realization and established the fact that SIYRUIHI is intimately
connected with aesthetic enjoyment.

Damodar Ram Tripathi in his paper ‘W& sTeiif®eay’, took
into account almost all the prominent commentators in general and
Abhinavagupta’s commentaries in particular to present a clear
picture of Rasa realization and its supra-mundane nature. His paper
was mainly based on numerous Sanskrit commentaries. He gave
his own interpretation wherever he disagreed with the
commentators. Thus, his paper was entirely text-based and critical.

V. Kutumba Sastry’s paper is entitled “The Problem of
Santarasa”. He started with the observation that $antarasa has been
subjected to a great deal of discussion. It comprises several problems
within it: (i) the textual problems concerned with the question of
authenticity of passage relating to Santarasa, found in the Natyasistra
of Bharatamuni, (ii) practical problems concerned with the enactment
of Santarasa on the stage and its appeal to the people, (iii) problem
with regard to its Sthdyibhava, (iv) doctrinal problems concerned
with the explanation of the process of rasa realization, and
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(v) problems related with the illustrations of Santarasa in Sanskrit
literature. He discussed the last two problems in detail. His arguments
were absolutely convincing and hence appealed to the audiencé He
concluded with the statement that Abhinavagupta made a Smcfere;:
attempt to put experience of Rasa at par with Savikalpasamﬁdhl o
Patafijali. Thus, he quotes Bhagavan Pataiijali extensively- If thuS
parallelism between Rasa realization and Savikalpasamﬁdh"ls
accepted, then acceptance of Santarasa as the ninth and primor
rasa cannot be challenged. Seen from his philosophical backgrounc.i'
it appears that Abhinavagupta’s treatment of rasa theory and
arguments in favour of Santarasa are mutually supportive and
interdependent.

Rekha Jhaniji in her paper on “Sivarasa and Natyarasa: Sour ces
of Aesthetic Experience in Abhinavagupta” highlighted the
philosophical thoughts of Abhinavagupta vis-a-vis his aestheti€
principles. While working on the Natyasastra, she realized that
Abhinavagupta in his commentary gives interpretations that are
not necessarily warranted by the text of the Natyasastra. Itis becaus€
of the fact that Abhinavagupta’s comments originate from his larger
philosophical and spiritual interests. Thus, to uhderstand
Abhinavagupta’s aesthetics, it is necessary to understand his
metaphysics because that permeates into his entire conception ©
kavya. Art objects can be looked upon from vantage points: (i) from
the side of the creator and (ii) from the side of the beholder. From
both these dimensions, Abhinava’s reflections are saturated with
his metaphysics. Sivarasa is the essence of all cosmic creation an
Natyarasa is the essence of drama and poetry. The rejection of the
objective dimension of Rasa seems to highlight the parallel between
Natyarasa and Sivarasa. In mundane life detachment can be achieved
only through different forms of Sadhana. Thus, what happens quite
easily in theatre on account of WMRUEHI is achieved with great
difficulty in the spiritual realism. However, despite this difference
both the aesthetic experience and the spiritual experience are
inherently enjoyable. The influence of Abhinava’s tantric framework
on his aesthetics has another fascinating dimension. This concerns
his attitude towards the sensuous experience. It is interesting to
note that even though Abhinava’s metaphysical works are replete
with examples from experiences of sensuous enjoyment, equanimity
seems a continued preoccupation with him. He asserts his belief in
Santarasa by proclaiming that the culmination of enjoyment of all
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Rasas lies in turning away from all stimulants and realization of.

equanimity within oneself. Such a view could not have been possible

without metaphysics blending into his aesthetic experience.
Ramakant Sharma Angiras in his paper entitled * T

sfaTawia ws § oA o1 S9A - started with the thought-
provoking statement that right from Bharata up to Abhinavagupta
the treatment of Rasa based on various analogies has gone astray
from the real path of Rasa realization and hence in the present paper
an attempt is made to unfold the real view of Rasa on the basis of the
poetical works of Abhinavagupta. The learned scholar said that the
twin forms of Siva and Sakti, not different from the ®faq 719, are
ultimately one and that one is Siva. Siva with his vimarsa power is
playing in the §f® and his play is itself the Drama. For the devotees
of $iva the whole world is a theatre. Lord Siva is the supreme actor
and the manifestation of actor’s self is the supreme bliss. When the

Sadhaka contemplates the ®faq 1 and is in complete union with
him and sees all the manifestations of sentiments as various forms
of Siva, he begins to enjoy the Rasa.

Navjivan Rastogi, specialist in Kashmir Saivism and a keen
observer of the philosophical background of Abhinavagupta’s Rasa
theory, in ‘Tgyfd W™= & ¥9 #' enumerated in the beginning
many words expressing the Rasa used by Abhinavagupta. The words
are 3R, Giagfasnf, @1, 99ehR, A and FEUN. There are two
reasons for explaining the Rasa experience in so many words. First,
the historian wants to encompass all the different earlier aesthetic
traditions; secondly, the process and the nature of Rasa realization
is multidimensional and hence cannot be expressed by one single
word. Out of many technical terms used in the context of Rasa
realization, the learned scholar selected one term, Pratibhina (intuitive
perception), and dealt with it in detail to see as to which aspect of
Rasa is highlighted by this term. While explaining the Rasasiitra of
Bharata, Abhinavagupta used the word ‘Pratibhana’ in different
senses so much so that there was apparent contradiction in its
various meanings. Prof. Rastogi with his keen penetrative insight
and analyzing acumen presented a good synthesis and fine
explanation of Pratibhana in the context of Rasa experience, keeping
in view the deep philosophical thought of Abhinavagupta. His
philosophical discussion made the concept of ¥dEaIE and T+ E

absolutely clear.
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Uma Deshpande in her paper “ Abhinavagupta’s Rasa Theory
and his Commentary on the Bhagavadgitd” starts with the
presentation of the brief profile of Abhinavagupta and then deals
with the topics like concept of Kavya and Rasa in Sanskrit literature,
Santarasa and Abhinavagupta’s philosophy of poetry and his
Commentary of the Gitd on the basis of his Rasa theory.
“ Abhinavagupta’s Commentary on Bhagavadgita,” she said, “is more
like an epitome of the text than the elucidation of every verse”. For
Abhinavagupta the Bhagavadgita is a Kavya and since a Kavya like
Bhagavadgita is linked with Purusartha directly, it depicts Santarasa
culminating into the cessation of all momentary and ephemeral
miseries. In his commentaries on the Dhvanyaloka and the
Natyasastra, Abhinavagupta has stressed the significance of Santarasa
and evolved a new philosophy of the Rasa theory applicable not
only to the literary forms like the Bhagevadgita but also to the human
life, making it more meaningful and interesting. Thus, the
contribution of Abhinavagupta to the field of poetics and philosophy
is both pioneering and epoch making.

Hariram Mishra in ' Wf4g %1 o1 5@ highlights the
influence of the philosophy of grammar on the theory of Rasa. Mishra
being himself a grammarian and a scholar of aesthetics could very
well explain his views on grammar and its relation to the Rasa theory.
Bhartrhari, the grammarian philosopher, is of the opinion that to
know a thing in its correct perspective the knowledge of all the Sastras
is essential because by going through all the Sastras the knower
develops the faculty of differentiating between right and wrong. The
rhetoricians have accepted this view fully and hence Abhinavagupta
points out that to know the Rasa theory one has to take into account

the fIIFeIR, ThIZaTR, FehdaiE and 31AaR. With his wide and intensive
study of the difficult grammatical texts, Mishra presented a clear
picture of THSEEIS and YSSRIATS.

Amiya Kumar Mishra in his paper ‘@@@& fiuRar’ says that
when Bharata says that the number of Rasas is eight, he is only
referring to his earlier tradition of &N or Ff&U. It is Abhinavagupta
who tried to establish the fact that nine Rasas were acceptable to
Bharata on the basis of some other recension containing different
reading of the Natyasatra. Mishra following the viewpoint of many
other scholars holds the view that the number of Rasas according to
Bharata is only eight. The number started increasing in the works of
later rhetoricians; first the Santarasa by Abhinavagupta, then Preyan
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by Rudrata and later on Mrgayarasa, Dyutarasa, Udattarasa,
Uddhatarasa, Vatsalyarasa, Laulyarasa and Bhaktirasa. Ripa Goswami,
the Vaisnava Acarya, was the great exponent of the Bhaktirasa. He
held the view that it was wrong to say that Bhakti is only a bhava. In
reality Bhakti is the main Rasa and all other Rasas one subsidiary to it.

The Rasa theory, according to H.N. Chatterji Shastri, took a
new turn towards the end of the sixteenth century because of the
special influence of Chaitanya and Chaitanyism. The Rasa Sastra of
Bharata and Abhinavagupta turned out to be a philosophical-cum-
psychological affair, new in its design, unheard of before. The
contribution of Riipa Goswami, Jiva Goswami, Madhusiidana and
Kavi Kamapiira was highlighted and the concept of Cittadruti, Vasana,
Vasanabhasa, Kantaprema in the context of Rasasastra was explained.
In the paper only a passing reference has been made about his
observations regarding Bhakti and Bhaktirasa.

Biswanarayan Shastri in his paper “Metaphysical and
Psychological Approach to Rasa by Abhinavagupta and Visvanatha”
observed that the causation theory of Nyaya-Vaisesika, the
transformation of Sarkhya and monism of Vedanta and Sivadvaita
had their influence on postulation of Rasa theory and arriving at the
conclusion. After critically analyzing the Rasa theories of Bharata’s
commentators, the author threw some new light on the two terms,
i.e., Sadharanikarana and Camatkara and brought out the minute
points of difference in the views of Abhinavagupta, Vishvanatha
and Mahimabhatta relating to Rasa realization.

Kalanath Shastri in ‘ T/ &1 genef 3iR arafas &9 equates
T9¥ with the concept of ‘Pathetic Fallacy’” of Western literary
criticism. He first raised a very important question regarding the
acceptance of THIYM as the first rate poetry. The question is if TI9™
isbased on the lack of propriety why then s it treated as good as any
other ¥af¥%red. Shastri finds a very convincing solution to this problem
and discusses in detail quoting the relevant passages from the nature
description of Kumarasambhavam and the amorous expressions of
Ravana before Sita, etc. The paper indicates the depth of thought
and critical acumen of the learned author.

Rahasbihari Dwivedi in his paper ‘Rasasvadah’ discusses the
nature of Rasa realization. He presented a brief survey of the Rasa
and the process of Rasa realization right from the Vedas up to the
modern thinkers. He observed that the concept of Rasasvada and its”
practice was prevalent even in the Vedic times. He quoted several
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vedic hymns to substantiate his view. He critically explained the
theory of Abhinavagupta that Maharasa is only one which takes the
various forms on account of the variety of the Vibhavadi. All elements
of drama are directed towards Rasa only. He also examined critically
the views of Dhvani theorists and the Mimamsakas regarding Rasa
realization. Not only the rhetoricians but the poets like Kalidasa
and Bhavabhiiti have also indirectly referred to the Rasdsvada in
their works. In the end he has referred to his unpublished work

HTIATHMEIE wherein he maintains that all the beautifying elements
of poetry like Alamkara, Rasa, Riti, Dhvani, and Vakrokti lead us to
Ahlada (3T8ETR) like all the rivers flowing towards ocean. He said that
some new Rasas should also be accepted. They are ¥&I*R® and
UZHfeRE, and some new forms of poetry like Wifdefteir=a, IT=m,
A9 (Radio Drama), and ¥RFs9879 T4 may be taken into
consideration.

Rewa Prasad Dwivedi in “The Text of Bharata’s Rasasiitra”
raises an important problem about a reading in the Bharata’s
Rasasiitra. The word is sthayi. The problem is that in the famous
Rasasiitra, the word ¥/ does not occur exceptin some passages like:

1. fasmarsrEeafaeiEarmszafsifa: (N.S. Baroda edn., p. 272)
2. favmErgsrasafieaioiga: @t @AM (W) @9d (NS, Baroda
edn., p. 349).

The other problem is about thé basis of difference between sthayi
and vyabhicari because ultimately sthayi also being a mental state is
momentary.

The learned scholar with his keen penetrative insight and
critical acumen has discussed these important problems of the
Natyasastra meticulously taking into account the views of many
important rhetoricians like Mammata, Hemacandra, Bhoja, and
Panditaraja Jagannatha, etc. His deep study of Bharata and Bhoja
will certainly attract the attention of the scholars of aesthetics. He
concludes that Rasasiitras of different canons have been mingled in
the Natyasastra since long and the siitra containing sthayi is a later
development of the first one not containing sthayi. So far as
Abhinavagupta is concerned, he followed the first but could not
leave aside the latter.

Vidya Niwas Mishra, the renowed Sanskrit scholar in his
paper “Theoretical Foundation of Rasa Theory of Abhinavagupta”,



xviii THE CONCEPT OF RASA

observed that the Rasa theory is not the revelation of Bharata or
Abhinavagupta. It is rather an adumberation of the idea of re-
enactment of the first movement, of release of the seed or rather of
fulfilment of the singleness in allness of a reintegration through
disintegration. Rasa means the latent essence. Rasa is the most desired
flavour as well as experience of immortality. Rasa is something which
flows as well, hence it forms a process of liquidification of whatever
is solid till at last it remains in the form of essence. Rasa derives its
meaning of supreme bliss from the juice of soma, the divine and
exhilarating drink. Transcendental experience of Rasa may be
repeated time and again but the experience is everything, something
new and unique because it is unlike the nature of usual production.
Rasa experience, though a sensate experience, is such an essence of
that experience which can transform the sensate experience into
aesthetic experience. After critically examining the various meanings
of Rasa, he goes deep into the concept of Vik and finds therein the
source of Rasa theory. The Viak concept has four components — Vik is
the creative energy, Viak is an epitome of the creative process itself,
Vik is the first act of speech articulation, and Vik is an exchangeable
item with soma, the divine juice.

Dr. Mishra dealt upon the Vedic foundation of the Rasa theory.
His treatment of the concept of Rasa in this context is absolutely
original, deep and thought provoking.

Sushma Kulshrestha in her presentation ‘ F¥vfagerrd afteie
(A wd wEsw % fa¥ie ol W) ' has extensively and
meticulously dealt with the theory and practice of HaUTfageF.
Though fa¥e™is a form of TR but HFUEHT™ touches the limits

of F%RA. The difference of % and faye™HSI is based on their
Sthayibhavas. The Sthayibhava of ¥ is WH and that of fawer is
Rati. In fa9e™1 €7 death enumerated as the final FTHRM is only
FfERAE but when it transforms into a permanent mood it
transgresses the limits of J€7TR and hence becomes F%Y1. HIUIfATT

is a step between %% and fa¥e™ 7R, Kulshrestha has taken into
account the views of almost all the important rhetoricians in this
context. She after discussing the passage relating to Udafae and
3r9faed in Kalidasa has come to the conclusion that F&UfaYe™ is

only a beautiful and attractive form of faye™5ye7R.
S.C. Pande
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The word T4 literally means ‘essence’ or ‘taste’. In the
Chandogyopnisad it is taken as esseénce.
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In the context of Indian poetics and dramaturgy, the Rasa
denotes the essence of aesthetic pleasure. In the words of K.C.
Bhattacharya, “The artistic sentiment is not merely a feeling among

feelings but the feeling par excellence.”
According to Abhinavagupta, the Rasa is the essence or the

soul of poetry:

¥ W T T (HI) H TRAARRE J FA W i T
(= on &1 1/5)
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It is not only the highest value of kavya but also the means to
achieve the highest gwaf, i.e., the T

Tt Tgfaurfaudafafaumiors deda: ;]
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_ In the Taittiriyopanisad, the Rasa is equated with Ananda or
Atmag:

W A W W P deAr< wafl
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The propounder of the Rasa theory is Bharata, the author of the
Natyasastra — the first ever treatise on Indian dramaturgy and
musicology. According to him, Rasa is all-pervading and gives

meaning to drama 7§ WY Hf¥=c: ¥add because for a person

devoid of aesthetic taste, drama or poetry has no meaning.

HAEAHT g R a3
Fraferreg T e |

The famous four commentators of the Rasasiitra of Bharata, i.e.,
Bhattalollata, Srisankuka, Bhattanayaka and Abhinavagupta have
dealt with the process of Rasa realization and the nature of Rasa in
every possible detail according to the tenets of their own philosophical
schools. It is only Abhinavagupta who has refuted the Rasa theories
of his earlier commentators of Rasasiitra. Though he, after rejecting
the Bhoga theory of Bhattanayaka with all humility, says that actually
he has not refuted or found fault with the theories of his predecessors
but has only improved upon them or has modified them.

T FamA A A watT aa g et

ECEIRLS R i M PIRE I TS g BT
(fe=ft sfirawRat, 9. 469)

This humility of Abhinavagupta is due to the fact that he holds
Bhattanayaka in high esteem, though being a Dhvani theorist he is
at loggerheads with Bhattanayaka who was an anti-Dhvani theorist.
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It is Bhattanayaka who revolutionized the concept of Rasa by
explaining it on purely philosophical level and equating it with
wfafgsf< and SRR and for realizing this highest form of aesthetic
pleasure or supreme bliss, the fa¥dIfg, the means to such realization,
have to be absolutely impersonal or universalized. This process of
universalization (@TYRUI®IT) is nothing but the aesthetic
contemplation of the object of art or fasIf% in the context of poetry.
In this process not only the object of joy but the subject or the aesthete
(9&ZI) has also to be universalized, i.e., the personal sentiment
sthayibhava undergoes a change and becomes impersonal. In addition
to the concept of universalization (WYRUIHI), Bhattanayaka's
greatest contribution in the context of poetry and drama is that he
regards it as SATIRYYM and not YRIHYHM because the aesthetic
enjoyment is in the form of mental operation, action or aesthetic
contemplation and not an experience of some accomplished thing.
He says SNMRAIYR Hrequisiaq (@97 &4, 1/5). It is because of this
operativeness of the aesthetic enjoyment the words of the poetry do
not lose their significance after conveying their meaning only but
they are to be read again and again by the aesthete or the enjoyer of

poetry. Abhinavagupta says —

FAAFY Fodietta a=adon gy v & e
T YA IS IO HERAl A, 7 1T a7 SRR

3 g’ 3 < Faawditas @ S9ar il
(& = 1/ 18).

Abhinavagupta following Bhattanayaka defines Rasa as

WA= IRIERE ;| ¥ HaiEsTI=l Weaf:|
(ST 8. 1/ 4).

fasmanfssr: ydifafasar wafea sfa saufee:
(==t srfyayRat, 9. 499)

In Bharata the aesthetic experience or WYfd was mostly
confined to drama. Abhinavagupta, following Bharata, also says
that the Kavya or poetry has to be dramatized for Rasa realization.
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Abhinavagupta has used two words very often, T&aaX and

, as the precondition for Rasa realization. ¥R means

tallying of heart, i.e., with reference to poetry, means that the enjoyer
(¥&4) and the poet be in the same wavelength. It is possible only
Wwhen the object, i.e., fasmaik and the subject, i.e., enjoyer are completely
transformed and hence universalized (FT¥RUAFA). In the process of
m“ﬁ? the subject after losing its limitations is completely object-
Immersed and enjoys the sentiment sthdyi aroused and thus attains
a unique form of experience which is supra mundane and such
aesthetic pleasure cannot be compared with any worldly pleasure
but can only be compared to the S&M=, i.e., the supreme bliss

TR aa-Telhehaaer SIS W:1 (F1F V)

Here I would like to ask some questions:

First, can Rasa be compared with Brahman or can Rasananda be
compared to Brahmananda? It is true that in simile the two things,
i.e., Upameya and Upamana are similar but never identical (Fgf7=Ta
i agrayE@uHa |15¥aq). The Upamana is placed in juxtaposition
to the Upameya in order to make the image of the Upameya more clear
and glaring just as the beauty of the lady’s face is compared to a
lotus because the lotus is invariably beautiful and is already well
perceived by everyone. So, while comparing the lotus with the face,
the image of the beautiful face becomes clearer and more artistic and
glaring. But in the case of comparing Rasananda to the Brahmananda,
the situation is quite different. The Upameya Rasananda has been
well experienced by every sahrdaya because Rasa is only an object of
Y YA or WETehRIfcHeR 3774[d, i.e., a perceptual feeling and not
an imaginary experience but the Upamana Brahmananda has never
been the object of our experience so how can a feeling beyond our
experience make the image of the Rasa more clear. For those liberated
persons (Stg% ) who have experienced the Brahmananda the simile
can be appropriate. But was Bhattanayaka — the propounder of

Brahmasvad theory —a Sfta={a? If not, he has only based his theory
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of Brahmasvadasavidha on Agamapramana and not on
Pratyakshapramana. K.C. Bhattacharya in his ‘Concept of Rasa’ says
“the conception of Rasa or aesthetic essence may be interpreted
entirely in terms of feeling without any reference to the intellectual
ideal or the spiritual ideal.”

Abhinavagupta while refuting the 3HUMIR of Srisarikuka
says that how can one feel that the actor Rama is imitating the real

Rama, i.e., the 3TT&TITH because none has ever seen the real Rama:

T 9 T Aqueregfaor: i
T T TR 3oty PR yaR: (= sifmaRat, . 451)

If the actor Rama cannot imitate the real Rama because he has
not seen him, how can we compare Rasananda with Brahmananda,

which we have never experienced.
Second, should not the Santarasa be traced somewhere in the

Sramana tradition. In my opinion, the first mention of S@ntarasa occurs
in the Anuyogadvarasiitra of Aryaraksita, a Jain work belonging to
the 3rd century Ap.

Third, what is the nature of fa¥Ta1f? Whether they are 544
or 919%Y? Rewa Prasad Dwivedi has raised this problem and
discussed in detail to prove that they are ¥I9&9 only.

Fourth, can Santa be accepted as Rasa in the drama and poetry

both?
Fifth, who is the real enjoyer of Rasa — the original character

(33%E) poet, actor (nata) or the spectator (preksaka)? If we accept
that the Rasa is neither realized by the original character or the actor
then how will we explain the following statement of Bhavabhiti in

the Uttararamacaritam.

QIR YARR T HE0 ;|

Here obviously ‘Rama’ stands for the original character
(313%™) only. This view of Bhavabhiiti is in conformity with that of
Bhattalollata who says:

T g TS Gguarga-~MH=idoh ST Jdaamt ;|
(LE 1V-28)

But these views of Bhavabhiiti and Bhattalollata are quite
opposed to that of Dhananjaya, the author of Dasariipaka, who says
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that Rasa is never realized by the original character as he is the thing
of the past only:

W: § 19 WREARAsEd 9616
AIHRRA Fq HTeAFTdeqiead: ||
(IR 1V/28)

Bharata clearly mentions that Rasa is enjoyed by the spectator
only. He says in the Natyasastra —

wfgyEArERat< sukiyafaTssta (7L V1)

Abhinavagupta says that the Rasa is experienced by the sahrdaya.
The poet also becomes like a spectator when he enjoys it though
the original seat of Rasa is the heart of the poet only:

TS : Sfamar W Hiafe arfseged @I
(39 V1)

Sixth, whether the Rasa is only 3TH<&4 or it is §@&9 and
§@®Y both. Bharata takes in the form of both Y@ and §:@ because
while defining the Y&/ he says:

TR gftenmanfa wich wiegdfa =1 (7 ¥m)

But Abhinavagupta’s view is quite different. He maintains that
the Rasa experience is in the form of highest pleasure only. The pain
can never be thought of in this context.

S J HAAH SFTHRARN H1 939 §EREHI
(=t a1 sm)

Over and above these problems we must also discuss as far as
possible the views of the modern critics like Acarya Rama Chandra
Shukla, Krishna Chandra Bhattacharya, M. Hiriyanna, Kanti
Chandra Pande, Govind Chandra Pande, etc. in the context of the
Rasa theory.

Krishna Chandra Bhattacharya in the chapter ‘The Concept of
Rasa’ of his book Studies in Philosophy, Vol. 1 says:

Rasa means either aesthetic enjoyment or that which is
aesthetically enjoyed. The significance of the concept is best
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interpreted by the orientation of aesthetic enjoyment in
reference to the feeling. As will be explained presently the
artistic sentiment is not merely a feeling among feelings but
the feeling par excellence standing as it does on a new grade
or level altogether as compared with other feelings. The
conception of Rasa or aesthetic essence may thus be interpreted
entirely in terms of feeling without any reference to the
intellectual ideal or the spiritual ideal.

M. Hiriyanna in the Indian Conception of Values says:

Rasa experience is the outcome more of a reconstruction than
of remembrance. The whole theory is based on the recognition
of an affinity of nature between the poet and the reader of
poetry; and on the basis of this affinity, it is explained that

appreciation of poetry is essentially the same as the creation
of it.

-

Acharya Ram Chandra Shukla, one of the greatest critics of
Hindi literature, in his book THHMEI (pp. 88-89) disagreeing with
the views of Sanskrit rhetoricians in regard to the description of
nature as only the Uddipana Vibhava (stimulants) of $rrigara only,
says that these descriptions of forests, gardens, seasons of nature
are not only the Uddipana of $riigara because the poets have in fact
not made such descriptions as accessories of sentiment (Uddipana
Vibhava) but they are independently the 3T &% of our sentiments.

e % aEml @t gfe ® a9, IvaA, FY S TR & I
T .. WE w9 2 FF F g sl 3 e 9ol s w9 A e
272 w1 favagga aedifE 3 o6 iR AR w1 ool T Sva @ fRan @2
1 HEHTS FARE A FARGYT & IR | & ferem 1 S fovg el
fora } 9% TR & I 1 gfe ¥ @ 22 i 7@ A aoi ve @ v
T ¥ el smer w iRl F sifed w0 T &1 3 A asm
iR aTere Y § @ e ugd ¥ .. i aui dhae efrew @
TR el & oo e €, ey ¥ st §1 f Wk 3o & e
TR anfen yaer @ SiR o1 st srfiremiw wm S AR F & o ®, wa
2, I i Smwragel el & e § SR 9 9 & w9 3§ TR

a1 H fafea €1 9% U9 o1 sk ¥ weyH @ TR iyt
F1 I AR B € T ITAHA & foF I ewelll 39 I Y A
TR WE] F7 IFSTH HET AT WA F feer qe 21 S W gy
F| T HrHEGTA Ft TR TR S E v @ T ok TR
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gy 21 3 vl § 1 Sl F o gu 0 Oy 3@ € S @ g
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Govind Chandra Pande in the last chapter of his book,
sferseAfaael;, while describing the nature of Rasa realization, says
that Rasa is neither a feeling of recreation or amusement nor an
experience of imaginary pleasure nor the real experience of the
supreme consciousness and bliss (f9g=) nor the feeling of mental
enjoyment arising out of mundane things; but it (Rasa) is the
experience of the Truth suggested by the feeling or it is the apparent
experience of Atman.

W@ 7 FARSHA HeahgErarR! a, A argaien a1 FE
AfgvaraR:, @vifaRs a1 farrA<d SER:| 9 fe veoeasraaeamnehi:
AR | (9. 112)

He further says that in our Indian tradition, the learned thinkers
analyzing the duality of pleasure and pain have accepted the Santa
(1) or Bhakti (9fe) as the highest form of Rasa, while in Western
literature those dramas are generally popular which have Hasya
(8®4) or Karuna (%%¥U1) as the dominant Rasa. While highlighting
the two alternatives and various aspects of Rasa realization, he says:

W wEwEs gEn faerEf o g valt @ wE werEr
T @, TaAfeafaRs w@fekd W 3 9 T AA<oTn W@
gagarTht  adfy faufafa sfesa @ Seefe b
fFad FeA<s 9fd 9gda fafa

( yfFsefafamet: go 110)

S.C. Pande



Epistemology of Rasa-Experience

V.N. Jha

The universe of our experience is partly given by God and partly
created by man. A tree is given, a chair is created; the mud is given,
a pitcher is created; cotton is given, a thread is created; flowers are
given, garland is created; voice is given, music is created; language
is given and poetry is created. There is something which is given to
man which he has not created and there is something which he
creates out of the given. Therefore, otir world of experience consists
of both the given and the created.

THE GIVEN

The philosophers of our past have thoroughly analyzed this given
world. For example, the analysis presented by the Indian logicians
(Nyaya Vaisesikas). For them, the world is a padartha or an entity
which can be a referent of a linguistic term (padasya arthah). Such an
entity can be either positive (bhava) or negative (abhava). Thus, a tree
is an entity and the absence of that tree elsewhere is also an entity.

A positive entity is classified in six sets of entities such as
substances (dravya), quality (guna), action (karman), universal
(samanya), particular (visesa), and inherence (samavaya). Each one of
these sets is further divided into sub-sets. Thus, substance is of nine
kinds, viz., earth (prthvi), water (ap), fire (tejas), air (marut), ether
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(akasa), time (kala), space (dik), soul (atman), and mind (manas).
Qualities are twenty-four: colour (riipa), taste (rasa), smell (gandha),
touch (sparsa), number (samkhya), measure (parimana), contact
(samyoga), division (vibhaga), separateness (prthaktva), moisture
(sneha), heaviness (gurutva), fluidity (dravatva), remoteness (paratva),
nearness (aparatva), knowledge (buddhi), happiness (sukha),
unhappiness (duhkha), desire (iccha), hatred (dvesa), volition
(prayatna), merit (dharma), demerit (adharma), impression (saniskira),
and sound (sabda).

Actions are of five kinds, viz., going upward (iirdhvagamana),
going downward (adhahpatana), shrinking (akuiicana), spreading
(prasarna), and going (gamana).

Class property or generic property or universal (samanya) is
only one, like potness, treeness and so on.

Particulars (visesa) are endless and they are found in all
permanent substances. These particulars distinguish one
permanent substance from the other permanent substance.

Inherence (samavaya) is a single permanent relation, which is
accepted in the following five cases:

(a) Between a quality and its locus;

(b) Between an action and its locus;

(c) Between a universal and its locus;

(d) Between a whole and its parts; and

(e) Between a particular (visesa) and its locus.

Absence (abhava) is broadly of two kinds, mutual absence
(anyonyabhava) and absolute absence (atyantibhava). Absolute
absence is further divided into three types: pre-absence (pragabhava),
relational absence (sanisargabhava), and destruction (dhvamsa). This
is our given world with which we behave. But behaviour
presupposes knowledge of that with which we behave. Naturally,
we would like to know how do we know this given world. Therefore,
the Indian logicians took up the issue of the process of knowing the
world. This is what is known as epistemology. The logicians arrived
at the conclusion after analysis that there are four ways of knowing
the world: Perception (pratyaksa), Inference (anumana), Analogy
(upamana), and Language ($abda). Let us see briefly how these
instruments of knowing work.

We are given five external sense-organs made of five
primordial elements (parica-mahabhiitas) to have direct access to the
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external world, and the sixth sense-organ called mind to volition,
happiness, unhappiness, hatred, love, kindness, merit (;?u nya),
demerit (pipa) and our impressions left behind by our experience.

It is not the case only that we have access to the world, both
external and internal, only when it is in direct contact with these six
sense-organs. We can know them even if sometimes the world is -
beyond the reach of a sense-organ. The instrument, or the process of
knowing in such a situation, is inference. Inference works on the
basis of an invariable relation (vyapti) between the ground (hett) on
the basis of which we want to know the world (sadhya).

We know the world through language. But the understanding
of language depends on the knowledge of the relationship between
a sign and what a sign stands for. The tradition has discussed that
issue in detail and has discovered various ways of knowing this
relationship between a word and its meaning. The following verse
presents a list of such means of knowing that relationship:

TRR-TE RO - T aa ey
e U fagadf< wifea: fageaes g

Sakti here means the primary relationship between a word or,
tobe very precise, between a morpheme and its referent.

One can know that relationship by grammar, Upamariapramana,
dictionary, sentence of a reliable person, elder’s usage, scriptural
description paraphrase, and the proximity of a known word.

It may be noted that Upamanapramana is one of the means of
knowing the relation between a morpheme and its referent.

Similarly, language is one of the means to know the world.

The Pracina-Nydya tradition has presented a beautiful analysis
in this context. Gautama defines pratyaksa as follows:

indriyartha-sannikarsotpannam jiianam avyapadesyam
avyabhicari vyavasayatmakam pratyaksam.

A cognition which is produced out of the contact between a
sense organ and an object and which is not expressible in language,
which is not erroneous, and which is determinate in charater is
pratyaksa.

While interpreting the clause avyapadesyam, the Bhasyakara
Vatsyayana writes:
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JaRd & TR ATy SaeR:
Tfafsaefaf-muiga=mdaE w9 3f

W 309 91 Hafd TRAVRNT fawaamday)

A ufeyad FAg-Fufafd s, W@ 3 SR
TANRA UGTIAN T MR FE|

A AT - JFIRYAHl (T 1.1.4)

This analysis amounts to saying that language comes to play
only after a cognition has arisen. In other words, a speaker encodes
his cognition after it has arisen. Thus, a cognition can arise prior to
language. Obviously, this is the refutation of the view that no
cognition is possible without language, which has found expression
later on in the following verse of Bhartrhari, the celebrated author of
the Vakyapadiya:

7 gisfa o dee 3 vl
sfagufaa 3 & v WA 1/123
This implies that a speaker first acquires his knowledge or

cognition and then verbalizes it by encoding it in a language known
to him. This gives rise to the following model of analysis:

IWorldl Knowledge of Encoding of the IVerbalizationI

the World Knowledge

Once the verbalization has taken place through the utterance
or writing of a sentence, it reaches a hearer or reader and another
process begins: that is the process of decoding. This process of
decoding is called the éabdabodha (understanding of the sentence
meaning). A sentence, when decoded, results into verbal
understanding or knowledge. The following is the process
discovered by the Mimamsakas and the Indian logicians:

Stagel  :reception of a sentence (padajiiana)

Stagell :remembering the referent of each morphemic
constituent of that sentence (padartha-smarana)

Stagelll :interring the intention of the speaker (tatparyajiiana)

StageIV :relating the remembered meanings (padartha-anvaya)

StageV  :understanding the relations among the remembered
referent (Sabdabodha)
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Suppose there is a sentence (a+b+c+d) consisting of four
morphemes - a, b, c and d. The following will arise with regard to
the process of verbal understanding:

Stepl a+b+c+d
Step II a+b+c+d

I
‘a’ b’ ¢ d’
where ‘a’, b’, ’c’, and ‘d’ are the referents remembered from a,

b, ¢, and d through a relation indicated by the vertical line above.
Sometimes it may so happen that any of the elements of the sentence
may remind of two referents, say a ‘a’ a” when both ‘a” a” are not
intended by the speaker. This will be settled in the next step by
knowing the intention of the speaker and thereby eliminating either
‘a’ or a”. Thus,

Steplll a+b+c+d
L]
Ial lbl ICI Idl
where a’ has been eliminated after knowing the intention of
the speaker.

