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INTRODUCTION

1 have indeed very great pleasure in writing this introduction
for this interesting book on Abhinavagupta by my friend,
Dr. Y.S. Walimbe. Dr. Walimbe has been my colleague in the
University of Bombay and bas been teaching Alamkarasastra
to the Post-Graduate students for quite a number of years.
Besides, his own research work has been on the Rasaganga-
dhara of Shri Jagannitha Pandita. 1 am mentioning these
facts only to show how very well qualified Dr. Walimbe is to
undertake the task he has chosen here.

The aim here is to present to an inquisitive reader the views
of the great Abhinavagupta on the celebrated Rasasiitra of
Bharata. Recently interest has been aroused in Sanskrit
Aesthetics and particularly in Abhinavagupta and his
predecessors, whom he is seen criticising and on whom he
has undoubtedly improved. Gnoli, Masson, Patwardhan,
Pandey—all these scholars have elucidated Abhinavagupta
no doubt admirably and competently, and yet, one felt,
looking to the writings of students on Aesthetics about
Sankuka, Bhatta Nayaka and Abhinavagupta that it was
indeed very necessary to present Abhinavagupta’s presen-
tation of his material in a ‘plain unvarnished manner’ so
that those interested in knowing him might read his view
rendered in a modern language but at the same time ina
well-authoritative and documented manner. Dr. Walimbe
has carried out the task in an admirable manner and the
post-graduate University students and the general readers
interested in Sanskrit Aesthetics are bound to feel greatly
helped by him and therefore would feel very much grateful
to him. Aesthetics at its higher reaches can hardly be
disassociated from Philosophy, and it requires a thorough
understanding of the Indian philosophical thought like the
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Mimirsa, the Sarmkhya and the Saiva-advaita to be able to
follow the discussions of Bharata’s erudite scholars. Under-
standing Abhinavagupta is a reward of painstaking sound
scholarship. Dr. Walimbe’s explanations are faithful and
he has not tried to be ‘learned’ while commenting on or
rendering the learned Abhinavagupta.

I am sure that scholars and generalreaders will welcome the
book and will be further expecting from Dr. Walimbe his
similar presentation of the thought of Jagannatha Pandita,
for, like Abhinavagupta, Jagannatha is also a challenge for
one’s powers of understanding and scholarship. The
students of Alankarasastra and of Bharata will be indebted
for this small but immensely helpful tract.

Aradhana T.G. Mainkar
Poona-16




PREFACE

The object of this monograph is to present to the students
of Indian Poetics and Aesthetics, in a nutshell, the aesthetic
thought of Abhinavagupta, one of the greatest geniuses that
India has produced. This has been done mainly on the
basis of his masterly and authoritative commentary, the
Abhinavabharati, on the Rasasitra in Adhyaya 1V of
Bharata’s Natyasastra. The validity of Abhinavagupta’s
observations is not confined to drama and poetry, but they
are comprehensive enough to cover practically all Indian arts.
The main argument is first presented in English, followed by
the relevant Sanskrit text supplied in the brackets. Itis
hoped that this will render the discussion useful even to
those readers who are not well-versed in Sanskrit, but who
are interested in Indian Aesthetics. The Introduction by
the author explores the possibility of a general aesthetic
theory for Indian literature and the fine arts. The Appendix
consists of parallel passages on the relevant topics from the
Locana on the Dhvanyaloka.

The author is deeply indebted to all earlier writers on the
subject. He would also like to acknowledge his special
gratitude to Dr. T.G. Mainkar, former Head of the Depart-
ment of Sanskrit, University of Bombay, for writing very
kindly the introduction to the bock.

—Y.S. Walimbe
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INTRODUCTION

AESTHETICS, or the theory of beauty in art and literature,
has perhaps been one of the early pursuits of the human
mind. As literature and the various arts flourish in a
society, the attempt to understand the exact nature and
causes of their appeal to the reader or the connoisseur also
finds a place in the thinking mind. A thing of beauty is not
only a joy for ever, but is also an invitation for ever to explore
the reasons for that joy. Since poetry and drama are the
earliest arts, it was only natural that the science of Aesthetics
should be inspired by the thoughts about early poetry and
drama. Aristotle’s Poetics, for example, is regarded not only
as the first treatise setting forth his theory of poetry and drama,
but also about art in general (cf. Aristotle’s Theory of Poetry
and Fine Art by S. H. Butcher, Dover, 1951). Since the aim
of all arts was regarded to be the attempt to delight the
human mind, the analysis of the joy resulting from poetry
and drama was also supposed to be more or less similar to
that resulting from the appreciation of other fine arts, based
on a kind of unity of all the arts. This idea of the unity of
all arts is no longer universally accepted, and some eminent
art-critics and philosophers have openly challenged it (cf.
Problems of Art by Susanne K. Langer, Routledge and K.
Paul, London, 1957, p. 14). But the fact remains that
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speculations on the nature of poetry or literature and drama
were the precursors or harbingers of aesthetic speculations
in general.

At least in India, this was certainly the case. The earliest
distinct speculations on the nature of artand its purpose are
clearly set forth by Bharata in the Natyasastra in connection
with the art of drama. Since vdcika abhinaya or verbal
gesticulation formed a very essential part of the four-fold
dramatic gesticulation, the dramatic theme or text (natyartha
or kavyartha) became equally important in Bharata’s eyes.
He concerns himself mainly with the emotional value or
import of the dramatic theme and its actual representation
on the stage, so as to bring home this emotional aspect to
the enlightened spectators in a very vivid and convincing
manner. Bharata’s account of Rasa in the Natyasastra, as
explained in Adhyayas (Chapters) VI and V11, is nothing but
the analysis of the emotional experience through which the
spectator goes, while watching a dramatic performance on
the stage. Bharata expressly states that the Natyaveda was
promulgated by Lord Brahman himself as an object of
diversion or recreation (kridaniyaka) at the behest of all
gods (Natyasastra, 1,1I), and the purpose of drama is to
entertain the minds of the spectators and also to instruct
them!. Drama comprehends in itself all branches of learning,
all arts, all crafts, all skill, all aspects of human nature and
worldly behaviour, represented through gesticulation.”

The nature of dramatic experience and the delight it gives to
the cultivated spectator are the essence of Bharata’s theory
of Rasa. According to him, the spectator’s experience is
essentially a pleasurable emotional experience. The drama
presents a story, and is mainly a story dealing with human
emotions and sentiments. Bharata's definitions of bhavas,
vibhavas, anubhavas, etc.?, leave no doubt about this point.
This story of human emotions is replenished with various
kinds of gesticulation, and enriched with the means of
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entertainment like vocal and instrumental music, dance,
drapery, the theatrical settings, etc., and presented to the
spectator as a feast to his eyes, ears and mind, a sacrifice
charming even in the estimation of the gods themselves, as
Kalidasa puts it.* The total experience of delight that the
spectatar undergoes—a kind of a unique, homogeneous
experience, is Rasa.

This theory of Rasa expounded by Bharata assumed so much
importance in later times that it came to be regarded as the
only theory explaining dramatic experience, and later
scholars like Bhatta Lollata, Sri Sankuka, Bhatta Nayaka,
and Abhinavagupta (following his master Bhatta Tauta)
expounded it in various ways. It is quite likely that there

were many more explanations about it. Jagannatha mentions'

as many as eleven in the Rasagangadhara, but these four
may be regarded as the most important ones. At least, these
are the views that have come down to us, as recorded by
Abhinavagupta in Abhinavabharati, his commentary on the
Natyasastra, and in his Locana, a commentary on the
Dhvanyaloka of Anandavardhana. There we come to under-
stand that Bhatta Lollata agreed to Rasa being a product of
the stimulants (vibhavas) which are reactions of the hero
(anubhavas) to them, and the ancillary feelings or moods
(vyabhicarins) in the particular situation, when all of them
combine with the sthayin or the latent emotion of the hero
or the principal character in the play (anukarya). According
to him, the sthiayin belongs to this character, and hence
Rasa also belongs mainly to him, and only indirectly to the
actor who enlivens or portrays him on the stage. Thus, the
character and the actor are the two points on a straight line.
However, Lollata did not account for the role of the spec-
tator in the theatre, who experiences pleasure after witnessing
the performance.

Sankuka went a step further, and tried to account for the
spectator’s role in the process of Rasa. In his opinion, Rasa
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results from the actor’s skilful imitation of the character like
Rama, and the spectator’s apprehension of the situation is
a unique kind of experience, quite different from any usual
category of worldly knowledge. The actor’s imitation gives
him delight, as he can infer the character’s emotion on the
strength of this imitation. This is no doubt an improve-
ment over Lollata’s view, but still not very convincing, since
the spectator’s apprehension can hardly be described as
_ being inferential in nature which is, as a matter of fact, an
imaginative one.

Bhatta Nayaka challenged the views of both Lollata and
Sankuka, and offered a new explanation of the process of
Rasa or aesthetic delight. In his opinion, the process of
Rasa takes three different stages to complete itself. The first
stage is obviously that of abhidha denotation, where the
words of the dramatic text render their primary meaning.
The second stage is that of bhavana or sadharanikarana
(generalization), i.e., idealization of the dramatic theme
effected through four-fold gesticulation. Because of this
phenomenon, the spectator’s mind becomes free from all
kinds of delusion or ignorance, and he attains the level of
an ideal spectator (sahrdaya). In the third stage known as
bhoga or deleciation, his mind is dominated only by sattva
or purity, to the utter exclusion of Rajas and tamas, the
tendencies of delusion and stupefaction in human nature;
and then only he experiences the supreme joy of art, compar-
able only to the bliss emanating from the Supreme Brahman.

UNIVERSALITY OF EMOTION

Bhatta Nayaka had thus very nearly analysed the entire
process of the realization of Rasa, and it was left to Abhi-
navagupta, as it were, only to fill up the gaps in the former’s
explanation, and point out the lacuna therein. Abhinava-
gupta rejects the idea of the three gunas or qualities like
rajas, forming an important link in Bhatta Nayaka’s
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argument. He accepts Nayaka’s concept of sadharanikarana
or universalization, but asserts that this is already achieved
by the process of vyaiijand or poetic suggestion, and hence, it
is redundant to admit a new process like bhdvana. Further,
even the idea of b/oga is nothing else, but that of carvand,
relish only, which itself culminates in the ecstatic joy of the
spectator. According to Abhinavagupta, the entire process
of Rasa-realization can be summed up in this manner : when
an ideal spectator (sairdaya), gifted with emotional maturity
and aesthetic sensitivity, witnesses a good play on the stage,
enriched by fine acting, music, dance, theatrical decorations,
costumes, etc., he grasps the theme of the play not in a
particular, but in a general context. The dramatic theme
becomes free from such limitations as are imposed thereon
by the stints and beyonds of time and place, and the
spectator also gets rid of the restrictions, foisted upon him
by his individual surroundings and their effects. He relishes
the play from a detached angle, and with the necessary
aesthetic or psychic distance (tatasthya). Itis only then
that the real meaning or beauty of the dramatic theme dawns
upon him, and he becomes the recipient of the highest
aesthetic bliss. Since the latent emotions (sthayins) of all
human beings are more or less similar in nature, inherited
from previous existences, the response of all spectators to a
play is also practically uniform, representing a homogeneous
experience, and may be termed as camatkdra or delectable.
Abhinavagupta also, incidentally, refers to, and dismisses,
the Samkhya view that the experience of Rasa leads to both
pleasure and pain, since he himself believes this experience
to be absolutely pleasurable, without the slightest sting and
pinch of sorrow.

This, then, is, briefly, Bharata’s Rasa theory, as understood
and interpreted by the various time-honoured scholars and
dramatic critics. Of the various interpretations mentioned
above and discussed in detail in the following pages, that of
Abhinavagupta came to be regarded, in the course of
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centuries, to be perhaps the last word on the Rasasitra,
because of its thorough-going approach and comprehensive-
ness. He lent it additional weight by basing his theory on
the metaphysical foundation of the Pratyabhijna school of
Kashmir Saivism (for more details, cf. Abhinavagupta’s An
Historical and Philosophical Study, Chowkhamba Sanskrit
Studies, 1963, Comparative Aesthetics, Vol. 1, Chowkhamba,
1959, by K.C. Pandey, and Santarasa and Abhinavagupta’s
Philosophy of Aesthetics by J.L. Masson and M.V. Patwar-
dhan, B.O.R.I., Poona, 1969, pp. 27-33:} According to
Abhinavagupta, the world of drama is a beautiful creation
that is made a many-splendoured thing by the literary
excellences of the theme and the various theatrical accessories
—a creation which is self-sufficient and constitutes a world
in itself. By initiating the spectator into a very rich and
significant experience, drama transports him to a new realm
above the harsh realities of the everyday world, to the realm
of magic, of joy. The everyday world is not negated, but
surpassed or transcended, and the world of drama is, in this
sense, autonomous being bound by its own laws.

Even before Abhinavagupta, the Rasa theory and the concept
of the autonomy of art had been introduced into the field of
Poetics by Anandavardhana in his Dhvanyaloka, a monu-
mental work of the ninth century. He declared dhvani or the
suggestive, evocative power to be the very soul of poetry (cf.
FreeareT safafefy gid: awreAwd: \—Dhvanyaloka, 1, i.). Further,
this dhvani, he stated, is threefold : that which suggests a
thought or an idea (vastudhvani), that which suggests an image
or afigure of speech (alamkaradhvani), and that which
suggests or evokes an emotion (rasadhvani). That poetry
was regarded by him as the best (uttamakavya) or dhvani-
kavya), wherein the suggested sense (vyangyartha) far out-
shone the primary or expressed sense (vdacyartha). And
though Anandavardhana stated dhvani to be threefold, as
stated above, in fact he attached the highest importance to
rasadhvani only, and declared that the real essence of poetic
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suggestion shone forth in Rasa, bhdva and their other vari-
eties being subsumed.® It was once again Anandavardhana
who emphatically gave out the poet alone to be the creator
_of his world, with the world, turning as he would like it to.®
Thus Abhinavagupta’s emphasis on these ideas was only an
elaboration of what Anandavardhana had said about them.
In fact, Anandavardhana presented not only the theory of
dhvani in its proper perspective, but also gave a new fillip to
the theory of Rasa, which had been almost lost in the maze
of dozens of rhetorical categories (alamkdras), promulgated
by poeticians, from Dandin and Bhamaha to those of
Anandavardhana’s own times. In other words, the Rasa
theory came into its own, only when it was officially amalga-
mated with the dhvani theory.

This theory of Bharata was thus extended from the dramatic
to the poetic art, since drama itself was regarded as a form
of poetry—visual poetry (drsyakavya). At the same time, it
was being used for a considerably long period in Indian
works on dance and music since the time of the Natyasastra
itself. Bharata treated dance as an integral part of drama
or natya only. Out of the four varieties of abhinaya or
gesticulation, viz, angika (based on bodily features), vacika
(verbal recitation), aharya (pertaining to costumes, drapery,
etc.) and sattvika (referring to psycho-somatic states), the
angika abhinaya, with its three aspects of sakha, ankura and
nrtta and using a number of major and minor limbs of the
body, such as the hands, the feet, the head, the eyes, the
neck, etc., is declared by Bharata to be directly connected
with the evocation of emotions and sentiments.” What is
true of Rasa in dance is equally true of Rasa in the field of
music. In Chapter XXIX of the Natyasastra, Bharata gives
detailed rules as to which particular jatis music should be
related, and to which Rasas.®

However, the Rasa theory need not be regarded as being
confined to the four arts of drama, poetry or literature,
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dance and music. Eminent Indologists and art-critics, like
Dr. A.K. Coomaraswamy, vouchsafe that the theory is
capable of considerable extension even to other Indian arts
like painting. He observes : ‘It is true that this theory is
mainly developed in connection with poetry, drama, dancing
and music, but it is immediately applicable to art of all
kinds, much of its terminology employs the concept of color,
and we have evidence that the theory was also in fact applied
to painting.® The Visnudharmottara Purana uses the term
Citrasiitra to cover all the branches of knowledge pertaining
to arts like painting, image-making dramaturgy and poetics.
In Section III of this Purdna (translated into English by
Stella Cramrisch, Calcutta Univ. Press, 1928, pp. 9-10, etc.)
it is observed that it is necessary to acquire the knowledge of
Citrasiitra in order to understand the art of image-making;
further Citrasiitra itself can be studied only on the basis of
the knowledge of the science of dance and dance, for its part,
cannot be conceived without musical instruments, while
instrumental music itself follows vocal music.’® Thus, in this
view, arts like painting, image-making, drama, dance, poetry
and music have something like a common denominator. 1t
has been already remarked that philosophers, like Susanne
Langer, do not subscribe to this view. In her opinion, it is
better to acknowledge frankly that the arts do not have a
common basis. ‘... ... Such candid study’, she states, ‘is
more rewarding than the usual passionate declaration that
all the arts are alike, only their materials differ, their
principles are all the same, their techniques all analogous,
etc. That is not only unsafe, but untrue.’ (Problems of Art,
p. 14). If anything is common to them, it is only their
expressiveness. ‘Expressiveness, in one definite and appro-
priate sense, is the same in all art works of any kind. What
is created is not the same in any two distinct arts—this is, in
fact, what makes them distinct—but the principle of creation
is the same. And “‘living form” means the same in all of
them.’ (1bid).
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However, even Langer agrees that a work of art expresses hu-
man feeling, feeling here ‘meaning everything that can be felt,
from physical sensation, pain and comfort, excitement and re-
pose, to the most complex emotions, intellectual tensions, or
the steady feeling-tores of a conscious human life’. (Ibid, p.
15). If this much is agreed upon, then the various Indian arts
mentioned above, viz., drama, dance, music, painting, sculp-
ture and poetry, which mainly concern themselves with the
articulation of human emotions, feelings and sentiments, may
safely be said to be under the purview of the Rasa theory,
which looks upon art as mainly the embodiment of human
feeling. That the Indian writers like Bharata were conscious
of arts other than poetry and drama in their writings, is also
the view of Western art-critics like Philip Rawson, who
opines : ‘Perhaps I should mention that the Indian writers
were thinking mainly of poetry and drama. But music and
visual art were always considered and the code was carefully
designed to cover them.’!* Perhaps this remark should
clinch the issue.

A question naturally arises regarding the validity or relevance
of the Rasa theory in modern times. It has often been
remarked that Bharata’s scheme of the eight or nine Rasas,
their vibhavas, etc., is neither scientific nor comprehensive,
and that it cannot hold good even for modern literature.
Modern life has become extremely complicated with the
growth of the machine age, the challenging problems thrown
up by the two world wars, the complete upheaval in the field
of human values, the stresses and strains, tensions and pulls,
in various directions. So it is quite in the fitness of things
that modern literature, which seeks to portray these changing
circumstances in modern life, cannot be restricted within
the narrow steel-frame cf the Rasa theory of Bharata.

To some extent this is true, as the conditions of life have no
doubt vastly changed from what they were in the days of
either Bharata or Abhinavagupta. The complexity of uman
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life has certainly increased, and poses a great challenge to
the creative writer. But what is equally relevant is that
behind the imposing spectacle of the machine age and its
complexities, human nature has not basically changed.
Human emotions are still very much the same all over the
world, and the difference lies only in the intensity with which
different human beings in different parts of the world react
to the new situations. Love and separation, birth and death,
joy and sorrow, are still universal occasions which bring
people nearer each other emotionally. The phenomenon of
widespread poverty and disease is still able to draw a tear of
sympathy from every human eye. Disgust and contempt
towards the base and vulgar things of life are still the same
for all people of refined taste. What Bharata insists upon is
not so much the number of Rasas or vyabhicarins (this is
amply proved by the later additions of santa, bhakti etc., to
them), but their essential presence in all human beings at all
times. Human situations may change—and they will of
course change—but mankind’s response to them does not
basically change, and it is this response to the situation that
Bharata terms as anubhava. The feeling of repulsion that
we have at the description of Michaelangelo’s dissection of
dead bodies in Irving Stone’s The Agony and the Ecstasy is
not much different qualitatively from the one we experience
when we read Madhava’s description of the fiend eating up a
human corpse (Malatimadhavam, V. 16), though the context
is different; both are instances of bibhatsa. A certain situa-
tion may appeal to our sensitivity more deeply and intensely
when it evokes our basic emotions suggestively, artistically;
then it becomes a situation of Rasadhvani. Another situation
may call forth only a momentary feeling in our minds with
all its paraphernalia; it becomes a situation of Bhavadhvani.
The importance lies in the emphasis that is placed on the
situation. But as long as human emotions and human
feelings continue to be the central theme of literature and
art—and they will forever continue to be—the validity and
the relevance of the Rasa theory will also be there, though the
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nomenclature or the technical jargon denoting human feelings
may change.

¥
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RASASUTRA

THE Rasasiitra in the Sixth Adhyiya of Bharata’s Natyasastra,
viz., fasErgaEsafaifeaamaatsafa:, along with Abhinavagupta
commentary, Abhinavabharati on it, has been regarded as
the classic exposition of the theory of Indian Aesthetics. In
the course of this commentry, and to the lesser extent, in the
Locana commentary on Anandavardhana’s Dhvanyaloka,
Abhinavagupta elaborates not only his own and Bharata’s
views on the theory of Rasa or aesthetic joy, but also those
of his predecessors, viz., Bhatta Lollata, Sri Sankuka, Bhatta
Nayaka and the Sarhkhya writers. In fact, whatever earliest
reliable information we gather about the views of these
theoreticians. is exclusively from the Abhinavabharati. Hence
a detailed study of these views and of that of Abhinavagupta
himself, is indispensable for a complete and comprehensive
idea of the Indian theory of aesthetic joy.

BHATTA LOLLATA

Thus according to Bhatta Lollata, the first commentator
mentioned by Abhinavagupta, the production, i.e., nispatti,
of Rasa (aesthetic delight or relish) takes place from the
combination of the sthayin with the vibhavas, ete., i.e., the
vibhavas, the Anubhivas and the vyabhicarins. The idea
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is that aesthetic delight results from the operation of (i) the
constituents or stimulants of an emotional situation, (i) the
resulting reactions in terms of mental and physical conditions,
and (iii) the transient feelings, on the sthayin (fawranfafa:
gamierafs  enfaaeay wlsifa:  —Abhinavabharatt). It
appears that according to Lollata, the vibhavas, etc., operate
primarly on the sthayin or the 'sentiment of the original
character enacted in a drama (anukarya). Naturally, the
resultant aesthetic delight should also belong to the original
character. What we see on the stage is primarily the emotion
of a character like Rama or Dusyanta or Romeo for another
character like Siti or Sakuntaldi or Juliet as represented
against a particular environment. The emotion becomes
relishable in our eyes because of its physical and mental
reactions on the character, and also because of the parapher-
nalia of the associations of ideas, feelings, etc., entering the
mind of the character in that particular situation. Thus the
entire picture of the thoughts and feelings, actions and
reactions of a character in a significant situation gives us
his emotion. The emotion is also produced in the actor
because of the strength of his identification with the original
character (7 o AgFHaTFadfT ArgEamaetefta | —Abhinava-
gupta). Thus, indirectly Bhatta Lollata also underlines the
necessity of the actor’s identification with the role, without
which his emotional experience is impossible.