StepIV. a+b+c+d
L]

Ial lbl ICI Idl
where relations among ‘a’, ‘b’, ‘c’ and ‘d’ have been identified.
Step V a’-b -c-d ‘

where the rectangular box is the resultant knowledge or verbal
understanding of the sentence meaning (anvayabodha).

This knowledge of the hearer or reader is expected to be
identical with the knowledge of the speaker or writer for establishing
rapport between them. Unless this happens, there can be no rapport
between a speaker and hearer and consequently no communication
can take place. This model of communication can be presented as
follows:
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— —
? v
[ Verbal Understanding | [Knowledge of the World |
t v
| Decoding that Sentence | [ Encoding that Knowledge]
T 3

This is the story of communicating through ordinary language
with the ordinary given world of our ordinary experience. With this
analytic background, we shall now turn to the analysis of the world
of literary art, aesthetic experience of that world of art, language of
art appreciation of an art form and finally establishing a rapport
between an artist and a connoisseur.

THE CREATED

As against the given world of our experience, there is the created
world of experience. An art form, be it music, or dance, or painting,
or sculpture or a literary art form like drama, poetry, short story,
novel, and the like is created by human being unlike the ordinary
world of our experience, which is given by God and not created by
any human being.

That the world of literary art is created by a literaly artist is
clearly stated in following oft-quoted verse:

IR FHIHHER Hiih: Femafa: qore =q favd a8 aied
PSR = FHfa: FA A WHI S
| T Saumeeq TS gdee awql

Here %13 means literary art form, 751 H8R means the world
of literary art. %fd stands for a literary artist and he is the creator

(¥Smafd) of the world of his literary art form. f&¥a here stands for the

ordinary world of our experience. An artist’s creation is conceived
here as transformation of the given. Thus, it is clear that an artist
does not create from nothing; rather he transforms the given into his
world of art. He creates his world of art out of the experience of the
given world. As a matter of fact, there is transformation at all levels
and components. We can easily conceptualize the model of this
transformation as follows:
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FH — FEGER  — FEFEGENITE  — HEETE - T
t t t t t

TR - fwa - fep@ - WW - A
A literary artist (%) is a transformed state of an ordinary
speaker (9%J); HIAHER is the transformation (9ftEd ) of the given
world (fa¥d); aesthetic experience (FTHATTRIHE) is again a
transformation of the ordinary experience (favarg9a); the language
of literary art is also prepared out of the ordinary language, and the
listener or reader of literary art (¥&S3d) is also not an ordinary
listener ( #1g), but a transformed listener, i.e., a connoisseur (9=).
Thus, creation is transformation. Now the question is how
does this transformation take place? The Indian traditional

philosophers of art are quite clear about this, when they discuss the
causal factors in the process of materializing a literary art form

(F12g). Mammata puts it as follows:

wifeafqurr RIS
FreagreEnaE 3 IgwgaeEll F1F. 1/3

An ordinary speaker attains the state of a literary artist (%fd)
due to various factors like ¥fa#l, 3134, etc. His encyclopaedic
knowledge, philosophy of life and world-view coupled with the
most prominent factor called the ®Rfgst Wfaw, bring about the
desired transformation or elevation from an ordinary speaker (F&)
to a literary artist (&fa).

, These very factors coupled with the faculty of sensitivity
'"a' fash uﬁrm) bring about the desired transformation even in an
ordinary listener or reader elevating him or her to the level of a
connoisseur (HE3).
" T.'he literary artist (&fa-¥ST9fd) gives an aesthetic shape to
€ given world through a beautiful arrangement and
rearrangement, and thus transforms an ordinary world into a world
of art. Thus, his creation is nothing more than a beautiful
arrangement and thus transforms an ordinary world of art. Thus,

his creation is nothing more than a beautiful arrangement and
rearrangement of the given.
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Aliterary artist is both an ordinary speaker as We]l asa litferary
artist. He is already born with the capacity of encoding his ordinary
experience of an ordinary world and whenhe createsa W(?I'ld of art,
he extends this capacity to encode an aesthetic experience into
language. He finds difficulty in encoding the aesthetic experience
into an ordinary language and thus he alsp creates a language of
literary art by transforming again the ordinary language into the
language of art. Here too he brings about the desired traps.formﬁatlon
through various arrangements and rearrangements giving rise to
various ornaments of speech (alamkara), modes and dicta (Torefa,
etc.), which can give joy to a sensitive connoisseur (H&33).

As an ordinary language is required to encode an ordinary
experience of an ordinary world of our experience, so a literary
language is required to give expression to an aesthetic experience of
the world of art. This distinction was clearly known to the Sanskrit
poeticians.

Bhamaha defined kvya as Y1l Afed 7589 and said that it
is the Thifad of both $abda (form) and artha (content) that makes the
literary art palatable and charming. He cannot think of any other
mode that attributes charm to a literary form. He says:

FHARITTfa: e samasEa: (Fe. 1/36)

implying thereby that it is only the aesthetic arrangement of
both dabda and artha that gives rise to the decoration of that
arrangement and says:

FIsTASHRAG fa 1 (Frean 11/85)

He is very clear about the distinction between ordinary
language and literary language, when he says,

TASTEeh : S Af=<T IR wf:)
3aufE fof e amafdq y=ern (Frem 11/87)

Thus, Bhamaha knows that language of mere report, i.e., the
language of ordinary communication is different from the language
of aesthetic communication.

We find the same definition of %1 of 9H&, which is taken for

elaboration by =T in his FehIfeisHfad. It runs as follows:
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yrezielt Wit aghen eemarEntat
T afer) wed dfgRReREnRen (a5 1/7)

While elaborating on Hfedl, he observes that it is true that $abda
and artha always remain together but that togetherness is
meaningful so far as it is an ordinary language. Hence, that is not
intended in the case of literary language. Not only the togetherness
(®few) is different here, but both $abda and artha are also not the
ordinary $abda and ordinary artha. He says:

rAtsel araw: R Wagufafa Tt

qufy sremrtsfar weisadaa: (3 S 1/8)
=) faafamats derarasnisy geafyl

1ol : WEARESHIETTTZG=L: 11 (&, 5. 1/9)

while paraphrasing FT&0 in his 9. He writes 3far=aifhos
WM indicating thereby that literary art form is not an ordinary
form.

And then he turns to the concept of Hf&w and says:

ifecaeal: Murenfea 9 s
SAfafaE - TARTaafefd: 0 (a st 1/17)

Again the word 3Tl (not ordinary) is employed in the 3fq
of this verse. It runs as under:

gfeaat: wmE: fgcaq) g wsdE: Wiy ereifEe
AFTIIEHRHIEE: FRoM, safefd: fafade fammmaeah wigeh-
FAfRERETARTRU weRefia- o F@r g3 oy e
et 7 fae, =1fa sifafamagerst a1 srifa

One may also mark here the phrase fafaa fa=maseaf, which
is at the root concept with regard to the creation of a literary art form.
The gt over the same verse continues to clarify the word éabda.

It says,
MW F<AIIA T A YRR T | el
T TE: e, @ gia dedenfearsiy sk
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a TEeARERERa T e ar st
RERHFEYT STaeH W Afecaye|
As a matter of fact even a slight imbalance either in the

arrangement of éabda or that of artha will destroy, which is the ground
for enjoyment of charm.

The 3 further says,

;g SRR CHaE Wife-farelsaaaty qeefal e
9 oed: gRIAEHIE W G Jowed WEtasdl weRisfy
FIAT- AT ST : T aeed A

Thus, what is required is both, the form and the content should

be arranged in such a way that the desired effect of rendering joy to
a connoisseur manifests automatically:

IEASHE w6 FRASH:|
TR deraggrafufaesi (a i 1/10)

The 9fd says,
FEl TohiferEl sfagufreafafseh fafaa sfam

It is an expression which is different from the ordinary mode
of expression. _

Acarya Anandavardhana too underlines this distinction
between the given and the created when he categorically says that
the $abda of a literary form is different from that of an ordinary
language and same is the case with the meanings that constitute the
world of art. To put it in his words:

s fegfamamedantt we=ve Fya|
o7 : FeatirRrl | vkl HerRa: 1 ( sFareE 1/8)

The gfd over it makes further explicit by saying:

TSRS 5 gugEnAy meh At Tk, |
ArHAATTH T

With all this what I wanted to demonstrate is that the world of
art is different (3/lf®) from ordinary world and it is created by
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the artist not from any vacuum but from the very ordinary world of
his experience, and this he does by bringing about transformations.
He keeps on searching various modes of transformations with full
vigilance. Dhvanyaloka 1.9 says:

il gen Suferarar Ferar, SH:
AgUrEdl qgg e ATl agiga: |

Once the lamp is in his hand, he does not require any other
lamp to illumine the lamp in his hand.

Here I conclude the discussion on the philosophy of creating a
literary art form with the following statement of the 9th-century
logician Jayantabhatta:

Pl 1 A TR SIS & )
T4 faraafa= Faemaudad)l (=FrFE=si, Ahnika-1)

EPISTEMOLOGY OF A RASA EXPERIENCE

Let us now turn to the other issue of our theme, viz., the philosophy
of appreciation of a literary art form.

We have already seen that the appreciation of a literary art
form can be done only by a §&3d. A We<d is one who is equal in all
respects with the creator. He is with an appreciative genius
(bhavayitri pratibha). He is not an ordinary g. He is a transformed
41g. He alone is capable of visiting the world, which is being shown
by the creator. He alone has access to the world of art because he
alone is capable of knowing the relationship between a literary
language and its relation to the world of art. He alone is capable of
understanding the symbols, metaphors and imageries employed by
the creator artist to bring about the desired transformation. This is
the reason that the Sanskrit poeticians always say that the art form

should be HEEARARER or

Since we are concerned here with the literary art form, the
process of appreciation has to begin from decoding the sentence
and understanding the sentence-meaning. Here the process of
decoding will remain the same as that of decoding an ordinary
sentence. We might require additional relations between a unit of a
sentence and its intended referent. As we need to know the intention
of the speaker, to know the meaning of his sentence, here we will
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require to know the purpose or ultimate intention of the literary
artist to properly grasp the meaning of his art-form.

What is most important is to have rapport with the artist. This
is possible only when the understanding of the connoisseur

matches the aesthetic experience of the artist.
Creation of an art form is an intentional act and the creator

must therefore have some purpose behind his creation. Unless one
is successful in understanding the intention of the artist, one cannot
feel satisfied that he has understood the art form. There is no
guarantee that if a particular understanding of an art form has been
palatable to a connoisseur, he has understood the intended meaning
of that art form. But logically seeing, the meaning of an art form has
to be only that which is intended by an artist. The same is true with
literary art form also. Whatever is intended by the artist is the
meaning of his art and not all possible meanings of that art, because
creation of a literary art is an intentional act. Therefore, the
understanding of the ¥&&d must match the aesthetic experience which

the artist wanted to communicate through his art-form. A 9858 must
try hard to understand the intention of the artist by all means before
he passes. The following diagram may make the point clear:

|
FHTEHAANTE ¢—

This position is required to be taken because otherwise we
cannot explain rapport between an artist and the sahrdaya.

Let us look into this entire analysis more closely. The rasa is an
effect that emerges from vibhiva (say, the heroine), anubhiva (say, her
amorous glances) and vybhicaribhava (say, her passing moods). The
experience of this rasa or aesthetic rapture is not an ordinay
experience. But it is the transformation of an ordinary experience
into rasanubhava. This happens through the vyapira calleq
sadharanikarana. This vyapdra consists in the act of universaliziy,
what is ordinarily individual. This aims at freedom from the
consideration of ‘mine’ and ‘thine’.

As per Bhattanayaka, there are three aspects in t
epistemology of an aesthetic experience, abhidha, bhavana and by, N
Abhidhd prepares the room for the operation of bhivand also cau:’
bhvakatva and bhoga, also called bhogikrti or bhojakatva o carvg,,,

mamw—)mammna—)mw—)m-l
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In the words of Bhattanayaka:

EfEAAT DS AR SRS |
T fagsfy . = FAsU T Tl

What Bhattanayaka had in his mind can be made further clear

from the following verse preserved in his commentary called Kaumudi
on Locana:

RiEfas gEfaga: seasfaaseT—
IR aTeET agfeeh! i safa| F:1
Tagren =aeeyfay fasmameamoi
HRAEI FeieRarRaieehart=<mri|

The first function is concerned with the verbal discourse, the
second with rendering vibhava, etc. universal and common to all,
and the third is nothing but delectation.

The second step is quite interesting. It is sadharanikarana which
transcends the boundaries of private and public, personal or
individual. It raises all vibhavas, etc. to a common and collective
level so that they may be realized as rasa.

Any art form must terminate into the realization of this rasa or
aesthetic pleasure.

Rasa according to Bhattanayaka is originated in the hero
mainly, shared by all the actors and relished by the spectators or
audience. Abhinavagupta summarizes this as follows:

uawﬁmﬁwawmmﬁmmﬁ.
gy T = gur el daaEEEsTaT 9 sSegfaey wenfa—

This mental state transcends the awareness of ‘mine’ or ‘thine’.
| 9 Hiaagia: @Wwsamia smafaagiaeafasiaan

By the function of universalization the audience or spectators
start realizing that they too are in the same state.

It is because of this sadharanikarana that the aesthetic rapture
cannot be compared with any mundane experience. At this state the
connoisseur is freed from personal ego and hence as in actual life,
the emotions brought about by the entire dramatic effect neither
results into grief when there is bereavement from the beloved nor
into a feeling of aversion towards women.



14 THE CONCEPT OF RASA

This is what is the experience of rasa. Abhinavagupta further

says:
JeEREHEEE-T 7 Wi, A, A @ fe s
o0 g W) 7 T W R WA, T

Thus, rasa cannot be said to be experienced by the spectator in
him; neither is it produced in him nor is it revealed in him.

It cannot be accepted as personally experienced by the
spectator because the actual reality like Sita, etc., does not take part
in it. Nor does one remember one’s own wife under that situation.
But people do have rasa experience. How does it happen?

Bhattanayaka presents his own solution through his theory of

universalization. He says:

T HeA M H TEEEnH, Tl agfauimasyo
Frafifaeieaseson  fawmErfcmureisEtora-tsfouma fedfameem

ARl I

Thus, it is through the magic of sadharanikarana, a transformed
or transcendental experience takes place. When the sthayibhavas get
universalized, the enjoyer or experiencer also gets universalized.

As Sridhara, the commentator of Kavyaprakasa puts it:

Hehed GRS 31 fe fawacs: et = aureifea
HIYRUTH 9 Tasa Iq diaif fagmon (Fifrenfiam==) safefd:)

Indeed, the enjoyer or knower has no limitation; it is already

vibhu.
Here too one can see that there is transformation of ordinary

experience to an aesthetic experience:

SIATIHI
t

YR 9

This maintains the symmetry in the universal Indian model of
art experience.

This aesthetic experience is different from ordinary
experience, because it is transcendental in nature, because it
liberates a connoisseur from the consideration of ‘mine’ and ‘thine’;
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because it takes the connoisseur to his extended substratumf and
because the sahrdaya is elevated to a level which is beyond ordinary

sukha and duhkha. .
Then, can this experience of rasa be treated as the experience of

the Brahman? )

Bhattanayaka finds a very close similarity between the world
of art and the world of our ordinary experience. The samsara is
avidyaprasiita, the same is the case with kavyasariisara: it is also based
on false name (naman) and form (ritpa). As the ordinary world is
inexplicable (anirvacaniya), so is the world of art which is neither
true nor false. As the ordinary false world leads to the attainment of
ultimate goal of life, through $ravana, manana and nididhyasana, so
also the unreal world of art will lead to the attainment of liberation
from the bondage of mine and thine, i.e., the aesthetic pleasure.

In the words of Abhinavagupta:

gol f& FEUATEER Td Td SAfFEY &0 HeaRausass
WOARfIAami Gogall  TATR RAcAs e - Seished - T ad
TEIieefeay oG Farsfy shymggen wifq auyeEEmfy =
qefiyramfal qen digie favafisy s mEITTsaeTRy, Y 9
FATHAIEIA RHAYESIHIeh ffd Tl RRAqemeia ranaasd
wfesafal (31 91 on A 1/1)

It is clear that Bhattanayaka and Abhinavagupta take the help
of Advaita philosophy to explain the rasa theory. But the comparison
does not go too far. Jagannatha in his Rasagangadhara records the
views of new theoreticians who think that the analogy does not help
much. The rasa experience cannot be equated with the experience of
the Ultimate Reality, the Brahman, because aesthetic experience is
by a connoisseur who has not transcended his jiva-hood. Rasa can
be a visaya of an experience, but the Brahman cannot. Hence,
rasasvada is not Brahmasvada but Brahmasvada-sahodara, very similar
to Brahmasvada, as rightly characterized by the art theoreticians.



Concept of Rasa as Presented by the
Vaisnava Theologicians and
Alankarikas of Bengal

H.N. Chatterjee Sastri*

INTRODUCTORY NOTE

A special fealure of scholars in the field of Indology is, whatever
may be the subject, they ultimately reach back to the stage where
communion with the supreme self is contemplated as a final goal. In
this respect, whatever may be the topic, it turns out to be a
philosophical treatise, a darsana, in the real sense of the term - as
indicated in the statement of the Brhadaranyaka Upanisad — atma va,
are drastavyah $rotavyah, mantavyah, nididhyasitavyah. Rasasastra is
no exception to this rule. The $astra which was in its preliminary
stage, so to say, was in design psychic in character and pleasure-
yielding in nature, towards the end of the sixteenth century, because
of the special influence of Caitanya, and Caitanyaism assumed a
new turn and Rasasastra of Bharata and expounded by
Abhinavagupta turned out to be a philosophical-cum-psychological

* The author could not send his complete article due to serious illness.
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affair — new in its design, unheard of before. In this short paper an
attempt is made to highlight some of the aspects of this Rasasastra of
the Bengal Vaisnavas, which have not yet received the attention even
in the works of eminent scholars like Sushil Kumar De, P.V. Kane
and S.P. Bhattacharya. I have concentrated principally on
Madhusiidana’s Bhaktirasayana and the works of Gosvamis of West
Bengal and finally on Kavikarnapiira. In that respect the paper,
though short, may modestly claim to contain matters of rasa which
demanded earlier attention of eminent scholars but which could not
be effected, maybe, for the fact that most of the books were written in
Bengali.

The advent of Sri Caitanya in Bengal made significant
contribution not only towards the religious aspect of Vaisnavism
but also towards new attitude unto Alarkara literature. Caitanya
selected Sanatana and Riipa for the highly difficult task of exposing
his theology and its Rasasastra in which they were materially
reinforced by the mystical metaphysical scholarship of their nephew
Jiva Gosvami. They were men of great literary capacity, acute
theologicians and passionate poets, as well as ascetic devotees. Their
authoritative position as the fit and chosen disciples, specially
instructed and commissioned for the exacting task, their austere
and saintly character, their selfless devotion to the cause, and their
laborious and life-long scholarship gave them a unique influence as
the three authoritative Gosvamis or teachers of the cult.

Of the two brothers, Sanatana and Rapa and their nephew
Jiva, whose literary activity and productions far outweigh those of
other Gosvamis in range, depth, quality and magnitude, there exists
a more detailed and reliable record. Jiva, himself at the close of his
Laghutogani of Sanatana’s commentary on the Bhagavata, presents
the genealogy of the family as well as a list of the principal works of
Sanatana and Riipa.

In the present paper we have analyzed the concept of rasa
according to Bhaktirasayana of Madhusiidana and Kavi Karnapiira.
He has referred to cittadruti, visana, kathinatva, vasanabhisa as also
kantaprema. The view of Karnapiira has also been recorded here and
Ripa’s Bhaktirasamrtasindhu has also been taken into consideration.

Special reference has been made to Abhinava’s decision about
the number of rasas according to Bhagavata as numbered as X 43.17.
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This is as exPlained by Bhaktimartanda and Visvanatha and others
have interestingly _been studied with respect to the varieties of rasas.
In this way the Vaisnavic concept of rasa has been pointed out to be

original in their approaches for which they claimed distinctive
studies.



Theoretical Foundation of
Rasa Theory of Abhinavagupta

Vidya Niwas Mishra

Rasa theory is not a revelation of Bharata or Abhinavagupta. It is
rather an adumberation of the idea of re-enactment of the first
movement, of release of the seed or rather of fulfilment of the
singleness in allness of a reintegration through disintegration (as
described in the Purusa Sitkta to be the First Principles). If we go into
the different connotations of the word rasa, the above point is made
out more clearly. Rasz means the latent essence. This latent essence
of everything is within the bounds of direct perception, sight, hearing,
smell, touch and flavour. So there is a beautiful coinage in the word
jyotirasomamyrtam. The primordial waters are described as
illuminating juice of immortality. So rasa is the most desired flavour
as well as experience of immortality. Inmortality is a feeling of not
dying, the refusal of death. It is a commitment to life. Another meaning
of desire of rasa is to manifest and also the capacity to manifest. It is
analogous to that stage of speech act, vak, where there is a desire to
enter into dialogue with one’s other self. This desire can be likened
to an intense humid heat which makes the seed splitinto a sprout. It
is a precursor act of manifestation. So it is neither manifest nor
unmanifest. It is a sudden flash before illumination.
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Rasa is something which flows as well. It is also a process of
liquidification of whatever is solid and whatever is gaseous. It, in
turn, is also a process of melting a metal into liquid so that its
impurities are burnt out and only its pure essence remains. So it can
also mean a process of de-objectification of a sense object. Rasa derives
its meaning of Supreme Bliss from the juice of Soma, the Divine
exhilarating drink. This drink is prepared by crushing the leaves of
the Soma creeper with a piece of stone in stone vessel. This juice is
kept in the open and the Sun ferments it. The shining froth is the
result of a complete act of sacrifice. This act is reflected into the digit
by digit gradual disintegration of the Moon and into the final act of
complete disappearance. It is that disappearing digit which is merged
into the Sun or in a poetic language, reaches a point of consummation.
It revives ina moment of approximation of death. This revival (rather
rebirth) of the self (in other words, the resurrection of the spirit) is the
goal of all life. Because such an experience is not only a complete
annihilation of whatever goes by the name of spirit, it is self-seeking
as well and it is also a transcendence into a realm where the desirer
and the desired are both merged in the desire itself. This
overpowering desire like a hungry wolf not able to find any victim,
gnaws its own flesh and the desire is eaten by the desire itself. Such
an act of transcendence is repeated time and again but the experience
is every time something new, something unique because this is not
of the nature of usual production. To quote Kalidasa, “it is a
happening in the recollection of the pure consciousness without
involving any mental or supramental participation”. So, this is

beyond even imagination.

Rasa also means craving which even though withdraws one
from the sense objects, keeps impression of sense object left in the
sixth sense, namely, the mind and does not leave unless this craving
is merged in a larger craving of the extra sensory experience of Pure
Bliss. In other words, rasa is the abstraction of all sensate experiences
transformed into perfume-like inseparable substance. From the above
denotations and connotations of the word rasa, a theory could be
easily formulated which emphasizes that:

1. Rasa experience though without denying a sensate
experience, is such an essence of that experience which
through words, colours, shapes and melodies can transform
the sensate experience into aesthetic experience.
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2. Rasa is a process of manifestation and for that is a self-
effacing process, where experiencer runs the risk of self
naughting, may be, for a split of a second; this manifestation
is not of something new, something unique but in itself is a
joy every time, afresh and unique.

3. Rasa is a transcendence for both the external and internal
worlds. It is at the same time an internalization of the
external and externalization of the internal.

Besides the intrinsic meaning of rasa, there is another source of
rasa theory. The concept of vk is the seed of all Indian theorization
and so it is naturally the source of rasa theory also. The vk concept
has four components:

(i) Vak is the creative energy and is”the driving force of all
creation inasmuch as it is a quantum of unreleased latent
energy;

(ii) Vak is an epitome of the creative process itself. It is, in fact,
the first vibration immediately preceding the movement of
creation. It is the first step light as well as the first ripple of
asound. Itis a desire not only to be with the other but also to
have an intimate dialogue with the other in order to find
one part of the self into the so-called other part. In modern
terms, it is a will to communicate with the other in order to
understand the other.

(iii) Vak is the first act of speech articulation and it is preceded
by a long process of meditation so that the speech is pure
and well meaning. This speech is itself held in high regard
as human value.

(iv) Vak is an exchangeable item with Soma, the divine juice. Vak
transformed into a cow is exchanged as barter or Soma. This
exchange is an indicator of an internal relationship between
a well wrought human creation and its equal Divine Bliss.

These four components of the concept of vtk form the foundation
of the rasa theory inasmuch as this theory speaks of a state of mind
which is free from all states of personal likes and dislikes, all states
of sensuality, all states of pleasure and pain. The nature of rasa
experience as delineated by Abhinavagupta as rasa is in many ways
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analogous to the process of creation. This can be illustrated by several
Vedic passages describing creation and the role of vik and aditi (the
deity of totality, indivisibility) in creation and the legends pertaining
to vak.

This is an upshot of the Vedic foundation of the rasa theory.
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Siva-rasa and Natya-rasa Sources of
Aesthetic Experience in
Abhinavagupta

Rekha Jhanji

This paper! attempts to explore the sources of aesthetic
consciousness in Abhinavagupta’s thought. Abhinavagupta was
an exponent of Saivagamas; he gave a detailed exposition of Tantric
philosophy of the Saiva tradition by writing texts like the Tantraloka
and Paratrinsikavivarna. Before he set out to write commentaries on
Anandavardhana’s Dhvanyaloka and the Natyasdstra of Bharata, he
had devoted most of his attention to the analysis of consciousness.
He saw the whole creation as the play or consciousness which
according to him, is the $akti of Parama Siva. He saw the ultimate
reality (Siva) in terms of prakasa (light) and vimarsa (consciousness).
It is this eternal and transcendental monistic reality which turns
itself into variegated forms by its own will. Thus, the whole world
originates from one single source and each manifestation is internally
connected with the other. As is stated in the Vijfidna Bhairava:

The same self characterised by consciousness is present in all
the bodies; there is no difference in it anywhere. Therefore a
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person realising that everything (in essence) is the same
(consciousness) triumphantly rises above transmigratory
existence.?

When I first started working on the Natyasastra text, I realized
that in his commentary on it, Abhinavagupta sometimes gives
interpretations that are not necessarily warranted by the text. As I
worked more on this text, I realized that many of his comments
originate from his larger philosophical and spiritual interests. Thus,
to understand Abhinavagupta’s aesthetics, it is necessary to
understand his metaphysics because that permeates into his entire .
concept of kivya: (poetry). This becomes evident if we look at his
interpretation or both the Natyasistra and Dhvanyaloka. In the course
of this paper I will refer to some passages from both these texts to
substantiate my viewpoint.

In his interpretation of the first $loka of the Natyasastra,
Abhinava refers to Bhattandyaka’s commentary on it to establish
his point of view that Brahma (or Paramatman according to
Bhattanayaka) created drama as a model for recognizing the
insubstantiality of this world born of ignorance. It (natya) is similar
to (this world) which is essentially imaginary, incapable of being
constant in any particular form, capable of undergoing hundreds
and thousands of changes in an instant, different from dreams and
the like. Despite this it is capable of captivating one’s interest in the
free Brahma-like actors who render the Rama-Ravana interaction
by (their gestures); those actions appear untrue and yet marvellous.
Despite being presented in this form, it becomes a means of pursuing
the four goals of life (puriisarthas). Similarly this world is an unreal
manifestation of name and form. Even then it is capable of obtaining
the puriisarthas by hearing and pondering over (spiritual
instruction). It can also bring about $intarasa through the highest
purisarthas. As is said that all the rasas originate from santarasa. Thus,
by brahmana yadudahrtam is also indicated the ultimate objective
(paramarthika prayojana). This is the interpretation given by
Bhattanayaka in Sahrdaya Darpana. Abhinava further quotes an
invocatory verse from the above text:

Salutation to the great poet Sambht{, the creator of the three
worlds because sensitive people (raS{kaS) enjoy every moment
of this worldly theatre created by him*
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Abhinava considered this an appropriate interpretation of the
origin of Natyasastra. Although on many issues Abhinava expresses
his disagreernent with Bhattanayaka, here he quotes him to endorse
the latter’s attempt to seek a metaphysical justification for the
practice of theatre. This kind of metaphysical justification is clearly
not necessary if one takes Bharata's siitra on its face value. There are
many more passages in the text of the Abhinavabharati but this
opening passage played an important role in inspiring one to look
into Abhinavagupta’s other philosophical works for a better
understanding of his aesthetics.

Art objects can be looked upon from two vantage points:

(i) from the viewpoint of the creator, and
(ii) from the viewpoint of the beholder.

From both these dimensions Abhinava’s reflections are
saturated with his metaphysics. We have already seen that in the
Natyasastra, Brahma is the great nata (actor) who creates this
imaginary spectacle which entirely owes its existence to his will. If
he wished, it could have been different. In Dhavanyaloka also,
Anandavardhana quotes a loka (from Agni Purana) which compares
the poet with Prajapati (the creator):

In the boundless realm of poetry, the poet alone is the creator,
and as it pleaseth him, so doth this world revolve. If the poet
be intent upon the erotic sentiment in his poem, the whole
world will be suffused with that sentiment. But if he be void of
emotion (in his poem), the world too will be devoid of
sentiment. A good poet will freely design even insentient
objects to act as sentient ones and sentient objects to act as
insentient ones.®

Abhinavagupta gives an interesting interpretation of this
passage in his Locana. He translates apire as endless. He contends
that, §rrigari in this context implies the gustation of §rigara in terms
of vibhava (determinants), anubhivas (consequents) and
vyabhicaribhavas (transitory states), not a womanizer. Quite as
Bharatamuni says that anubhdva renders the emotions which lie
deep in the psyche of the poet and thus projects the poetic meaning,.
In all these statements, the poet is given the most prominent place.
The $rigara (erotic sentiment) actually denotes rasa in this passage.
Till such time that there is a rasika (connoisseur) that entire emotive
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experience only provides the range of worldly emotions of pain and

pleasure. Without the poet’s sublimation of it, it does not become
capable of aesthetic enjoyment.5

From these two passages it seems clear that Abhinavagupta
sees the poet in the light of the divine creator. Just as the creator
playfully creates this entire world from one single intention,
similarly the poet creates the dramatic world through his aesthetic
intention. The creator is not judgemental about his creation;
whatever the nature of the created object, he derives pleasure fromit.
And the true rasika is that who can decode this aesthetic intention by
imaginatively entering into the poet’s world and listening to his -
hrdaya sarivada (a phrase quite commonly used by Abhinava)
rendered in terms of different sentiments and emotions. Quoting
Bharata, Abhinava holds rasa to be central to poetic meaning (1a hi
rasadrte kascidarthah pravartate, N.S. VI, 32). Without rasa the entire
dramatic work will lose its unity. The experience of rasa evokes a
sense of wonder (camatkara) in the spectator. This term again draws
its significance from spiritual experience. As Gnoli points out:

In the Spanda School (Vasugupta etc.) an idea very like to that
expressed by Camatkara is conveyed by the word Vismaya,
astonishment. The general idea underlying these words ... is
that both the mystical and aesthetic experience imply the
cessation of a world, the Saiiisira — and its sudden replacement
by a new dimension or reality.”

Bharata has given cues for an elaborate discussion of the
relationship between rasas and bhavas. Despite the different bhivas
which would be usually thought of as the elements of rasa, there
could be even subsidiary rasas that may become elements for the
main rasa of a work. The term used for this main rasa is ‘mahfrasa’
Abhinava sees a mahdrasa as a running thread that connects all the
different elements in it. This mahirasa would be like the soul of 5
poem or a play, just as Parama Siva is the reality behind the world of
appearance. Abhinava says in Tantrasara:

This atman is the form of light and is absolutely free. It covers
its form and then suddenly reveals it. In this way it absolutely
hides and reveals by turns the Siva-rasam.?