In addition to this central fact of Rasa arising in the original
character, Bhatta Lollata also elucidates the exact role of the
various factors in an emotional situation. The vibhdvas or
stimulants are, in his opinion, responsible for stirring up or
arousing the particular mental state of the nature of sthayin
or sentiment. The Sthayin is already there in the subcons-
cious mental sphere of the character, and it is called up by a
particular significant situation (Fa fawrarfeaw ga: sararfasmT
vegit #17o 1), Further, the reactions of the character that
are significant in an emotional situation are not those that
follow the situation, but those that precede it or lead upto it
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(ggwranes 7 wawear g9 faafeaar, o TEFTRAT  UFAIAGEAT], AT 3
wrarTad gwgera: 1), Thus, it is Rama’s reactions on seeing
Sita in the pandal of the Svayamvara (selection of the bride-
groom by the girl herself) ceremony that are important for
- getting a glimpse of his emotion, and not the reactions after
the emotion is produced in his mind. The accompanying .
transient feelings like joy, eagerness, doubt, etc., are also
mental states; but they are not on the same level as the
sthayin, because the sthayin is in the form of subliminal or
latent impressions (zAfasnfTos faagearcasearaafy 7 wgwIiET:
eqfyar, anify araarende qea faafaat o), whereas the transient
feelings are actually revealed. The situation is parallel to
the preparation of a tasty drink prepared from various
ingredients, where some are vital and others are flexible
(geerrafa sxsaAed Feafagraareasar eTaaTTengLaat afwanfad 1).

Abhinavagupta further remarks that this view of Lollata is
also the view held by elderly rhetoricians, and quotes Dandin,
who maintains that §thayibhavas, like rati or kopa, reach the
state of a Rasa like Spigara or raudra when they are heigh-
tened or intensified (Fazaari sadg wa: | 471 fg afosm w@aTg-
FgRATIaT ... L. QzTendt Ta: TEATE 7 1).

The exact position of Bhatta Lollata with regard to Rasa
boils down to this : (i) Rasa is produced as a result of the
combination of the sthayin with the stimulants of a significant
emotional situation, its reactions on the character who is the
focus of the situation, and the accompanying mental states
or feelings; (ii) the Rasa properly belongs to the character in
question—the anukarya—and secondly to the actor playing
the role because of his identification with the said character;
(iii) heightened or accumulated Sthayin is Rasa. It has been
generally believed that Bhatta Lollata does not account for the
apprehension of Rasa by the spectator or the aesthete—the
samajika; however Mammata, while expounding the view of
Lollata, does say that Rasa is apprehended in the character
and the actor (cf. wemar gear THETATEA FERATE AT AT
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g Al TRl wgeaeagan: | —Kavyaprakasa Uttdsa 1V). The
question then is : ‘apprehendcd by whom? and the implied
answer seems to be: ‘by the Samdjika’ What was the
authority that Mammata to make this statement? Abhinava-
gupta ceitainly does not say so in his discussion of Lollata’s
view. The position is really intriguing.

SANKUKA'’S CRITICISM OF LOLLATA

Bhatta Lollata’s account of Rasa is severely criticized by Sri
Sankuka, as mentioned by Abhinavagupta. In the first place,
says §ankul\a there are no valid grounds to infer the
existence of the sthayin as long as it does not come into
contact with the vibhavas, etc. (fawrargdr enfrt fare araryaa-
wagaea: 1),  Conjoined with them, the sthayin mlght turn
into the Rasa; its existence can be inferred on their basis.
But how can the existence of the sthayin be inferred
before the conjunction ? And further, how can it be known
at all, if it cannot be inferred ? What cannot be known or
apprehended cannot also be the subject of any assertion.
In simple words, Lollata has to prove the existence of the
sthayin before he can say that it is conjoined with the vibhavas,
etc. That existence cannot obviously be proved. Secondly,
if, according to Bharata, the sthayin is transformed into Rasa
as a result of its conjunction with the various bhdvas or
mental states like the vibhavas, etc., it is more natural to
expect Bharata first to discuss the nature of the bhavas and
then the nature of Rasa, to follow the logical order (wrami
qdafudgarsmsng 1).  But what Bharata has actually done is
just the opposite. That is enough to show that in Bharata’s
opinion what deserves precedence is the Rasa, and not the
various bhavas, as Lollata seems to suggest. Further, if
sthayin is the same as Rasa in its latent or unintensified form,
as Lollata maintains (eseferqafaa: 1), no purpose would be
served by giving a separate definition of sthayin after Rasa
has been defined (fermmumat awomadzeafy).  However, this is
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what Bharata has in fact done. That itself means that
sthayin is not the same as Rasa.

The remaining four objections of Sainkuka are based on
" Lollata’s theory that sthayin, when accumulated or intensified
by the vibhavas, etc., becomes Rasa. This accumulation
must be taking place gradually or by degrees. There may be
moments when the accumulation is slow, very slow or
extremely slow, or neither slow nor fast, and so on.
In that case even the rise of Rasa will have to be held as
taking place in respective degrees, which totally goes against
the doctrine that Rasa is one homogeneous entity or process,
and does not admit of any division (F=aaaHTEARATAERATTA : 1).
If, to circumvent this difficulty, Rasa is held to be the last
stage of the accumulation of the sthayin, the six divisions of
hasya that Bharata gives later in this very Adhyaya, viz.,
smita, hasita, vihasita, upahasita, apahasita and atihasita
(Natyasastra, V1.52) would be impossible in the very nature
of things (grea<¥ srerarsmaara: 1). All of these divisions cannot
certainly be produced at the highest stage of the accumu-
lation of sthdyin. Further, the stages of the accumulation
of the sthayin being innumerable, the stages of a Rasa like
§rngara can also be innumerable, culminating in so many
particular Rasas and bhavas, and not confined to the ten
stages mentioned traditionally (FTaraeary sweadeTaTAT(I-
smeag 1) Lastly, it is a fact of observation that in case of
a Rasa like karuna, the intensity of emotion actually decreases
in course of time, instead of increasing, as Lollata maintains.
Similarly, §thayins, like krodha (anger), utsaha (enthusiasm)
and rati (love, passion) are actually seen to decrease in the
absence of resultant feelings or actions like wrath, stability
and service (or attendance) respectively (W= @raw diaed Freare
R AT e Rt T gragwatafa fawiaer grmmeET ).
In the face of all these facts of experience, it is sheer
boldness to maintain that Rasa is the accumulated stage of

the sthayin.
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Thus, it would appear that Sankuka’s criticism of Bhatta
Lollata’s theory centres round three pivotal points namely :
(i) there is no means to infer the sthayin in the absence of
the vibhavas, etc.; (ii) Bharata’s separate treatment of Rasas
and bhavas militates against the equation of sthayin and
Rasa; (iii) once we say that Rasa is accumulated sthayin,
we enter into the predicament of the stages of the accumu-
lation of the sthayin as well as the Rasa. However, both
Sankuka and Abhinavagupta have not given Lollata any
credit for his two very remarkable insights into the nature
of Rasa, viz. : (i) that it is primarily the emotion of the
original character in the story (anukarya) that the actor tries
to convey to the spectator, and (ii) that the actor can
achieve this only when he merges himself in the personality
of the character, viz., in his role. The second insight
greatly emphasizes the importance of the actor’s training,
his skill and equipment, as much as his capacity to allow
himself to be overwhelmed by his role, irrespective of perso-
nal circumstances, handicaps, etc. Perhaps Bhatta Lollata
was the first among the extant commentators of the Nafyasas-
tra to realise the importance of the actor in the process of
Rasa and its gesticulation, and in the opinion of a number
of scholars, his view of Rasa perhaps comes nearer to
Bharata’s own view than that of any other commentator.

SRI SANKUKA

After having thus criticised Bhatta Lollata’s theory of Rasa,
Sri Sankuka advances his own view in the matter. Accord-
to him, though the sthayin itself is Rasa, it is not the sthayin
belonging to the character in the play, nor does the appre-
hension or realization of Rasa belong to that same character,
as Lollata maintains. The sthayin here appears to belong to
the actor, and it is of the nature of the imitation of the
sthayin of the character. Because it is an imitation of the
character’s sthayin, it has been styled with a specific name as
‘Rasa’ (et wrat gearaifaiaediaaa e I qa<nedearad a araraa
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sqafgesr w@: 1) It is an imitation of the sthayin of Rama, etc.,
and not the genuine sthayin. Hence, the propriety of a new
desiguation.

‘Now the problem is : what are the circumstances leading to
this fallacious aprehension of Rasa based on the actor’s
imitation of the character’s sthayin ? Sankuka’s reply is
that the normal factors of causation in the world apply here
also, but as belonging to the actor, and not as belonging to
the character. These factors which are normally known as
the causes, the effects and the auxiliaries, are designated
here as the vibhavas, the anubhdvas and the vyabhicarins
respectively. In the circumstances or situation of the original
person like Rama, Dusyanta, etc., they are of course natural.
But in the case of the actor they are not natural, but acquired.
However, a skilful actor displays them so convincingly that
they are felt by the spectator as absolutely natural, and not
as artificial (Fewrggtafawrared: FfwEmwEmEin:  TEEfeie
afgaififa: srafaaan  Ffaqfs qamfaraaees T e
AT EATAT WrAT—1)

Sankuka here goes into some interesting details as to the exact
way in which a particular emotional situation is enlivened
before the eyes of the spectators as a result of the conglome-
ration of a number of factors. So far as the environment—
human and non-human (or material), is concerned, the play
itself prevides it. The first part of the process of Rasa
apprehension starts with the dramatist’s picturesque and
powerful description of the stimulants of a particular situa-
tion (a heroine like Sakuntala appearing before Dusyanta in
the background of the sylvan beauty of the forest, watering
the plants as tender, blooming and youthful as herself,
whispering innocent mischiefs to her girl friends and being
teased by them—this picture itself is capable of arousing the
spectator’s attention, and focussing it on the situation). To
add to that, there is the exquisite skill of the actor, acquired
through his long training in the art of gesticulation and
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exhibited through his intonations, his expressive gestures,
and perhaps also through his dance and song. The actor is
the most crucial factor in this process of Rasa. The transi-
tory feelings like doubt, eagerness, anxiety, etc., are also
enacted by the actor on the strength of his emotional re-
actions, as acquired (fawmar fg Freggargasdan, samEn foar:,
safa=rfor: sfanfasawmasimaarg 1) Thus, the whole setting of the
significant emotional situation is ready for the spectator, who
apprehends it primarily on the strength of the actor’s
imitation of the character’s sentiment.

If the vibhavas, etc., are thus to be created from the poem or
the actor’s skill, etc., as Sankuka says, what about the
sthayin or the sentiment of the character itself ? Is that also
provided by the poem or the play ? Sankuka replies that
the sthayin is not provided by the play, but it is all the while
implied (sarft g #Fregawmefy argaad: 1). Words like ‘love’,
‘grief’, etc., convey the sentiment only directly, but fail to
suggest it through verbal gesticulation (xfa: @i zearEar fg wear
enfemafaddgdafaaas, « g FfwfaarsraasEmata ).
Now, verbal gesticulation is not simply articulation of
words, but what is suggested or conveyed with the help of
words, just as bodily gesticulation is not the display of limbs,
but what is conveyed in a meaningful manner through bodily
gestures (7 fz amw arfupafs § @ fdww, e o).
Sankuka illustrates this point with a few instances which
show that the direct mention of words showing a sentiment
does not exactly bring out the sentiment itsclf, which may be
brought out even without the explicit mention of it. The
art of gesticulation is nothing but this power of suggestion,
and it is quite different from the power of expression or
direct connotation (¥avmfrgdfaad arwarzr 1). Hence, it is,
Sankuka affirms, that the word ‘sthayin’ has not been
mentioned in Bharata’s Rasasiitra even in a different case
(@ wa enfaed g3 feeatawifmwafs  @Fa ). As it s
implied in tne actor’s gesticulation, and not directly men-
tioned in words, so it is done in Bharata’s formula also.
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Thus the sthayin of the character being imitated by the actor
leads to Rasa, and hence the Rasa, ‘love’ consists of the
sentiment ‘rati’ (passion), and results from it (37 frzafmaramon
IR gfq qErewacd  aemwad JEaH ).

One may have a doubt here, as to whether the spectator’s
apprehension of Rasa based on this illusion of the actor
imitating the character’s sthayin, is real or valid apprehen-
sion, or is itself an illusion. This presents no difficulty for
Sankuka, who maintains that genuine action can result even
from false knowledge or an illusion (srafwarfy frearsarar geer ).
Just to give a traditional instance, one may be tempted
by the lustre or dazzle of a gem and still find the
gem itself, because even the lustre cannot exist in the
absence of the gem; yet the illusion or ‘analogue’ of the ori-
ginal sentiment may lead to real aesthetic delight. In fact,
Sankuka maintains that the peculiar apprehension that the
spectator gets is of the identification of the actor with the
character particularly situated, as ‘That Rama who is happy
is this one’. We do not feel that the actor in this particular
case is happy, nor that the actor himself is Rama, nor again,
that Rama is not happy, nor that the actor corresponds to
Rama (7 =am 7% ua a@ifq afwafa:, aravg ww gfa, 7 99w =1
gaify, 7 =it qegw =faq, ferg 0 g o smraafafa sdifafea).
Plainly speaking, the cognition of the spectator defies all
possible modes of worldly experience through appropriate
percepts and concepts. It is peculiar, extraordinary, unique.
It is neither doubt nor similarity, nor dissimilarity and nor
is it fullfledged conviction of identity, though it is knowledge
of identity. The apprehension that the spectator gets is one
unified, coherent experience, and it cannot be challenged by
any canons of logic (Z¥Tar TATLFT TFTAANT: FAT 11).

What Sankuka maintains can be best illustrated with the
maxim of the ‘picture-horse’, mentioned by Mammata in this
connection (Citrauraganyaya Kavyaprakasa Ullasa 1V), and
probably made current by Sankuka himself, though not
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mentioned in this place. A picture-horse cannot be totally
identified with a real horse, nor can it be denied being
similar to the real horse. It is real as a picture, but unreal
as a living animal, that is to say, it is neither totally true nor
totally false, neither beyond the province of truth nor that
of falsity. It is an analogue—a semblance. In other words,
the ontological status of the sentiments depicted in a play
has no significance. so far as the spectator’s aesthetic delight
is concerned.

BHATTA TAUTA’S CRITICISM OF.SANKUKA

Abhinavagupta’s criticism of Sri Sankuka’s theory is mainly
based on its refutation by his own teacher, Bhatta Tauta,
who declares that the theory lacks in a substantial base, and
does not stand a critical inquiry (afezacaaeacag= 7 fwdamfuc-
qrearm: 1). Tauta would like to know whether the theory that
‘Rasa is of the nature of imitation’, is based on the apprehen-
sion of the aesthete, or on that of the actor, or on an objective
rationalistic approach, or in keeping with the dicta of sage
Bharata (Far fe-srpaoedy @ sfi agsay afs  avarfessreatieno,
ga axferrd, fFar geggafaaamaengfeamaeradd aa1g: ‘areqTar
wad fag=afa, =fq, sawmqfra=gargae 1), In fact, he wants to
show that all these four alternatives are equally untenable.

The very first alternative, viz., Sankuka’s theory has the
spectator’s apprehension as its central point and is discussed
and rejected by Bhatta Tauta in an exhaustive manner. When
something is called an imitation of anything else, it must first
be capable of proof. For instance, we see somebody drinking
water, imitating the drinking of liquor, and we say, ‘This is
how he drinks liquor.” Here the drinking of water is a matter
of direct perception (amerusiwma: | frfafy smmdimass qags-
wofafe o Fagyq | gqr vamey g fEfy guemTEerd egae
greneqrasifea arfawnfa 1).

Now the point is : what is there about the actor that appears
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as an imitation ? (38 7 7zwd f& aguees aagEoraar T fa ).
Certainly the actor’s person (or features), or the head dress,
horripilation, tremor, the movements and tossings of arms,

~ the knitting of the eyebrows, glances, etc. belonging to it does
not appear to anybody as being the imitation of the senti-
ment of love of the character, as love is a mental state, and
these things are physical, perceived by different senses and as
belonging to a different substratum (i.e. actor), and hence
entirely different from that love (asadiX afmss afwesta AT~
g el yomAqamAagfaadmseefer 7 7 Wieagfa EqEATIFRTCAT FE=
faafawify | wedd faafaamaaeaas frarfasrds 7 adsfadaear] 1).
Further, the imitation of an object is apprehended on the
basis of that of the self-same object, as it obtains in reality.
Nobody has previously seen the sentiment of love as belong-
ing to Rama, and hence even the misconception that the
actor imitates Rama is also automatically disproved (emmasi®a
o qaTEEtaaTE: | q F vt dagrsagiEn #fg 0 wET THIFFIA
qz gl frewa: aars: ).

Bhatta Tauta now takes up another point suggested by
Sankuka. According to this, an aesthetic emotion or Rasa
like $rigara would be the mental state of the actor only,
being apprehended by the spectator as the imitation of the
sthayin of ‘rati’ (love) of the character. In that case, Tauta
says, we must find out what the exact nature of the apprehen-
sion of the mental state of the actor is (3 wewar faagfaia
aftrer & AT M we aaify feRensdT ar s gfa
fa=ag 1). It may be said in reply that the actor’s mental
state appears in the same form of apprehension as the
normal worldly mental state like love, having the nature of
a cause because of stimulants like the presence of young
women, etc., the nature of an effect because of resultants
like glances, etc., and the nature of an auxiliary because of
ancillary factors like pleasure, etc., serving as indicative
causes. In that case, Tauta goes on, itis apprehended
as the normal state of the sthayin ‘love’ only. Where is the
propriety of the jugglery of words, manifest in the expressicn,
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‘It is the imitation of love’ ? (a1 smarfafin: Frooi: Faramfafi:
Fri{enfefa: agarfefafamgdat e srear Fromen sz =
faxrafa: sdifdmr qaraecds ar qaifasaia afanf o 7= afz -
FI0 &1 afarafa @ waEaETEg 1),

Sankuka might try to explain the matter by saying that the
_ vibhavas, etc., of the character and of the actor are not the
same, inasmuch as they are real in the character, while
unreal in the actor. (37 3 fawraradiaqsd qremfar:, @7 AgFafc T
gafa fa@iw: 1), If it is so, and if they are projected as artificial
on the strength of the poem, the actor’s training etc., without
being the causes or the effects or the auxiliaries of the actor’s
sthayin like ‘love’, Tauta enquires: are they apprehended by
the spectator as artificial or not ? If they are apprehended
as artificial, how can they lead to the real apprehension of
love ? (sr3aw_f& g § fz fawraedigass waermfaeazaifee afy
Freafaenfzasiosferar: sfam: g & stavada amfadafeas 7 ar) afz
Tea aa1 d: F4 wWawfa: 1), To this Sankuka may reply that
because they do not lead fo real apprehension of love by
themselves, being artificial, they become the cause of the
apprehension of the imitation of love (777 U3 FexrdraaTa
TwagsTngg 71w 1), This explanation is also totally rejected
by Bhatta Tauta. If effects arise from various causes, and if
a well-informed person knows this, he can naturally infer
the existence of another cause (other than the usual one).
However, an ignorent person who does not know the fact (of
many causes) can naturally infer only the well-known cause
(and not others). For example, a particular species of
scorpions can lead to the inference of cowdung only and not
to the inference of another scorpion, which is wrong (7 1
Fromaaaay fg wrig gfafaam aor i awamengmE aagsag |
agfaregds g aeda sfager wewes | a1 GfeawfaaTErEEAaTgATY |
gfraFedd a9z faegraray 1), Further, Tauta observes that where
the knowledge of the indicative cause is wrong, the inference
of something possessing a similar appearance also does not
stand to reason. To illustrate the point, if vapour is appre-
hended as smoke, the indicative cause which appears to
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resemble or imitate it, does not warrant the inference resemb-
ling that object (i.e., smoke). Thus if fogis apprehended
as resembiing smoke, it is not found to lead to the appre-
hension of the China rose-flower resembling fire (zarfir femsrd
fereraatfa 7 aararaTgATd gFad | 7 fg acargEET EERlLFCIREIRRIGLIRICL]
freRg AT qaaR | ARG fg ST R
geqaeifagser 1). The idea is that imaginary causes cannot give
rise to real effects. Smoke may lead to the inference of fire,
but fog resembling smoke cannot lead to the inference of the
China rose resembling fire. If it is said for the sake
of argument that the actor’s sentiment of love produces
the apprehension of Rasa in the spectator, it has at Jeast a
point in it. But if it is said that the actor’s imitation of the
character’s sentiment leads to Rasa, it must be said to be a
far cry.

Sankuka might further try to save the situation by saying
that an actor appears as angry, though he is not in fact
angry: this is by virtue of imitation only (77 gwifa 72: .3 &3
wif 1). Bhatta Tauta’s reply to this is that the actor appears
angry in the sense that he appears like one who is angry.
Further, the resemblance is conveyed by the knitted eye-
brows, etc., just as a bull appears like a Gavaya (a peculiar
species of ox) because of his mouth, etc. Now this has
nothing to do with imitation (seag, g7 wew: | #EWE I FFeAT-
fafir: Wi T warfsfafe damargae: #feaq ). Even Sankuka
would agree that the spectators do not have the apprehension
of the actor’s resemblance with the character (7 =fa arafsFmai
srewwfazfea 1). On the one hand, he maintains that the specta-
tors do not have the apprehension of the actor’s sentiment,
whereas, on the other, he also asserts that what is apprehend-
ed by the spectators is the actor’s imitation; the whole argu-
ment appears to be hollow (matfsrat & wragen aa wfaufafer-
sqq, 919 7 qagwreataars sfa Fear arsgiaa: )

Sankuka had declared the spectator’s apprehension to be of
the form—‘This is Rama’. If this has been ascertained at a
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particular moment of the play,why should it not be accepted
as the correct apprehension in the absence of a future subla-
tor ? Or, provided there is a sublator, why should it not be
declared as false knowledge? (7s+13d warsafweafes afaafy:, Tafy
afz qared  fafead agax wawfaaasdqatad w5 4 qeass g,
argwagaTa ar &4 7 freararag ). In fact, it would be a case of
false knowledge, even if there is no sublator—nothing to dis-
prove it (FrEaIT FIAT AAFAIAAN faeaeraqws erg1). The
idea is that there is no justification in Sankuka’s assertion
that the spectator does not have a contradictory experience
of various apprehensions (37 fazgggawarfemag ). The
contradictions do exist. Even the apprehension—‘This is
Rama’, takes place with reference to another actor also.
Thus, what results is a class—characteristic of ‘being Rama’
(rdFTavafn waemtafy sdfada | qaw wwd amersTtraTaE 1).

In the course of his argument Sankuka had stated that the
vibhavas or stimulants are understood from poetry (viz.,
drama). Tauta declares that this is something which he fails to
comprehend, since the actor can never have an apprehension
like—‘This Sita is somebody to me’ (a=<r=ad fawrar; Fr=araq-
ddraea qzfa 7 fam: | 7 g wwd e sifafels awfras afafatee ).
In other words, the vibhavas do not belong to him. If the
said availability of the vibhdvas means only that they are
made fit to be apprehended as such by the spectators, then,
as Tauta suggests, the idea of availability should more
properly apply to the sentiment or sthayin rather than to the
vibhavas, since it is the sthayin that the spectators mainly
apprehend as—‘This belongs to him’ (i.e., to the character)
(err wrmifsmen aar sdifadvan: faaea saRamEamsTy afy enfafy
FIUATRAT 7 | aeda fg qeaeda snferafaty arafaeat afmfa: ).