Siva-rasa is the essence of all cosmic creation and natya rasa ig
the essence of drama and poetry. In fact rasa alone is natya. And rasq
(in art) is not given, it has to be experienced. This is how Abhinava
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distinguishes his concept of rasa from his predecessors like Bhatta,
Lollata, Sankuka and Bhattanayaka. He distinguishes rasa from
sthayibhavas and also emphasizes its experiential character. He states:

... the determinants are not the causes of the production
(nispatti) of Rasa; otherwise, Rasa should continue to exist even
when they no longer fall under cognition. Nor are they the
cause of its cognition (jriapti) (if they were, they would have to
be included among the means of knowledge (pramana)
because Rasa is not an objective thing (siddha), which could
function as a knowable object... the expressions
‘determinants’ do not designate any ordinary thing, but what
serves to realize the gustation (carvanopayogi).®

This rejection of the ‘objective’ dimension of rasa again seems
to highlight the parallel between natya-rasa and Siva-rasa. Abhinava
holds that like the rasa in art which depends on the rasika, the Parama
Siva can be experienced only by freeing-oneself of all the malas
(impurities) that one has collected due to identifying oneself with
one’s limited being, for He hides himself in his creation and cannot
be seen in terms of ordinary ways of cognition.

In theatre the rasika transcends his limitations by
sadharanikarana (generalization) because the emotions and
sentiments rendered in it get depersonalized. For, in a certain sense
these emotions do not belong to any particular person and yet are
experienced by all those who participate in the theatrical work. But
sadharanikarana also presupposes imaginative participation. This
participation is possible only because at some deeper level there is
an inherent interconnection of all living beings. Abhinava does not
thinks that a spectator can identify himself only with a person
similar to him. He says:

that no being (animal or deity) exists with which man has no
affinity of nature. The sarisira is beginningless and every man,
before being that which he actually is, has been all the other
beings as well. The consciousness of the spectator thus
possesses (in other words, is varied by ... ) the latent
impressions of all the possible beings and he is therefore
susceptible of identitying himself with each of them."

Thus, to understand the nuances of the concept of
sadharanikarana it would be useful to see it in the light of Abhinava’s
inherent belief in the unity of all creation.
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Freedom from involvement is facilitated in theatre because of
abhinaya with gita (song) and vadya (music), for these theatrical
accessories help in creating aesthetic distance in the spectator. The
‘unreality’ of theatre saves the spectator from under-distancing. In
mundane life detachment can be achieved only through different
forms of sadhana. Thus, what happens quite easily in theatre is
achieved with great difficulty in the spiritual realm. However,
despite this difference of effortlessness and effort, both the aesthetic
experience and the spritual experience are inherently enjoyable. Itis
interesting to note that while for understanding the notion of
natyarasa, the Siva-rasa provides the backd:oSP, aesthetic joy seems to
become an exemplar for the mystic. As the Siva siitras state:

nartaka Siva (3/9) rango anaratmi ( 3/ 10)"

Aesthetic enjoyment gives a clue to the mystic to treat the whole
creation as the stage for the play of consciousness. Here it seems that
Abhinava’s aesthetics and his metaphysics chase one another to
capture his idea of the experience of the transfiguration of
consciousness.

The influence of Abhinava’s Tantric framework on his
aesthetics has another fascinating dimension; this concerns his
attitude towards the sensuous experience. Sensuous experience
acquires a central position in all our aesthetic enjoyment. For
without becoming sensitive to the details of the sensuous
experience, no artistic creation or appreciation is possible. One
becomes a true sahrdaya only when one is sensitive to the nuances of
images and emotions associated with any experience. Abhinava is
so sensitive to sensuous images that they flow even into his
metaphysical works. But it is interesting to note that even though
Abhinava’s metaphysical works are replete with examples from
experiences of sensuous enjoyment, equanimity seems a continued
preoccupation with him. He contends that the real joy of any
sensuous experience lies in the moment after the fulfilment of a
desire when one has reached a state of tranquility. He asserts his
belief in $@ntarasa by proclaiming that the culmination of enjoyment
of all rasas lies in the turning away from all stimulants and
realization of equanimity within oneself.? He seems to echo the
following verse of the Vijfiana Bhairava:
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When the yogi mentally becomes one with the incomparable
joy of song and other objects, then of such a yogi, there is,
because of the expansion of his mind, identity with that (i.e.
with the incomparable joy) because he becomes one with it."

Such a view could not have been possible without Abhinava’s

metaphysics blending into his aesthetic reflections.
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13.
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Abhinavagupta’s Concept of
Santarasa in the Light of
his Commentary on the

Bhagavadgita

S. Ranganath

I

Fn India, aesthetics, poetics and metaphysics have always been
integrated intrinsically into one discipline. For example, the concept
of ananda is common to aesthetics as well as metaphysics:

anando brahmeti vyajanat

Viswanatha in his Sahityadarpana points out as Brahmananda
Sahodarah. This expression, brahmananda sahodarah, brings together
the bliss of Brahman and the enjoyment of literature together as
brothers. M. Hiriyanna, who has written authoritatively on Indian
aesthetics as well as metaphysics, points out that the ultimate
aesthetic experience is giving up of the ego and the self so that it can
merge into the individual Absolute Self. He also points out that
jlvanmukti is the ultimate goal of both kavyananda through rasanispatti
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and intellectual realization through metaphysics. Thus, the concept
of jivanmukti, which is associated in the present context with
$antarasa as depicted in the Bhagavadgita in the commentary of
Abhinavagupta, makes this a bridge between aesthetics and
metaphysics, between kdvya and smrti. Indeed, the Bhagavadgita can
also be dealt with at the level of literature, from the point of view of
modern Western theories of linguistics and stylistics. In the various
English commentaries on the Bhagavadgita this is clear. However, as
itis outside the scope of present discussion, it is enough to mention
it as a link between literature and Smyti. We have in our concept of
literature pointed out that the purpose of literature is fundamentally
similar to the purpose of Sruti, the Smyrti and the Purana. What is said
by way of do’s and don’ts in an authoritative manner by the Sruti as
Prabhu Sammita, is turned into pleasant request in literature as
Kantasammita. Again, the connection between Abhinavagupta’s
other works, which are generally considered as pure literary
criticism, can be connected with the commentary on the
Bhagavadgita. In fact, Abhinavagupta’s name is so famous in
informed Western critical circles that an astute critic like Muriel C.
Bradbrook of Cambridge not only mentions him approvingly but
applies his thought to literatures other than Indian like Japanese
and British. Taking a cue from this, it is possible to interpret Western
texts in the context of Abhinavagupta. This makes us curious about
the life and works of Abhinavagupta who is one of the greatest
intellectuals Indian has ever produced.

II. LIFE AND WORKS OF ABHINAVAGUPTA

We get a brief sketch of Abhinavagupta’s descent and social
conditions in the concluding portions of his two works, namely, the
Tantraloka and Paratrimsika vivarana. This sketch, when coupled
with information gathered from the stray references to his life in the
vast literature that he, his pupils, his commentators and the
followers of his theories have produced, gives us more or less
connected information, though still incomplete, about his life. His
father Narasimhagupta, who was of great intellectual calibre, had
equal proficiency in all the $astras and was a great devotee of Siva.
The name of his mother was Vimalakala. She was a very pious and
religious lady. Thus, the family atmosphere was thoroughly
religious and scholarly. He had nearly twenty teachers under
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whom he learnt almost all branches of learning like grammar from
his father Narasimhagupta, dvaita tantras from Varnanatha,
brahmavidya from Bhutiraja, Saivism from Bhutirajatanaya, karma
and trika darsanas from Lakshmanagupta, dhvani from Bhattenduraja,
dramaturgy from Bhattatauta and so on.

WORks

Nearly forty-four works written by Abhinavagupta have been
authenticated. Bodha Pancadasika, Malini Vijaya, Vartika, Paratrimsika
Vivrti, Tantraloka, Tantrasara, Tantravatadhanika, Dhvanyalokalocana,
Abhinavabharati, Paramarthasara, Isvarapratyabhijiia Vivrti, Vimarsini,
Paryanta Pancasika, Ghatakarparakulaka Vivrti, Kramastotra, Parmartha
Dwadasikia, Paramartha Carca, Mahdpadesa Vimsatika, Anuttastika,
Anubhava Nivedana, Rahasya Pancadasika, Tantroccaya Pururavo
Vicara, Kramakeli, Sivadrstyalocana, Purvapaficika, Padartha Pravesa
Nirnayatika, Prakirnatavivarana, Prakirnavivarana, Kathamukhatilaka,
Laghvi Prakriya, Bhedavada Vidarana, Devi stotra Vivarana, Tattvadhva
Prakasika, S'I{va Saktyavina'bhﬁva Stotra, Bimbapratibimbavada,
Paramarthasangraha, Anuttara Sataka, Prakarana Stotra, Natyalocana,
Anuttara Tattva Vimarsini Vrtti, Bhagavadgitartha Sangraha, and so
on. The last mentioned is my present concern in this paper.!

Thus, his works could be broadly divided into three periods
namely Alankara period, Tantric period and Vedantic period.

1. ANOTE ON SANTARASA IN THE BACKGROUND OF RASA

It is well known that the rasa theory has been developed in Sanskrit
right from very early times. Rasa is that which should be experienced:

rasyate asvadyate iti rasah.

The word rasa occurs in Taittiriyopanisad: raso vai sah. rasam
hyevayam labdhvanandi bhavati.? The rasa theory was very effectively
formulated by Bharata in his Siitra: Vibhavanubhava vyabhicari
sarftyogat rasanispattih.?

This rasa theory could also be very effectively applied to
Western literature, both ancient and modern, which has resulted in
a new and original interpretation of Western classics. For example,
the concept of karuna rasa (pathos) can be applied to Marlow’s Doctor
Faustus, Shakespeare’s King Lear, Milton’s Samson Agonistics and
Eliot’s Murder in the Cathedral. Similarly, hasyarasa can be applied to
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several comedies including several Western comedies like
Shakespeare’s Tempest. Itis, indeed, very rewarding to apply santarasa
to Shakespeare’s Hamlet and understand the so-called inaction of
Hamlet. While most Western critics think that this is a defect, in fact
itis the tragic flaw in Hamlet. From our point of view, itis actually a
virtue as can be seen in our present discussion of the concept of
action in the Gita. Essentially the problem of Hamlet is the same as
that of Arjuna. Hamlet is disgusted with the world and thus he has
jugupsa. V. Raghavan in his Number of Rasas rightly remarks:

Truth whose realisation is salvation is of the nature of Self
which is atman. It has to be realised by piercing the veil of
things which are anatman and which shroud the atman. Things
which are anatman must be loathed and this loathing and
anatman led to the jugupsa view. The rati view is closely related
to jugupsa view for when anatman is loathed atman has to be
loved. This love of atman or atmarati is the sthayin of $anta.
When one realises atman everywhere, his love floods the
universe; then jugupsa flies away, for there is none besides or
beyond atman to be shunned.*

This is what the sixth stanza of ISopanisad states:

yastu sarvani bhutani atmanyevanupasyati,
sarvabhutesu catmanam tato na vijugupsate.’

This dtmarati is the sthayin of santa, since the final state of moksa
is one of ananda and the Self which i$ realized is itself of the form of
bliss. Gitd 11117 highlights this thought as follows:

yascatmaratireva syat atmatrptasca manavah,
atmanyeva ca santrptah tasya kiaryam na vidyate.*

Abhinavagupta holds that tattvajfiana or atmasvarupa itself is
the sthayin of santa. He states in his Abhinavabharati:

kastarhi atra sthayi? ucyate-iha tattvajianameva tavan moksa
sadhanamiti tasyaiva mokse sthayitd yuktd. tattvajiiafica nama
atmajiianameva.”

The above-mentioned jugupsa view by Raghavan results in an
attitude of vairagya towards all action especially the one of taking
revenge, which is the height of rajasa guna. Indeed, the guna theory
as explained in the Gunatrayavibhaga Yoga of the Gita is most useful
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in understanding the Western texts. Thus, when Western critics are
puzzled about the inaction of Hamlet, we can easily understand it
as the problem of sattvika svabhiva, which is asked to perform the
action of rajasika nature. In fact, Hamlet is so philosophical a
character which is seen in his soliloquies that he craves for liberation
~mumuksutva. This is the reason why he tells Horatio that he
worships him and places him in his heart of hearts because Horatio
is not ‘A passion slave’. No further comment is necessary in the
present context and it has been brought out to show that the work of
Indian critics like Abhinavagupta can be profitably applied to our
understanding of not only our literature, but the literature in many
languages, while talking about §antarasa in the Western context we
have to make a distinction between the ‘Peace that passeth
understanding’, ‘calm of mind all passions spent’ thus indicating
that santarasa is not the latter. It is not quietude because of lack of
strength. In the context of Buddhism the eyes of Lord Buddha in the
expression therein are considered a perfect representation of
$antarasa. Now let us turn to Abhinavagupta’s view on §antarasa.

IV. ABHINAVAGUPTA'S JUSTIFICATION OF SANTARASA

Siinta is accepted as a rasa by Abhinavagupta and he recognizes it in
the poetry and drama and treats it as the basic rasa. The treatment of
$antarasa in Abhinqvabharati is quite long. However, we may give
here some important points about the nature of §inta from the point
of view of Abhinavagupta who criticizes the scholars who do not
accept $anta as a rasa.

There are four main aims of human life (purusarthas), namely,
dharma, artha, kiima and moksa. Like Smrti and Itihasa, literature also
presents them through poetry and drama. The first three, namely,
dharma, artha and kima are presented on the stage by turning rati,
etc., to be aesthetically relished as srngdra, vira, etc., “Why should it
not be possible to present similarly the mental state (whatever that
may be) responsible for attaining moksa”, asks Abhinavagupta to
the opponents of $anta. If well presented, it would arouse the aesthetic
relish in such spectators who possess aesthetic susceptibility. Hence
there is no force in saying that santarasa does not exist.

What then is the basic mental state or the sthayibhava, we may
ask. To this, Abhinavagupta replies - realization of the ultimate
tattvajfiana to which we have referred to earlier and hence it is not
taken up here.
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Bhavas like rati, etc. are spoken as sthayin because they are
comparatively more stable than vyabhicarins inasmuch as they affect
the Self so long as vibhivas responsible for their rise persist. But,
they cannot stand independently. They are to the Self what the
picture is to the canvas. The Self as such is the most permanent of all
the sthiyins and relegates all other sthayins to the position of
vyabhicarins. The permanence of the atman is real and natural and
not comparative. It is, therefore, not necessary to mention it
separately in the list of sthayibhavas.

The sthayibhiva can be aesthetically appreciable, not in the
fashion in which rati, etc. are appreciated, but in quite a distinct
manner. Bharata calls it $ama (tranquility) and not atman. Sama is not
a distinct state of mind but the Self itself. Hence, tattvajfiana and the
Sama mean the Self itself. Thus, atmajiiana is the sthayin of santa. All
the anubhavas coupled with yama and niyama will form its anubhava,
as also those which are termed by Bharata as svabhavabhinaya. They
are called svabhavabhinaya for $anta only in their sphere. Vibhavas
are grace of God, etc. Love for humanity, etc. form the vyabhicarins.

For a man who has realized the true nature of the Self, all his
efforts are doing good to others. This is daya which is intimately
connected with 53nta. Therefore, some term $antarasa as dayavira or
dharmavira because of the hero’s enthusiasm even to sacrifice his
body for others which is a vyabhicdri in $anta. Abhinavagupta has
rightly quoted the example of Jimutavahana from Naganandam to
quote the point in hand.®

Abhinavagupta states the nature of aesthetic experience of
$dnta in the following words:

Just as the white string whereon gems of different kinds are
loosely and thinly strung, shines in and through them, so
does the pure self through the basic mental states such as rati,
utsaha, etc. which affect it. The aesthetic expericnce of Santa
consists in the experiences of the self as free from the entire
set of painful experience which are due to the external
expectations and therefore is a blissful state of identity with
the Universal Self. It is the experience of Self in one of the
stages on the way to perfect realisation. Such a state of Self
when presented, either on the stage or in poetry and therefore
universalised, is responsible for the arousal of a mental
condition which brings the transcendental bliss.’



36 THE CONCEPT OF RASA

. tanti
Abhinavagupta quotes the following stanzas to substantiate
his view:

moksadhyatmanimittah tattvajﬁﬁnﬁrthahetusamyuktah

nihsreyasadharmayutah $anto raso nama viiﬁfy"hl
svam svam nimittamasthaya éantadutpadyate rasa f1
punarnimittapaye tu $anta eva pratiyate.

Santarasa is to be known as that which arises from desire to

secure liberation of the Self, which leads to the'knowlf':dgefOf ll;:lth
and is connected with the property of highest bliss. Various fle hgs,
due to their particular respective causes, arise from $anta and when

these causes disappear, they melt back into danta. ) )

Santa is thus the basic rasa, all other rasas being only its
variations due to superimposition of different sthayzbhavas.. It is
interesting in this context to note that Abhina_vagl:lpta in his
Abhinavabharafi refers to some manuscripts of Na,tynfas_tm where
Santarasa section is found treated just before the srigara rasa to
indicate that it is the prakrti of all the rasas. . )

In this background, having established santa firmly, itbecomes
imperative to look at the concept of santarasa in Bhagavadglta as
commented by Abhinavagupta by taking only eight stanzas at

random as a sample survey.

\Y%
@) 11.71

vihaya kaman yah sarvan pumanscarati nisprhal
nirmarmo nirahankdrah sa $antimadhigacchati

Who so forsaketh all desires and goeth onwards free from
yearnings, selfless and without egoism, he goeth to peace."

The statement $antimadhigacchati in the above stanza has been
explained by Abhinavagupta as follows:

Sa yogi sarvakamasanyasituvit santiriipam moksanieti'! — that yogin
will be in eternal peace because he has overcome all his desires.

In the real sense, one who has overcome the sense of ‘I’ and
‘mine’ can only be a sanyasin according to the following statement of
Kulliikabhatta, a reputed commentator on Manusmirti:

ahankaramamakaratyaga eva sanydsah natu kasayavasah.
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Everyone in common parlance speaks, ‘I am this’, ‘This is
mine’ Ahamidam mamedam iti naisargikoyam lokavyavaharah™ and
gets into bondage and suffers life’s tribulations, but, only a person
who remains unattached to the worldly objects can be in his original
Self. Such detachment of Self is explained in the Bhagavadgiti on the
analogy of the lotus leaf detached from the water of the lotus pond.

(padmapatramiva ambhasa.)

(i) Iv.18

karmanyakarma yah pasyet akarmani ca karma yah
sa buddhiman manusyesu sa yuktah krtsnakarmakrt

He who seeth in-action in action, and action in in-action, he is
wise among men, he is harmonious even while performing
all action.” -

Here, Abhinavagupta makes a special remark on the word
karma.

He says that a jfianin can be in his original state of eternal
peace because he would have transgressed all karma having
performed it without any expectations: '

ato asya kena karmana phalam deeyatamiti upadsantattve
tu krtsnani karmani krntati chinatti.?

Here, Abhinavagupta seems to have the following statement
of Mundakopanisad in his mind:

bhidyate hrdayagranthih chidyante sarva samsayah
ksiyante casya karmani tasmin drste paravare."

When a jiianin has realized himself, his knot of mind stands
cut, all his doubts stand dispelled and all actions cease to exist.
(iii) V1.7

jitatmanah prasantasya paramatmasamahitah
$ttosnasukha duhkhesu tatha manapmanyoh.

The higher self of him who is Self controlled and peaceful is

uniform in cold and heat, pleasure and pain as well as in honour
and dishonour.'

Abhinavagupta says:
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jitamanasah jitatmanah prasantasya paratmasu samapannalt,
nirahankarah prasantah jianani abhrantabuddih yasya.”

One who has conquered his mind will be in his eternal
calmness, which is the nature of his original Self as he will
have no illusions regarding the ultimate knowledge (eternal
knowledge).

The word jitdtmanah is very important here because it is always
the mind which is responsible for the bondage or the release as the
Upanisad puts it:

mana eva manusyanam karanam bandhamoksayoh

The mind which is fickle has been compared to that of a bee by
Chandrasekhara Bharati Mahaswamigal of Sringeri Sarada
Peetham in his Acarya Padavalambana Stuti as follows:

kimanyato dhavasi cittabhrnga
prayahi tatraiva ramasva nityam.'®

The art of mind control has been discussed at length by
Sadasiva Brahmendra in his works like Yoga Sudhakara, which is a
learned commentary on the Yogasiitra of Patafijali and Manoniyamanam
— a short treatise on the art of mind control. To control the mind he
has suggested a remedy, brahmani manasa sancare.”

(iv) X1.55

matkarmakrnmatparamo madbhaktah sangavarjitah
nirvairah sarvabhutesu yah sa mameti pandava.

He who doeth actions for Me, whose supreme good I am, My
devotee, freed from attachment, without hatred of any being,
he cometh unto me, O, Pandava.®

Abhinavagupta offers a revealing remark on the word
matkarmakrt here:

matkarmakrditi sakala upasamharante parama
prasanta ripam brahma tattva sthitim dadati.”

One who has done action in the name of God would be in the
state of Brahmanhood which is characterized by total
equanimity of mind and eternal peace from which he cannot
be disturbed.
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This parama prasantattva and brahmatattva sthiti, which
Abhinavagupta could be evinced in the life of Sadasiva, discusses
Brahmendra and Ramana with the following illustrations:

Santahankrti dosah susamahita manasah kopi
pitrnendu Sisirabhavah rajatyananda cidrasikah.®

One who is in his state of quietude, one who is totally devoid
of ego, one who has an equanimity and coolness of mind, like
a full moon, is abiding in his supreme bliss.

In fact, this statement of Sadasiva Brahmendra appears as
though it is a statement of direct personal experience: anubhava

vakya.
About the personality of Ramana, his most loved pupil

Kavyakanta Ganapathi Muni remarks: ’

Saktimantamapi santi samnyutam bhaktimantamapi bhedavarjitam
viitaragamapi lokavatsalam sadhubhavamapi namracestitam.”

Though Ramana had physical strength, still, he did not give
up mental peace; though he had a devotion, it was without duality;
though he was cut off from the worldly bondage, still, he was there
to guide the humanity at large; though he appeared to be meek, still,

he was firm in his stance.
This reminds us of the following statement of Sankaracarya in

Vivekacidamani:
$anta mahanto nivasanti santah vasantaval lokahitamcarantah.®

Great men will be quiet and doing good to humanity at large
just as the spring season brings about good to everyone.

W) X112
Sreyo hi jianam abhyasat jianad dhyanam visisyate
dhyanat karmaphalatyagah tyagat santiranantaram.

Better indeed is wisdom than constant practice. Meditation is
better than wisdom. Renunciation of the fruit of action is
better than meditation and peace follows renunciatiorn.®

Here, Abhinavagupta makes his observations on the word
karmaphalatyaga:
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karmaphalatyage ca atyantiki Santih.

One who has not bothered about the Fruit of action will have
eternal peace. Here, Abhinavagupta seems to have the
following stanza of Bhagavadagita in his mind;

karmanyevadhikaraste ma phalesu kadacana.?
Thy business is with the action only, never with the Fruits.

The word atyantiki $antih in the opinion of Abhinavagupta is
nothing but emancipation or self-realization, which all the orthodox
systems of Indian philosophy are striving for. This state of self
realization is possible only by resorting to the four-fold means such
as:

(i) nityanitya vastu vivekah

(discrimination between eternal and non-eternal things)
(ii) thamutaraphalabhagaviragah

(renunciation of this worldly as well as other worldly

pleasures) as could be evinced through the character of
Naciketa in Kathopanisad.

(iif) $amadi satka sampatti
(having total control over external senses, internal senses,
etc., and

(iv) Mumuksutua (the intense desire for liberation).
Self is to be realized, reflected and pondered over, says
Yajfiavalkya to Maitreyi in Brhadaranyakopnisad.

atma va are drastavyah, $rotavyo mantavyo nididhyasitavyah.

(vi) X113

advesta sarvabhiitanam maitrah karuna eva ca
nirmamo nirahankirah samaduhkhasukhah ksami

He who beareth no ill will to any being, friendly and
compassionate without attachment and egoism, balanced in
pleasure and pain and Forgiving.®

On this stanza, the remark of Abhinavagupta is

satatam yogi vyavaharavasthdyamapi prasanta antah karanatoat.®
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Yogin is one who even in his day-to-day activities will keep up

his equanimity of mind.

This statement of Abhinavagupta could be seen with the
following stanza of Bhagavadgita:

duhkhesvanudvignamanah sukhesu vigatasprhah
vitaraga bhayakrodhah sthitadhir munirucyate'

He whose mind is free from anxiety amid pains, indifferent
amid pleasures, fear and anger, is called a sage of stable mind.

(vi) XV4
tatah padam tat parimargitavyam yasmin gatd na nivartanti bhityah
tameva cadyam purusam prapadye yatah pravrttih prasrta purant

That path beyond may be sought treading which there is no
return. I go indeed to that primal man where the ancient
energy streamed forth.”

Here on the word tat padam, Abhinavagupta states
tat padam prasantam, avyayam padam tadeva.®

Indeed, the final path is that from where there is no return to
this mortal world and to know that Yama was catechized by
- Naciketa in the Kathopanisad and ulfimately sought the eternal
knowledge of the self from Yama, which could be seen in
Kathopanisad as well as the second chapter of Bhagavadgita:

ya enam vetti hantaram yascainam manyate hatam
ubhau tau na vijanitau nayam hanti na hanyate.

He who regardeth this as slayer, and he who thinketh he is
slain, both of them are ignorant. He slayeth not, nor is he

slain.

na jayate mryate va kadacin nayam bhiitva bhavitd va na bhityah
ajo nityah sasvatoyam purano na hanyate hanyamane Sarire.

He is not born, nor doth he die, not having been, ceaseth he
anymore to be; un-born, perpetual, eternal and ancient, he is
not slain when his body is slaughtered.

The word tat in the statement of Abhinavagupta’s Tatpadam is
the abode of Brahman and if this jiva realizes that he would be in
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communion with God which is nothing but tat tvam asi.* That thou
art — the famous dictum propounded by the father Aruni to his son
Svetaketu in the chapter six of Chindogyopanisad with the help of nine
illustrations: navahkrtvobhyasah — wherein the latter returned home
after twelve years of gurukulavisa with a great deal of arrogance.

(viii)  XVIL.24
tasmit omityudahrtya yajiiadanatapahikriyah
pravartante vidhanoktah satatam brahmavadinam.

Therefore, with the pronouncing of om, the acts of sacrifice,
gift and austerity, as laid down in the ordinances, are always
commenced by the knowers of the eternal.”

On the word om, Abhinavagupta remarks: omityanena samupa-
$anta samastaprapaiicam® — with the chanting of om the world will
come to a standstill.

The word om is a sacred syllabic, which is as great as Brahman
himself as it seems to have emerged from the throat of Brahman:

onkarascatha $abdaéca dvavetau brahmanal pura
kantham bhitva viniryatau tasman mangalika vubhau ®

The words om and atha seem to have directly emerged from
Brahman and hence both are auspicious.

The word om has the following seven connotations, remarks
Mankha in his Kosa:

abhyudane abhyupagame tisnim bhiave samarcane
dana pratigrahadau ca omkarepi ca mangale.”

Om could be chanted on the occasions of honouring someone,
while receiving something, while one is maintaining silence
(this is what we need in the present context), while one is
offering worship, while giving charity and receiving charity
and on all auspicious occasions.

CONCLUSION
Thus, it could be concluded that $inta as a rasa runs throughout the
Bhagavadgita and if the commentary of Abhinavagupta is studied
carefully, this aspect becomes clear not only in the eight illustrations
that have been chosen here which directly deal with the $antarasa,
but elsewhere also. However, in the interest of brevity, only a selection
has been made here.
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6

The Indian Aesthetic Tradition
and Abhinavagupta:
Concept of Rasa

Anupa Pande .

Several stages may be distinguished in the development of aesthetic
ideas in ancient India. In the earliest or Vedic phase, it is divinity
which is conceived as the primary artist endowed with creative
vision, the world being his creation. Thus, the Chandogya Upanisad'
says:

Sadeva Somya idamagra asidekamevadvitiyam ...

tadaiksata bahusyam prajayeya iti.

Sa ya eso ‘nima aitadatmyamidam sarvam

tat satyam sa atma tattvamasi,?

“O Saumya! In the beginning was being alone, one without a
second. It thought, may I be many, may I be born.”

“Now, this subtle essence, this is the self of all this. That is the
truth, that is the self that thou art.” Riapam riipam pratiriipo babhiiva®
declares that consciouness has assumed all the diverse forms of the
world. Then again, Kavirmanisi paribhuh svayambhih
yathatathyatorthan vyadadhacchasvatibhyah samabhyah,*i.e., “From



46 THE CONCEPT OF RASA

eternal times, He has created meanings in accordance with their
essential reality.” Kavirekah Prajapatih’® declares Anandavardhana.
The original Being is the creator and creation is by becoming many
different forms. All the forms contain the creative essence. They are
the manifestations of the creative consciousness itself. This theory
applies to the human poet or artist also, who creates forms as
manifestations of his own consciousness.

Human art imitates the divine. Veda is the creative Logos (Krti).
Natya, also known as Natyaveda, is anukrti, endowed with creativity
at the secondary level. The sculptor and architect follow the
paradigmatic measures, drama re-enacts the sacred myths, dance
presents divine and cosmic rhythms, sacred music seeks to relate
itself to the radiant effluence of the sun and the outpourings of the
Soma. This is not to say that these sacred forms and notions of art
were unconnected with popular folk forms and notions of art. The
Natyasastra of Bharata may be said to constitute a watershed. It sums
up the sacred and popular notions of the Vedic and Janapada ages,
which had developed out of the Vedarigas and the Upavedas and
which include the sciences of music, drama, sculpture and
architecture. It recapitulates the traditional notion of the sacred and
invisible or transcendental (adrsta) value of art forms and activities
and at the same time formulates the notion of art as entertainment
(rafijana) and enjoyment (rasa).

The famous Rasa Sutra of Bharata declares: vibhavanubhava-
vyabhicarisamyogad rasanispattih.é It is worth noting here that the
terms vibhava, anubhava and vyabhicaribhava refer to stage
representations, not to the realities of life. It follows, therefore, that
the rasa they produce must also be a stage effect rather than some
aspect of real life. That is why the rasas are called natya-rasas.
Vibhavas, anubhdvas and vyabhicaribhavas are represented through
abhinaya on stage — yo'yam svabhavo lokasya sukhaduhkhasamanvitali/
so’'ngadyabhinayopeto natyamityabhidhiyate.” Abhinava explains:
Evam dayaratyadiriipanukaranabhiito natyalaksano’rthah katham
pratItigocaribhavaﬁtyﬁhﬂ-aUgﬁditi ye’bhinayah angikadyah na ca te
lingasariketadiriipah. The ensemble (samyoga) of the representations
(vibhavadi) induces a characteristic experience in the spectators
(rasanispatti). This experience is a union of subjective and objective
aspects. Its subjective aspect is shown by the description of natya as
providing distraction from affliction (vinodajananam) and rest from
weariness (visramajananam). This kind of subjective effect may be
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seen in such pure arts as music, but drama presents an objective
spectacle of the vicissitudes of life (lokanukaranam, bhavanukirtanam)
and is able to instruct (upadesajananant) and give fortitude in suffering
(sthairyam duhkharditasya ca ... dhrtirudvignacetasam). This instruction
is of a moral nature since it affects emotional organization. The
experience of the spectators, thus, is neither purely emotional and
subjective nor purely cognitive and objective. Its entertainment is
not unstructured, such as provided by mere juggling or merely
rhythmic dancing. Nor is its instruction merely conceptual or mediate,
such as any $astra may provide. It recognizes the emotions by
presenting the quintessential wisdom of life as a spectacle. The
uniqueness of the dramatic experience or rasa is, thus, evident in
Bharata. It is not mere excitement or sentimentality, for drama is
described as a way to wisdom, the fifth Veda.

Thus, if we consider the concept of rasa in the context of the
general dramatic theory of Bharata, we see that it is not a merely
descriptive or psychological category. It is, rather, an evaluative or
aesthetic category. The reasons for this may be succintly stafed thus:
(a) Rasas are described as natya rasas, and thus distinguished as
such from what belongs to loka. As something belonging distinctly
to dramatic performance and experiences, rasa is already alaukika by
implication in Bharata. (b) Rasa is brought about by vibhava, anubhava
and vyabhicaribhavas. The first two are clearly conceived as belonging
primarily to the stage, not to reality. Although vyabhicaribhavas may
be said to belong to pyschological reality, their combination (samyoga)
with vibhava and anubhiva suggests that vyabhicaribhivas here denote
the stage intimations of psychological factors that would also make
the interpretation of samyoga quite simple. It will denote the
combination of diverse stage representation into one unified
spectacle. (c) Drama represents the vicissitudes of life through the
use of pathya, gita and abhinaya. Rasas are mentioned besides these
three as a fourth constituent. Rasa could thus be different from a
mere technical factor of representation and could be interpreted to
be the characteristic aesthetic effect, tone or mood of the whole as
apprehended by the spectators. (d) Rasa and bhava are clearly
distinguished in the Natyasdstra. The bhavas are effective psychic
states while rasa is achieved by the spectator through the dramatic
intimation of bhavas. Just as in music, a procession of notes in certain
combinations reveals a characteristic melodic whole or raga,
similarly, it seems that the representation of bhavas reveals rasa as an
aesthetic whole.
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Although rasa is used by Bharata to indicate the peculiar
flavour or quintessential quality of a dramatic performance and its
experience, he does not give any philosophical analysis of the
problems involved. Human reality, dramatic representation and
aesthetic experience need to be related in an adequate manner. In
Bharata, human reality has its focus in bhava and dramatic
representation is its anukarana or anukirtana. Aesthetic experience is
called rasa, a unity of entertainment and enlightenment, and is
classified into eight, in relation to the gamut of bhavas.