Sankuka had also made a great fuss about what is of the
nature of gesticulation and what is non-gesticulation in the
drama, saying that words themselves do not exhaust the
range of verbal gesticulation, etc. Bhatta Tauta reserves the
reply to this point for its proper place (a7 avatfamfirearfaar
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Frfgrag T At tmaerarfaad®: F9: 9 S99 @rgaR 99Gs9d 1).
The discussion appears in the Fourteenth Adhyaya of the
Natyasastra. Thus, Tauta, completely rules out the possi-
bility of Rasa being the actor’s imitation of the character’s
sentiment from the point of view of the spectator’s appre-
hension (FERmAETATIFHAAATATLN TATATHL! T 69 1),

Now, Bhatta Tauta takes up the second possibility in San-
kuka’s view, viz., that the imitation of the character’s sthayin
is done from the actor’s point of view. In the first place,
Tauta points out the actor is not quite conscious that he is
imitating Rama or his mental state (7 =ify qeeky sfqafa: ww
afgaafa argsdnifa 1). The word ‘imitation’ (anukaranay) itself
can be understood in two different ways. If it means ‘doing
something as another does’, then obviously it is not possible
in the case of the actor, who has not come across the origi-
nal character (Fgmsw fg FaEAFOHATTTAFAAT T TF F T 1).
Or, if it means, ‘doing after somebody else has done’, then
such kind of imitation pervades the whole world (si=
QIHATCHLAAH N qedmaeaaheeariasaswt 1). Then what is the
speciality of the actor’s imitation? He is only one of
innumerable men who have been doing things which Rama
is supposed to have done. To escape this difficulty that it
cannot be Rama’s imitation in either sense, Sankuka may
say that the actor does not want to imitate a particular
person like Rama, but he thinks that he is imitating the
sentiment of sorrow of some noble person. Here the point to
ponder over is: with what does he imitate the noble person’s
sorrow ? Certainly not with his own sorrow, since the actor
does not experience sorrow. Nor can the shedding of tears,
etc., be said to be the imitation of sorrow, as they have
already been stated to be two different things (a7 7 frgasr
FegfaaaaT<:, Afd q@auEq: wmasaHta afgsata fawag A graseRy
qET JEATATY | 7 FATAATAIRAT WHEArIFIR:  agaaoarfagwy 1). The
only possibility is this, that the actor may think that he
is imitating the resultant actions of sorrow proper in the case
of a man of noble nature (Zaw TT-IARAFTAT WFTTATATAAATHA-
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#if7 1). Even then the problem still remains : resultants of
which man of noble nature ? If they are the resultants of
anybody’s sorrow, how is it possible to have his idea without
any particularity ? ‘Anybody who weeps like this may be
the said person’—may be the reply. But then even the
actor’s self may be brought into the picture, and in that case
the relation of the imitated and the imitator will be dropped
i.e., the actor will be imitating his own anubhavas or resul-
tants, which is ridiculous (Farfs FEATAAFT: | Teq FeA q (3T
wrafy fafaszat famn w4 ggmarafag v | 7 o Afedifa Seearcarforer
qeemutase gfq afadiegeaiqedwa: 1). The idea of the actor’s
apprehension is conveyed only in the sense that he operates,
displaying the resultant actions on the strength of his
training, the memory of his own stimulants or vibhavas, and
because of the harmony of his heart through the generaliza-
tion or universalization of his mental state, and reciting the
poem with the proper accompaniments of correct intonations,
etc., not that he conveys the idea of imitation. Bhatta Tauta
further stresses the fact that the imitation of Rama’s
behaviour is not an external fact like the imitation of the
lover’s dress—something which has already been shown in
the First Adhyaya of the Natyasastra (& = z: ferraang safaam
TR I ATATONNTAT  EEAE AN AAAINATARAA] T (A aH -
AT TBEEIH TAATAE AT T AR I | FEAIOIC
afg 7 TAATAEATIRTC | Uag agarsarafs afaaemt 1)

The third possibility of imitation according to Sankuka was
the rationalistic or philosophical approach, that which
distinguishes between the object as it is and as it appears.
Here Abhinavagupta briefly points out that what is not
cognized cannot be called as the objective fact (arfx aEgITTe-
AT AITATCAY, FHIAATAET Fegqaeargara: 1). The sentiment of
the original character bzing something which is beyond the
ken of our direct apprehension or cognition, the imitation of
that sentiment is still more improbable. As to what the
objective fact or the philosophical position regarding the
apprehension of the character’s sentiment is, will be made
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clear later on (79 a¥gad agedimsara: 1). Here Abhinavagupta
perhaps hints at his own exposition of Rasa and sthayin
which follows later.

- The fourth possibility regarding Sankuka’s imitation theory
was thatit had the sanction of Bharata’s own authority.
Tauta firmly rejects the existence of any utterance of
Bharata to this effect that Rasa is the imitation of the sthayin
or of the character's sentiment (79 gfrasdafagnfey safay
TAEAgEI @ gfal).  Nor is there, he says, any positive
indication in Bharata’s text to warrant this kind of inference.
On the contrary, as it will be discussed at the end of the
Chapter on the divisions of the sandhis (Adhyaya XIX of the
Natyadastra), Bharata‘s discussion of dhruvdgana, the various
talas and the subordinate varieties of lisya are a definite
indication of the fact that Rasa is not imitation(arfi fermams
IRAAAT  AeT  H ATTA S AT EA ey faady  fetuta
weegurearrra fafeear: 1), But then Sankuka may ask, ‘What
about the statement—<This drama will imitate the seven
islands?” Tauta’s reply is that the word ‘imitate’ there can
be explained in a different way also (e.g., in the sense of re-
presentation, sddrsya). And in cases of imitation, like the
imitation of the lover’s dress, gait, etc., do we really come
across a different name of the process ? In case of the
imitation of sthayin, the process comes to be known by a
different name, viz, Rasa. This does not happen for all
imitations (weadimigwutaents @amfy wwmaiiala | qamatT 5
FAAATAL. FHALTIATHLOMEL 1),

Lastly, Tauta touches upon the proverbial analogy of
‘the picture-horse’ or ‘the picture-bull’. It was said that
various paints like yellow pigments, etc., give rise to a
product called ‘the bull’. Now if the idea— ‘the bull is
produced’ means that the bull is displayed, it is wrong. Red
lead and other paints do reveal a real bull, as it is revealed,
for example, by lamps, etc., but they give rise to a particular
configuration resembling the bull. It is these red lead and
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other paints that become the object of our apprehension—
“This is like the bull’, when they are arranged in a special
manner, resembling the actual arrangement of the
features of the bull. Now the conglomeration of the
vibhavas, anubhavas and vyabhicarins does not give rise to an
equal apprehension— ‘This is like the sentiment of love’. In
other words, we are not conscious of the resemblance or
difference of the Rasa and the sthayin or sentiment. They
are just one, and not one resembling the other. Thui, Tauta
concludes, Sankuka’s contention that Rasas are the imitation
of the character’s sentiment or sthayin, is false (Fdr=aa
Fuidefaatteta: agemn g dfwenfs, @ rateasmam gepiafaa:,
qaaq | a fi faegafefin: qronfr dfwersag admrfefafes, frg acaam:
wefaint fdedq 1 7 wr 2 fergargdt maTETERfTawagdT wfaafa-
sgfeam wagfufa afqaraer fawa: | 74 framErcgr Tfqagmarsfaat -
AEA: | TEATIATLRL THT FAE] 1.

Bhatta Tauta’s criticism of Sankuka’s theory of imitation is
no doubt very thorough and exhaustive. There is hardly
any point in Sankuka’s view which he has left untouched and
unrefuted, and very probably, Abhinavagupta wholeheartedly
approves of Tauta’s criticism, since at no stage has he
expressed his divergence from it. The salient points of
Bhatta Tauta’s criticism of Sankuka’s theory can be briefly
enumerated in this manner :

(i) The actor’s features (or expressions), his make-up, his
gestures, such as movements of arms, knitting of eye-
brows, etc., cannot be said to be the imitation of the
original character’s mental state like love, because
these things are insentient, apprehended by different
sense-organs, and belonging to a substratum other
than the character.

(i) Imitation presupposes an original : nobody has seen
Rama’s love which is to be imitated.



(iii)
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If it is said that the spectator apprehends the actor’s
mental state which he imitates, it onlp boils down to
be the mental state only, and the question of imitation
does not arise.

1t cannot be said that the stimulants, etc., are real in
the case of the character, and unreal (or artificial) in
the case of the actor (and thus different). The point
is : are they apprehended by the spectators as artificial
or not? If they are, they cannot lead to the knowledge
of the character’s sentiment of love. A well-trained
spectator can infer the character’s real sentiment on the
basis of the actor’s artificial stimulants, etc., but not
an untrained one.

The appearance of the actor as angry, etc., does not
mean imitation; it only means resemblance. Spectators
do not have an impression of resemblance in the actor.

The spectator’s apprehension, such as, ‘This is Rama’,
does not disappear till the end of the performance. It
persists to the end. Hence Sankuka is not justified in
saying that the spectator’s apprehension is neither
real, nor illusory, etc.

The actor does not obtain the knowledge of stimulants
from the poem, since he cannot relate Sita to himself.
We should rather say that they are meant to help the
spectator to apprehend the sentiment of the character.

The actor has no definite feeling that he is imitating
Rama or his mental state. Anukarapa (imitation)
may means either ‘doing as another does’, or ‘doing
after another does’. If it means the first, it requires an
original, which is not available. If it means the second,
it is only a common worldly occurrence. If the actor is
taken to imitate some ideal character’s behaviour, that
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may include his imitating himself. Fhat the actor
does is to convey the apprehension of the character, and
not to convey his imitation.

(ix) Bharata nowhere states that Rasa is the imitation of
$thayin. On the contrary, his discussion of dhruvagana,
rhythms, dance, etc., proves that it is Jjust the opposite
of bare, prosaic imitation of the sentiment.

(x) The combination of various pigments does not produce
the apprehension of a real bull (or horse). It only
gives rise to a particular configuration, producing the
resemblance of the bull. But stimulants, etc., produce
the real apprehension of love, and not the resemblance
of love. Hence Rasa is not the imitation of the
character’s sentiment or sthayin.