The notion of imitation is itself a puzzling one. What is the
congnitive status of the apprehension of dramatic representation, is
another puzzle. How the experience of life is transformed into an
aesthetic experience needs to be explained. In the dicussion of these
problems, later commentators elaborated the notions of imagination,
intution, aesthetic distance, subjective universality, self-revelation
mediated by feeling, and of the tranquility, illumination and
beautitude of aesthetic experience. At the same time, the notion of
rasa was formally generalized beyond drama into poetry and other
arts. The number of rasas become nine as they include the $antarasa
also.

The development of the theory of dhavni in poetry brought
about the inherently dramatic character of poetry and enabled the
concept of rasa to cover both drama and poetry. The connection of
rasa with music is also quite clear. Although pure music does not
have an alambana vibhava corresponding to Natya, its evocative power
(uddipana, vyafijaka) is undoubted. What it evokes may not be a
defined emotion but it does help the manifestation of feeling as shown
by sattvika bhavas. It manifests rasa as ecstatic delight by purifying,
intensifying and interiorizing consciousness. Similarly, acting
suggestive of rasa was part of nrtya or expressive dancing, The
Citrasiitra clearly establishes the connection of painting with bhiava

and rasa. The paintings of Ajanta are dramatic as well as rasa-
oriented. The Buddha sculptures of Mathura and Sarnath epitomize
the $antarasa. It is thus clear that drama, dance, music, painting and
sculpture shared a common aesthetic tradition, which aimed at the
expression of feeling through the creation of a vivid form.

The most important interpretations are those of Bhatta Lollata,
Sankuka, Bhattandyaka and Abhinavagupta himself.’ Bhatta Lollata
represented the most ancient view. Abhinava says that his
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interpretation was the one generally accepted by the older scholars.
On this interpretation, vibhava, anubhdva and vyabhicaribhavas have
their primary focus in the characters of real life. In particular
situations they are combined with the innate or instinctive attitudes
called sthayibhava. These are thus developed and become rasas. This
rasa is apprehended by the spectators through the agency of the
actors, their gestures and enactments. Rasa, thus, becomes something
objective, which the play communicates to the spectator.

We have here, on the one hand, a psychology of emotional
attitudes. Under certain situations, certain trains of emotions are
generated and developed into intense experiences. The persons who
are the objects of emotions are called alambana vibhava, i.e., objective
causes. The situation itself in terms of time, place, etc., which serves
to arouse feelings, is called uddipana vibhava. The physical
expression of emotioinal reactions, such as tears or trembling, etc.,
are called anubhdva. Transient feelings such as worry, humility, etc.,
are called or saficari bhavas. Thus, when Dusyanta catches sight of
Sakuntala being bothered by the bee in the #rama of Kanva and
regrets his own inability to pursue his own desire, we have Sakuntala
as alambana vibhava, the situation in the asrama as uddipana vibhava,
the sighing of the king as anubhava, and the immediate feelings of
the king as vyabhicaribhavas. We have, thus, a situation in which the
latent sthayibhava of rati in the king is developed and manifested.
This is a situation in real life, a situation of actually felt emotional
flow. On the stage, the real life situation is imitated and enacted by
the actors. Viewing the actors on stage, the spectators believe that
they are viewing the real life situation. Thus, through the force of
anusandhana they apprehend (prafiti) the sthayibhava of Dusyanta,
developed by vibhava, etc.; and thus developed and apprehended,
this sthayibhava is rasa. This interpretaion is in close agreement with
common sense, according to which the spectators see the real life
through its enactment and apprehend its emotions in the process.

While the identification of rasa with sthayibhava, through the
functioning of vibhava, etc., follows the text of Bharata and is
unquestionable, the interpretation of Lollata suffers from inadequate
attention to the manner in which the actors on the stage represent
reality and succeed in communicating it, as also in the neglect of the
spectator and his experience. Besides, it is not clear why the view of
the real life emotion should entertain or instruct the spectators.
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Sarikuka attacks the theory at several points. If the sthayibhava is
already real before combining with the vibhavas, etc., why does it
need them? On the other hand, if it is not real on stage, how can it
combine with anything? If one proposes numerous gradations of
the sthayibhava in the process of development, it will be too vague
and mutable a thing to be classified in the manner in which the
aciryas have done it. From this, Sankuka concludes that the
sthayibhiva of the real characters cannot be identified with rasa either
initself or conceived in terms of any programme of development. For
Sankuka, when the sthayibhava of the character is imitated by the
actor through the presentation of the vibhavas, etc., then it becomes
rasa for the spectators. The natural causes, consequences and
auxilliaries of the sthayibhiva, when presented on the stage, are called
vibhava, anubhava, and vyabhicaribhavas. Perceiving and
understanding these, the spectator is able to infer the sthayibhava in
the actor playing the role of the real character. Such an inferred and
imitated sthayibhava is rasa. The resultant apprehension of the
spectators is not like anything in actuality. It is neither true cognition,
nor false cognition, nor doubt, nor is it the cognition of similarity.
The spectator neither identifies nor distinguishes the actor from the
character, nor does he see the one like the other, nor is he in a state of
doubt. Nevertheless, he has a vivid experience which is
unquestionable. This experience is explained by Sankuka on the
basis of the imitation of reality on the stage and a peculiar inferential
apprehension of it by the spectator. The example of the picture horse
(citra-turaga) has been brought up to illustrate the situation. The
painted horse is not perceived to be real or unreal or merely as a
likeness or a case of doubt. Its lines, colours, etc. enable the viewer to
reach a peculiar inferential apprehension, which is nevertheless
vivid and unique.

The account of Sankuka rightly emphasizes the nature of drama
as an imaginative spectacle, which is apprehended in its own right.
Neither is the apprehension cognitive nor is its content natural. The
experience is unique and imaginative. At the same time, Sarikuka
seems to connect the spectacle with reality through imitation and
the discernment of what is imitated through inference. This seems to
produce a contradiction. If the spectacle imitates reality, how canits
appprehension not be the apprehension of sadrsya? If the
apprehension is gained through inference, how can it avoid being
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cognitive? The theory of Sankuka, thus, is a curious blend of two
different notions. On the one hand, it is the notion of drama as an
imitation where the primary theme of the imitation of sthayibhava is
a matter of inference. On the other hand, drama is conceived as an
imaginative spectacle which forms the subject of a unique experience.

The characterization of rasa experience in its specific nature is
carried forward by Bhattanayaka. He distinguishes between three
different functions and levels through which aesthetic experience is
generated and declares the last of these to be the enjoyment of rasa.
The first stage is constituted by the presentation of the simple meaning
or situation, which is called abhidhid or denetation in the case of
words used in poetry. This, however, is accompanied by a peculiar
process of generalization called bhavakatva or vibhavana or
sadharanikarana. This is really the imaginative transformation of
reality into a spectacle which is lifted out of actual space, time or
social relations. This is followed by a peculiar subjective experience
where the mind is in a state of luminous peace and withdrawal into
its own pure nature. This is called bhojakatva. Viewed thus, rasa is
the subjective enjoyment of the sthayibhava within a generalized or
- universalized context. The sthayibhava which is here enjoyed is not
to be identified with any specific or actial feeling whether of the real
character or the actor or the spectator. It is rather the focal element in
an ideal situation, apprehended within a concrete or imaginative
subjective vision. Drama or any art presents the ideal truth of feelings
and felt experiences imaginatively, thereby creating a generalized
context which remains at the same time something concrete and
directly experienceable. Bhattanayaka is, thus, able to expound the
nature of rasa within the category of what may be called a subjective
universal, a notion which is analogous to that of Kant.

It will be admitted on all hands that Abhinavagupta was the
greatest thinker in the Indian tradition of aesthetics. He was not
only a saint but also philosopher, musician, poet and critic. He has
interpreted the concept of rasa in the light of the theory of dhvani and
the spiritual metaphysics of the Pratyabhijiid school of Kashmir
Saivism. For him, the world presented by a dramatic or poetic or any
art work is imaginative and quite distinct from the actual world. It
is, therefore, described by him as alaukika. The actual world is based
on causal forces. The representations in art are only ideal and consist
of images and meanings. That is why the vibhava, etc. are alaukika
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and are not to be confused with the real causes, auxiliaries and
consequences of emotions in real life. Feelings are not presented or
represented through any imitation on the stage. The)f are
apprehended in terms of an immediate and subjective experience
brought about by the evocative power of acting or words. The
generalization to which Bhattanayaka alludes, transforms not
merely the object of aesthetic experience and the relation of the
spectator to it, but also the subjectivity or self-awareness of the
spectator. Now, the self of the spectator as of any other human being
consists of pure consciousness which has the innate capacity of
self-expression. The whole universe is of the nature of suc'h
consciousness. All particular experiences arise out of this
foundational consciousness or samvit, through specific
determinations of subjectivity and objectivity. As a result, all
experiences end up as the content of a moment of self- consciousness.
This moment of resting in the inward nature of consciousness
(samvidvi$ranti) constitutes a beatific moment. It is the peculiar virtue
of aesthetic experience that by detaching the self from its natural or
habitual determinations, leads it to a moment of inner experience,
mediated by feelings and images. Rasa, thus, has to be understood
as a kind of mediated and transitory self-experience. At this point it
is not difficult to see how aesthetic experience at once moves and
enlightens. It is described in terms of a vivid imaginative self-
realization. Such an experience has a peculiar illuminative intensity.
It is this quality which is designated as rasa.

Abhinava admits that there has been a development in
understanding and his own views depend on the contribution of
earlier scholars. The first point emphasized is that Bharata himself
has stated rasa to be the meaning of the poetic work (kdvyartha). The
proper reader of poetry or spectator of drama gathers from the words
or acting something more than the obvious presentation. Such a
reader has to be an adhikari, i.e., duly qualified. His heart must be
capable of pure intuition (nirmala pratibhana). Such a person, on
hearing the sentences or watching the actors, attains mental intuition
where the specific time and place of the direct meanings are
disregarded. Thus, in the presentation of fear, neither the object, nor
the subject of fear are apprehended in relationship to any specific
actuality. That is why the idea of fear is vividly experienced without
the spectator being overcome by fear. The generalization which is
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effected in this process of aesthetic experience is not a limited one.
All limitations of space, time and causality belonging to the actual
world are disregarded in favour of a world created by imagination.
All the spectators share a common experience, despite as their
individual differences, they share a common structure of instincts.
The unobstructed contemplative consciousness is ecstatic
(camatkara). Rasa is bhava grasped in a such a state of intuitive
contemplation.

The philosophical interpretation which Abhinava gave of rasa
as samvid-visranti or camatkara underplayed the essentiality of the
specific roles of different media and techniques in the different arts
and converted rasa into a universal aesthetic category comparable to
beauty. The emphasis on beauty suggests something objective and
hence promotes the danger of seeking it exclusively in specific art
forms. Rasa, on the other hand, clearly emphasizes the subjectivity
of art experience. Bhattnayaka had already brought out the universal
character of this subjectivity. The distinction of rasa from any merely
psychological experience is clear in Abhinava, where rasa is
transcendental, the return of consciousness to its own innate and
- universal but immediate ecstatic nature.

Whether it is music or dance, poetry or drama, the first effect is
to attract and focus the mind and thus reduce distraction and
dullness. The next effect is to induce a generalized consciousness
which is distant from the actual ego-subject or actual objects given
in nature. In poetry and drama, there is an apprehension of the
essential nature of feelings through images. In the apprehension of
these suggested or evoked feelings, conciousness is no longer
subordinated to action or reaction as in the behavioural world. The
image of the world, instead, is the content reflective of consciousness
itself. So the last effect of art is to lead consciousness to a deepening
lucid intuition of itself. Consciousness creates the world, even as an
artist does. And the perennial function of art is to lead consciousness
back from the world to itself.

Such a theory of rasa; and by implication the theory of art, was
made possible by the philosophical genius of Abhinavagupta. It
was not matched again till the seventeenth century when the
Vaisnava dcaryas reared a new metaphysical structure for
understanding Bhakti as rasa.
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Rasa and Bhavanukirtana —
Complementarity of
Two Concepts

Kamalesh Datta Tripathi

Completion of the publication of Natyasastra with Abhinavabharati
from Baroda in 1964 coincides with a fresh interest of Indian scholars
and artists in Natyasastra and in traditional art forms available
throughout the length and breadth of the country. The search for
unity, continuity and identity in art-tradition finds a new impetus
in the discovery of Abhinavabharati. Structural unity of the Sanskrit
theatre continuing in the amazing variety of traditional theatre forms,
in an unbelievably vast span of time and space rediscovered in the
studies of Natyasastra and Abhinavablidrati, in recent years has
resulted in an emphatic assertion of identity of Indian theatre
tradition.! What has been discovered in the realm of traditional
threatre was already felt in the field of traditional music.
Abhinavabhirati revealed a theoretical basis of this identity enshrined
in the Natyasastra of Bharata.

Natyasastra offers the central concept of Indian aesthetics, i.e.,
rasa in its Sixth Chapter and another concept of bhavanukirtana,
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compatible to it, appears even before in the first chapter. Both the
concepts are complementary to each other and form one grand theory.

But unfortunately traditional Sanskrit poetics confined itself
to the sixth and seventh chapters and the chapters devoted to the
nature and structure of poetic text of Sanskrit drama and showed
scant interest in the question of ontological nature of natya as well as
the question of creative process seminally presented in the first
chapter of Natyasastra and elaborated in the commentary -
Abhinavabharati — thereon. Although Matsyapurana recognized the
significance of the concept of anukirtana® and refers to it in the context
of arts and some modern scholars have noticed this fact,® yet,
strangely enough, works on poetics and dramaturgy ignored this
invaluable notion highlighted by Abhinavagupta in his celebrated
commentary on Natyasastra. Gnoli, a modern Italian scholar, drew
our attention for the first time and translated a fragment of
Abhinavabharati explaining the concept of bhavanukirtana,* but a close
analysis of first and sixth chapters and the related portions of the
entire Natyasastra dealing with the aforesaid question of inter-relation
of rasa and bhavanukirtana is still wanting.

With this view, the present paper discusses these two central
concepts and their complementarity as gleaned from Natyasastra
and Abhinavabharati. It lays special effort for understanding the
concept of bhavanukirtana as distinguished from the concept of
anukarana.

ANUKARANA AND ANUKIRTANA

The myth of the origin of natya and story of the first dramatic
performance occuring in first chapter of the Natyasastra are important
from this angle. In particular, the failure of the first performance
whose theme was the defeat of daityas (demons) is significant.

Angry as they were, asuras and danavas (demons) caused
troublesome interruptions during the first dramatic performance.
The objection against the performance raised by Virupaksa, together
with the host of the daityas and vighnas (obstacles), had deep
implications. The daityas said to Brahma, “This knowledge of theatre
which your Lordship has created at the behest of gods, has
humiliated us. Oh pitamaha of the entire world, this ought not to
have been done by you in this way” (NS, -103-3-1/2, Baroda edn.
pp- 33-34).
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The first performance was the nature of anukirti, or anukarana
(imitation), and it is apparent that the daityas took anukirti too
literally. Brahma tried to remove the misgivings of demons about the
nature of natya by describing it as trailokyasya sarvasya natyam
bhavanukirtanam (the glorious retelling of the bhavas, or the emotive
states of the entire triple universe).?

Although Bharata defines drama as anukarana elsewhere also
Abhinavagupta emphasizes that natya is essentially anukirtana
(retelling) of the bhavas (emotive states) and not anukarana, i.e.,
imitation. Abhinavagupta raises deeper ontological and aesthctic
questions when he asks whether there is a comprehension of natya
as reality (tattva) or as similarity to it (sadrsya), as in the case of a twin
or as an error (bhranti) as in the case of silver mistakingly recognized
as such in a piece of mother of pearl. Or theatrical reality is the
superimposition (aropa) as in the case of viewing the face of the
beloved as moon, or as identification (adhyavasaya) as when one
says: “This man from the land of vihika is a bull.” Or can we say that
reality in theatre is a metaphoric supposition (utpreksyamanatva) as
when moon is fancied as the face of night or it is a replica (pratikrti)
as in the case of painting or a model, or as imitation or reproduction
(anukarana) as in the case of the intense desire of the pupil to recite
the words of the Vedas as they are taught to him by his teacher. Or
can we explain it as a sudden creation (tatkalika-nirmana) as in the
case of magic, or as an appearance of something (tadabhasa)
reproduced by tricks as in the case of the illusion created by a sleight
of hand? Abhinavagupta offers a number of options mentioned
above to explain ontologically the nature of natya” and denies all
such hypotheses for the following reasons:

First, if we take ndtya as real or in the form in any such option
as stated above, the spectator (drastr) would lose his interest in the
theatrical spectacle, for a spectator cannot be expected to have interest
in that which does not concern him. How can the spectator have an
interest in the ‘real Rama’ being present on the stage unless there is
some common ground which relates both, i.e., the spectator and the
‘real Rama’. What is true in the case of hypothesis of taking natyas as
‘real’, is also true in case of other hypotheses. If the theatrical persona
is taken to be ‘real’ or in absolute likeness to the real or in any other
way mentioned above, there would be no scope for
‘depersonalization’ or ‘universalization’ (sidharanikarana), of the
dramatic characters and environment in which the characters have



58 THE CONCEPT OF RASA

been placed in drama and the ‘emotive states’ represented in it.
Moreover, there would be no possibility of relishing rasa, due to the
lack of ‘depersonalization’ or ‘universalization'. '

Secondly, when a poet has been bound to a description Ueq by
any of these aspects, poetry is likely to suffer, for if a poet/playwright
oran artist takes theatre as reproduction of reality, or even something
similar to it, he is not able to chisel out the flawless piece of art dueto
the very ‘fixity’ of the nature of the objects to be represented in theatre
and other art forms. The very freedom of the poet, playwright, and
artist is severely delimited, if we take ‘art’ as an ‘imitation’ or as
‘superimposition’, etc. ]

Thirdly, the performer’s vision of art, which is essential to
theatre, would not find its accomplishment, for he (the performer)
would be involved in the most basic of the actual feelings of ordinary
life, such as rage or indulgence, etc., as it usually happens at the
sight of a couple engaged in love making (the onlooker may be filled
with a sense of indignation or indulgence, etc.). And if so, the
performer engrossed with his own personal experience would not
be able to represent the reality of life. The fault of daityas lies in the
fact that they took the natya as identical with anyone of the hypotheses
stated above.?

Abhinavagupta raises the objections from the angle of aesthetic
experience of the spectator or connoisseur of the art, from the angle
of playwright as well of an actor (second and third arguments have
been put forward from the viewpoint of creative process) and singles
out the concept of anukarana in his brilliant analysis, for anukarana
appears to be basis for all other hypotheses in one way or the other
and argues that imitation (anukarana) amounts to be a farcical and
comic copy of the ‘real’. Therefore, it is essentially a distortion
(vikarana). It makes the indifferent one simply laugh and may cause
indignation in those who belong to the side of the imitated one.’

Moreover, the reproduction of figures like Rama, who belong to
a hoary past, is simply impossible. Neither can someone similar to
Rama be produced because no one existed at the time of the actual
event who is supposed to have seen Rama nor can the actor reproduce
his own sorrow just like that of Rama, because it is absolutely absent
in him. If it were actually present in him, his performance would fail
to be a reproduction. Thus, the theory of anukarana stands totally
rejected.' If principal prima facie view of anukarana is rejected, then
all such similar views are automatically rejected.
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. Natya is, therefore, an anukirtana of the bhavas. It is not a
‘reproduction’ in a strict sense; rather, it is a representation in the
form of ‘retelling’. This retelling is not of an actual event. On the
contrary, it is retelling of the bhava (emotive state) underlying that
particular event.

Abhinavagupta does not elaborate the concept of anukirtana.
We have no option except understanding it through the etymological
meaning of the term kirtana.

The term anukirtana means ‘retelling” or ‘renarrating’, rather
than ‘imitating’, ‘making’ and ‘reproducing’ things or emotive states.
It is in no way an exercise for creating an illusion of the real. This
creative aspect of retelling the bhavas entails endless ways of the
describing (varnana) the life and the world (trailokya-svabhava), for
kirtana means repeated telling, reciting, and describing.

Secondly, the act of reverberating the bhavas (emotive states),
lokasvabhava (the internal and external nature and behaviour of men,
women and all beings), and trailokya (the triple universe) belongs to
the order of extolling them. It is not merely re-stating the real. It is the
retelling of the real, in order to glorify it. This act of retelling or
anukirtana captures the essential meaning of the original more
powerfully than the ‘imitation’.

Thirdly, it is the creative act of the artist/poet/dramatist and
of the performer exercising his freedom to avoid whatever he deems
fit to be avoided (anucita, i.e., wrong, evil) and to incorporate whatis
tobe adopted (ucita, i.e., right, good)."

Kirtana etymologically includes all the three meanings but the
most important is the idea that it is not an imitational reproduction,
butareverberative representation. An artist does not recreate ‘reality’,
at best, he ‘retells’ it in a glorious way. Kirtana, in course of time,
acquired another more specific meaning, that of ‘raising a temple or
a monument’ in order to celebrate an auspicious or favourable
occasion.” This sense of celebration is abundantly present in the
meaning of anukirtana.

Here one may be a bit careful: Though anukirtana may be
rendered here as a ‘representation’ or imaging or mimicking, there
is some qualification which makes us realize the immense
underlying difference between the Aristotelian and Indian concepts.

The concept of anukirtana is deeply rooted in the Agamic idea
of vac.”?
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Natyasastra derives this illuminating idea of ‘glor‘ious retel]ing'
(anukirtana) of ‘affective emotions’ (bh#va) from the Vedic and Agamic
view of vic and thus explains the exclusive nature of not only Indian
theatre, rather, for that matter, the nature of entire Indian literature
and art forms. -

We may confine ourselves, for facilitating the present
discussion, to natya, which has been specifically defined as abhinaya
of rasa and bhava ™ Etymologically the term abhinaya is derived from
the root 7 to carry, with the prefix abhi in the sense of towards. Thus,
abhinaya is the theatrical action expressive of rasa and bhava carrying
it to the spectator. .

$arngadeva, a medieval exponent of dance and music,
therefore, defines natya quite in consonance with the concept of
Bharata and Abhinava, primarily as rasa and secondarily as

abhinaya.’s Thus, Sanskrit drama has all alopg been viewed in terms
of prayoga or performance and in terms Qf kr:xyﬁ-or practice. Moreover,
whatever is extrinsically abhinaya, it is intrinsically rasa. Thus, natya
is ultimately rasa. Yet in order to make the sahrdaya experience the
rasa through bhava, prayokta or the performer is required to delineate
bhavas [emotive states-lasting (sthayin) as well as the fleeting ones
(saficarins), through the vibhavas (the stimuli), a person with reference
to whom a sentiment arises (alambana) and the natural and necessary
connection of a sentiment with the cause which excites it (uddipana),
(anubhdvas — the facial and bodily, expressions consequential to
emotive states)]. Thus, abhinaya is made possible. This is the reason
why after the exposition of the rasa and bhavas, exposition of abhinaya
takes place in Natyasastra.

Since natya is primarily a body-language, hence drgika comes
first. A very broad treatment has been given to angikabhinaya. The
angika is loaded with several layers of contextual meaning which
can be understood in terms of the whole spectrum of the Indian
tradition from the mystical and the speculative to the ritualistic and
the purely physical. This contextual framework of Bharata is an
essential prerequisite for understanding the seemingly simple and
arbitrary aphoristic, classification of the body and their ‘uses’ and
‘usages’ for expressing the emotions and situations.

After clearly defining the relationship of the ‘expressive’ and
‘expressed’ of the corporeal language based on movement and rest
in the chapters 8 to 12, Natyasastra takes up the question of putting
up this language into practice in chapters 22 and 25. Abhinavagupta
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very clearly expounds the significance of these two aspects in
Abhinavabharati thereon.'

As in our life, the emotive states as well as the stimuli and the
environment are almost intertwined, so does it happen in the realm
of abhinaya. Although the complementary nature of the samanya and
citrabhinaya may be clearly seen in any excellent performance of
traditional natya or nrtya, the three-fold samanyabhinaya - particularly
the sattvikabhinaya, the siica, the ankura and the other kinds of arigika
samanyabhinaya — is predominantly employed in expressing the
bhavas. Samanyabhinaya is employed for the portrayal of bhava and
citrabhinaya is the technique for the delineation of vibhava."”

Thus, in our traditional natya, abhinaya may be seen as
anukarana of the entire universe, which ultimately transcends the
mimetic representation and attempts at ‘metacreation” through the
imagination on the basis of the conceived form and behaviour in
order to ‘retell’ the bhava (anukirtana of bhava). Therefore, traditional
theatre may be better defined in terms of ‘telling’ rather than ‘doing’.

In fact, anukarana and bhavanukirtana may be viewed as
functionally parallel to abhidhd and vyafijana, some imitative
reproduction based on and similar to vacya-vacaka bhava
(denotational relationship) is needed as the first step in dramatic
performance.

But, if it is too similar to the real, it will appear too gross and
create, at best, an illusion of the real. Such an attempt in art may be
seen as corresponding to a matter-of-fact statement in ordinary life.
On the other hand, retelling of the real through gestures, colours,
lines, curves, notes and so on may be seen as parallel to vyarijana.
Pt. K.P. Narayana Pisharoti, translator of Natyasastra in Malayalam,
explained this fact to this author a few years ago.

THE PERVASIVENESS OF THE CONCEPT AND ITS
CULMINATION INTO RASA
This idea of anukirtana of bhava is a pervasive one and permeates the
entire universe of Indian arts including dance, drama, literature,
sculpture, paintings, architecture and music, etc. This anukirtana, as
the delineation of stimuli, situation and the emotions, culminates
into the ultimate rasa. It is a journey from temporal and spatial to
that which goes beyond time and space. It starts with the vivid
delineation of relationship and then transcends it. In other words, it
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is transcending the multiplicity and merging into the unfragmented
‘whole’. Entire traditional Indian philosophy strives for a leading
from discursive knowledge (vikalpa) to a non-discursive one
(nirvikalpa). Indian arts do the same, but in a different and a more
spontaneous way. ‘

Sanskrit natya has been a means of realizing most intense,
immediate, direct and concrete aesthetic experience, i.e., rasa through
the anukirtana of bhava. This anukirtana of bhava in theatre is a holistic
art-process, hence, it requires both music as well as dance as its
integral elements in order to infuse delight (raiijana) and beauty
($obha). The effect of the music may be seen in an instant and
immediate experience of delight while dance instils certain amount
of stylized beauty in the visual action and behaviour. The manner in
which the performer elaborates the bhiava and the surroundings given
in the theatrical text through movement, gesture, facial expression,
songs and music, lies at the heart of rasa-aesthetic system. The
difference betweem Indian and Western modes of presentations has
been brilliantly analyzed in the following statement:

Rather than acting out on stage an important action as is usual
in Western drama — the death of a character, for example - in
Sanskrit practice the character is shown reacting to that action.
The performer mirrors in ever more elaborate patterns the
chain of emotional responses which an action triggers.
Dramatic form and theatrical technique, it could be said, are
designed to reveal and to express emotional states, and it is
the audience response to those emotional states that is Rasa."

In fact, poetry or drama springing from the awareness that the
primary human impulse is to imitate, emerging from the ontological
postulation that our universe is the universe of duality or multiplicity
and the basic concept of time as a linear and irreversible one,
definitely stresses action, character, situation and above all conflict.
It also stresses the ultimate and creative experience as being of the
nature of ‘understanding’ the self and the forces of change in life. It
is not accidental that the Western thought of theatre assumes new
height in the Brecht’s concept of theatre, where theatre becomes a
vehicle of not only knowing life, but knowing for the sake of changing
it. His idea of theatre helps achieve this objective of ‘understanding’.
On the other hand, there is the traditional Indian view of arts and
aesthetics of rasa. In spite of the social and historical changes reflected
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in the Sanskrit plays and in spite of its dynamism, Sanskrit drama
could preserve its essential nature and its links with the Sanskrit
theatre traditions till the first half of the nineteenth century.

Although natya as kriya is creative anukirtana of the bhava, yet
Bharata, at the same time, views natya as the anukarata of the ‘three-
fold universe’ and the seven continents (sapta-dvipa). But this Indian
concept of anukarana may be distinguished from the Greek concept
of ‘mimesis’ in terms of its capacity to create a new world, whereas
mimesis represents the world. In the Indian concept of anukarana,
“the model is forgotten as soon as the creation is complete”.'

Abhinava upholds the view of his celebrated teacher,
Bhattatauta that no recreation of the original historical ‘Rama’ is
possible as the actor only retells the historical or the present reality
in traditional Indian theatre in a glorious way. Moreover, nafya is
the celebration of reality.

Thus, natya may be viewed experientially as rasa. While
anukirtana of the bhavas is a creative act in the sense of kriya, rasa is an
experience (anubhdva) of the ‘Self, as vimarsana ('’ consciousness),
the subtlest, the most intrinsic, indivisible, fundamental, fullest and
purest aspect of the kriya (activity) as §aktt potentiality lying dormant
in our consciousness.

All particular experiences in our ordinary life subjectively and
objectively arise out of the foundational consciousness (samuvit)
through specific ideational determinations (adhyavasaya or vikalpa).
Therefore, all the experiences in arts, at the outset delineate the same
ordinary life and relationship, yet ultimately culminate in the rasa-
experience which is the same foundational and aesthetic ‘I’
consciousness. Moreover, Bharata defines natya as expressive of
kavyartha (poetic meaning), i.e., rasa, and distinguishes it from ‘pure’
nrtya (dance), which is independent of kavyartha. It is in this sense
that nrtta may be termed as ‘non-representational’ art form and natya
as a ‘representational’ one.

Bharata declares, “Nothing proceeds on the stage without
reference to rasa.”? He and his commentators emphasize that when
all the components of the drama beginning with vibhava (the cause
of the ‘emotive states’ and the environment in which they take place),
anubhdva (the ‘consequents’ expressive of those ‘emotive states’),
etc.,, are presented, the realization of rasa manifests itself in the
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spectator. Similarly, when any element required for the manifestation
of rasa is missing, the rasa realization is rendered difficult, indirect,
or incomplete.

Since cosmic multiplicity was created through the primordial
act of sacrifice, therefore, unity may be regained through the same
sacrificial act, freeing the self from its spatial and temporal
limitations. The same creative act takes place in the sphere of
aesthetic experience. The sahrdaya (aesthete) of traditional Indian
art, literature and theatre attains repose in his deeper ‘Self’
(atmavisranti) for a moment and experiences rasa after having
transcended the duality of relationship seen in temporal and spatial
differentiations. It is an experience in which we move beyond
ordinary temporality and spatiality, an experience which begins
with the awareness of the ‘relationship’, but ultimately transcends
it. However, the experience of Western art form is confined to the
awareness of either affirmation or negation of a specific relationship,
and is therefore entirely different from its Indian counterpart.

Art forms in which one has to transcend the temporal and
spatial differentiations manifested in the world of relationship offer
a very different aesthetic experience. Although in such art forms,
one begins with the delineation of the vibhavas, anubhavas as well as
saficaribhdvas (relatively fleeting emotions), and the sthayibhavas
(lasting or permanent emotions), the point of culmination is
sadharanikarana (de-personalization, universalization) in which
these vibhavas, etc. neither appear belonging or not belonging to the
aesthete, nor belonging or not belonging to others (either an enemy
or a friend or someone quite different), for there is neither affirmation
nor negation of the specific relationship at the stage of
universalisation.

It is an anuvyavasaya (re-perception and recognition). Rasa is,
thus, awareness of the unfragmented Self or atmaviéranti, repose in
the Self. Hence, it is wonderful. It is known by such synonyms as
relishing (rasa, rasana, asvadana), mastication (carvana), flash of
wonder (camatkara), immersion (nirvesa), and enjoyment (bhoga).?'

Ancient Indian culture experienced an integral view of
creativity and aesthetic experience in this concept of theatre, that
has its basis in the holistic view of the universe and in the circular
concept of time.

Itis not ultimately imitating and repeating the ‘other’; rather it
is retelling the ‘becoming’.



RASA AND BHAVANUKIRTANA 65

COMPLEMENTARITY OF THE TWO CONCEPTS OF
BHAVANUKIRTANA AND RASA

The complementarity of the two concepts may be made clear from
the fact that Bharata offers two different analogies of the ‘concept of
rasa’. The first analogy of sadava rasa? illustrates the process of
vibhavanubhava vyabhicarisamyoga giving rise to a unique and new
experience, i.e., rasa which is manifested in the heart of the spectator
of drama, whereas second analogy of ‘seminal rasa’ (bijasthaniyah
kavigato rasah)® and the rasa as emerging into a tree and offering its
fruit illustrates the unity of experience from poet to the spectators
through the play. .

The creative process emerges from the rasa-experience of the
poet/artist and is concretized in the anukirtana of bhava through the
delineation of vibhava, anubhdva, etc. in the dramatic text or the work
of art-poetry, paintings, sculpture, etc. But the emergence of rasa in
the heart of connoisseur of art depends upon the ‘delineation of
vibhava’, etc. It can never be brought about ‘denotatively through
just citing the term $rrigara and so on.

Thus, rasa experience in the spectator depends upon the
‘glorious retelling of bhava’.

This inter-dependence of each other explains the
complementary nature of both the concepts.

Such an understanding of rasa not only embraces all the aspects
needed for a complete aesthetic theory which explains satisfactorily
the questions of the ontological nature of work of art, the creative
process and the aesthetic experience, but presents a profound and
pervasive vision of Indian aesthetics. Dhvanivadins visualized all
these aspects present seminally in Natyasastra and developed it in
their works in the light of philosophy of grammar on one hand and
Trika philosophy on the other. Abhinava’s interpretation is a
testimony to this fact in the dramatic text or the work of art, i.e.,
poetry, paintings, sculpture, etc. But the emergence of rasa in the
heart of connoisseur of art depends upon the ‘delineation of vibhava’.
It can never be brought about denotatively through just citing the
term $rrigara and so on.