It has been pointed out by some modern critics that Bhatta
Tauta’s criticism of Sankuka’s theory is not completely valid.
For example, Tauta’s point that the actor’s features, gestures,
etc., cannot convey the character’s sentiment, has been
answered by saying that it forms a part of the general objec-
tion regerding psychological observation and analysis. The
concept of acting or gesticulation itself involves a reference
to something beyond, which is left to the spectator’s
imagination. The actor and his gestures at all times point
to Rama and his gestures. Secondly, Bhatta Tauta had
observed that there is no justification to believe that the actor
imitates Rama, since he has never seen Rama, or his
behaviour. To this the reply has been given that historical
or mythological characters, though actually observed or not,
are already deeply embedded in the popular mind; and
hence, their imitation does follow a particular, set or agreed
pattern. Where all the details have not been provided by the
author, the actor can fill in the gaps on the strength of his
own imagination. It is here that the connect of universaliza-
tion steps in, especially in connection with imaginary charac-
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ters (See Saundaryamimamsa in Marathi by R.B. Patankar, Ist
ed., pp. 262-9). Prof. Patankar also complains that Sankuka’s
theory, which is almost a complete development of the
concept of ‘seeing a play’ has been rather ignored. But the
~ point is : if Sankuka’s theory of imitation almost borders on
universalization, in what way has it an advantage over Bhatta
Niyaka’s or Abhinavagupta’s theory (See infra)? If Sankuka
does not set much store by the ontological status of the
dramatic characters, which are, so to speak, only symbolic,
once again he approximates to the transcendentalist view of
Abhinavagupta. Again Bhatta Tauta’s criticism that there
is an essential distinction between the picture and the actor’s
gesticulation does score a point. The configuration in the
picture at best produces a resemblance of the real horse,
while the stimulants in a drama, enacted by the actor,
produce a real apprehension of the character’s feelings, and
not just their resemblance. Further, Sankuka’s technical
jargon of logical terminology, like the use of words, linga,
anumana, mithydjiana, etc., drags the spectator’s experience
nearer to a logical process of inference, rather than a
common-sense view of the apprehension of the character’s
feelings. At the same time, Sankuka deserves special credit
for a number of dramatically significant observations. His
emphasis on the actor’s training, equipment and his skill in
gesticulation is quite apt and apposite. His vivid analogue
of the painted horse which takes us beyond the physical
existence of the dramatic object, and his clear-cut distinction
between the verbal expression of a sentiment and its drama-
tic representation on the state, are also things which bave a
considerable validity in the analysis of dramatic experience.
When he says that the actor imitates the character’s sentiment,
what he perhaps means is that the actor tries his best to convey
the sentiment as convincingly and vividly as possible, which,
for the spectator, obliterates the distinction between the
original and the actor.
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THE SAMKHYA VIEW

The third view about Rasa that Abhinavagupta mentions is
that of the Samkhya philosophers, though it is not dealt with
exhaustively. According to this view, Rasa is of the nature
of pleasure and pain (aresgan gag:@eawrar w: 1). The objective
world that possesses the potency of causing pleasure and
pain is itself external. The vibkavas or stimulants occupy
here the position of petals or external surroundings. The
anubhavas or resultants and the vyabhicarins or transient
feelings replenish the physical objects. However, the sthayins
or sentiments (of characters), produced by these physical
objects are internal and of the nature of pleasure and pain
i.e., of a mixed nature (37 cavaenfy ‘Gag@wEAwlRETT favTETRr
ARAT—FIEAZUT YA @EaWTdr W —aei T qAai quedran fawran
HERTRFT FTATFA AT , TAIfATEq QST A quy e T
gfa 1). In other words, since the worldly experience of senses
and sense objects is full of pleasure and pain, and not an
unmixed one, the Sarmkhya philosopher believes that even
aesthetic experience based on these is bound to be a mixed
one. They do not much distinguish between a sthayin and
a Rasa. However, Abhinavagupta does not see eye to eye
with them. The Sarmkhya philosopher has himself noticed his
contradiction with Bharata’s teachings that the sthayin and
the Rasa are two different concepts, and that the sthayins are
to be developed into Rasa. Hence itis that he interprets

Bharata’s statement to this effect figuratively, and not literally.

Abhinavagupta thanks the Samhkhya protagonist wholehearte-
dly for sparing him, a man who believes in direct testimony,
from the pains of exposing the Samkhya absurdity in a deta-
iled manner (§7 “earfawrar weagaReaR:” T@RITAE NFEAT Feafa A
AT JEAATAA gROnTasw oA ety s afedfaa sfafrmasay o).
However, Abhinavagupta cannot restrain himself from poin-
ting out one more defect inherent in the Samkhya theory,
and that defect refers to the disparity in the apprehension
of Rasa (Fxa=ceritfaawsasgnfz afeasar=aas). Though Abhinava-
gupta is not very explicit as to the exact nature of the dispa-

b AR
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rity in apprehension, it may be said to refer, perhaps, to the
fact that, according to the Samkhya formulation, some Rasas
may conduce to the happiness of the spectator while others
give rise to his unhappiness, thus rendering it impossible to
- have a one-sided and uniform aesthetic or dramatic
experience. 1t may also refer to the disparity in the respec-
tive apprehension of motley spectators whose temperaments
are themselves constituted by the three strands of illumina-
tion (sattva), infatuation ((rajas), and darkness (tamas) in
different degrees, according to the Sarkhya doctrine.

BHATTA NAYAKA

The next view that Abhinavagupta takes up for criticism is
that of Bhatta Nayaka, and combines the elements of both
Mimarisa and Samkhya doctrines. It appears that Bhatta
Nayaka hovered between Anandavardhana and Abhinava-
gupta, since Abhinavagupta shows Bhatta Nayaka here as
refuting the doctrine of vyaiijana or dhvani (poetic suggestion)
advocated by Anandavardhana. According to Bhatta
Nayaka, Rasa or aesthetic emotion in drama or poetry is
neither directly apprehended, nor produced, nor again
suggested (WEATTEAT T A AT AveqES aifwsasag ). 1f we
believe that Rasa is apprehended, then, according to Bhatta
Nayaka, it can be apprehended only in two ways : either
as belonging to the spectator himself, or as belonging
to someone else, Now if we believe that Rasa is apprehen-
ded by the spectator as belonging to himself, it may
even lead to an experience of sorrow in case of an emotion
like pathos (s fg wdraY & g:fad wrq1). A spectator
who witnesses a performance just to derive a kind of innocent
delight would not like to make himself unhappy or miserable
by witnessing a pathetic episode or situation in perceived
piece. But in the light of this alternative, apprehension of
Rasa would certainly involve an experience of joy as well as
sorrow, depending on the situation. Nor would such an
apprehension of Rasa be appropriate or desirable in the case
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of the spectator, since characters like Sitd cannot act as the
stimulants in his case. It is not very likely that his own
beloved in real life would be the stimulant, since she does
not belong to the sphere of the play. Further, the universal-
ization or generalization of sentiments like love which
operates at the human leval cannot operate at the divine
level in the case of characters like Siti. And lastly, there are
some stimulants which are only possible at a divine or
superhuman level, for instance, the crossing of the ocean by
Rama, and like events, which can never be generalized. For
all these four reasons, the apprehension of the Rasa with
reference to the spectator himself is impossible ( & = &t
iy Far FrRfaaraeny, AT aEa g AT ST -
@, §YR TAARIHTGTOAE 1),

Bhatta Nayaka further shows that the spectator cannot have
this apprehension of Rasa in any other way also. It cannot
be, for instance, an object of remembrance of Rama, possess-
ing the sentiment of love, since remembrance always requires
an original object like Rama, which is the ground of
knowledge and which is absent here (= @gat wwex i
#aereacarq 1).  If we regard the apprehension as based on
some means of proof like verbal testimony or inference, it
would be devoid of human interest (7 = wszrarT fasawaadiar
@EEr a@at 7347 1), On the contrary, if we apprehend a loving
couple as in reality, the spectators may be lost in a variety
of mental states like shame, disgust, longing, etc., in keeping
with their own different temperaments. In that case we
cannot even think of human interest, as the reaction will be
only a matter of personal feeling (sraenfas ammgTaF =y fi
T ASSgeaTegETfe @ taafaageradeayaar &1 gEmewAria @ 1),
Thus the apprehension of Rasa cannot be properly said to
take the form of direct experience, remembrance, etc., (@
wrtfaegwaenenfaeaT wer g7 1), To escape these complications,
we may say that the spectator apprehends the Rasa as
belonging to someone else. In that case, Bhatta Nayaka
states that the danger may be that the spectator will be




Rasasutra 39

totally indifferent to another person’s emotion (T&ra@AT g Arar
dreeeqia wag 1...). The same defect occurs also in the case
of the production of Rasa(smarafy gerdag gworg 1 ). Even
if we regard Rasa as being originally latent in the form of a
power and then being revealed or suggested, as the advocates
of dhvani maintain, the difficulty would still arise regarding
the disparity of apprehending the object suggested (afFaeaeas
o feamer qrermafivsmat faaarsarzaenafe 1), To add to that, there
will arise the same old difficulties as to whether the Rasa
will be apprehended with reference to the spectator himself
or with reference to someone else (FFrraaTTaafz 7 g3 afaHeTsq 1).

Thus, after having explained in details how Rasa cannot be
apprehended, produced or suggested as according to the
earlier views, Bhatta Nayaka’s own position regarding Rasa
is set out by Abhinavagupta in a quite terse sentence, which
itself demands a detailed explanation. According to Bhatta
Nayaka, Rasa or aesthetic emotion in drama and poetry goes
through two stages : that of manifestation, and that of being
relished. 1Itis brought into being by a special process or
function known as bhavakatva(idealization or generalization).
In poetry this process is characterized by the absence of
flaws and the positive abundance of merits and figures; in
drama it takes the form of fourfold gesticulation. The
process consists of the generalization (or idealization) of the
emotional apparatus used by the poet, such as stimulants,
consequents, etc. It is quite different from the process of
abhidha or primary denotation, and it dispels the entire
delusion of the spectator’s mind. After this process of ideali-
zation, the Rasa is relished by another process known as
bhoga or delectation. This process of delectation is quite
different from the usual means of knowledge like direct ex-
perience, remembrance, etc. On account of the variety of the
persistence of the elements of rajas and tamas (delusion and
stupefaction) in human nature, it is of the nature of flux or
fluidity, expansion and dilation. Further the delectation is
also characterised by perfect repose in the spectator’s ewn
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conséiousness, and the nature of this consciousness is that
of the joy of illumination due to the preponderance of the
element of sattva (purity). Lastly, the delectation approxi-
mates the relish of the bliss of Supreme Brahman (aewmesmsy
AITAEOTA FIHTATENT Ay wgfaafarmaim ffasfroniedse frearor-
Frfeon fasmarfeararoisomerarsfaerat AT sramcsamTor SreaHE-
wEIsgHEgefafaaeriT wwedHsTd a4 frvraang zfafaeacfamataar aei-
sFAFTAtAsEfatgen faae vt qEgTETIEtaET ST 08 ysaq gfa ).

ABHINAVAGUPTA’S CRITICISM OF
BHATTA NAYAKA

This viewpoint of Bhatta Nayaka is refuted by Abhinava-
gupta in two different stages. In the first stage, he criticizes
Bhatta Nayaka’s contention that Rasa is neither apprehended,
nor produced, nor revealed (or suggested), by pointing out
that any detailed refutation of it is just unwarranted, since
it only represents Bhatta Lollata’s view, already refuted by
Saiikuka (7 Q7 TSAHGAICETATTRITINRA  ATS g EF AR ENREAT-
gigana 1). One fails to understand, Abhinavagupta says,
what kind of enjoyment of Rasa can be possible in the world,
which cannot be apprehended, produced or revealed (sch-
anfzeafafaqes ga &1 9w gf 7 fwe ). I it is the same as the
relish of Rasa, that is again an apprehension only, and it
would only acquire a different name because of the difference
in its means, just as one and the same process of apprehen-
sion is known by various names, as direct perception,
inference, verbal testimony, analogy (or comparison), intui-
tion, etc., owing to the variety of means adopted (wafa 3 mify
afaara i | FamaEdaEATTTaT  sfqeaat sdafafrseatity af -
wiATfeAraTaTag).  So there can be no relish of Rasa without
apprehension. If the other two alternatives of the production
and manifestation of Rasa are also rejected, there is no third
course left, but to assume that either Rasa is eternal or that
it simply does not exist (Frerraatfeafragamasquay 7 fref arsagr
@ gfa 7 gdvar afq:eng 1). And further, a thing which is not an
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object of apprehension cannot also be an object of practical
dealings (7 =Tardid awafeq saagt aWad 1),

Turning to the second part of Bhatta Nayaka’s argument,
viz., his thesis that the nature of the apprehension of Rasa
is its enjoyment or delectation and it is of the nature of
fluidity, expansion and dilation, Abhinavagupta remarks
that even granting for argument’s sake that it is so, it is not
simply that much, but something more (ars=aa sifafaffa we
SRR, a=7 gonfe saeqweg | qorfaq 9 qraeAtas 1), This is so
because the apprehensions of Rasas, consisting of their
delectability or enjoyability, are at least as many as the
Rasas or the emotions themselves. And so far as the
three states of mind, i.e., fluidity, expansion and dilation
corresponding to the three gunas, viz., sattva, rajas and
tamas are concerned, Abhinavagupta points out that they
are almost endless, depending upon their position of impor-
tance or subordination, and in that case, why should we
restrict the number of the states of mind to three only? (ara=ar
fe <ameaTAer G EATRAFT: srfia At HEHCOEAATAT, O Firiad freaaaea
secafafg a1 faadaar ).