Traditional Indian theatre and, in fact, the entire traditional
work of art, may be ultimately defined as ‘bhavanukirtana’ in terms of
creative process and it may be seen as rasa in terms of ‘aesthetic
experience’. The work of art is simultaneously ‘a glorious retelling
of emotive states’.
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Metaphysical and Psychological
Approach to Rasa by

Abhinavagupta and
Visvanatha

Biswanarayan Shastri

Bharata’s Natyasastra is the earliest' available treatise on dramaturgy
and literary criticism, which gives the definition of rasa or flavour.
The definition of rasa runs: “vibhava anubhava-vyabhicari santyogad-
rasa nispattih.”? Though this definition of rasa appears to be simple
and precise and has been accepted by all subsequent rhetoricians,
they differ widely in providing meaning of the terms samyoga, contact
or combination, and nispatti, realization or experience. One may
render into English the above-mentioned Sanskrit sutra thus:

Vibhiva, the exciting mood or the element which causes that
mood, in combination with anubhiva, the accessary mood and
vyabhicari, the transient mood makes completion of rasa. Such
a rendering is crude and does not reflect what the siitra is
intended to mean, observe the commentators.



METAPHYSICAL AND PSYCHOLOGICAL APPROACH TORASA 69

The different interpretations given by different commentators
and the stands taken by them have given rise to the presumption
that rasa theory was conceived and discussed even prior to Bharata.?
We are concerned with the post-Bharata position and particularly
to Abhinavagupta’s (c. 10th ap) doctrine of rasa.

Of the commentators on Natyasastra, the theories propounded
on rasa by Bhattalollata (c. 9th ap), Sri Sankuka (c. 9th aD),
Bhattanayaka (c. 9th Ap) and Bhattatauta (c. 11th Ap) have been
quoted in Abhinavabharati, the commentary by Abhinavagupta. The
works by the above-mentioned authors were lost and the scholars
are totally dependent on what has been quoted in Abhinavabharati. It
isnotabsolutely clear if Abhinava quoted them verbatim or expressed
their views only, and scholars have not paid due attention to this
aspect. A reference may be made to a piece of quotation in
Vivaranatika on Kavyaprakasa, which differs from what is quoted in
the Abhinavabharati as belongs to Sri Sarikuka. The gist of the statement
is — when an actor plays Rama and imitates the sentiment of Rama,
the spectators realize it as their own; the meaning of rasa nispatti is
inference of sthayibhava as rasa.*

The views of the commentators could be understood in the
prevailing philosophical doctrines, mainly Mimamsa, Samkhya, Nyaya
and Kasmira Saivism.

The causation theory of Nyaya-Vaisesika, the transformation of
Samkhya, and monism of Vedanta and Sivadvaita had their influence
on postulation of rasa theory and arriving at the conclusion. The
discussion on the nature of aesthetic experience on reciting a kavya
or witnessing a dramatic performance resembles that of
philosophical theories.

It is to be noted that Bharata’s definition of rasa suggests that
rasa is to be realized or experienced, that is in respect of dramatic
performance where there are three entities, namely, the heroes of the
theme, the actors and the spectators. In a kavya these three are reduced
to two, the heroes of the theme and the reader. If the dramatist comes
to the scene, the dramatic performance has four entities and a kavya
has three, but the dramatist is not counted. Bharata’s definition of
rasa is in respect of drama, which, later on has been transferred to
kavya, and drama it seemed, was pushed to a secondary stage.

Bhattariidrata (c. Ap 850) states this tendency of shifting
emphasis:
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prayo natyam prati prokta bharatadyaih rasasthitill/
yathamati mayapyesa kiavyam prati nigadyate//*

This provides a clue to the interpretation of rasa by Bhattalollata,
the foremost commentator of Natyasastra. Bhattalollta posits, “where
is rasa and where does it reside?” He states that rasa is not in the
visual and verbal presentation of a theme by an author or an actor;
rasa is an idea. What idea is represented? The real Rama? The actor,
who plays Rama? Rama, the described one? Or, the painted one?
The reply is: it is an abstract idea of Rama, which is conceived by the
author or the actor. He identifies this idea for creating a condition in
the mind which seems to be real and to drive home the point.
Bhattalollota’s view may be presented like this - the rasa emerges in
the mind of anukirya (who is imitated), meaning the dramatic
personae. The actor imitates the sentiment of Rama as has been
described and he realizes or experiences rasa. Thus, rasa is
experienced by nata and the spectators do not matter.

Utpalacarya (c. 9th ap), the author I$varapratyabhijiia-karika,
mentions a term pirvabhdsa-yojand which conveys the sense of
incipient-experience and refined sensibility to state the highest form
of Siva. Bhattalollata uses the argument for experiencing aesthetic
artistic presentation and its experience.

Bhattalollata’s views could be gathered in what is quoted by
Abhinavagupta. Bhattalollata, as quoted, says: anubhavasca na
rasajanya atra vivaksita, tesam rasakaranatvena ganandrthatvat api tu
bhavanameva. This means anubhava is not a cause for experiencing
rasa; inconsistent emotiveness vyabhicari makes rasa to emerge when
associated with the permanent sentiment or sthayibhava.

Sri Sankuka, the main opponent of Lollata, criticizes Lollata’s
theory on rasa and advances a new theory, which is known
traditionally as anumitivida, that rasa could be realized or experienced
by inference. Sri Sankuka utilizes arguments of logic relating to cause-
effect theory. He says that if the sthayibhava is already existent, then
the theory of causation does not arise, and if it is not existent then its
association with vibhava is impossible because two existent entities
may combine. Thus, the causation theory stands refuted.

Sri Sankuka’s theory of rasa can be stated here briefly. The
sthiyibhava of the hero is imitated by an actor and he realizes the
experience of the sentiment which is transferred to the spectators.
He compares this experience with the experience that is gained on
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seeing a painted horse (citra turaga). That a painted horse is not a
real horse, and not a non-horse, nor similar to a real horse. This is
non-realization which is devoid of contact with the outside entities
(vedyantara-sparéasiinya), a realization which is neither real, nor
unreal, nor similar to the real. The same way when the spectators
observe an actor playing Rama, he realizes that he is neither Rama
nor non-Rama nor similar to Rama. In short, Rdma’s emotion as
imitated by the actor, which appears as rasa in the mind of the actor,
is transferred to the spectators. He says the meaning of rasanispatti
is, rasa is inferred. Sri Sanikuka’s theory has been opposed by
Bhattanayaka, Abhinavagupta and others- Bhattatauta, guru of
Abhinava, has also advanced his views in kdvyakautuka on drama
and its performance.

Abhinava rejects the theory of Sri Sarikuka on imitation by
saying that it is impossible to imitate sentiment of the hero (anukarya)
and itis also impossible that the spectators imitate the sentiment of
the actor, because by imitating others one becomes a laughing stock.

para-cestanu-karanad hasah samudpajayate, says Bharata.

It is impossible to imitate alambanavibhava or uddipanavibhava.
Moreover, what is imitated? Body movements are imitated. It is
wrong. Love, anger, sorrow are the instincts or permanent sentiments
of human being which cannot be imitated. No cittavrtti of an entity
could be an object for imitation. Nobody knows how Rama expressed
his sorrow on his separation from Sita. Thus Abhinavagupta refutes
the theory of Sri Sankuka by shifting emphasis from the outward or
visible aspect to the psychic sphere, and propounds his theory of
experiencing rasa.

Bhattanayaka advances a new theory of rasa which is known
as Bhojakatvavada in the traditional circle. He says that rasa is neither
perceived nor caused nor manifested. It is to be enjoyed by the process
of bhavakatva and bhojakatva-vrttis, which follow the abhidha-vrtti of
works. His view is:

first the words of literature and in the presentation of a drama
appear as they are and understood. Then by the operation of
bhavakatva-vrtti the entire episode appears as common to all
human being, which is different from manifestation, feeling
and remembrance. The process of bhavakatva is not an ordinary
psychological state.®
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Bhojakatva-vrtti, which makes rasa to be experienced, causes
sattva-guna to appear prominently by suppressing the other two,
rajas and tamas, and this is the condition for rasa realization. This is
bhogi-karana or sadharanikarana, i.e., rendering the sentiment
universal, free from individual relation. This is like the realization
of Brahma, absolute. According to this view, realisation of rasa is not
a psychological affair of an individual. Thus, Bhattanayaka has
stated that it cannot be said that rasa is perceived or cognized if rasa
is caused to emerge or rasa is manifested. Bhattanayaka’s
metaphysics clearly follows the monistic Vedinta and presents the
world as a phenomenal one. It is seen that Abhinavagupta accepted
the sadharanikarana concept presented by Bhattanayaka.

When such aesthetic discussion was going on in full swing,
and the different views were vigorously propagated, there appeared
Abhinavagupta (c. 10th Ap), the towering personality with his deep
knowledge of Kashmir, and Saivism and Tantrik practices.
Abhinavagupta had the views of the commentators who preceded
him and also the exposition on drama by his guru Bhattatauta, and
senior contemporaries like Bhattainduraja and others. Abhinava’s
commentary on Anandavardhana’s Dhvanyaloka may be seen as an
attempt to redefine the Dhuvani theory, which was criticized and
demolished by Bhattanayaka. Though Dhvanyaloka-locana and
Abhinavabharati survived, Bhattanayaka’s original work
Hrdayadarpana was till date not available to us. Abhinavagupta has
commented on all aspects of Bharata’s Natyasastra. However, we are
concerned with his rasa theory as may be gathered from his comments
on Natyasastra's rasanispatti. Abhinava with his deep knowledge of
the Vedanta philosophy, practice of mystic Tantra and having faith
in Sivadvaita, with the skill of a commentator and an insight of an art
critic states that for perceptual individual experience, the perception
of universal is absolutely necessary. Thus, Abhinava places the
psychological individual experiences as the pivot for rasasvida
which is a universal experience. The attempt to describe the theory
of rasa by Abhinava in few pages appears to be an impossible
proposition. However, Abhinava extends the principle of
propounding a relation of self (Jivr) with the absolute or universe
(Brahma) to the aesthetic pleasure. Though the absolute is self-
luminous, it is not self-conscious. As against this, Sivadvaita doctrine
admits that absolute (may be called Mahesvara) is not only self-
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luminous but self-conscious and dynamic also. In the commentary
by Abhinava on rasa these two different principles, which do not
agree, except the self-luminousness of absolute, could be seen.

Abhinavagupta states that after one understands the meaning
of a kiivya, there appears something new, which is perceived by the
mind. Such a perception is free from the limit of space and time and
individuality, and this is a new perception. As it is free from
limitation, the perception is perfect.

S.N. Dasgupta explains the process of universalisation as
follows: .

The constitutive words of kivya produce in the mind of the
proper reader something novel, something that is over and
above the meaning of the poem. After the actual meaning is
comprehended there is an intuition by virtue of which the
spatio-temporal reaction of particularity that is associated with
all material events disappear and state of universalisation is
attained.

Citing the instance of the deer in the hermitage of Kanva hotly
chased by Dusyanta with the bow fixed with an arrow, Abhinava
says that the fear though has its root in the deer after its appearance
asindividual, it loses its individuality and becomes universal. Thus,
the pure fear sentiment becomes completely different from the
ordinary worldly fear sentiment of the individuals, because it is not
mixed with other human sentiment. “tathavidhe hi bhaye natyantam
atma tiraskrto na visesataya ullikhitah.”

In this world, the incidents which are associated with an
individual are linked with each other by some relation, or, one takes
place following the other (anusyiita), and if the relation disappears
causing fall of one or more incident, the entire system disappears
from mind. The same way when the king Dusyanta and the deer
disappear, the resultant fear loses its character and it attains the
universal character from the individual one. Thus, the fear psychic
which is experienced by sahrdayas is a common one, which is
manifested after its association with the eternal desire of pleasure
inherent in the mind of spectators or reciters.

It may be further said that sadharantkarana or universal nature
of a sentiment has two aspects, first the sentiment, say, fear as stated
above appears as one, and the second the same in the mind of all the
spectators or reciters as one common sentiment without any



74 THE CONCEPT OF RASA

distinction, “ata eva sarva-samajika-jananam ekaghanatayaiva
pratipattih-sutardm rasa-pariposaya sarvesimeva anadi-vasana-citrikrta-
cetasant vasand samvadat.” Further, the common sentiment when
mixed with eternal instinct does reach the stage of rasa-experience; it
may be experienced or tasted when a new aesthetic consciousness
arises. The new aesthetic experience is free from all limitations and
causes. This consciousness is named camatkara. This camatkara is a
new element in the rasa experience and has been defined differently.
We may callita particular condition of mind, that is aesthetic attitude
of mind. Camatkara, which is identical with the appearance of new
aesthetic consciousness, is an action of mind. However,
Abhinavagupta has not clearly stated what is the psychological
state or how it exists in the mind. He says that this may be termed as
perception, a kind of definite action (niscayatmika vrtti), an action of
recollection, a resolute action, or simply an appearance (sphiirti). (sa
ca saksatkara-svabhavo manasadhyavasayo va sankalpo va smrtir va
saksatkara-svabhavo'yam).

Although this is an appearance but how appearance takes
place cannot be explained or understood. If an attempt is made to
describe the process, it relates to time, space and individual. Like
ordinary happening it is neither of this world, nor false, nor can it be
termed as beyond the description by words, etc. Abhinavagupta
further says that in ordinary process the stream of thought is bound
to face obstacle or hindrances and therefore not free from limitation
in expression. In a kdvya or drama the thought (bhdva) is expressed
freely without any interruption, hindrance or obstacle and turned
into rasa which could flood the mind of the spectators, and that is
the stage when camatkira of rasa appears. He extends his argument
further which explains the difference of ordinary perception and
the perception that takes place on witnessing a drama. For a
perception for instance, the sense perception needs an entity for
cognition; here in the perception of rasa, mother entity disappears,
the persons whose activity causes the perception are no more there
and thus only niralamba sense persist, which may be termed as
universal ideal content. Thus, it does not depend on others for its
existence, nor does it depend on the self who perceives. Thus, when
all expected and usual impediments disappear, the new aesthetic
sense appears in the citta and mixes with the eternal vdsani and

aesthetic pleasure is experienced (hrdaya samvado lokasamanya-
vastuvisayah). For experiencing an aesthetic pleasure no
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instrumentality of sense organs is needed; it is a function of mind,
which is similar to spirituality.

Kapila Vatsyayana sums up the concept of rasa by
Abhinavagupta:

The aesthetic experience is ananda, reechoing the Taittirya
Upansad'’s dictum of raso vai sal. Like the absolute it is self-
luminous and self-conscions, devoid of all duality and
multiplicity; it emerges from a single unified source which has
the potency of multiplicity. The aesthetic experience is different
from any ordinary experience as it is not based on objective
perception, but is a subjective experience and realization. Its
nature is alaukika (transmundane) and is akin or anologous to
the mystic experience.’

This position of universalization can be stated by following
Abhinava like this:

An aesthetic composition by its very nature presents all
aesthetic situation which is emotion, devoid of all its local
characters. The other aesthetic character presents an universal
character in manifestation in different minds. This mingles
with the various subconscious or unconscious feeling lying
dormant in the mind of spectators.

Vatsyayana further states that the term carmatkara is taken from
Utpalacaraya’s work by Abhinavagupta which he “elaborates on
its metaphysical and aesthetic implication”. Camatkara is self-
conscious of the self, free from all limitations and is also luminous;
is not self-conscious.

Visvanatha, a follower of Abhinavagupta and Anandavardhana,
shapes his Sahitya-darpana after the structure of Mammata’s
Kavyaprakasa. He defines rasa that sthayibhava or the permanent
sentiment such as love, etc., which after its proper association with
vibhava, anubhava and saficaribhava, is mainfested as rasa in the mind
of salirdaya.® Here he mentions sthayibhava, the permanent sentiment.
Mammata’s rasa definition also mentions sthayibhava, which
Visvanatha imitates. '

He further clarifies his position by explaining what the word
vyakta or manifestation means, that is experienced. Flavour is a kind
something made manifest in different characters to which it is
changed just as curd or the like consists of milk. He further supports
his use of the word vyakta, that he does not mean to say that something
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previously completed and previously so extant like a pot which
becomes visible in the light. The expression that rasa is being
experienced is to be understood like the odanam pacyate and quotes
Locanakara Abhinavagupta, the commentator on Dhvanyaloka.

In short, Visvanatha following Abhinavagupta states that
when rajas and tamas - the two qualities of citta — are suppressed
and sattva quality comes into prominence, at that stage the real atman
or consciousness becomes the only element, and this is identified
with anandamaya stage. At such a moment the sense of self
disappears, one may realize Brahma, and the rasa realization is
similar to this. It is to be noted that while Abhinavagupta following
Saiva Pratyabhijiia would call it omnipotent aham, i.e., Sadasiva,
Vidvanatha would perhaps call it universal entity, the absolute. Like
Abhinavagupta he also raised the concept of rasa or precisely
rasasvadana to the highest possible level of human conception. The
observers will not miss the point that Vi§vanatha uses the expression
sattvodreka, i.e., exaltation of mind is main condition — precedent for
association of permanent sentiment. The expression sattvodreka is
first used by Bhattanayaka and though his theory of bhojakatva has
been rejected by Abhinavagupta, he has accepted Nayaka’s theory
of ‘prakas-anandamaya-nijasainvid visrantih.’

The meaning conveyed by this expression is that rasa is to be
accepted as self-manifested one and it is by its inherent nature
anandamaya which can be realized or experienced by a self with his
own intellect. How ananda could be realized or experienced is not
explained and Vi$vanatha simply says it is conceived in the same
manner as Brahmopalabdhi or realization of the absolute and he directs
the questioners to those who advocate and establish Brahmopalabdhi.
Visvanatha says that the term permanent sentiment is mentioned
not tautologically but in reliance of the maxim ‘exceptio prabat regulam’
with a view to declaring that these sentiments are not necessarily
main in other sentiments. Visvanatha simplifies the meaning of the
term camatkara and he explains it as which could be used as the
spirit of rasa. It has been defined as ‘lighting flash’ by
Anandakumarasvami, and S.N. Dasgupta calls it ‘self-flashing of
thought’ and the author mentions Narayana who defined camatkara.

The objection raised by Mahimabhatta that if rasa is accepted
as manifested one by vyaiijana, that rasa cannot be a self-luminous
one. Vi§vanatha treats this objection by saying that rasa is neither
something that is created nor an object which could be made into
manifestation. Rasa is a process of realization or enjoyment.
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Visvanatha is very clear in his definition of rasa and states that it
neither belongs to self nor non-self. He has not stated how sattvodreka
relates to mental perception and how non-self concept of knowledge
could be defined, as objective or subjective sense.
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The Problem of Santarasa

V. Kutumba Sastry

One of the most significant contributions of Abhinavagupta is his
elaborate and scholastic development of the doctrine of $antarasa.
While Abhinavagupta is, by all standards, the brightest star in the
galaxy of writers on Indian aesthetics and poetics, his doctrine of
$antarasa reaffirms the fact that the Indian mind-set always moves
towards spiritualism in all aspects of human life. The establishment
of 3anta as the ninth rasa makes it clear that spiritualism in India
influenced the domain of aesthetics also. Santarasa has been subjected
to a great deal of discussion. The discussion took place in-between
two extreme positions: some holding that éanta can never be accepted
as rasa and others holding that $anta is the only rasa from which all
rasas, indeed, do arise. The discussion of $antarasa has a greater fallout
- indeed greater than $antarasa itself — in the form of a meticulous
and minute analysis of the experience of rasa-realization. Indeed,
subtle nuances of the theory of rasa-realization came out while
discussing the $antarasa. The problem of santarasa comprises more
than several problems within it. For example:

(1) Textual problems concerned with the question of
authenticity of passage related to $antarasa found in the
Natyasastra of Bharatamuni by Abhinavagupta.
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(2) Practical problems concerned with the enactment of $antarasa
on the stage and its appeal to the people.

(3) Problems with regard to its sthayibhava.

(4) Doctrinal problems concerned with the explanation of the
process of rasa-realization.

(5) Problems related with the illustrations of $antarasa in
Sanskrit literature.

In this paper, an attempt is made to throw some light on the
last two sets of problems, as the first two sets of problems have been
more or less settled by the researchers and with regard to both of
them, the champions of $antarasa are compelled to be on defensive.
The opinion of the majority of the researchers with regard to the
portion of text related to $antarasa in the Natyasastra is in favour of
holding it as an interpolation. There is, indeed, a possibility of saying
that Abhinavagupta himself, who made the said text available for
us, expressed doubt about its authenticity. Abhinavagupta employs
weak and defensive arguments regarding the problem of its appeal
to the sensitive spectator saying how does it matter. Also, he.ﬁnds
its unfitness for enactment in a loose way. The problem of sthayibhava
is, atbest, an ancillary one and can be solved somehow or .the other.

Thus, greater support for establishment of santarasa is derived
from the analysis of the process of rasa-realization and its prevalence
in the works of established writers. There too, the second one, namely,
the prevalence of santarasa in the literary works of reputed authors,
is a source for building the argument which is simple, straight-

forward, non-controversial toa large extent and not easy to set aside.
Indeed, the efforts of establishing $anta as the ninth rasa gathered
momentum only from the time of Anandvardhana, who had built
up an unassailable theory that $anta was the main rasa (argirasa) in
the Mahabharatq. 1t is held to be one of the masterpieces of literary
criticism and a standard paradigm for others to follow.
Abhinavagupta, the foremost champion of $antarasa, too, derived
inspiration to build the doctrine of sanfarasa only from the above
discussion of Anandavardhana, in spite of his well-known leaning
towards philosophy. It is needless to elaborate the point how greatly
Abhinavagupta admires Anandavardhana.

How large is the corpus of literature with santa as its
predominant sentiment? First of all, we can cite the large corpus in
the form of the Upanisads. It is possible because many serious
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readers and critics of the Upanisads have expressed their admiration
towards them as examples of inspirational poetry too,
notwithstanding their mainly being works of metaphysical
teachings. They are considered to be the out-pourings from the hearts
of the sages in their ecstasy of enjoying the sublime basis of self-
realisation. Again, at the end of the development of scholastic rasa
theory, a parallelism has been struck between the self-realization
and rasa-realiztion. The elaborate discussion of the theory of rasa-
realization culminated in accepting that the sensitive spectator
(sahrdaya) enjoys the literature as it helps him to reveal his own self,
which is of the nature of bliss and bliss alone. This position is nothing
but the explicit endorsement of the Upanisadic statement: na hi
jayayah kamaya jaya priya bhavati, atmanastu kamaya jaya priya bhavati,
etc., wherein it is stated that all the worldly objects of enjoyment
happen tobe so only on the ground that they cause the enjoyment of
one’s own self Anandavardhana, has shown the way of treatmg the
same book as $dstra and kavya from two different points of view. He
treats Mahabharata as Sastra from the point of view of, as he calls it,
$astrayaya. He treats it as a piece of art from the point of view of
kavyanaya. Therefore, the Upanisads can also be treated as books
concerned with the metaphysical teaching and pieces of literature
as well.

Anandavardhana took the responsibility of establishing a
theory that Sanfa is the main rasa in the Mahabharata, which is the
largest literary work. He views it as $astra as well as kavya. The
purport of the Mahabharata is to establish temporality of all objects
and to instil the sense of withdrawal from the world in the hearts of
the sensible readers through the narration of miserable extinction of
the Vrsni and Pandava races. The Mahabharata, seen as a $astra, aims
at establishing the supremacy of moksa amongst all other purusarthas.
Seen as a kavya, it aims at establishing sanfa as the supreme sentiment.
Vyasa declares in clear terms:

yatha yatha viparyeti lokatantramasaravat /
tatha tatha virago’tra Jayate natra samsayah / /

Just (as much) as worldly pursuits

Turn out to be unavailing,

One’s sense of aversion to them will become firm;
There is no doubt at all.
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Anandavardhana bases his argument mainly on the effort of
Vyasa to conclude the long story by narrating the total extinction of
both the great dynasties, namely, Vrsnis and Pandavas. He observes
that such an effort will cause aversion and despair towards worldly
objects in the hearts of sensible readers. He draws out the suggestion
of the statement: bhagavan vasudevasca kirtyate'tra sanatanah (Herein,
forsooth, will be glorified Lord Vasudeva too, the eternal) as pointing
towards the distasteful and miserable end of the exploits of the
Pandavas and others which fall under the realm of ignorance and
the fact that Bhagavan Vasudeva alone is truth, reality and eternal.
This, in turn, instructs in a suggestive way: “to be devoted in heart
only to that supreme lord; not to remain attached to empty pleasures
and not to be too intent upon excellencies even like statesmanship,
modesty and valour just for their own sake!” The suggestive word
‘ca’ in the sentence quoted above makes the utter futility of worldly
existence very clear. Anandavardhana repeatedly says that the
elaborate description of heroic activities of Pandavas do have purport
in creating sense of aversion, renunciation and withdrawal
ultimately in the heart of the sensible reader.

On the basis of the above observation and clear-cut analysis of
Anandavardhana, we may, by way of applying the same principle,
say that the main sentiment in the Raghuvamsa of Kalidasa too is
$anta. Here also the intention of Kalidasa must be to instil the sense
of aversion, despair, futility and withdrawal in the minds of his
readers as he too has narrated the story of Raghus till Agnivarna
who has been described as possessing all opposite qualities to the
various qualities possessed by all the kings in the lineage. Agnivarna
is an anti-climax character as portrayed by Kalidasa. He is totally
opposite to Dilipa, Raghu, Sri Rama, Kusa, Atithi and several others.

“Why Kalidasa should culminate his kivya with Agnivarna and
yvhy not with anyone before him in the long line of virtuous kings?”
1s amoot question. No proper reply is available except the one given
by Anandavardhana in the case of the Mahabhdrata. Therefore, it
will not be improper on our part to conclude that §inta is the main
rasa in the Raghuvamsa and all other rasas are subsidiary to it as in
the case of the Mahabharata. The episodes of Dilipa’s service to the
Cow, Nandani, dialogue between Kautsa and Raghu, the grief of
Aja, the veiling of Ayodhya, also help to build the sentiment santa.
While the introductory verses in the first canto portray the ideal
kingly-hood on the basis of sama and $anta, Agnivarna’s episode at
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the end portrays the impermanence and non-eternality of the entire
world.

The presence of the element of santarasa in the greatest romantic
easily. The impact of $ama on each and every character of the drama
is conspicuous. Except a small portion of the story of V and VI acts,
the entire story takes place only in the serene atmosphere of
hermitages. The tranquility and holiness of hermitages of sage Kanva,
more so of sage Marica leave behind indelible impressions of quietude
in the minds of sensible spectators. Kalidasa’s portrayal of the
emotional communication between trees, plants, rivers and other
natural elements with the innocent inmates of the hermitages builds
it up. While verbal descriptions such as $antamidamasrama-padam
Samapradhanesu tapodhanesu, express the sentiment $anta, tejodvayasya
yugapadvyasanodayabhyam loko niyamyata ivatmadarsantaresu, etc.,
highlight the mutability and impermanence of the worldly objccts.
The Sarngarava’s

abhyaktamiva snatah Sucirasucimiva prabuddha iva suptam/
baddhamiva svairagatirjanamiha sukhasanginamavaimi//

portrays the $anta disposition beyond doubt.

Though it is ridiculous to say that $anta is the main rasa of the
Abhijiianasakuntalam, nonetheless, its presence throughout the drama
cannot be ignored. The sentiment of love is delineated on the
background of $§anta by Kalidasa. It is not far-fetched to interpret the
verse aparitosadvidusam as an expression of the doubt of Kalidasa
with regard to the success of his new and rare feat of mixing $anta
with srrigara, which are held to be mutually opponent. It is this rare
experiment which he alludes by saying prayogavijiianam. Similarly,
the heroic poem, Kumarasambhava, also has the element of $antarasa
in it. Lord Siva himself is held to be the embodiment of santa. The
burning of Cupid, the two-tier penance of Parvati, the dialogue
between the Brahmacarin and Parvati, help to build the sentiment
$anta in the poem. The Buddhacaritam of Asvaghosa and the
Naganandam of Sriharsa, of course, are excellent examples of $antarasa.
The Vairagyasataka of Bhartrhari should not miss our attention.

Apart from these conventional examples of kavya, $anta can be
cited as the predominant or ancillary sentiment in the vast literature
in the form of Puranas, and equally vast literature of bhakti and the
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spiritual stotras. Works like the Yogavasistha can be understood only
whm Weaccept $antarasa, and when they are viewed from the kdvya
point of view,

_ Therefore, no one can close his eyes to the experience of Santa
sentiment in the vast amount in Sanskrit literature. Once it has been
shown as eXperienced in the literature, the theorists are obliged to
accommodate it as one of the rasas. This compulsion is well
experienced by the Indian theorists of poetics as more or less
€very-one after Anandavardhana and Abhinavagupta has conceded
it to be a rasag even though Bharata’s text on it is not well received
evenby them.

_ One more observation needs to be made at this point. Few
writers on Indjan poetics have made an attempt to raise the case of
bhakti, vatsalya and other rasas. Among them the case of bhakti is very
strong and it also has a vast amount of literature. llustrative literature
stands as a sort of compulsion to concede more rasas and bhavas.
The theorists have to oblige the illustrative literature and modify
their theories accordingly. But, writers need not oblige theorists and
compose poems according to their canons. In spite of this fact, the
case of bhakti received a setback as it has got love (rati) as its sthayibhava
which is the sthayibhava of $rnigara too. Therefore, theorists made a
kind of vyavasthg that love between hero and heroine alone is to be
held as attaining rasg-hood whereas love between any other persons
is to be held as vyabhicarin only.

But such an escape is not possible with regard to santa as its
sthayibhava; it is not common to any other accepted rasas, whether it
is ama, or trsaksayasukha, nirveda and so on. However, if we accept
the theory of Kohala, utsaha is also cited as one of the possible
sthayibhavas of $anta. Then it becomes common for vira and santa.
But, no serious writer of $anta entertained it. Even if it is accepted, we
can distinguish between the two utsahas. Utsaha, the sthayin of vira,
is of the nature of nivrtti, and utsaha as sthayin of §inta is of the nature
of nivrtti. Sankarabhagavatpada in his famous introductory passage
of the Gitabhasya, makes an elaborate discussion highlighting the
mutual opposition between pravrtti dharma and nivrtti dharma from
various aspects. Therefore, one cannot be included in the other
though the sthayin is the same. The case of love is not the same as
there is no mutual opposition.

We will now examine the theories of rasa-realization to know
how far these theories support the case of $anta. The entire discussion
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owes its indebtedness to Abhinavagupta, the greatest personality in
the domain of literary criticism in India. Whether it is the theory of
Lollata, Sanikuka or Bhattanayaka, the source of all of them is the
fragmentary restatement of Abhinavagupta in his elaborate
commentaries on the Natyasastra and Dhvanyaloka. The entire burden
of systematization of rasa-theory fell on the shoulders of
Abhinavagupta.

The theories of Lollata, Sankuka, Bhattanayaka and others are
well known. I will make some general observations with regard to
the development of the theory of rasa, which eventually reveal the
basis for accepting santarasa. It is a fact that people derive pleasure
and joy when they see a drama or read a poem. It is an experience
that cannot be denied. The human experiences are classified under
several heads, such as, perceptual, inferential, verbal and Sastric,
imaginative, extra sensory-perceptual, etc. Similarly, it is also a fact
that people derive pleasure or joy or akind of satisfaction or fulfilment
when they come into contact with the sensory objects. An important
question arises at this point as to whether the nature of experience of
pleasure too differs on account of the difference of the means through
- which it is derived or remains the same even though the means
differ. To cite an example: there is pleasure when one eats and relishes
good food of his choice. There is also pleasure in wearing good and
new clothes of one’s choice and in applying various types of
cosmetics. The question is whether there is difference in the nature
of experience of pleasure in both the cases or does it remain the
same. To say that it differs is not easy as we do not, indeed,
differentiate the experience of pleasure per se. At the same time if we
say that it remains the same, we may face the difficulty of answering
questions like: “Why then a person should look for various kinds of
means of joyful experience?” Neither are we convinced to accept
that the experience of pleasure in each and every case is different.
This may eventually lead to accept innumerable varieties of pleasures.
We may, therefore, concede that while the goal in the form of
experience of pleasure remains the same in all the cases, everyone
tends to show a kind of preference to derive it through a particular
set of means on account of his personal attitude, tastes and habits.

Coming back to the classification of experiences as cited above,
we may group them mainly into three kinds on the basis of three
different forms of the body we possess. Needless to remind that no
experience is possible without a contact with one form or the other
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of the body (atmano bhogayatanam $ariram). The three forms of bodies
are gross (sthitla), subtle (sitksma) and causal (kirana) as explained in
the Upanisads and the Vedantic texts. We can identify them with
the body of flesh and blood, mind and the self or soul or atman,
respectively. Accordingly, we can classify the human experiences
as physical, mental and spiritual. These are, however, not watertight
compartments. They are classified only on the basis of predominance
of the particular form of the body.

If we observe the historical development of the theory of rasa,
we can see gradual development from the physical plane to the
spiritual one. Bharatamuni places the aesthetic pleasure at par with
the pleasure of relishing food. In fact, most of the technical terms of
rasa theory are common with the terms used to signify the relish of
food. For example: The very word ‘rasa’ means taste and relishment
and aesthetic pleasure as well. Terms like carvanda, asvadana, bhukti,
bhoga, etc. also support this view. Bharatamuni has drawn similarity
between the experience of relishing food and experiencing all
aesthetic joy in Chapter Six of the Natyasastra in the first line of his
famous rasasiitra:

ko drstantah? atraha - yatha hi nanavyafijanausadhidravyasamyogat

rasanispattih bhavati yatha hi gudadibhih dravyaih vyafijanaih

osadhibhisca sadavadayo rasa nivartante tatha nanabhavopagata api
sthayino bhava rasatvamapnuvanti.