Lastly, Abhinavagupta tries to show that the process of
bhavana which is posited by Bhatta Nayaka, only amounts to
vyafijand or suggestion, which even includes the process of
bhoga or delectation. Thus when Bhatta Nayaka states that
the Rasas like Sragara are made the objects of bhavana by
poetry, Abhinavagupta is prepared to accept it, provided
this bhavana means ‘making the object of the apprehension,
which possesses the nature of relish produced by the
stimulants, consequents, etc’. This process is nothing but
vyaiijand or dhvani itself, which leads to the generalization of
the vibhavas, etc. (sraamsren ‘waisfr sy arafemn f& aq’ sfaaemada
aTeTR @ s aa fawmfksfraadmredeETeer eriEa eETET
afz wras agegmreaa o2 1).  However, Abhinavagupta makes it
clear that in Bhatta Nayaka’s statement, that ‘Rasa is the
poetic content revealed by the process of samvedana
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(knowledge), being the object of supreme consciousness and
consisting of the experience of relish’, the word ‘vyangya’
refers to the process of being suggested, that is to say, to
vyaiijand only, and the word ‘anubhava’ (cxperience) refers
to the object of that suggestion (FgHA—

‘HaaATCeTe ey aREfafanET |
ATEATIAHTTHAT T2 FTeATd =47 1)
qd STAAAIAT AT qeAq, AIAaT 7 o fgww zfa wwasam )

There is no doubt that Bhatta Nayaka, through his theory
of bhavand, emphasized one of the most important factors of
aesthetic appeal. The contents of poetry or drama, though
dealing with personal experience or situation, must have a
generalized or universalized aspect (sadharanikarana), in
order to be made worthy of the sympathetic apprehension
and appreciation of an aesthete. The objective elements in
individual experience, thought and feeling, must be objecti-
fied, impersonalized (or depersonalized), so that they are
relished on a general plane. The dramatist of the poet must
possess the capacity to approach the universal through the
particular. Secondly, the term bhavana, with its roots in
Mimamsa philosophy, also emphasized the quality of the
poetic or dramatic content to be relishable (rasana), as well
as the necessity of the reader’s or spectator’s repeated
meditation or contemplation over the poetic content
(carvana), which yields a renewed pleasure every time. It
is a usual experience of every mature reader that the
repeated reading of a classic brings every time a fresh
delight. Abhinavagupta suggests that both these processes,
of generalization of the dramatic (or poetic) content through
the dramatist’s skilful representation, and of the relishability
or delectability of the emotion are achieved through vyafijana
or suggestion only, and hence it is not necessary to assume
two separate processes, to wit, bhavana and bhoga, as Bhatta
Nayaka has done. However, the very fact that Abhinava-

gupta endeavours to include these processes under vyaiijand :
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or dhvani, is itself a concrete proof that he could not afford
to ignore them completely, as he had done in the case of
Sankuka’s theory of inference. Further, Bhatta Nayaka’s
contention that the apprehension of Rasa is an extraordinary
process, quite distinct from the normal processes of appre-
hension, and also that this apprehension reaches an ecstatic
or transcendental level, is admitted by Abhinavagupta in a
rather modified form in the course of his own exposition of
Rasa.

ABHINAVAGUPTA

After clearly expounding in this manner the views of earlier
commentators on Rasa, Abhinavagupta sets out in exhaustive
details his own theory of Rasa. At the outset, he declares
that his object in giving a new interpretation in the matter
is not a mechanical repetition of what is obvious (773 F%
TacaAEa ™ | 5 g | amarafeg e drcfafea@shara mifres | @
AR HEEedaraT® gutaar 7 @: n). In fact, he gives full credit
to the pioneering work of earlier scholars who have prepared
a kind of staircase on which the fresh intellect can climb high
up, and then, untiringly, view the truth or essence of things
(ceatedaregs gegasa anqufaafardasd) | wa aad afwrdfaam Eas-
grazray 1), The first enumeration of a dectrine is like
a picture without a prop. But once the correct route has
been found, even the construction of bridges or founding of
cities is not surprising (faa fraamaada 7= swafag aewEae |
grnTeTy afq dgaragafasstfs 7 faewmara 1).  Hence what Abhi-
navagupta now does is improving upon the views of earlier
scholars, and not demolishing or carping at them. People
say that the reinforcement of the original doctrine follows
upon the proper synthesis of earlier views (aeaTemama & gfuarfa
warfy ardm g mfgarfy | qdafvsfadsag saafasereanmmta n).
Thus, Abhinavagupta is inspired by the urge to reach the
maximum perfection in understanding the implications of
Bharata’s doctrine, and not by a desire to obliterate or
obscure the works of earlier commentators. It will be clear
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in the course of his exposition that he has made a very

judicious use of whatever grains of truth he found in the
earlier views.

In fact, the final truth in the matter of Rasa has been
enunciated by Bharata himself in the Seventh Adhyaya,
while defining the bhdvas, and Abhinavagupta is not ex-
pounding anything brand new. There Bharata says that the
bhavas make the poetic contents or meaning a matter of
apprehension, or contemplation. Now Abhinavagupta
comments that this poetic content itself is Rasa, after it has
been contemplated by the reader or spectator (787 ==at afege-
A | AT AT 7 qer Fefarq | T garg wrerafy wmaata” <
qeTeaTal @ 1),

To illustrate how the poetic matter or content becomes an
object of the delightful contemplation of the reader or spec-
tator, Abhinavagupta gives an analogy from the science of
ritual. The performer of a sacrifice, eligible for, and intent
upon, it, hears statements pertaining to earlier sacrifices, as
‘the gods performed a sacrificial session’, ‘Prajapati offered
the marrow into fire’, etc. Now this simple apprehension on
his part, which arises in the beginning and which interests
him, is soon transformed into an additional apprehension,
i.e., a desire such as ‘I shall myself perform a sacrifice’, ‘I
shall offer an oblation’, etc. In the case of this additional
apprehension the idea of the past tense is completely discar-
ded, and the apprehension is known by various names, such
as poetic inspiration (pratibhd), intent desire (bhavana),
injunction (vidhi) and activity (udyoga), depending on the
various provinces of knowledge. Similar is the additional
apprehension arising in the case of a competent or qualified
reader from words in a poem (7ar fg ‘@aaraa’, ‘qrEt smarg’ |
garrafaaTfzafrmentefor - afrmdammfefrgaadfaag « sawaTar-
TAAHIDATTAFATCEFTION q1&’, ‘orgarfa’  seanfamar HATEeasTar
garedd  afawraraAtsa i amtrstagaratata:, adq  weTcaEaf
werataatfensfamfer afaafa: 1).
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This competent or qualified reader (adhikarin) is defined by
Abhinavagupta as one whose heart is illumined by the flash
of bright and pure inspiration. When he reads a fine verse
like ‘Grirabharngabhiramam...’, etc., in the drama Abhijiiana-
Sakunkalam (1.7), vividly describing the fright of the running
deer being chased by Dusyanta; or like ‘Umapi nilalaka-
madhyasobhi...’, etc., or like ‘Harastu kircit pariluptadhair-
yah...’, etc., in the poetic work Kumarasambhavam (III. 62,
67) depicting Parvati’s nervous salutation to Siva and $iva’s
consequent loss of equanimity, he initially apprehends the
meaning of the words of the stanza. Then there arises in
him an apprehension of the nature of mental visualization,
completely divorced from the distinctions of time, space,
etc., entailed by that particular sentence, etc. In that appre-
hension the young deer (like similar other entities) that
figures has absolutely no special form, and even the idea of
being ‘frightened’ has no real source of terror. Thus, what
causes the ‘emotion of fearful’ is fear only, but untained by
space, time, etc. Hence, it is distinct from normal apprehen-
sions like ‘I am afraid’, ‘he is afraid’, ‘he is an enemy’, ‘he is
a friend’, or ‘he is neutral’, so on and so forth—apprehensions
which are beset with obstacles because of the inevitable
occurrence of other ideas like abandoning, receiving, etc.,
caused by sorrow, unhappiness and the like. This fear is
apprehended without any obstruction, as if it directly enters
the heart, or as if it moves before our very eyes. In such a
kind of fear the self of the reader is neither totally oblitera-
ted, nor particularly involved. The same thing is true of
others also. Hence, the generalization of the apprehension is
not limited, but extended or widened, just like the knowledge
of the concomitance of smoke and fire, or of fear and tremor
(sfermrd s Frawafawmmfage: | o 9 fawwfeor ofy, ‘smfa
drerers” 57, ‘geg fefad’ senfeamadsdr aEadeda @t wime e -
fermrerrferaagramra srarfefawr  sdifreasad | qert = @ gudEEfz
wifs qex falwegarararg $ia sft awsenafaganz s 97 2wsmer-
gaTfafiay, 9 oF ‘Hdrsgd, WarsTs, wgdTed) Feredt a1 gfaen
gagafegaer gt ar fremagaredt faaw frigesrifiarg
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ararfza gay fafagma sygaifea faofadard wamman @@ aafad fg s
arATTed faesar = fagwa skafea | ug gdsfy 1 @qr 7 afdwana
qrareory, wft g faaaq, snfang @ ganan $aFeERa av 1),

This vivid realization of Rasa is nourished or reinforced by
the dramatic accessories like actors, their speeches, costumes,
etc. By virtue of these accessories, the restricting conditions
like space, time, the knower, etc., in the real world as well
as in poetry, cancel each other and totally disappear, paving
the way for the generalization or universalization of the
emotion which considerably increases. Hence, it is that the
homogeneity of the apprehension of all spectators leads to
the highest nourishment or heightening of the emotion, all
of them possessing minds coloured or variegated by beginn-
ingless subliminal impressions, and hence their harmony.
This apprehension of Rasa, free from all obstructions, is itself
the relish or delectation, the camatkara. Even the physical
manifestation of that relish, such as tremor, homipilation,
the swelling of the body, etc., is styled as camatkara. The
analogy of this thrilling delectation that Abhinavagupta gives
is that of the great surprise of Lord Visnu’s mind that the
tender limbs of Laksmi, resembling the delicate digits of the
orb of the moon, were nor pounded by Mount Mandara in
the process of churning the ocean—something which causes
a thrill not only at the moment of actual experience, but
even in its contemplation (aaa @rEATAHTAHRTS qfxqifaFt Ferfcaradr
Teqt FEgAal FEAQMAET T INFTAAAANAT FAANGIATHA A fqaraaaze a-
TOE @ 0F AETOiNE: | gaw gt | od o gdamfaesAiagaa s
afeqs: gawi afefem, gdwmarfcaEafadigasaat amamamear @&
arfaear dfasaaerr | gsSisfh srgeasrgmaafciarEwEm | g9r—
srow o g JuFwT Fgug {7 o "Haw afqerrs |

FerAThaaacogIE BT S 1)