He quotes two verses of his predecessors:

yatha bahudravyayutairvyaijanairyutam/

asvadayanti bhufijana bhaktam bhaktavido janah//
bhavabhinayasambaddhan sthayibhavamstatha budhah/
asvadayanti manasa tasmannatye rasasmyrtah//

Lollata may also be grouped with Bharatamuni as he holds
perception as the means of cognition in experiencing the rasa
realization.

Sankuka and Bhattanayaka place the experience of rasa on a
mental plane. Sankuka holds that inference is the means of cognition
with regard to the experience of rasa. Bhattanayaka speaks about
bhavakatva or sadharanikarana which is certainly a mental activity.
Abhinavagupta gives it a further elevation to the spiritual plane by
bringing in the concepts of avaranabhariga and revelation of
$uddhacaitanya, etc. He says all the activities of dramatic personalities
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are aimed at making the satvaguna gain its supreme predominance
and through that to break the veil that covers the self-luminous atman,
which is of the nature of sat (existence), cit (consciousness) and ananda
(bliss).

There is no doubt that the theory of rasa-realization reached its
culmination in its treatment by Abhinavagupta. But, even after
Abhinavagupta’s treatment, the theories of Lollata, Sankuka and
Bhattanayaka need not be set aside as irrelevant. For, on account of
one’s own attitude, taste, refinement and mood, one may relish the
aesthetic pleasure at any of the three levels mentioned above.
Otherwise, the enjoyment of an ordinary man of the scenes in a
drama or movie, where angikabhinaya (physical gestures)
predominates sattvikabhinaya (display of emotions), becomes
inexplicable. Pleasure is possible even without one’s identification
with the character represented by the actors. Efforts of Abhinavagupta
and others are only aimed at the scaling of its sublimity.

This basic understanding solves several problems faced in
accepting $anta as the ninth rasa. The question of its unsuitability to
the presentation on stage, its presentable sthayibhava, and its
- uncommonness are all posed from the point of view of first two
levels of rasa-realization. Since Abhinavagupta holds rasa-realization
on spiritual plane, it becomes irresistible for him to champion the
cause of santa. Seen from his point of view, these questions become
insignificant and that is how he answered them all at great length in
his Abhinavabharati.

As Abhinavagupta holds that the experience of rasa is none
other than the revelation of one’s own self, it remains the same for
him in respect of any rasa. This position impressed upon him to
accept that santa is the only rasa which is primordial from which all
other rasas originate on account of the difference in their causal
aggregate:

tatra sarva rasanam santapraya evasvadah, visayebhyo viparivrtya/
tanmukhyatalabhah kevalam vasanantaropahitah itif/

He also quotes a text of Bharata:

svam svam nimittamadaya Santadutpadyate rasah/
punarnimittapaye tu $anta eva praliyate//

Another important aspect of accepting $antarasa is the
realization that when there are eight rasas through which one can
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attain one or more of the three purusarthas (goals of life), namely,
dharma, artha and kama, there is none to attain the last and most
important of them, namely, moksa. Abhinavagupta says:

moksaphalatvena  cayam  paramapurusarthanisthatvat
sarvarasebhyah pradhanatamaly/...

yatha iha tavat dharmaditritayam, evam mokso’pi purusarthah
$astresu smrtitihasadisu ca pradhanyenopayato vyutpadyata iti
suprasiddham/ yatha ca kamadisu samucitascittavrttayah
ratyadisabdavacyah kavinatavyaparena dsvadayogyataprapanadvarena
tathavidha hrdayasamvadavatah samajikan prati rasatvam Sragaraditaya
niyante, tatha moksabhidhanaparamapurusarthocita cittavrttih kimiti
rasatvam nantyate iti vaktavyarn/

As we have made a reference to various kinds of experiences
earlier, we may notice that there is a kind of extra-sensory perception
or a kind of mystic experience well attested by the yogins. Patafijali
has explained it in an elaborate way along with its lower cittabhiimis
in the Yogasiitras. Abhinavagupta made a sincere attempt to put the
experience of rasa at par with savikalpasamadhi of Patafjali. So he
quotes Patanjali extensively in his Abhinavabharati. If this parallelism
between the rasa-realization and savikalpasamadhi be accepted, the
acceptance of $anta as the ninth and primordial rasa cannot be
challenged.

Seen from this philosophical background, it appears that
Abhinavagupta’s treatment of rasa theory and his arguments in
favour of §anta are mutually supportive and inter-dependent.
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Theory of Rasa:
A Secular Approach

Radhavallabh Tripathi

Describing the origin of natya or theatre, Bharatamuni says that
Brahma culled different elements from the four Vedic samhitas and
created natya. Rasa is said to have come from Atharvaveda.
Abhinavagupta has explained how and why rasa had to be derived
from Atharvaveda. He has referred to some of the abhicaras or Tantric
Practices in this connection.! Atharvaveda deals with such practices.
Abhinavagupta seems to suggest that the man performing a Tantric
rite makes certain gestures. These gestures become the anubhivas.
He makes a person - be it a friend or a foe — as the subject of his rite.
This person becomes vibhava. This vibhava is the cause of certain
emotions. Thus, there is an amalgam of vibhavas, anubhavas and
saiicari bhavas in Tantric rites. There are several sitktas in Atharvaveda
Where abhicaras for attracting the love and attention of a lady are
fiescribed. The state of mind while suffering the pangs of separation
Is described in such passages. Similarly, the bliss experienced at the
time of union with the beloved is also described 2 Thus, the theory of
rasa was cultivated out of the Tantrika rites or abhicdras as described
in Atharvaveda. Such rites basically belonged to the tribal people.
Tantra or abhicara has two aspects. Basically it is performed for



90 THE CONCEPT OF RASA

purely practical gains. But ultimately it is connected to something
divine or other-worldly. In the terminology of Upanisads, the two
vidyds, i.e., pard and apara are interconnected and one has to know
both of them together. In the same way, creativity leading to rasa-
realization and the experience of rasa were basically viewed at purely
empirical level. The idea of transcending the mundane reality or
ubhayadés’akﬁlalyﬁga, as Abhinavagupta puts it, has been introduced
as a superstructure.

The Indian vision encompassing the two aspects of life —
worldly and other-worldly and their invariable inter-relationship —-
has influenced our aesthetics or various concepts related to art.
Amongst the Vedic deities, Indra and Varuna represent these two
views.

In his famous Asyavamya Sitkta in Rgveda, sage Dirghatamas
describes two birds residing on one and the same tree of Asvattha.
One of them is relishing the tasty fruit of the tree, while the other is
not eating. He is simply seeing this one.®

Various interpretations have been offered to explain the
symbolism behind this mantra. Obviously, the description of two
birds here represents two different views. These can be termed as
pravrtti and nivrtti in our tradition. The former stands for enjoying
the pleasures of the world. The other one, however, stands apart; it
visualizes the world with a different perspective.

In fact, Indra and Varuna are poles apart. Indra is the presiding
deity of the indriyas or sense-organs. He is ahalyajara or the paramour
of Ahalya. He represents the epicurian point of view. Varuna however
does not stand for enjoying the world. He simply sees. He is the
witness of good or bad deeds performed by men in this world. He
regulates this world by observing rta — the universal law.* To Keith,
Varuna represents the moral elevation in ancient India, which
gradually disappears.® Deviprasad Chattopadhyay holds that
Varuna was superceded by Indra and the concept of rta by that of
Brahman, owing to the new features that eventually developed into
the social life of Vedic people.® To him, it was the replacement of the
‘primitive pre-class social organization of Vedic people that led to
the loss of rta, the simple moral grandeur’. He has quoted VII. 28.4 of
Rgueda to substantiate his theory, where the Vedic rsi urges upon
Indra to protect him from Varuna. The rsi is apprehensive that Varuna
has detected the anrta amongst the followers of Indra, and he will
punish them.
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The idea of two different world-views is embedded in the very
concept of rasa, particularly the theory of basic rasas and the
subsidiary rasas postulated by Bharata. Bharatamuni in his
Natyasastra identifies four rasas as the original rasas — $ragara, vira,
bibhatsa and raudra. Out of each of these, four subsidiary rasas are
generated. Thus, hasya is born of $rigara, adbhuta comes of vira,
bhayanaka is produced by bibhatsa, and karunaby raudra.’” Obviously,
these rasas fall into two groups. There are rasas connected with
pleasure and happiness which is derived from this mundane world.
Then there are rasas which are basically conrtected with grief, fear or
sad thought. It is in this background that the dcdryas, including
Abhinavagupta, have viewed two types or rasas — sukhatmaka and
duhkhatmaka.® Anandavardhana holds that all the rasas do not
culminate into happiness.® Rasa is formed by the mixture of mixed
feelings, misrikrtakramoraso vartate. As Bhavabhiiti says, Sambhoga
$riigara alone is full of joy. Other rasas may have feelings of sadness
and sorrow, $riigiara and bibhatsa have totally opposite directions.
How can they lead to a similar creativity and similar aesthetic
delight? The experience of disaster, fear and contempt generated by
karuna, bhayanaka and bibhatsa rasas will ultimately lead to sublimity
and grandeur from the poet’s point of view; the poetry imbued with
such experience is born out of sublime and serene, a perspective
comprising vastness or immensity, or bhiima in the terminology of
the Upanisads. In the creation and experience of rasas like raudra,
bibhatsa and bhayanaka, this experience may be a result of terror or
even hatred. To quote George Santayana:

The vivid conception of great evils and that self assertion of
the soul which gives the emotion of the sublime — Sublime
depends upon the terror, terror makes us withdraw into
ourselves, indifference comes as a rebound, and we have the
emotion of detachment and liberation in which the sublime
really consists.”®

Varuna commands respect and unleashes terror but also stands
for creativity leading to the comprehension of values.

Indra and Varuna thus represent two diverse stands of art
creativity and art experience. There is a level of art activity where the
mind is attached to physical charm. There is another level where it

comprehends the reality. These two levels percolate in the layers of
art experience too. Kant says:
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the satisfaction in the sublime does not so much involve a
positive pleasure as admiration or respect which rather
observes to be called negative pleasure.!

There is a level of affirmation, positivism and involvement in
art creativity; and also, there is yet another level where the creator
demolishes the existing reality, or negates it. For negating it, he has
to stand apart and see, like Varuna.

Visualization and comprehension of reality presupposes
duality. The idea of duality or the difference of the subject and the
object in art experience was inherent in Lollata and Sankuka. Only
Bhattanayaka and Abhinavagupta entered into the arena of monism
while interpreting the experience of rasa.

Bharata was aware of this duality or diversity of experience
that different rasas will produce. Therefore, he said: “the connoisseurs
get different feelings — pleasure, pain, etc., by seeing a performance.”2
The nature of aesthetic experience generated by each rasa is altogether
different. The state of mind or cittavrtti during the course of aesthetic
experience in these rasas is also different. Druti (melting), dipti
(enlightening) and vikdsa (expansion) — these three different states
of mind are said to result during the course of rasa-realization.”” The
effect of $rrigara lies in producing druti whereas the rasas like bibhatsa,
raudra or vira will generate dipti in the psyche of the connoisseur.

Thus, different outlooks can have their impact in creative
process as well as the aesthetic experience. There is an objective
view, leading the creator and the connoisseur to detachment and
sublimity. There is also the subjective view, leading them towards
involvement and enjoyment.

Bharata has also used the term Natyarasa to denote this
formalistic view of rasa. K. Krishnamurthy says:

What deserves our special attention here (in Bharata) is the
fact that the words rasa and bhdva are used in connection with
the actor and the artists and not in connection with the
spectator. Bharata’s Natyasdstra, if studied in this background,
will show how nowhere are the words rasa and bliva confined
to describe the spectator’s exclusive experience. They are
invariably used to refer to the activity of the artists. In other
words, a historical approach to the concept of rasa and bhiva
must admit that these two words describe the aesthetic
situation, the art object outside, more than the subjective state
of the critic."
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Bharatamuni basically viewed poetry and drama objectively.
Bhattanayaka and Abhinavagupta switched over to the subject of
the sahrdaya. They brought the inner world of the connoisseur into
focus. To Bharata, both rasa and bhava are parts of the Natyasarigraha
or the digest of theatre. Bhavas in Bharata signify various physical or
psychological states of the characters which create an environment
on the stage. Some of these states can be temporal and some of them
can be dominant. Barlingay understands sthayibhava in Bharata as
kavyartha or the meaning of dramatic text or poetry.

In the context of drama sthdyibhava is the meaning of stage-
symbol continuum; but the meaning is essentially the same as
the meaning of (dramatic) poetry (kavya) which is exibited on
the stage. Thus the kavydrtha can also be regarded as
sthayibhava. Essentially the meaning of the poetry and the
meaning of the staged poetry is the same. In one sense then
we convert the poetic meaning of the stage symbolism though
in another sense stage symbolism also yields meaning. The
concept of sthayibhava then is not entirely a concept in drama,
nor has it any fixed place, it is persistent meaning or sense

connected with drama, poetry or any expression in ordinary
language.'®

To Bharata, bhava meant the intention of the poet or the
dramatist and also the expression of this intention. Kaverantargatam
bhavam bhavayan bhava ucyate — bhava is that which leads to the
experience of the inner bhava or the intension of the poetry —he says.
Bhavika — a figure of speech — has been conceived by Dandin and
others on the basis of this connotation of bhava.! Thus, bhavika is
called so because it brings out the intention of the poet.

Anandavardhana is very close to Bharata in his concept of
rasa as a meaning suggested in poetry. Pratiyamana or the suggested
sense in the utterance of the poet is something different than the
ordinary meaning, he says, implying that the suggested sense is a
pan of the poetic structure. He also made it clear that when one is
enjoying this suggested sense, the primary meaning invariably
remains tagged with it:

Nahi vyangye pratiyamané vacyabuddhirdiribhavati

If rasa is kavyartha, then there is a subject to comprehend it.
Therefore, the duality of the subject and object will have to be accepted
at the time of rasa-realisation.
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Following his guru Bhattatauta, Abhinavagupta postulated

the theory of $anta as mahirasa, with tattvajiiana as its sthayibhava.
Being an Advaitaite through and through, he perceived Santa as the
u?timate in the process of rasa-realization. However, there is a
dilemma in the theory. How can we term an experience as poetic or
aesthetic experience when there is nothing except one and single
consciousness? There has to be the duo of creator and the thing to be
created in the creative process; and similarly there has to be the duo
of the meaning of the poetry of a dramatic performance (kavyartha)
onone hand and the cognizer (pramata) on the other for the experience
also. Interpreting the theory of Abhinava, Panditaraja Jagannatha
says: ‘vyaktiSca bhagnavarana cit’- the expression of rasa lies in the
pure consciousness, and bhagnavaranacidvisisto ratyardisthayibhavo
rasa iti sthitam, vastutastu ratyadyana-cchinna bhagnavarana cidéva rasah
— meaning that either the sthayibhava delimited by the unveiled
consciousness is rasa of the consciousness itself, delimited by the
sthayibhava can be called rasa. In this interpretation also, the
consciousness (subject) and the sthayibhava (the object) are
juxtaposed together. In the absence of either, there can be no
experience. Jagannatha tries to resolve the dilemma by saying that
from the point of view of consciousness, rasa is self-luminous
(svayamprakasa) and eternal (nitya); and from the point of view of
sfhflyibhﬁva, it is transitory (anitya) and likely to be enlightened
(itarabhdsya). To distinguish it from the experience of Ultimate Reality
or brahmananda, he admits the existence of the subject
(gibhﬁvﬁdivisayasamvalitacid-ﬁnanddlambanﬁt). But even then the
dilemma is not finally resolved. Panditaraja holds the consciousness
realizing the rasa as aware of the process and the subject (saks?), and
the subject of poetry as subjected by an aware consciousness
(saksibhasya). The difference between the seen and the thing to be seen
thus remains at the time of rasa-realization.

The uniqueness of the creation of poetry and its experience lies
in the fact that they always invariably encompass this physical world
as the subject; and yet they also encompass the infinity, the divine
and the other-worldly. In their enthusiasm to equate art-experience
with the experience of divinity, acirya as like Abhinavagupta treated
aesthetic experience as something that is other-worldly or extrawordly,
transcendental and manifesting beyond the framework of our time
and space. To them it only takes place in the realm of literature and
not in real life. They thus ignored the basic and fundamental reality
of art-experience — its secular (laukika) base.
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Contrary to Abhinavagupta’s view, some of the acaryas
unequivocally hold the aesthetic experience of rasapratiti as laukika.
Ramcandra Gunacandra, the authors of Natyadarpana and
Siddhicandragani, who wrote Kavyaprakasakhandana, take this stand.
They also regard rasa-experience as an admixture of pleasure and

ain.”

P A secular approach to rasa-theory had always been there right
from its inception in Bharata’s Natyasastra. Many of the acaryas added
new rasas to the list of eight or nine rasas from this point of view.
Abhinavagupta himself has referred to the theory of laulya rasa, with
gardha (greed) as its sthayin. He does not altogether discard laulya
rasa. He simply rules out the possibility of its independent existence.
He says that the sthayin of this so-called laulya rasa can'® be
incorporated either in hasa or in rati." The same logic is applicable to
the theory of bhakti as an independent rasa.

Bhoja also does not strictly adhere to the theory of eight or nine
rasas. He suggests some new rasas. One of these is udatta, with mati or
wisdom as its sthayibhava. If mati is the prevailing mood, then again,
there will be detachment and awarengss in the experience of a poetic
piece or a dramatic performance, rather than involvement or
identification.

The theory of laulya rasa, which some of the predecessors of
Abhinavagupta had postulated, subsequently comes back with a
different name. Visves$vara Pande of Almora, who flourished in the
eighteenth century, came out with the theory of maya rasa as a prima
facie view (pitrvapaksa).® The opponent argues that if $anta with nivrtti
as the dominating emotion can be accepted as rasa, maya rasa with
pravrtti as the dominating force should also be accepted as a rasa.
The traditions of Varuna and Indra have thus come along till our
time in Sanskrit poetics.

Some of the acaryas propounded the theory of two-fold rasa.
Rasa is of two types — laukika (this-worldly) and alaukika (other-
worldly). Laukika rasa is svagata (belonging to the character) and
alaukika rasa is paragata (belonging to the connoisseur). Bhattanayaka
had stood against the theory of svagata rasa. But the other acaryas
continued to argue in favour of the other side of the rasa theory. They
were standing on the solid ground which Bharatamuni himself had
prepared. Defining natya or theatre, Bharata had said: “The very
nature of the people, invested with happiness and sorrow, when
presented with fourfold abhinaya, becomes natya.”® Abhinavagupta
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identifies natya as rasa. This way, he too accepts the empirical aspect
of rasa. Visvanatha in his Pratatdparudriya says:

Rasa in fact resides in the hero (or the character). But because
of the delineation by an skilled actor, or by the hearing of a
poem like that, the connoisseur also experiences it by
perception, then rasa can be held as paragata and a cause of
extreme delight.?!

Ratnapana here comments that rasa is of two types — this
wordly and other-wordly.2 The former belongs to the anukarya or
the character. Also Panditraja Jagannatha added two new inter-
relations to the theory of rasa in his Rasagarngadhara, i.e., navyamata
and paramata. In both these interpretations, rasa is not an other-
worldly experience.

Rasa is an experience of this life. The characters depicted in
literature experience rasa. That is why Bhavabhiiti says: Ramasya
karuno rasah (Uttararamacarita, 111.1).

Hariprasada, an author of late eighteenth century, who
followed Panditaraja Jagannatha, propounded two varieties of rasa
~nitya (eternal) rasa and anitya (transitory) rasa. The former is identical
with the Spreme Being or Lord Krsna Himself, whereas the latter is
fragmentary, transitional and is evinced by the poet and the actor.?

G.C. Pande finds that Indian tradition imbibed three types of
world-view - pratyaksavada, vijianavada and adhyatmavada.
Historically speaking, they were reflected in the reverse order. Thus,
Vedic tradition was dominated by ddhyatmavada or spirituality, and
subsequently the other views became conspicuous.“ However, for
the development of the concept of rasa, this order does not apply. We
find that Bharatamuni had built up a theory that rested more on the
empirical reality, and viewed rasa as an objective reality. The
commentators and theorists who followed him laid more and more
emphﬁsis on the subjectivity, interpreting rasa as a psychic
experience, and finally as pure or unveiled consciousness.

The whole structure of Anandavardhana’s theory crumbles
down if the objective status of rasa is over-ruled. This happens in the
thesis of Srivatsa Lafichana Bhattacarya, an eminent rhetorician
who flourished in 16th century. He has composed Kavyamyrtam in
refutation to the Kavyaprakisa of Mammata. The third ullasa discusses
the varieties of dhvani including rasa.
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Owing to his Vedantic outlook, Srivatsa accepts only four rasas:
$rfigara, hasya, vira and adbhuta. The other rasas have been rejected
simply because they are imbued with pain (dulikha). He also says
that rasa is not vyangya (expressed); it is saksatkarya (liable to be
seen).” The author of Parimala, a commentary on Bhanudatta’s
Rasamapijari, had earlier suggested a via media. Explaining the title
Rasamarijari, he raises the question: rasa is not contained in the
Maiijari then how is it that the work has been entitled as Rasamarijari?
He answers that rasa is something to be relished by a sahrdaya and it
is not a pan of a poem. But by upacira or laksana, the words are said
to be imbued with rasa.?

Thus, the subjective view of rasa ultimately went to the extreme
of rejecting it as an objective reality. Bharatamuni did not mean to
pursue his theory to this extreme. Rasa, therefore, can also be held as
an element embedded in the structure of a dramatic performance.
But what about a literary piece? There also, rasa will be a pan of its
structure. Rajendra Nanavati says:

we can employ the term ‘form’ to translate rasa. Rasa is that
form of the poet’s emotion which, resides in a generalised
state in the poem. Abhinava describes it as of the nature of the
permanent mental state of the hero, but that is because of the
dramatic context of the statement.

Then he concludes: “There is no likelihood in incurring any
mistake in identifying rasa with what we call Aesthetic Form in
western poetics.”?

Brahmanand Sharma has made an attempt to interpret the
theory of rasa on Marxist lines. He identifies rasanubhiiti as
satyanubhiiti, which is the experience of reality to him. This experience
differs from the spiritual experience as there is imagery in it, whereas
the spiritual experience tends to minimize and finally eradicate any
image. Lokasatya or empirical reality is the basis of poetic creation.
This reality also originates from pranasakti, and pranasakti rests on
the economy. This economy is again based on §rama or work.?

The treatment of rasa ultimately as a singular, isolated and
unique experience tends to make it inaccessible to a large number of
readers or spectators, who are prone to go through a piece of literary
work or dramatic performance with a contemplative feeling and not
with saundaryavesa or rasavesa to adopt Abhinavagupta’s
terminology. Hence, there is need for other interpretations of rasa
theory which may not subscribe to his theory.



98

LN

N U

O 0o

10.
11.
12.

13.
14.

15.

16.

17.
- esaiva ca gardhasthayikasya laulyarasasya pratyakhyane saranirmantavya.

19.
20.

21.

THE CONCEPT OF RASA

NOTES AND REFERENCES

- These practices have been termed as prastuda and vaistuda.

Unfortunately, the reading of Abhinavabharati in (COS edn.) here is
corrupt and lines have been mixed.

- Atharvaveda, 6. 130. 2, 6.8,1.
- dvil supara sayuji sakhaya samanam vrksam parisasvajate.

tayoranyah pippalam svadvattyanasnannanyo’bhicakasiti. (Rgveda 1.164.20;
Atharva. IV 13.2).

- Rgueda, 1.25; VII. 76.

- A.B. Keith, Religion and Philosophy of Vedas and Upanisads, p. 33.
- D.P. Chattopadhyay, Lokayata, p. 635.

- $Smigaraddhi bhaveddhasyo raudracca karuno rasah,

virdccaivadbhutotpattirbibhatsacca bhayanakah. (Natyasastra, V1.39).

- Abhinavabharati, Vol. 1, pp- 267, 292.
- Yatra laksyé parikalpitavisayavyabhicarastadviriipamevastu.

Dhvanyaloka, udyota 1, vrtti on VI, Varanasi, 1965, p, 365.

George Santayana, Sense of Beauty, p. 181.

Kant, Critique of Judgement, p. 83.

Sthayibhavamasvadayanti sumanasah preksakal harsadiscadhigacchanti.
Natyasastra, Vol. 1, p- 256, after VI 32-33.

Dasariipaka TV .43.

K. Krishnamurthy, ‘Traditional Indian Aesthetics in Theory and
Practice’, Indian Acsthetic and Art Activity, TIAS, Simla, 1968, p. 45.
S.S, Barlingay, ‘Some Concepts of Bharata’s Theory of Drama’, in
op. cit.,, p. 23.

tad bhavikamiti prahuh prabandhavisayam gunam.

bhavah kavcrabhiprﬁyah kavyesvasiddisamsthitah.

parasparopakirivam sarvesam vastuparvanam.

visésananam vyarthanamakriyasthanavarnana.

vyaktiruktikramabalad gambhirasyapi vastunah.

bhﬁvéyattamidam sarvamiti tad bhavikam viduh. (Kavyadarsa, 11, 364-66).
Natyadarpana, 11. 37.

Hase va ratau vanyatra paryavasanat. — Abh. Vol. 1, p. 341. Hemachandra,
however, adopts this passage as follows: tatha gardhasthayikasya
laulyarasasya Hase va ratau va'nyatra vantarbhavo mantavyah, evam ca
bhaktavapi vacyamiti — Kavyanusasana, Vol. 1, Bombay, 1938, p. 106.
Visve$vara, Rasacandriki, Kashi Sanskrit Series-53, 1926, p- 68.

Yo ‘yam svabhavo Lokasya sukhaduhkhasamanvitah

so'figadyabhinayopeto natyamityabhidhiyaté — Natyasastra, 1. 119.

tatra rasd nayakasraya eva. yadi param nipunanatacéstaya
tathavidhakavyasravanabaléna ca samajikaih saksad bhavyaté tada
paragatasyapi rasasya samyag bhavanaya paratraniratiayananda-
jananamaviruddham. Athava malatyadiéabdébhyo yosinamatrapratitau ca



THEORY OF RASA: A SECULAR APPROACH 99

24.
. Neeru Rani, Srivatsalafichana Bhattacarya ki krFiyon ki Adhyayana (1993),

26.
27.

28.

smrtyaridhana tattadyosidvisesena anukdaryéna samajikasrayatvam-
apyaviruddham (Prataparudriya, p. 205).

. ayam ca raso laukikalokikabhedena dvividhah tatradyasyasrayamaha-atreti.

raso laukiko nayakonukaryo ramadirasrayo yasya sa tathoktah.
alaukikarasasysrayamaha-athveéti. (Ratnapana on above, p. 203).

. rasd hi dvi prakarah — anandaikapratitavayavah $amasrngaradi-bhédah,

piurnanandah Srikrsnakhyo nityastadanyah ananda-mayavayavastu kavinata-
bham bhavitah ams$abhédénanityah. Kavyalka, Hariprasada, ed. Rama
Gupta, Jaipur, 1989.

Govind Chandra Pande, Saundaryadarsanavimarsah, p. 44.

. 3-9.
%I;m Suresh Tripathi, ed., Rasamafijari with Parimala and Rasamoda,
Aligarh, 1981, pp. 8-9.
Rajendra Nanavati, Poetic Form in Kuntaka and Abhinava; Proceedings
of All India Oriental Conference, XXXII Session, Pune, 1987, p. 256.
Brahmanand Sharma, Rasalocanam, pp. 1-7.



11
W e fAuRe

s R s

A A W &N FHad IS "E B

Y IRETTHCRIZARTIAHT: |
TR deget A12d G TGl A 6.1611

g R, T, Feu, g, AR, TAEE, A, A TT @
fruftor a3 7@ fp, o 3 @ W wRn st gfen W & wi
e wer 54 fawg ¥ faofg ] g% o

Ta ) @ g glev qerern (6.17)

a gf o 99a o Wi Y 9% g @ e WA W 8 Sl an
@ off| P TR T S YRAHEH AreER A 79 W o
IS FIRA & fHdl 379 U8 & MR W I fag FH #1 W@ e
fir wa gf1 A ot W@ g A @ A R el 3 A ER ¥ g TRew ¥ W
W & A A A d@ SRR 9 AEEREl: T % W W
‘g e Yo A T Ty 76 w9 H o)’ |l U8 W B
g e SgwrE wifor i€ B W9 3 SudE g 9o e 6 @
2 AR 313 T H1 Ieorg FoRl @ 9 ISF HA St WF-TH W 313 Wi
#1 € W wed ¥ 9 5 3@, 3t ik sfiReaa & 9ol A (AT,



W weq fuft 101

640-46) WTEl & w=of § W@l 8 W, 8 Wi 3R 33 FER wEl H
et e HEm 49 A TE }1 9=l @ ot stfirenw A Sfeas
S F SR GFa R 2, W AW S TE 21 o1 9% fifvea ? T s
A i ) gen Shaw IS & U B AT ITHT AT A T oft, W
Tk U9 W TOU H gEe SMUR Al

T it & 9% rEd uEl A ot HreaRy § dheaw TS Wi A g
Ieor@ T 2, 38 eR@rIT [aar Tgar R (1.292) 3 981 e
SRR § @ Aol 1 TS W ¥ g B & Tme A T @1 feg
T O U & 9K 3o A P T wew W @ W= i e
@ F1 wuA fRa @

Y RETAHEURITSRTATTH :|

TS 79 A3 W FalAl 4.410

TuEt 3R 3EE & i SR Y faem st @ gen, o fagmi
F1 I8 M € FF M- HY I SR A & w1 ot feg e weR
A 3 A -1 1 Ioord R @, 3R 9% ogEE o @ e
IER A gua | yafed W g &1 TR A9 R @, sl v @
ITWE & T dh TNl § wihd 8 gl o1l ST A had T H
e foRa 81 Tk geIE g ot © el € TR SR Y Areawre o W
H, S o1 Iuer R ®, WA @ 1 achydes TIa ®1 @ 3 feufad
o Fae a0 & 9EA Sfad B TR w fed N W W wuw oo
Iqered T Gl UEe 3592 & ' oA REETe’ ¥ € e €1 A
3 9 @i F gEm F1 Soord R ® 3R 7wt Wi & Tm @ e ¥ wy
52 A ©ga G § WO W 6 gfg A R

HIRERFEI TG TIARILYA B 2|

Az wm=: VAl w=e 9T Gdi12.310

TE Yo W foae el 9 T €, veE 362 F E e wea
off, W fagaveett ¥ ¥ A AE W@ g, SR swe o e © R
TR & WA AHEMiTE e A off 9 YIRfee § Shad qokd $1 €
U T 81 ard §, Toe ot fordl T -9 # TR weaT & U
o smrReia T 9, 3 @ dieoe ofE Fiaw wEH el ST %
I A, S W@ F 3 T favaE I 91 ST 3O uRon 98 o



102 THE CONCEPT OF RASA

HASHETHT PRI EaFaarand : |
fraqIfssfy af=wmaedifa dsfy @i 12.411

A TR el 4 Tyl w safae @ A R, R ifE
TR, 37 AR T Y A SRR 1 e ST o PR wERt e
F ot }, om: 3 oft WA B W g 1 gw FreTa @ it wew of,
forg T0qU & guEEe WS o aifaftaa fRet o1 omemd A 3 wiwR T
foran 39 ST <Y & Wiy rafTeld WO 8 S 21 IaRayH
+t ygfa faR &Y 3Tdem gaeen 1 3R fusw off, or: I W dEm o
gfig &1 e & =g ®, 3= N Wi w @ w6 25w o & fm
2 yqE Al 3 T TET R YHW el 7, d ¥ veser qen feeal
39 @t wfersee, AfFgUUERR, TR ok A st W Y ot wew faan
2, W W gen & fawg ¥ 32 F% favn 9 T w6 wHvm 3 ame
R =t & foag F1 THYE FW gC 98 Fae § 6 g ° q ore il
H TrE @ oo fagr T T 9 sl susk uftars W o st
EFHFR @ €, 9 TR A SHH! I T8 S vy Sfacng:
gfefedy Fawr) (3PETH 4.35) TR AN T8 B Whet & o e
Fod 1 feef o Y W €, W s S e fawa w9 @, e
I e W= W *1 9uiA ST @1 vAsed A YA an wfwd @i
T fran 2, 39 0g § o1 R g@ wE g Y g W aen o
(F@) W &1 it Ieora fpa o1, feeg 3=t 1 O @1 P faen 2

Sifasaacal s graeREt @i
BRIy TyeH=slar= Hifdar:i 4.8311

FEiq 2 @ difa, ufea onfk ! TR wa W €, awn g, e
a1z &1 W A 1 g guE B, e ok T W | € @) S
21 3r: 1 I, faeem e die € wwen T R wAe & faada
faTa A 3T Yaa =l W wgul gfgad ¥ wid W H g R
F1eg A1 A ISt F 1 IR 39 g g oK wea F 9 w6 oA
R 7 a1 39 TR, stfimaa A fraf= ok fifiea 9 o sreeen
G2 fr @ A AR E T F ok T SR W T A9 @ SR W
o ir fFa & i Fiowa fge 37 3 sffisa @ & sfiiea sl s
i T feafr R E, SR (1) T W (2) e @ 3k (3) ofm
| fFg s U w9 A fag @ e



W e fauim 103

A T WREE | g9 ©8 A S9H W e €, 98 FeT sfad
T 21 i TE TF THR & HY0 FH 79 ¢ 98 (¥ @ THR F
e Se) W 1 Scarik § @ wm o ? S R aes &
- nf% & wf, gawl & s & wfa oiR dem ok S e %
9 S w1 329, T o wmfae & S 31 T TR g F R &
g e (FaH o W & oFF 9 aceed @ 99 9 %8 )
& fawa ® gugAl aifeq (Stuiq 3T +ff sravia W & i) € &
)1 1Y Y wEYE T died W & @A ¥ 7€ ggfa wee e,
it B o Foan W o IyaEr 39 fFdt W H ITHT A9 B wehan
21 T YR ufwa W & fawg § of gogEn St oniq i @ sem
& 2 3 ot W § srean wa A sranfa @ T R
(&=t s1fia wRdt, 1. 641)
W Hem &1 forar el sfuss IS & qREadienvarRy AR IRy
Y faera 21 9 #1 yafa Guevia o, siqua S=id o T § v
Iqee Fft WAl 1 Hehe HW w1 WA fRa 21 IR wiag TaE &
sfafaa Yo, 399 R Iga- w1 @ e aul fem @

..3I1q; vIaieTalgar T GRS IS 115,164

FHAH TR IR W@ wE €, I S RSl
T 3 IR THR H1 IS0 o A v @, A 1 @ T 9
% TR Igufad fRd T 2 @ -

1113
TH

o 1]

FawE, '’ U8 NS 21 T i WS ¥ T iR @,
=, O 3T IRavd 3R g iR wread, T, s qen W
F1 ot Suga <A Tl H Soore R @1 agE: oS i & o o favar
FA A| TXS TN I AHRR A FT 97 3 7€ 99 A, fF g5t 9=
W, R SR wifes ot W 5 e 8 v ¥

(=fEu : 1. TIEE F WS R T e W@, 9 124-125)



104 THE CONCEPT OF RASA

IS & I A= ¥ f g § A & €@ e w
ITTIAR-H H T EF, died qu 9 W &1 Seo@ Td wved faan 21

TH-TR @ wax A A @ W € oW EaRuiad ' # W
T die & 21 s weR ganel w1 fiEl & ufa e oA,
T 3R 1 wig-Tre wHeR ¥ 7 Ferw w1 Aa-faa & wfa
e 71 ¥ fadw @ s 21 9€ oo & [A-fawas v &
g 4 wygm wfw @@ @ mieafas Ao W@ w1 T @ @@
gmﬂhmmm%mﬁqﬁﬁ%ﬁwﬁtﬁmwm
|

(IR, FIAFENET, 9. 106)

IR, TR & s THEs-TEs A W T 1) yeR F 9=t w6
gﬁaﬁﬁ?ﬁ?aﬁlﬁaﬁw’fﬂﬁmm%lﬂ ¥ - =A, 3@
@l
frg 7@ f= ol W ot B Ed ¥ 9N, qun-v9 Wi
e [T W, IRA-F9 R 9l 5@ ™ 3R Hadw-w e
A gE W TR (3 W +ff 8 hd ¥) | T A AR W Al A
¥, fopg 37 oravfa qEtem A i ¥ @ S ok )
(f&=t 77, 9. 306)

U favay 7 T9E H) WHR F A1 & 9 G WL v=) §
& acaed W S ot 7A T ok s fafie w9 9 9m el fea
2 ' Tne Tk a9 9 | fg:, Yhe IHehiE B &SRO g
w o A S R
(917 3.251)
ST 39 3R o 9 T ¥ 3= W ¥ @ W & 9 wifes ot
FH Hed N F ¥ W @ ffau: AfFRsAfrevafa, sl @ TR
F1 gra 2, dAfhw ik swilfes <dfss afad s w «ifss ¥ ok
sTeifre afTetsra W TeifF® T difrs W oifes af-ed & e
q o 3= F IR o% ¥ iR Irelfrs W srelitns af=rhd srufq I
& @9 w9 IER @\ #1 3 ¥ (1) @, (2) uERfaE @R
shrafas 39 oelfes @ A, @9 § W W @ifes §, FHReea ®
TRt € ol 3 A & gu-gEmg 1 arelfEE W dew 9 T ®
S w1 & we-T stulq weRed ok Tem @ fag € 2, sl swedfEE



W qem i 105

TG-of & a9 1 W ¢ T 1 I W) Hed W S A= qHra:
WA~ e I @HR S W ot 9IS A 9eded, died wd i
% rfafiem w1dvg a9 7@, 3 QA T WOF IR I a2
faaafa 2 whR 1 gt 1d € 99fa ok Frafa fafe o fow wer
WK ™ g 2, 36 WhR gt ® uen @ F Wi g @ amn W@
iy =& fra s wehal @it ok fafa o W W@ * Fe g R,
@ wgfa & = W@ 1 Fiy FQ fea 1 WAl ¥ ? 981 TH O 98 @
T ¥ o W W @R W A A T i T W @ T w
21 7% S| TE 2 FF IR 9% a7 de Saa AR @ R
s ? araa o, T =t feafd A WER ogEd, Woga @it @ A
e W 21 H1E o i giiepet @ W GHEE @ TR0 T H T,
Sty A 1g ot sfverd T8 2, S faada W o off wee R w9 o
Tg i 3fea 78 @1 g0 viw 98 € bl @ R 9 W @aE W A
B g W F € Tl 2, o W wiug e W@ I % favie wy
71 9 ¥ 3EE EYA ge @ TR aft vafaefult wrn w & vl ) G
- 3G fagdia w9 Fafaqes ‘o' W@ 7 T WM 99 S 3afeg
o s W@ @ 2, s 7€ W, T, e onfy anel wa fagg
e 3T I 3R faefA B ®d 21 o 3 @ 39 At {1 Trn
T 1 AU 36 YHR 2 MHARE F I € yeg 3R SufEa @i 3
T &1 T YRV F oAl &1 50T e @ e, qiie o o6
e v fasa € iR @, wer, faem, ama anfE arE #)

HYUT T : T GG & A0 H YR A aeded, died, Wi i
% WY T T4 W 1 3R Seor@ R € e @ wrdvg e e
B W, ' e, S, i : FT90S 1 e T | SIS sgregETen
el gl g g Sooia W ¥1 WiEd ®) arded, ded ol
Hfed & WY-WY FIG F W ot enm 2, wifw an, s, s
& TaM € e st AfTEd W9 9 @, @ w71 21 araed g
YR HE0 W H AT T SH yHR 9fw, v # H 36 IR e
* M g ff TR w1 fEREE ]

W IET A Ffuq m yaw fhw dwg e wwnrEm A
IR Fregeted & 3@ Fofa o1 @R faly fra s 9w @ 3 99 9
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1. 9= ™

THE CONCEPT OF RASA

W= vfera wifg wmh
WA afrm W womh
T wfra g Tl
I vfFmE  arcdey T
TR ey ayq W T
2, 7ot
T iRy TRRfa Tt
I A faerrfa wrd
IR uferg Ieaefa T
e qfFard v
I frrd Fiwfa wmdt
TS e weRfa s
v wfeaa SpreRfa st

W W H1 IR 9g: g€ W 9HE 8 S @, 39 Afafie Fae

T Tl @ ‘SiieTeh W' w1 Seoi@ Sl & SIMERYA & YR W ST,
T 7 v @1 ses @ 1 @l 99 el a1 Ten 31 IWE g3 %
FHHR T B (ARee v ) 3 foa ® i g fagr e
& A W TIFF W ®1 A FE & g w0 RO W
Uz 1 € 31 2, 3 S gy T TE B AT FEA § YRR
R srEER A w1 @ B wE T 2, TR Faa @i w5 gfe |
A feTw W F Ioor@ TE FI A JWHEH T B

Hepa o Af<m Auret o gu dfeamis s, e et
g =Rl | 39 fawr yafa &1 @ved v #t @ vfast | aw
e, @Al Ao = YfageAttataa w34, 3fa gaenrerda saE:
refiq Afe o W 1 TRy w@ @ gfi g Fruifa sen s e s,
37d: YA T AT FA € A9 ?1 (BT, 9. 176)
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WA & TEFIRT § AR 3G 96 W & @€ H Al fqat oft
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| Berd: T F 9@ Aiecd-aHien @ digday & e Tl % IR e
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319t =grE ¥, g fafaars) ‘ faaqu-=ara’ %1 YA AT 79 9@
FE, WIAE WA H T AHL WiawHe o qIEH H -
# 9@ e A R aEr sfimara %t W-fagaws e |
' sifvreafaa-agya’ & @y SigH @, 9 WiH 'R F SSe Wy & T
¥ ofw wiHeH R orui@ weAl ® By W ¥ Ia: WA
FoEd § wemRveEd AfeTw ® wWfen $9 FeReelt &5
YR T TH ITH! WRME & IHY FE H T HI

g 3 ¢ T Ak aremg o W = A IuS gHARR Ay,
‘W, v ok O W IR w1 - W wE gan ¥, fes Y
VW A gE@-H-A -9 R ¥ 3 sea @1 sriahfeg §
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groifaen AR ¥ Hawm 3 SR & g Megft w Aece § aw
37 & WA TV & WH H 2Q g, 3d A I8 Fwl % IR 39 W &
ww@ %l f5d 9@ 33 & 9 oft sher wom @ 39 R wmE g
Tt 3R FiE & B g I I A *‘TeH YEH T AT
SR Td SR YITET: iRy yeren1’ (Sr=_raEng, 5.2.3) 1

el &t g8 fasaat ama s w=etl & ST o iy € Siaw St
qorEdl IS IH gEEd § [gEia FE o © of, 9% "W &
AT ¥ X GEH F) IR u/ ot Wadl AvaengT glaga (a3,
Joa7 Y1) H 39 Afe Fefaen S e, @iga 3R ded w
g H I9HEd HW gU Hel T fh HEel & oremad H gy + ursd
HT W, IIAE & HAl o TS H IS g5 YA B GHHA F MER R
SO, Foqg, M, AN, 3, o & TRile ¥ ST9aue =t
e =1 A=, A T T ST, & T4 T FA 8 THA | TT IFHM
HEHdl a1, ARG Y Ty % 9 99 TR & q@ ¥ Sk et
A e gf yoRTEl S Il ° W A i S 6 qAEE AT FTUHR & IH
IR A ST, Y R FE o 2 e 1 9gw d¥EE %1 98 yare
el T AR g o & 1% Tt vt 3fe a1 s i S-S g
FI AH-FF F A F (Geden THE 8 Tohdl €, FhiF 98 W< 39
afma ik Fiew w1 AW 2, Fud U - aF FE F1 foew @
ERVI-UTA 1 AAAE dh el IH B FE-FE e | A
TryETare’ Fed €1 98 yafed a9 fawien wmfy 2, s & )
g o & 9% i I9-39 =7 1@ e

femera & <R &1 3R R TE & IW F AR Froy fram w0
et o wifadl a1 wifadl & 819 9% ®E O T S dfen 3w
wagfa = R ft TER | T1g ¥ 9 9 P & foae faaw o wad
Feaeli & @gd L WuS 3R I3 g FhW Ve gl & <@ F
sifafga 39 @Ml 3 9 W0 a0 1 GO TR F 9 S0 @, qaife
v, aref oiit F™ H &R g vt & dh @ T g@ ) 9w W
F1 AR G9Ed: FA F P ¥ 9gd | A o wemRvanEd
AfFaTa & W1 5% e #t Iueetl # Hed gu W@ qafd e)
F @ 3T oA Ht AN I TSt Y it IW W S H WATER
FW ot ¥ iR It FEE-vfaw afu-we @ g w6 T 8,
foad ol &1 GER @a: TR BN o ¥ S oiR Wiy F e
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7 A ¥ o gl Hedre W € Y B ga o €1 o9 § ad
1 9 a1 Td o S A Tl BT 1 e wuw 9 # wif & o
Ta: e v @ e ugiel & TRV U W Y o o femavs fauee
T ¥ FORE 8 W 2136 9% A Je wm R e
R FAATHRA e e feed gu e ARFaa &t Hag e
i ik 3w o o frffed S e 7, 9 A & ame w9 W
TN Heh AT e 1 9fi W gga @ R 5w g A o= #5b
T el W feRe IR FW g TORE FEd ©

ey afFagral 9t 7evaRt aa:!

TGS 1d a1

fa-vfe & 39 I Y TR F TOMH § Hedd 39 &
FRo fRedt ot w9 § wfaq e @ i 7 @R 4 5T ertaa et wifved
& Bl T @ et Jwre aifee W off Eqa i rgaa 1 € €9 Hiewa
HW g weEl T B, ‘'oiend wiead SadgaRiy RO Uy HIEER
Sararal 4 Sien 9% & wE W TR H) Wl 3R 39 W @A
F @ wieng d SHEf w1 AfEaTE ww €

Ty J9Is7E I (T FISREIgF: |
fafaar gfegerr faud g oy

o @ fomel v @ Fre v @ T e 91 Tl ghe o ol
AAEEa & Ydd Shs1d SR W e Sl wied § @2, 98 @
AEH F g 2| R w e ¥ e wa @ e w5 gt v @
T R F afer B A g oW Tl Ce-viE’ w afehE w9
wﬁ%,gaﬁmmmﬁmmmﬁﬁmﬁmm
B ISAE :

ST VI eTFRia qie:|
(AR, 60)
FHed WY F1A H E T Hell 2T & §R 3 HISKA & 39
Al o T W R & Q0T R @ g A ST Aeaere 1 fav

T B FAR F IW TG H FS Th SIS § TRHR F
FR-3 FEWR ¥ fFT T uwd & wRul e e A e
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A T A (T8 Had 8 Tk Gesd «nl gl € 1 3R |
THRd B ATl T-Hiaq 1 I YR A st w1 fKen e e
1 3 & srepel TGA T TS | FROY, TE: A o1 R R &
IUHE ARl ) I8 va o fF R Tews €1 g% fava, S ownen €, I
TS F eriveaie S0k AT o I=ei o SIfaRad 41 8 Gehdl 21
U g7 -t S SAeAfE w® R} 2 9% oW e & & fava §
IRt sEYE & € SRR w1 ST R

AT ® WA HaRTSERRTET & AFTHR S eI
YAh 14 Y AR FW@ g FEd § o fra # ot wae geowifE |
& Fre-tfas wEr HevR 39 favaEd g we w R[i F6 &
AMIE Qs & T W 9YEH-YYE, T ol fauE @ik
I9E 3nfE § sHfor ae Wiftas el & Gearl Jes- g TEl o
TR 3guifeq @ IgAIfhd B STciifheh, TH-TWaHl IHehR 1 SRR
FA T S A TH FTH T ALHAY 3 ) A GHA R A1 Ik e
TH A Py omu vl & Swue & SR Tufifad & 3T §=T
Afafaa @ e @ ik I Fher arel o7ag #t W-oed | faa =&
T, 1 A TE S| 9 W A % 6
o Hfaq @1 q=e %1 98 y6R @ frdea €, St t 9R da fra s o
yfawr & gt oFm R % 91K WW 8 S 21 f5ee 9 fR iR yeR
& 3T I YA HIA H SEAYAHAT TEl @l Ged & § @y A I9
W &1 3yt g1 Tt ], fod sreares &Y s A e e e 21 qen-

3 frat wify wifa @ aem@ga:)
g TG @YFET 918 favaa®ysE:)l T enE 3.63

srard sAfeerTa &1 FE Ya-hed +1 <9 2, S srfiauRet sk
weten-fehel o ofee W @l Waei & w9 o Igwifam @1 g ek
Hensi ¥ I Fre & oy fawme, s ok gaifel & areEreE
4 @ Gfaq €9 e swen @ ) sifieafeae frafa 8@ 2

HcA-ifecd a1 FeA-T9g AR S &1 gfafafae w1 €, @ s
F1 T sTfireafa a1 sRumeiem favama oIk faveiniol & sel-sw
T Bl 3R e 1 Stfireafaaal o ey e & Wy Siew
BN @ 1 deeva a1 SR 98t € T 98 favemgar sik fayeiiofa
& Yh-vifo 9 SE B W ot wE ¥ fremeaa 21 wrag dvaa: g6
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1 @ T E A v S el 9% e 3a e
1 wfwar & ffm s Sfoo @ yER ®) TEEa @ R TER S
T ¥ T3 S w81 A 3R gf| $) @uRuT 99 W €
Ffoa B 3t § g @ S €1 3@ Set sgwa-an | S ufed g
2, 30 s T ot ufds sigwufies @i wI § Wewa:
frefaa =@ ¥, fF -89 @1 g@ 3R arg@ =i & wEl #1359 ik ewa
B, SEFR a3 onifK foe off wame €, 3 wa faveey fim & @
fir-fi= €9 81 & R0 @Ea: = = 3 ST wvs @ fag e
dfaq fora &t wE @1 tEgYE ¥ WS S 39 9 e 61 fafi=
sfireafral &1 fran =1 @ fafi= ofaal & w9 o 3@ o 2, @ @
M BF T 1 anyfs wed o weron FRe @Y ot -
F Wed o i § vam HY fafo= sfaar s fafa &t e de ot
tg-aA W T off oiR #fa w1 wre-wiag vt ifa & T A
e et :

forr 3f@T vam farrst .

g S g9 Y1 YEHI H T 59 GIRE e
g9 APRE ¥IH SR M S B9 v garsti
VA o] VI ¥ & VA a5 At 99 ars
gfa & seR v AT FuRrEr | var frar

Ed Tifae F FAA FY THS] WOR Fi T SHH H TWE SH
T S I G Y AR Ggdt € S A A6 & drg asTER e
TF &G & Y IS N W 790 a1 qehienl ot 39 ®I-T1 HY
Tiftfera i Sight T WA H faN $9 @Y a59 8 Sodt })1 WG &
fm 3l ST F I F SUEH FH AE W-Hiaq o= W IS TR
2, @ g7 anfusiifies w=iell, anfurfas gfeal ok snenferss safrt &
wy o sgors fee @1 fam fafem o =afm ffe @ o e sifing,
Hfuded @ S H g F Tl 21 T I Fer-sia=a 3R
TG 1 ®H W@ 21 g e sifvmeaa ot wmifyu-sre
T U ¥ Hohd HW gU FEd €, ' wfagueaen i 7 oR agwmae feie !
& oR 9 | 39 T Sfeq &, S sifd - s, sifvdaa-3aa &t
weitfeal 3l gerel & ofier A @i W ¥ I TF AR AHUE Hh =i
& St o ? 7% S urn 2, sifen @ 9w on@ gem W otgy faq @ afv=
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& 1 37 3T AW Ifa W IO, T, T & 9 F I o €@
Tl e W w5t gfe ¥ AgermaEEhe e @ 8 W@ e g
TS AW @ & I § WaE § @ Frlet ) 33w 21 = & fua w
T HE JaSH & & Al araa § oed Thd #1 faudt T8 2,
Aftg o8 wdvw S 1 € dva @1 waiae 9ei 7 89 2, 7 darea 2,
7 fafyrerga 21 == @ ¥ sfveaa wed ¥ R gfic 3 w1, wew Ty
Tt w1 fam frarfia=T vife & Afasa o SR S 1 W8S G St
Thf B o €1 36 & T 1gd HI A Y goawH & A srer
Ifiea o wreg ® #E 9R o gkl ) st F € I
? : ‘witredufafy’, fgen Scoi@ STaE WAt 3 ot TR o w5t
von gfe | foran 2, ¢ favd qdvgvamARt ged Faerta) ! sifimaa
Fed & fr gomda #1 3 gen € e & 9 ¥ 9%, e % e @
92 s f¥ra, Sa, ST B i Ry SR it fSe oft 9=k @ weha
¥ 3 ol arferdeft Bl T=s Wiaq 9 g A1 <dur § ¢ € stfaa o
T E, O T @ E YW A XU A U WY § 9w W %
WER-9aq, 39 991 4 feera gieft, Wi, 99, 9y, vda onfk fafay ueef
ot fafguan =1 far @M ww Ay yfafafaa g gu wfafaal & w9 3

3q gdu #1 @ favf @

SRl AR Gl @RarR TAEy)

EeoqlagFa-aIe gy SERARd Tl
(Tefaafaa, s)

Fay § 3 F1 Fed € 5 T ar fEa & gk @ W n
R qy & Hrw @ | @ Al grafena w5 fufa #) e & s
F AT Saen | WHY S 9" g TE-gfe B ¥ 9 @ g
¥ v ga %) ogafa @ T 8 9 §) FifE 39w W W 1 e
% TR 91 IR 984 g WOR ¥ sH=arasd #1 afew yhe R et
?:

fay=art s=nfimaysaaritertafamr
THFaragfigade aaniemy

AT er g R HRESTaT]
faa=syrarar] &% agamlsfar giaa:n 51 (FaEEy, 5)
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ad ¥, e atfvmera w1 Rredfaq- e ar wyfa %) gkem
W SR B ¥ QA TR W0 TG F FY A, A 9gh & § F
o wuw 3fsaEy faa g-ar fawm d w o wmh de
TEaHTe o from anefern o WM 3= $Ra 1 SIfgSH 3 o7t
T 2dnft 1 e W A @ R o A uReTfR % S @GR TR
fraay w1 gR Wi @ 21 gfig 3 Frvwaes $HAl @ faw ge s
TR T STORE- el & STRIYA & o vgs St @1 sy wmsyet
ar, @R W ey S e HA SR 9 UsSw1 it Jereiea
Y wuafd & 9 €1 ®9, W, ™Y, Wy ok w wft viwa amw
- At & o ¥ ot et wesdl o 7SA A 9 Wifed gva %
YR EI-T0 F HAR T TRY Ao AT FW AW 1 e
SR Y S 1 TTHE TG B I €, T gfoe 39 ¥ e
e & fersia il § gaqafaRs T #ih ggMal & farateasy
Afirier el o o 3N FETET T H e I2 TR WHREY
AW & WEY 9iaq & WY TRHEaE & fau e s RJitE srerd
& T § W & Ayar § fedt i wer & ifsa ay, TeweEy g
ardfifgaaial Y asi1 @ fy @1 faum =& 1
AR SHeA-TYAT ¥ Hen-|ieE ¥, 379 g0 99 ¥y en
el T UE AR} T € T A @ TR el o1 @SS A
IS A WrSF-FH FY H IR L a1 B1 e ST wed §
& 98 A=Y YR, HEwR, TGS S T 21 >Rl S wehTy
ft FEqN € 9% T, T A S & g S e ?1 sfg, SR
Y T o © ufer @-A1 H Fedl st & a9 & IR T H ga
21 70 Wy @ TR & s A-fafiw @1 A A fixd gu o @ faepm @
& W 9K 1 F 17 TR & fefa frefa A enfafa @ s 2
(R sTgfesr, oliw 41)
T I SfETa & sifid e % STTER sk @ geqef
gfe gfow &1 ¥ @ ?, St T @ dfhss W s@-wiel & wawor @ v
Q fiftfa ®, 7 & anifas a1 sfndfis fKeaar 1 wweTs 99R 2, 98
A TR F R W e TRA B ol Is-Giag Wi e gie @

( @HYERMT®I, Yol 8)
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71 =) w1 el § S Way @ 98 o a3 Hife w1 sdifed 15w
Ty TE, iy wreaufiar § T BR O s g §1 g
W He3d Ui & Sreier &1 faua a9t 39k W ik A
TR, 4 wfafied o e ? iR TR, Wesd & WA, W1 o1 H stfogfa
F A R A SfETa Fed § FF e & w9 % gE @ S i v
I=afd &1 € 9% iR 59 8 W @1 gE@ 9 3@ % owd ¥ &R
mﬁ}g@qﬁm’g@.ﬁ'@qwgﬁlﬂmmmﬁ%lmm
H q Iaq gN WU w1 WArE Igyd A N UM B W ¥1 39 yeR
iR & TEuT AT qoi-ug SR T H1 6E I g T I @ e
2, St o e gfe § € Q@ S

I wifas 5 § =iy a1 TR} 1 FHH FaArwa TEl eran gegol gt
71 TR = iR famfea St H=-T=1 1 WigHia 8 33a 21 am =
€ Y Yhe B SR & SI&T WOl H AT YA € Yk el 21 I%: §
et g gRR um § TEE W W gl W H -8 dawg @&
3E & 8 Wl (] sgwAfTaRTEag, 3, 4)

9 YHR, =R AR o WS & oo ¥ wdid e &
& Ya-muT & FHa9: FRvE GuT 9 =R-3UE vl % w1 iR
T A A9 T -9l TaH WeA-iEa & 31 w9 famaEntiet
o fRrad &t oA TEH 38 | R B g WA o a9 | e 3T -
o meERTga %1 359 a1 ¢ @ o fF sy & wew wiw gy
TR A IV ¥ EEIAH-TI-T IeF & I3 B 37: i eIk
el Y gfe @ W@, @ 9 vl faam R wyA-Hed § St g o
it 41 fparhany €, 3 et R aTHE TR WIe & 9 @ Regfe
F 39 TR R rawua ¥ enfad Bie WEE B A 2

T WS F1 TH AYEE FY GRAE HAM AU FA T«
Ffrered 1 wR 2, @ 9 We 8 96 @ e Y9 @vEe e w5
fafir= wensiil & weam / srEvedm ww w3 & fafu @1 w9 21 Sy
ATHIYATEY 1 HoRal Tay sfsafue ok sHEvaE B I9d ¥ FifE,
a FAAURY s ga@i w1 gHd HW g ot e & Iem |
=T F1 T I3a1 & d AR Fed ® 6 arof ferean o stfu
TR B IH | 3FEg e § e el farferd e sen S @ ey
forfi o et =elt Sl @1 3o segde sl &1 foe 3 9 =8
AR HE YR H fawi 5= on a@ §:
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SRR T 5agTd:
Frary fafra=t araarEgfagadil
( TifFasrattie, 2.112)

7 voR, fagfe wafe & ey § WiE 853 9wt
£ YET SR 1 WG SIS B T FHW F Faw ol T, 3
‘gd ! @ S @ 9N guE -9 B W S 2, e
o= Forelt IR @1 T e @ T ] T T &1 9t Saa
2 & fou feod geufus a6l § YRGE Hel-|IYAe aowie @ & qun
T FRER B Wife F 394@ F@ & fog & Fe-78 ik = T
ey gfE AT-3TeE W wafkel § wd gu ot tw-wE %
fou wae @

7@ 79 B TgE FQ g9 10 g W ol @ ¥ R e ARk
Tae IUFEg W T § W VR 1 ag Wam gen R, feea
gy Yord: o MY A @R 9 @ 98 PR § a1 @ O wRed Hl
e wag 3 T TR sua TeE F gy § TR[ W 9 w1 5an
fran & T = dfors ?1 dufures T FY 9@ @ W ) S &
Fro 3fkE T 9 Sy w1 @ T 9w ° e e

SIE UIgd FHERrarEt Mada 9
FIAIRIAT AT g1 (LI, 1.17)

39 veis 4 U9 Wi e @ R Tegers 3 99 e stea
TEH H ATEEING Hh TIH ACIIE HT A HT, @ HeA 3R
A 1 TAT FHIT AR SOGHT A1 AR SR AR H S GE & g
o frg Freea @ e @ =1 o=l Iavg & wgen e w=@E S
Gfearare wfbal Y FUS-af, T aY SR 95 Y el F wwe
Q fem s o I aifae iR anifek o1 & i qf & € faeg W
Sk S &t FAEAT F A, THE Te T e geR %1 gfieea
IFFH F FST F WG TSI Fel W BM FEd: At Fui TEY
AR @ % fa yge a9 & gfafafy wied Aeger w1 e gl
oo 1o & W@ § e = @ w1 a3 gy § W T, Srfan
1 Y HE 3 off 7 whw 2 fF o aifiraga Wa & T
R o wa-det ‘afia yRat & B3 v § fefud W-gF @
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A A % AeI-T9H F AR T T FATH -3 &
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foda: A<d o1 Fen-wE & < H ahoaTad & feu d T
v fag R

Ay,
Fafaerare yargAs It fafariga 39 Jerr
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o fagra @ ag9 B W ot 3o wd 1 faeld R 3 R 9% T T
H1 et @ qen 3@ gfifa @& 999 & 0 O wsd & 39 afvm @l @
@ TEgaa wEd € ¢ .
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A - HIAQEA sy, A IR W, o, T R ey wum
Tl § W F E 9uE WiER A eER aifgEl & e - ufererg
1 WU H AT SfaanfEFaaRad @it R F AR W H qEy
FeAgfema @i wEy @ier & sifaafuqarss i faafadraawars
A | 3 W F faafaawers |t & & 95 rEasas o
wft & w9 § ylaftsa fean s - @ashy 7 a1 =t feafa & @ 2
T Ht dlgd A1 H AT 3 qURgA w7 w1 gme fea
3R yfeuy wafagEs @ &1 freww @ fean sfrara W faeeT §
T ot el Y fier Y TR T € ifE Qe @ o @ 21 e
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F1 W@ Taerem durm gufaa qrt S 1 9 W aifus 9w 7 2 ge A
w8y ¥ 7% aifrena #Y W-fea &1 fod=m s m

ANFI TETH § T HI TIGEAR 7 g Fm H ol
TWETHHAS & A €, AFIIRd? &y § iR T & S
e 1 A qon e H W IR 39 a2 H WieR e 210 e
IR W & fawg ¥ i@ = gfe B w & R TeewE 5
gt steam & wow H ST WA F G SEEE B

T Ffy:, WH 39 FANIEAl, WRa 39 ALGrEE: Heed 59
TeT., HIRE 39 GFAREC, @faRErgia, IREagnad:,
Giferat qUey:, $SITT GIVI: JATHIT:, FORPTGUIHI: FHITH:,
3FAGTTYE S T

3 frl ¥ ey wfa, wEn, =, Tk fGue, e,
FaTeRR ok Wi F qfE S SHEeR T T ) e
afraTa & @ foa=a o et yqE i 21 Ffa TeE ™ w1 #@
yeafa B1 Y Senfa:’ ol sTagd w1 3 % IFER wfa w1 s
3l fagry @ sravas ¥1 @ HY a9 ®ia, T ok gt @ S
%<3 = g Afew) 99 a% +fa iR T2 A o IHR wgsEmE Fek
B e § o1 35a W Ui W-faea? @ Uped IEM IHER
qfegsa 4 8 99 q9 9% w13 off yEm Suka T 8 |

AR IRYSERaE G, amtsafa: = s woAi gr Siferaa
A gmifaw #t i F s e 4 wg@ T f el 98 e
Al I e gea > Y el S ) HEAE Wk JUAIRTE
¥ i wgea B W ¥, wromed w) v e w0 § o & wmd
N @ friaygwsa €, wafey-delk § 3 g W T
B, WG WA SEuTT TREET Aed 39 6 The e 2
e wayfa & &R arg g @1 afusit &1 @ stevas 2

AfUFR g & WY @ I § A IR FIATI-JNta
F1 S} Yoafd GHE S evasd ) auigen g € e Y sa
? wifs o wfa wd W gafed e R-HiEEReiTEEETe
FTAR TN TANR:, 9 9 wfaq e W@:1* 5@ q wfa Rl w2
% THF TE Thdl el a9 deh WAl GR 1 YRR Ha T -araergen
T I qEE THe wfamd guRofE @ Fer |, annfes o
T B 21 3N I WA € guH R) srqdaeqfioe W € fas
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B waEw F fawgar / wRgel g1 Freatmio w1 afw @ e e
?1 9% wfaw & wavers aar Re 5t ufw  fed seies o |
&1 9 € ferva a1 3o 8 91 ® - agfierveda faveeiata &g
TEt fafa 2, aen 21 wfaufaw favewfas &1 & & w9 81 S fraasy
I &1 gdig A9 217 gofee fava gfas wew wfa o IS ge
? @ a7 Irgd wifaw Rems @efagfane @a Re-sem=<
Wy g ¢ foad wfa-72-sia qarey ¥ frre el e #a:
gig: EATERE: 39 TR APFaTE & eMER wWifa &
iR &g, afafia 33 W iR 9 yaE w1 @ sTavaE R

W & fawa ¥ aAfraa =t et goyfa = w8 F s &
YR R 9F o1 =1E31 9o o a8 T e e et @-wendt Rev=afa
o g Far® Afreifom a8t wrlt frate ygg «fa, a0 = & 53
¥, JFE<RgE TH YA A, 3T YT fauewd, merYe mEmdfd,
o= g3 gt i &1 fafawfaa o Y sfy faam aem a8 dag
% Q TG GEA THI 1 guleatad WARS § IH FQ & SIS
ST Feht STRTINIY i 1 9 2, W vl @ y 369 ft | a8
fora a1, frea, famed, s eTeAfas @vEReE 99 21 98 @E
WEEy 21 W@ @ firea #1 gfau 1w, 9@, fea, e eIk
fafireea oot U yyaEviea 9 98 T e w1 8 yfaragata
I feavifad o & 98 sgder ffier =@ 21 981 - neffearataya:
fHfacarerarashaa 2 1 TRiAT WU 3 YFw AH<Esy @ #1
3 2

@ i o i< #ed 8, 5 ¢ el wfavmeeiesa yow,
‘e a1 Imfy e 7wy’ onfk aret St ged a1 g
2 A e wdifa & =R 39k "9 ¥ 39 fam %1 tE yaseTs wdfa
IO B I ?1 wren Y vifda Ifa A stfirsgsn it afem O @t
2 foF 39 aAEl g it o u-hel-us iK1 9 T @l a1 SHeR
fter & a1 1 39 wdifa § -kt o faafsia et @, @ W@ A
F wdfa Bk 21 W § @R, i, vy, 999, TeRy 1 e
fae@ @ Wit ¥ @, 3@, @f-am o faenues gfs ¥ o=
fafderydifa 4= T € W, faaaRgER, saEE, T §59 ¥ Ja9 S
gIT-41, 3viEl W Areal g -9 WAl g @1 36 yeifq § enawy &l
9 @ o= qReR W € 7 € 99w 9H° Wy & faea ¥ gl gy
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F1 73 ¢ fF 39 Q@ aa &) oM o favy wereR e 2, fgda o
sTfEd g1 T F1 Y S Y- F 59 g9 @ S el

WRAY 1 SuYH W F R o 9gW gY AFeTE FEd §
fop Saren R &1 € Jrr €, doaey 81 gafie A & 'R W 99
T SAIHE | AR € e Wiy 21 SWE S gifavas
YR 1 o HEl T4 ot 9% IRia T e, orefifia B &1 Tk
it € g 1 e S @) 9-Se-IEE S e o afda g
¥, e ¥ W v e €, e SfeaiE & RO ST STeERe B
Q GYROIH 1 99 U 8 o @ ol g amfes e W
wfifa Bt 21 SMERY 1 BN § THR=HT FHNTEA Eed F e
Bl 2, fobeg ATl At rareen @ farerer 3iR wiehRR B 31 @ 1 e
gfeq ¥ fav 9weR, oo, FEYEERTS 3@ 9§ 98 Wyl gfa @
TR 1 T B B TR WETChRIGTE A Aegadd, Ghed, Ffa
F9 ot T GFHd ¢ 3T I8 a9l gIN T Weed B o1 Rl
1 Y T g faaifs S Tl B 35gE 39 YRR AGH-Hia-TAR
Y A= T AW ¥ N WY F T W HAGER 89 R - @
A= B St @ TR, AR | T H AR i B T
3R 3reRn  vanfor Steg Tyt e I SR i e 9 sfvEaTE
I WE TY Y I W K T Hhoew @@ [ @ 2
fomerafae GeTeha SRaT 39 WA A - YHagayurEisd SH: F S 91,
W 2 gt o & W 2 g S T Y ergfa foRet ot wesa Wi
2 9% 7 oifes ot €, 7 fean, 7 aifvatsa, 7 dihged don 7 WY w9
o9 =W wRgfie § 3w, ey w1 FE framm T8 s dafaerm
WG wE @ W R gewetasifagE afata @ IR, fEw, @
IrErR, |, wEfa, @@, famta oy vl @ et ot 2

wRY § e fas fae M@ - (1) wfaefa § sw@Ear (2)
Wia-vra fram | v favie 9 enfae g (3) fra g3t §
forerer &1 (4) weitfa Iura &t fasheran (5) 3T&Hed (6) 394 I (7)
HIF IRTI Tk TR - T FASHd W A 3% eI 9| Sl
F GAM, Gifaue - FafEwyw - 9ot mem @ weRefietoneE,
Tt iR, fogEeIE %1 wa@m fRa S @) oTwifa sRweE @
framone & ew § Ay, gfa, vafv w9 afarg i w7 & Ffa ®
W F YU F W FEE A 9ifeT 3R oA sra & e qewed
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&1 S @ T FE AR T T @ SR B =l & 8
T & - T | WY I & g 31 A B e 2 b iR
3T A Wl o ST I Jo; Iecrd i G | 9 w9 Q frar
3R wam v S e s @ fif frae forg W @ vy @ 9@-a@
vty SuT 21 360 Hy Fraru @ gea 2

vt & fawg 7 ot we @ fp woit Frefafae daae @ @
o< & - R (F), Weew (2@), WA (3R), w9 (F),
s (4ie-w3), fawg fagaa (g, frfqa (o), sfkaresd
(foemra) 3R feran (FR) 1 3 daaa st o o ot & foeit o arfirm)
Tafae gem:  wrt ik I € w §1 w6 a% etk afEd e
=1 491 8, 3§ A B B wyfad favmenfs & st o s o @ T
ganl 3 g ot df 3G F TN B & el & 9 1 39 gEER
T2 & I 2 Fohg SRR TRl ST wde #t wAIfE & SR ot
TEhREdl 91 0 ¢ TR 4 31 safrard et @ feafa 7en & g 4 1
fafer= aforl St et 21 wolt ) Ty S & FRONE @ @ SR
3 sAfEr It IFARAdR wagey fafesaied @ wifga off o1 §whR
d<d # fam fifae Fm soh 9d-u fafa ok yeifee @ g
yafed datE s ¥ faue @ik & sEus B 8 3T e
fvafE & 99 ot T 'y

it W gaEyyr TR ¥ w@ite, ot 9 Gfeq sdues T
TRy HA<AR (frowaey) 5t 21 3@ o wuea iR wigfaa
Bt 31 TEfed S A W Y gE-g s T €, Afea # gfe @
78 3fad T 21

YA Ft AR H A H1 HEA 2 fF S T s W
fadgfa & IR @ v | ug } 3% € wdumers wfeed st &
el g @ W arelifres FfdeTaagAers SdumiaEyE g 21 49m Q
e amfS wt gfe ¥ ST w9 o feo v wia & e,
TR, TS G WYROAF @ 21 Sl o FROMK 3] FIA-ARH
I erclfehss B €, Fhad WY GEhRIsieal & ford 3 fawmany #g o
& forg 3 = o 39 g ¥ Iciifhd €@ e 81 wHIg WEY s
G Aol 8H % HRU SdufafEene § FEl @ 81 W §9 81
W ot T wefafaetenr @1 favEraE @ o5 w4 € i w8 o 9
& e, Eifee g7 ° I mew & fR man, wife @ wden =,
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Tumreag &1 31: WG 1 T H el w1 sty W St T
217 3 36 w9 B Ao wr A sifvere fean @ e ST v,
faemR, forme & 77 F1 e TW@EE, $9 faviy sSrerEgEE T,
ARFAITEREY ¥ sfreqrsrr=ne 7 @t i @1 faa yeg sweererd 2 e,
A st T W Y Y S B

@ &1 Srelifrmar & g= o aifirea 3 we fwar @ o6 wydifa
Tfereh Y&, 3TAMF, RIS a1, WElaaHwE et af & geas
o1 fITaRRE SR War & yeasa ¥ aden fawam
Bt 1 ST el o s, faetraiea, srege favaeesatgaem
Tt & o dd 8 @ &, W@ o wdeTed fEm # eE g
? Tt @ YR g 21 @ B Y B ¥ W qee and
) TEYdl 1 W W § 39E 21 fgEfEmyreiem gu wygs aqfaa
fAoEraT &1 S TfEy gt 3, SuH YAV B W afR faed @
off 337 &l Nl 39 YR W Selfensw &1 fawans wisfa o wro T
¥ wifeh 39 B W IR |y guia W R W AN © wEA B W F
gd @ g 9 fag 7 R & e fawenfs s 3fa & wwo 9@ oS
wuiEn 399 faeny &1 sreRr ot sreifEee B 2

THAMA T H1 901 }1 o 9% W e }1 W@ g o freafy &
e W & W HT WA} WARYOEEd ¥ g et wE s wehdt
21 T MR ) 7 YAV AR %€ Ghd € 7 @ RS AR W F
TEetga wE o ety st T @ i fares B9 ¥ g weae fug
?1 7% W wF fafes YR 1 Ay e W s s @ fasm @ i
39 Iy faaaIik cisfactem el 21 98 W fawmafs & @ @ e
Bt ¥ TET I FHR & WHIANG AR AHR WK €9 378
frog= gt R WRagy &1 ared FEt -d9 faswrerfiaarmgaEml
frorRsaeafarREari=R dwaiet W sfaaed g

< H AREY ¥ AT 1 g ® 6, Aewfk | qgpe o
& Y § YoHd: UK 1 gfg F1 ISR @ 6l 81 Wt TR
F HRU o FAGARHG T § TG TE ® A IWRAETA
IR B S ?1 R Y WA o w9 F Iwrar wee @ 3@ MU W@
T I & AR A f gmive § W@k ) v e &1 5w it §
TAEETET % ROl e ot srqufae ®d @1 98 wdifa 3 qew, 7 fa
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a0 F 3R 7 & Frqwrds w1 F @6 31 7@ wo ¥ @l onl, g,
3@ T e 1 I T B g Grge 94t st g 1 saiee
34 g ¥ RO 91 Felehd W4 € IR 99 Sl 21 98 WHReeme
fasranfedl & WeAm | 3 B &1 WA v Sfiraa i 98 ek
& - 3T GEI: ... o7 GRVIYE GGG a1 GiaR) MRy
YR, FYRVATE 9 fersmanffi: 1 '

FfaTa g faafead W@ &1 THHEIE d TSI THE gR SUsHhT
ol STl ?1 A WISaveR ared ITclifther UehtE W Wl & WHM
veifater, foeiTet SYRETRITIY T § Rl Fi € W9 § AfresErsa
Bt @1 Ao fawararE B 2, feemRfGifk srveery ok etk
sfvafera g &

T ot [ A A § T Hfafeg TR g afimal @ yoeeme
1 9T ¢ T fqarefcal 9 wfefq € sfaeners W w1 Smew 8 S
?1 THfpAE v § @ R q @t wymes § @ e sl @ -
HIANAEAST FEFRETATA: SfATNTHF W Iqaa qleedal
T TEfEAE 9E At e Sifig gUM TaEawRi 3 YRR
gt WAfudEane a3 e Wi F A ° S w1 ?139
Ha wHaaH Ay (Fag) o g @, W @Ay 7 3 @ Tegas o
IGH! =M 7 3fEa & A
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HaRRfaaaFAFRAG: 17 39 YR §: 98 39 4 W Hi TR @t
ufa ¥ uge 4 ¥ g -

IRATERHALAGATA: GARATRITTNIT

&I JFHEtE! fomaafa aq qofym faaaqe gy

<y Ty

|. TFE: frEIRal, 9€E . 1956
2. I, BH.U. &, 1975
3. FAF, g, dr@mEn, 91997



I sfraatEiEa Wk 243

© PN w s

FAGFR:, e, fBR T w2, 1962 (F=4L)
Freary, fafuen famdis, 1957 (%)

FrEAGFER G, agafa, wfad af=t, 1925

e g gfed, drawi, 1971

AT, R feat, fafaw amowd, 1988 (I.=.)
. Feifaeifay, <. .8 FH, 1977

. fARafag, <Ry fga<t, I, 1984
. JfyFg #T W fFEed, S T oi@, SR, 1984 (31Af4)

. Hfqw=MA, ¥l TR Wed, 1972

. TAAHA, Vol. - & 4. uwa, 1967

. SAfFfaas, @, 1964 (Afa)

. TR ;9 2 R, fKew®, 1961 (M)

. FreHiarar, <@, 1964

. GREAIHUSTR], FTAAR, 1934 (4.%.)

. AR, ¥, 1955 (W)

. TSR] SR : B WIS, 1963 (NEW)

. FHIFFH, 9. [N, 1965

. THEE!, am 9. @9 (YEL)

. FAERIANE, TEE A qERE W0 - 1950 (REA)
. PR : TEL, Ar@wI, 1966

. TR, draET, 1964

. SR, RIS, 1957

. FRcAF, Srawn, 1938

. W WE WE : N, 2 e, S, 1960

. IV, o wiRy fam, arowd, 1975

. oI, Gi=dores #1 yfier € wag fdg, 1967

. Ffqusr wfawr, sEfafa, amoE, 1987 (F9.)

. Feu SR wifew Ft it gfir S R, fraviE, 1983 (FAL

)

. Hferyze, . A.um. Sgadt, 1968

. PO, Wepd Gl 1918 (W)

. Fogae gHlen, S L. Mgl 1959 (FAE.)

. B =g AE=T 79, 31 9, @@ 3. 76, 1974

. R weifteg et w@ifs g sfimara, s A, 3. 1956
. WS §7 3y walrEw: u fau weEd, 1904 (R

. FUEYH, 3. e oEl, S, 1973 (3F)



244

THE CONCEPT OF RASA

39. Ffeesyor, dramn, 1955 (W3.)
40. @WR 37 9, < <. @
41. TafeF =t arE FER, o wEk. o

.
ke
.

.
wifia.
.73,
391
I
L.
A4,
HLY.
srifa.
FLULY.
a3
(g
#1.93.
T3
@.F.9Mm.
., wE
.

u.E,

Hehd
EaCE
g
Y FieHifsd Fd
TS
wrfafes fddm ¢ K|
ugfed S 3E TR

FTATARRYFG (A

wiferm sEdifa whIfdn g e
AR AN

Fifas 9oy

TANME

afameq

TeafARY

gl T ufaa

g feoquit

1. %0, I G 3/61/4/51 3. 1.113.7; 5.80.5; 1.123.10

2. 9@, ggafg i s fRfiry

3. ad, 111 Ak Hfa N d=davm & fag ges; o woE fog #
yRAry G F1 yfaer a3 @ @iRE; o wWE 96 - 9

=3,



s sfeaftEiE Wyl 245

bl o

19.
20.
21.

22.

23.
24,

25.

26.

6. g Gaul WgS T@E ... A= 1/164/20
W R gl @wm: wvasiEe: W 1/2/15, 99 SIifEer- Eaw
14/70; Wish: YellhequITa:l M=, &4 1/5

. WRE-s-wtawa Fafaaea . fafeafi] wreay, 7 g gffafeafuf..

T A, Y9, mﬁﬁiﬁahmwﬁmgﬁélwﬁmg
o gfgadl AL

. WEThfa SIfeR™, JqAfREEta g WK %y aigel A 14

. TGS 9% g9 geaftiey) T 1712
. TUHTEING A, Wifyee Af<ehyat:l F1EL, o 2, TR

. 39, Y. 9 qU VIR -
. I ... qE] TEEEEH| S, T 3

A, Y. 267

. a8, 9. 290
. famr ¥ e, 30 s fime @ fagr &1 e
. AsE @YE AeeE gEgEeHfan: i Teafratndtadi

LI 1/119 A AIErE TaE G TEHEE)
... fasfaeme & Teghagafaafa 9@ 1/114

. W9 ot GEWYAT ... IAREREN ... 36 IAET YAEREAN| 3,9

q. 282

. FE FEEIA UEIHRAF ... a9 Q@R - FIUY I9ETH 54

(AW &) I WETH, a6 Asdwd eIy FE 291

34, Y. 36, 9 291, &= Y. 186

YL, Y 47 AW Y. 16

ey EfaaafgaRaiEaRyfasa 1 I@ 9red 34
ARy Afawwery o9, Y 22

A9, g 18

AL, Y. 279

q FEIARIERAUIREAE: gged:l g€ . 289, A w@YEQl
frdaggEs: ... AuE.. ANRIREA SS9l @9Eg: 98 9 291,
Teead fe esod SfagsaaRcanfaarads) . 1328 (FE[T), A9
FTAIMANAEEEIREIT TAgHl  FuifEaaTaTaEa 1
EREINARAN: WA 44, 3. 38

HiTAERUNERTaETe SR Feu:, ¥4 9 W e
W:| 98 9. 294, . . FOd, a7 e @, WAL, I 486
TRAHIRAHA (e STEAEA Gfaq=:.. WU eea -
faafafa o< afieemafcad) e, 9. 86. 87, FOHd a6l 486



246 THE CONCEPT OF RASA

27. PR U e Yed v F49: wfe
weysiTeRaegdatafy MEdl T WY SEedeat: S,
Y. 453-53

28. WL, . 341, 342

29. ®Rt &R AMEIRA:SHHGAy SHag HerwE:| fdwatawa

W FEEERaRg T S, U, 342
30. FHHATGRAHERAHIT Ko, Taswfeor gfafaurmani siehSquiasRay:

FAfa aR_aH  THEAHAIIEH|| T AT GG T
Tagfadfaa ww 79, 9. 1

31. AAR: WG Wi A< WHERAR: FURIR (TE9R) | ThEd
wed, FfE, 9., 102

32. F=G®, TH, Y. 102 qA1 . FE. q Y 167-206

33. 31, 9. 279

34. AT FAWEA TR gfEEY: 77, T 101, YhRrEETa faquf:)
YHEE sFRgaEfaT sefafal g & dt A

35. siAqRARTEE g1 favarivifaraeF RaRRrasRFTTE sfad sriya
ol =8 7.5, 9. 101

36. WL, Y. 279-80) F=A - B GETKH @ H1 IG- SIAFETRART
wEEyq - ffgyew siiq faetd frfffes 7 Spa-wafeag-d. 2.
=% fE@@d, 9. 250251

37. 4L, Y. 280-82

38. 9 T SgdEdt: dfafe: W@t wafa s, 9o 282, 83

39. & Y. 2831 W =AfaifR: faagautrvggeda wifey T yHea:
fadqu=ys @ efawEet< a.9r, Y. 3081 frEganfwasTE.. .

(FafEngaafaaion:) | T 6.18.21

40. T ASHG@IYA:| WEfa=Td TR TN |
T 9. 2821 IRETEERIANA: GE@TA: TR GRETE R
FERAR AT TAARTTER: TERAA: | TSR, AT, Y. 2901
yarIfaaeicn Sfacad: v fiE aar @eeaRd SRfkea-anagEy
TR ETRY S EIadY WA-aaiea Fhv[| 99, 9¢f 4%, . 107 e
Ffaarsr gfaar, 9. 25.268

41. YL, Y. 284, HLY, Y 95, TFHFEE, Y. 86-90, WU: YELET,
Y 154-58, AT, T SRR I RIRREaREA rAervifafgire!
fs: wriE W@l .. IREfSATEERn ol @ T, 9 87-96

42. AU YEE - @& 37 eeT vhfedw, 3. 39-53, TEEI. , U
qfgemt 1-32, IR@, 9. 1-120



e sfgaafTed  THisHa 247

43. 39, Y. 285, FF, T 90, 91, ‘?%mm anfz, s iR W, Dl @
F1eg e IS, 3. 190-214 SRRghd THfaa=rs 324 I54a- T9aHEE
qu I AT

44. =@, A9, T 285 IR THE F T W WRdE @-AmE 3k
Ty F FAYR ¥ TLH, FO Jq F-G&Fd 9, I 118-160
q°q 289-386

45. TE, 4L, 9. 28586

46. €, 34T, 9. 305

47. 9@, AW, 9 121 AVCENREAER-® TNt ¥ 7es, .
qZeE, I, 9 52



22

Text of Bharata’s Rasasutra

Rewa Prasad Dwivedi

(1]
Bharata’s Natyasastra/veda (NS) is the base of Abhinavagupta’s (AG)
rasa-theory. Twofold text is running on its rasa-siitra :

1. favmEmwEsfirEfEamg wimfa: and
2. favaraeafiani-uftga: T @AM @ aTdP

In support of the first, Abhinavagupta himself says :

o enfaydifa:, (@] sefafeeay (@1 9] 7 W@
3d TF A U 7 FA9/Aq T NeId @rP
In the Locana on *a@=arcii# 1.18 AG, repeated the same idea and

said: W& 7 faagfariad safimR faverseefraiedmg whmstaiia
A wfaUevi 7 Fayq, 99 Ygd TaYd S

For the second one, several statements are available in AG’s
works : Locana and Abhinavabhdrati (AB). In Locana AG says:

wafg ¥ @ AsT gead fayerasafiEi gaEitka-
wfayfaafase giauy: rEv=Hdm-Yg W@RAR Y&Y: 11

Even Bharata severally speaks of ¥/l 4 in his NS, for
example:
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1. SR 99 Areenfgamayya: page 300
2. Tgd fagva: IR T FRMARON W& page 308
3. TRl AW SrHeaNEeTh : page 312
4. FTON TH e enfasETTE: page 317
5. .aﬂ AW Y TNfEETeS page 319
6. AR AHHANH ETE T : page 324
7. TAFH A AIEINERHS page 326
8. dh el AW PR aNEETE page 328
9. Iy W foraenfamETeTS: page 329
10. W=t A HEAIHETH | page 332
11. &Y A Ta A Temegaf< page 349
12. wnfgwrEt [WEmeE- page 349
13. fasEmasafreieiEa: wrd &
W-THAA A page 349
14. 3o Fryon gafa: framon 9 gurE:)
ud f gEvEr wia. wrE weiften page 350
15. oAl qHAAH ¥9 I Hag TGl
{ A W T A g=ERen Tann page 379
16. faurargsEgal QTaREHIs:|
waifirg HgF: TEa g @ w&aq)! page 379
17. Tt Geafoiarv yaraed: Taaghi:| page 379

18. ArIsTEneEy—T: wnfaaEnEor:|
YT Heiear: ey & W qir page 80

[2]
Now the question why then ¥t is not mentioned in the THgA by
Bharata himself. AG’s reply in this regard is no reply as he (AG)

himself has gone against his own statement.
Among other replies natural and simple is one wherein term

T is meant for both ¥R and W as well. T transforms into the
taste of rasa. Consequently even in the stage of rasa, sthayi does not
cease its ©NY. The term rasa in the rasa-siitra is presenting the sense
of both bhiivn and T as well. Now the problems are solved. This
interpretation flashes to mind when one goes through the text of NS
carefully.
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3]

Now the questions about sthayi are as follows:

1. Why is it alone called sthayi ? Why does it not fall into the
category of ¥Rl or A= ?

2. What is the nature of their =R, s4f¥9R and ¥&w1? Why are
they all not =1 alone as they being mental state?

3. How can a momentory feeling reaches the stage of worEt?

To solve the above questions one has to fix the duration of time
and place of experience : for how much time the experience of bhave
goes on and where does the experience happens to be ? Rhetoricians
have already been answering these questions. Majority of them is of
the opinion that it is the artistic experience which decides the span
of time and scale of place of any art. Rhetoricians say some emotions
are T as they are felt throughout the work. For example, M is
experienced throughout the Uttararamacaritam or Ramayana. If the
Uttararamacaritam is staged for three hours, all these three hours are
full of pathos. Same is the case with the Ramayana. If Ramayana 1s
enacted for ten days each days we are full of pathos.

The place of artistic production is none else but the heart or
intellect of the spectator. Think over the intensity and depth of the
emotion of pathos as to up to which degree they are felt or experienced
orenjoyed.

These thinkers are of the opinion that the sense of TSIl
(shyness) or ST&dT are not experienced with the same intensity, depth
and frequency as the feeling of love and sorrow. Aestheticians see
the semblance of ocean, which makes all other things absorbed into
it:

fredfardat wafdfeoe = 3.

HAHE TAIIFAN] 9 T agons: |

R fadsafae waw=isgatufy:)

W A yuE wfagn: wfEsT dn

BECIRIEEICRARIS RE RLicl

AEg T FGAH: WfIIE I9Ed: 10

ey wfaEr: |dfas fasas:)

WAt ta safy=ion:
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In his Rasagangadhara (RG), Panditaraja tries to define the T4l
at the end of discussion as follows:
1. 37 Yoy RerEmRH wEr wfiey !
2. AT geHgtiesiia ferugeieE)
Ffifton q A4, aefiresifdrgeaaaramn 2

In his Kavyanusasana with his own Viveka Tika 399
reproduces almost all these delicacies of T, T, ¥4/l as given by
AG in AB and Locana in detail.'? For rasa, 3995 writes:

fasmarEefreTRifierea: Rt &t @:2 Inits I he repeats
again the same idea. He says SMITSiehT1 Sraareqor feord: Tt et

4 ... GURTE MedfraaorasaoREyen faumefeamrary = s

TR T
Earlier to Hemacandra, Mammata had also put ®dt 9 in his

treatment of rasa in Kavyaprakasa:

FROTIY FIHH0T GeFrivn a7 =

IR: T &ies aify S=egeeal:

fasian ST7Eraq Feg< FfaRfur:

Fd: g dfdrare: @ aEt @: adr

In his §fd on the above statement Mammata repeats the idea of
sthayt:

o FHRIRAT: FHA S Srgareaadl

AT ATGATHTT [Xerd: T e ... JIRfRH 1G:

In the treatment of his predecessors too Mammata could not
forget Tamt:

1. fawd: +Ro: TR & S FEaEE W ()

2. yesafafa g a@ R wnfaea g9

A TAfEEE: ™ (AFH:)

3. F ARA 9 IHA: WR [ (HEATE:)"

In the TIfETY], Visvanatha also gives room to ¥4t 9 in the
definition of rasa. He says:
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fasmaarsgere Sk GEIROm ael
wgarfa wfs: wrEt 9| gEaanif

Then why Bharata could not incorporate ¥/t in his T3:

fawmarg ety w@isafa: so also if T in not needed as
declared T ¥eqd ¥eIYd, then why did the ancient rhetoricians,

quoted above, try to include the same in the siitra. In the rasa theory of
AG, this knot still remains are uncut.

(4]

In the tenth century itself Bhoja (ap 1000) of Dharanagari, Dhar of
the present day, took up this problem and showed the way of solution
very satisfactorily. This solution is available in the eleventh chapter
of the Srrgaraprakasa (SP). Two new things he adopted for it. First, he
uprooted the sense of ¥t from all the emotions. Accordingly, for
him, all the emotions are merely HaR and each of them reaches the
stage of @Il if given suitable situation. Second, it is only spirit or
ego or &A™ or 3 which holds the reality called T1faE. Atma
alone turns into rasa and then SR or Fd becomes one and
identical with the 3T or %4 in artistic taste. In this procedure
there is nothing which remains to count as ¥ In the form 3%& we
are facing MI9s alone which are in every respect ¥=i. Where could
be, therefore, found the separate entity which could be called T, It
is only hypothesis that one considers this or that emotion as stable.
The reality is that soul alone fits in the rank of stable.

So far as ¥, ¥, etc. are concerned they too are §=Il. At the
same time, rati must be called ¥, In it neither male nor female is
needed to cast as counterparts. This is the cosmic love spread over
up to the beasts and creepers. After, e, deers left the T from
their mouths, 7T left their dance and trees were pouring flowers.
When Sita left the 4$rama everything was sorrow-striken:

79 FZU: FYANT g&1 IHF9rar] fasigelRog:
T: J9- GO @IEHE=AEIg, fid adsfin
gaw XIV. 6.9
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It was all due to Y9I Rati is here, obviously a sort of cosmic
love.

Bhoja admits that the terms W, Af49M, FEFR and FTN are
synonyms like ¥, e, etc. It is all nothing else but Sffare which
is one with 3, $¥eR, 1@ or the ultimate reality whatsoever. When
it desires to create the Universe it is full of bhidvana, i.e. perspiration.
Itis only after this bhivana that the state called 5f7TR is developed and
from this Srrigara all the emotions whatsoever come out. This Srrigira
is an absolute rasa with the taste of mere ¥, under which the

emotions called ¥, ¥, I so also FaR, T, etc. could easily
be involved. Bhoja develops this theory of rasa as under—

AT et/ =R afAfda  araie:|
Gafagggaaedd dgSimissty & A fFR i

There is a fa%R termed as ¥ in the human individuality. Itis
generated by the 3HHH{RIY created by the impressions of previous
births. It inspires the 3TYY in its super degree. This A is rasa:
WsfarisEsr: FR: gmefa fad)

About this 3If{®A or AM, Bhoja opines:

STqIfpTerFaa 77 AR IS TR gReT . |
74 @ TEAGaETT [ gt @it

It is the gfd (M=) of 3 which in enjoyed and which
gives birth to the rasa. In this ™ what is felt is q&If the result of
H9HH. Why is it so ? Said in reply ¥4: 3Tftegfa®aan, due to the
absence of non-accordance with the mind; on the other hand, the
subject of rasand is SRR and not so-called rati, etc. Here we may
recall the fact that rasa is Siva and everything needed for its frsufa
ie, fawE, 3@ and ¥R WIE are termed as ¥fS in the Agamic
tradition. It is therefore good to accept fa¥El% as #ife and seTefeR.
AG himself calls the fawmaify as wifs:

TAA FIAHIA-FHT
F1% Faa-wifaaTor- gfafasmrar )
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BUICTaRIGHERIT: FHAHd

FRau dHefgHenaaqyll’

In the language of dramaturgy rasa is termed as e, i, @
and $5HEGH and JR is the synonym of rasa. Bhavas, 49 in number,
are all the time active to surround and elevate the §7R, i.e., ¥@. AB
says: -

RS e aarsiaar 4

yral: g fafay-aE-yat saf<a
JRaEItiE & IRarg=:
@y glaaar 39 asfafan

Bhivas are the output of rasa like the lustre of fire. Here the
element of A of rasa siitra and A of faaIf is clear. In AB, AG
says:
1. SEEAS- g - g fafa- |
SARATEATHASE T: Hremd I=a 11

2. 999 FY WaEHrEa (9. 277AB) ? =@l
Ry S&Wa gf 9 @@ fefaq)
U1 TIE HTAIAN Il T Hreae Wi

Now strikes the notion of bhavana. Bhoja makes difference
between W and 919 by saying:

SR 537

3 W ARG S 9 9

gt Y faadarn:

Glsgpd &} W @igd w@hsah

Bhava is enjoyed in mind through the means of keen

concentration called bhavana. Rasa is that which comes forward only
after the business of bhavana is over. That too in the heart full of

3TEFN, the 3BWE or ego. Here the element termed as 3189 is given
importance. This 7€ is nothing but 3dw, soul, self, as it is called.
Taking 3f8¥H in it, it becomes free of bhavana. Earlier it was mixed
with bhavana that was residing in mind, after the operation of which
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nothing else could be felt. It is an experience of everybody. bhavani is
noticed even by AG as he gives stress to TH4I%e, a stage wherein
nothing else is observed = JERET¥feAI

5]

Bhoja and Abhinava did not know each other. Itis, therefore, thought
that there where many canons of the rasa process. Abhinava follows
the one which was followed by Bharata in his NS. On the other
hand, Bhoja has gone upward and tried to adopt the Vedic theory of
human development: HIS&™Ad THISE g™, Though Bharata is
also a follower of Veda, yet, ’Bhoja’s understanding of Vedic
methodology is transparent and untouched or not disfigured with
the ideas of later tantras.

Dr. V. Raghavan has summed up the rasa theory of Bhoja on
pages 451453 of his thesis ‘Bhoja’s Srrigara Prakasa’ (1978). It, however,
is not free of his likes and dislikes, the latter being prominent. A
rexamination or review of his assessment is very much needed.

Leaving aside the details what little I tried to say here is that
the rasa siitras of different canons were mingled in the NS long ago
and the sittra running with T is a later development of the first
one running without M. So far as Abhinavagupta is concerned
he followed the first but could not leave aside the latter one. In the
AT V the Rasasiitra of Bharata is discussed in detail-

T WEFEAE ae gfaige)
wWiwfogs @] favrsensafem 401
Y8 W g wOW wEAmtE el
It T A A A @R AEE:N 4411
forg Tafy yeife W@ orifs:, | foq
WY a1 T TR a1 ffe e d fdu 450
YRl | WA 37 @St Sl
T dieaRiasd g S 4611
Y W: YE WeRW T

fatm: S fem-gerE) 4711
FAEARETE FAl T fager:
@Ha W: §d gget: @i ssi
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14.
15.
16.
17.
18.

19.
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iRy Shuifag Afsefsmma an
Jefy A WEify R 5911

el qeErdl Hifad TIRiTEtEal 60112
g

. Bharata’s Natyasastra, Baroda edn., 1956, p. 272.
. Ibid., p. 349. Wi is printed as WM. Though this is not a siitra, yet can

be cultivated and treated as siitra easily.

. Ibid., p. 284. See also Hemacandra’s Kavyanusasana Viveka, p. 78,

Nirnayasagar edn., 1934.

. Dhvanyalokalocana, Chaukhamba edn., 1940, p. 156.

. Ibid,, p. 179.
. T-W41 is the other reading given in the printed NS. The term SR

is to be explained in Bhoja’s context.

. There are the passages merely from NS VI and VII. References are

taken from Baroda edn., 1954.

. Dasariipaka IV 34.

. Rasa Gangadhara (RG), p.37, 1947, Nirnayasagar edn.

. Sangitaranakara quoted in RG, by Panditaraja Jagannatha.

. RG, p. 37, 1947, Nirnayasagar edn.

. Kavyanusasana by Hemacandra.

. Hemacandra’s Kavyanusasana 2.1.

.' 9 reading is very much important, corresponding to the WIS of

419, In Mammata’s Kavyaprakasa ' fasmanfssiifaarafi:’ is the reading
printed in the editions : B.O.R.I. Poona, 1950; with the commentary of
991 edited by Prof. S.P. Bhattacharya, Calcutta, 1933;
mforerRraEpagd, Poona, 1921; STEINA, 1976. Allahabad, and others.
Kavyaprakasa IV. 4-5.

Ibid., IV. 4.5 3.

Sahityadarpana 111. 1.

ABon NS 1.1.
2-3. Josyer edn. of S., p. 436. In the edn. of HOS, 1998, p. 674 runs the

text gusp-fau-fawr@add: and srRawnfaa:. It is irrelevant unlike the

text given by Josyer adopted here by us.
(I) The verse is quoted in AB, p. 277 of Baroda edn., 1956 but in

disfigured shape. The reading given here is available in Hferwee
sfafids, p. 70, Chaukhamba, 1964. In AB, ¥4I is taken as Ha&l
but ¥AFT corresponds with the text of T of NS.

(I) The verse is not available in NS. In AB, 19 word is missing and
FANAEAT s taken as ‘HAgAEA (TFAT) HE'
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20. %= term is used by Bharatamuni himself and adopted in the same
sense by AB. ®T=19l ®: should be understood as : ®&H: also.
21. Natyanusasana-V, 1996, Kalidasa Academy, Varanasi.
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