This delectation, this camatkdara, is further described by
Abhinavagupta as an uninterrupted, ceaseless enjoyment,
bereft of all feeling of insatiety. He explains the term
camatkara itself as the process which posits an enjoyer—an
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apprehender who is infused with the throbbing, the pulsating
of a mysterious, marvellous kind of enjoyment. If a further
explanation is necessary, it may be described as having the
nature of a mental apprehension resembling vivid realization
of the self, or contemplation, or memory not operating in its
usual form, viz., requiring a prior experience. T1he famous.
verse in the Abhijiianasakuntalar (V. 2) brings out the nature
of this memory as that of even a happily situated being who
becomes restless on seeing beautiful objects and hearing sweet
sounds, and remembers, mentally and in an unconscious
manner, the friendships of other (i,e., previous) existences,
embedded in the form of feelings. This apprehension of
emotion is wholly of the nature of relish, wherein we have
Joy or delight, pure and simple. Hence it is enjoyable, being
untainted by any particularities (of place, time, etc.). Itis
neither an ordinary worldly apprehension, nor a false one,
nor indefinable, nor resembling a worldly apprehension, nor
anything superimposed upon that, in other words, quite
unique. If at all, it has to be aligned with the perceptions
of other schools, Abhinavagupta concedes that it may be said
to be of the nature of intensification as Bhatta Lollata says,
but without the constraints of place, time, etc. It may even
be said (o be of the nature of imitation, as Sankuka consi-
ders it inasmuch as it follows in the wake of the bhdvas. It
may even be stated to be phenomenal as the Samkhyaites
believe, provided we have recourse to the idealist theory. On
the whole, Rasa or aesthetic emotion is nothing but the bhava
itself. consisting entirely of relish or delectation, and is the
object of an apprehension totally free from obstructions
@ar fz, 7 agfeasafaiFufemr srmdw T | ATAEATIA HIEqeaT-
faveer sma : @0 @we el 1 @ % AT SEEEEEE T
whedt a1 e7fadt qarAAEgEy  aqE—

wetfor frem waziew faoer weae

e cFaafa mafaarfr s
asaaar wefq qandagd
wraferafn saaraEzafT 0 ganfz o
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aaar arzafe sa i aeEEe g dam e 1§ @ oF -
afga carT TaAaT ad @ fwar 7 frear aifaaiear AfFrgeT 7 qarimiz
w7 add SoEaTEedTsty AMEfEE O, SgERsaeg  AEgTEaa
Freong | Frocarmfy wag faarrEErEasEa | |EYT EATCHFANT (5=
FAfaaTAT WA O & 1)

The above elucidation of the apprehension of emotional
experience given by Abhinavagupta highlights some of the
most perceptive of his insights into the nature of Rasa. At
the outset he points out how a poetic or dramatic content
completely envelops the mind of the appreciative reader or
spectator, and becomes an object of his deep contemplation.
This apprehension is soon stripped of its pecular conditions
of space and time, and takes on the form of a general,
universal apprehension. When such an appreciative reader
or spectator comes across a good piece of emotional delinea-
tion, the emotion itself, freed from its limiting adjuncts,
takes possession of him. He relishes it purely in his own
self. The dramatic accessories as well as the poetic descrip-
tions help him in this matter, by removing the obstacles
embodied by the particularity of time and space, and by
presenting the emotion in a generalized form. Since the
minds of all spectators possess a uniform residue of subli-
minal impressions, all of them are capable of experiencing a
harmonious apprehension, and this harmonious, homo-
geneous apprehension, itself is camatkara—delectation and
ceaseless enjoyment. It is a unique kind of experience, quite
unlike any worldly experience or apprehension that we can
imagine.

SEVEN-FOLD PSYCHIC OBSTACLES

Having thus explained his own thesis regarding the exact
nature and apprehension of Rasa, Abhinavagupta states that

the vibhavas and other accessories}in drama are instrumental
in removing the obstacles in the apprehension of Rasa, and
that the spectator’s consciousness itself, freed from all
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shackles, is designated in the world by various names, such
as camatkara, nirvesa, rasanda, asvadana, bhoga, samapaiti,
laya, visranti, etc., all of which are just mutual synonyms
(Fa faeamarenr fagqmEssgar: | qar fg aF awafasafatg s @fafaia
FHeEH T aREA AR At At eafrna fadad ). The
obstacles to this consciousness are seven-fold, viz., the
incapacity for apprehension termed as the absence of imagi-
nation; attachment to, or overabsorption in, a particular
place and time as belonging to oneself or to another person;
the state of being affected by one’s personal happiness, etc.;
the fallibility of the means of apprehension; their absence of
clarity or distinctness; the absence of prominence of the
sthayin; and the rise of a doubt (faears=neai s fumrasmar
HarEATEEl A, ST T dawrataivE: gtz
AGNATHFAR, THEATNE, AT FI7AT, FATGLT 1).

Abhinavagupta explains the nature of these obstacles in
details. Thus he states that the first obstacle, viz., the
spectator’s incapacity for apprehension or absence of imagi-
nation consists in this that the spectator who cannot imagine
the object of apprehension or consciousness is not able even
to sustain his consciousness in the object of apprehension;
then how can his consciousness experience repose there? The
idea here seems to refer to the delineation of emotions,
feelings, etc., whick are beyond the scope of the average
reader’s imagination or sensibility. For removing this
obstacle, Abhinavagupta suggests two remedies. One remedy
is that the spectator should try to attune or harmonize his
own heart to the ordinary things of the world, that is to say,
he should widen the horizon of his observation and sensi-
bility, which would give him a broader perspective of things
and greater sympathy. The other remedy rests with the
dramatist. While describing extraordinary accomplishments,
he should have recourse to famous names like that of Rama,
etc., which would help the people’s belief in them, born as a
result of their uninterrupted fame that lies deeply imbedded
in people’s minds. Hence it is that in plays whose purpose
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is the tendering of advice regarding extraordinary excellence
and also wisdom, a well-known theme and the like will be
prescribed as a rule; this is not so in a farce or any other sort
of burlesque. Abhinavagupta states that he will enlarge
upon this idea in the proper place, viz., in the course of the
discussion of the ten forms of drama in Adhyaya XVIII of
the Najyasastra, entitled ‘Dasaripaniripana’ ( aar f&
saTAE AT 439 wfad At 7 wEntE o aa fentafda ga
fasa: | AITATCH FEAEAR AFGTHIAAE AT | AAHAATAY Fftzdy
srguesfafgaf aTeree AT aETy  SerauarfeaAyd  qfeg: 1 WA
fr:qTaTeRER ATt Arewd) senaErgfavaenta faad et
T g TEAATAY | T TAEAL TA FEATH FATE A 1.

The second obstacle to the apprehension of Rasa that
Abhinavagupta mentions is the absence of what is known as
the proper aesthetic or psychic distance between the dramatic
situation and the spectator (for the concept of aesthetic
distance see Encyclopaedia of Poetry and Poetics, ed. Alex
Preminger, Princeton, 1972, pp. 5-6). The obstacle may arise
from the fact that the spectator identifies the various drama-
tic feelings with himself and relishes them accordingly, or
with some other person. In both cases the result is equally
undesirable. If he relishes the feelings only as referring to
himself, they will give rise to a very great hindrance in the
apprehension of Rasa, by producing other kinds of reflex or
corresponding feelings, because of the spectator’s fear of
their disappearance, or of his concern for their protection
(or preservation), or his desire for acquiring something
resembling them, or desire for avoiding them, or for making
them known to others, or for concealing them, or in any other
manner possible. Even if he experiences the dramatic
feelings as referring necessarily to another person, the
obstacle is inevitable, as they are likely to give rise to other
corresponding feelings in his own heart, such as happiness,
sorrow, delusion, indifference, etc. (FAFITAT = gEg EEagr-
A qUTEG AETAEEAT a7 AT A1 deggwifseiear A,
FISHETEAT a7 FerrFarAafaear ar ZMNTEEHAT AT IHRIT=LT A CEEGIG RS
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qHITH T O (7 | qowratraawrarafy gag: et gqay fode ety
qEg @A R I g Aa ATaATa A AT e 1).

Bharata’s solution to this problem of maintaining aesthetic
distance is, Abhinavagupta states, the disguising or camou-
flaging the actor’s personality with devices like the head-dress
etc. For this purpose he has already established the actor’s
personality as actor, different from that as an individual, by
not allowing the dramatic preliminaries to be covered up,
with the advice that there should not be too much of dance
and song (Adhyaya V of the Natyasastra), and by its being
observed in the Prastavand or Exposition. The device is
accompanied by dramatic conventions like the extraordinary
or unusual variety of language, etc., the various divisions of
lasya or delicate dance, the stage, the divisions of the
auditorium, etc. With this device there is no apprehension
that the happiness or sorrow is of this particular actor, or
of this particular time or place, since the original personality
of the actor as actor is concealed, as the other character
superimposed upon him as a particular character, does
not find its repose in itself, as a result of defective rest in the
spectator’s consciousness, and ultimately only ends in
concealing his real personality as an actor. To elucidate :
the varieties of /asya, like asinapathya, puspagandhika, etc.,
are not usually seen in the world, nor are they totally absent
since their possibility always exists. All this subject has
been undertaken by Bharata, as it subserves the purpose of
relish of Rasa through generalization, and will be clarified at
its proper place, dispensing with its treatment at this
moment. This finishes the explanation of the way of re-
moving the obstacle in Rasa, when the consciousness is
confined to oneself or to another person (qzamzet ‘aaf
ATfasETT FEATEAT QALAGEAT SeqraaraemaT 7 4 FEaraiameRyT: 9%
SfAEFTiaar TASRAIRTASTIT: AR IR AT e s T wTa-
Femfaufegareaatmaiza: | afwd fg aeds ofa gog’a @ qd 319 afr g
wafa gdfa:, ewren frgrarg, snaer Sdfmer sfemitfen et
ey (AArEn OadTeIgaATd t aE | qr f srdia-
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qrEagsTfraFTa @iF T g5eq | A F e ffuq Fufuedwrereag ) gl |
uy gaf gfaar argrotaafagar wednmEtas aferae: gaea g
qaa eg@afasdifa afag arawi=maEg | aq § g erdaaaraearETr-
ST SATEAT: ).

The third obstacle in the matter of the relish of Rasa
refers to the spectator‘s overabsorption with his own personal
feelings like happiness, sorrow.etc. Though such a spectator
enters the theatre for a social entertainment, he is so much
lost in his private world that he cannot come out of it.
The consequence is that he is not able to place his
consciousness in another matter, which, in this case, is the
object of representation where it should find repose, and
hance is not able to relish the Rasa. Abhinavagupta states
that with a view to removing this obstacle, various means of
entertainment are employed, such as musical instruments,
songs, various kinds of circular movements, accomplished
courtesans, etc.,— things which refer to particular objects or
persons, but are capable of being enjoyed by all by virtue of
generalisation, consisting of sense-objects like sound, etc.
Because of these means, even a person lacking aesthetis
sensibility is turned into an aesthete, as he obtains clarity (or
purity) of heart. Hence, it has been said in Natysastra,
Adhyiya I, that the nature of the entertainment, requested
of Lord Brahman by the sages, should be both visible and
audible (femarfafaiigars 9 s dfad famaffs qorgg-
srdigAT Sfqgardfaed: qraruaRfgrET gRaHraEa e TearTtafarTag T
TarAfafraearefrararirrfzfreaed aarfad Fagednshy gaaawoarar
agadfwmay | 9ad fg ‘ged wsd = 3fq ).

The fourth and fifth obstacles in the apprehension of
Rasa, viz., defect in the means of apprehension and the
absence of clarity respectively, are discussed by Abhinava-
gupta simultaneously, since their nature is more or less the
same. He urges that in the absence of the proper means of
apprehension, the apprehension cannot certainly take place.
Nor can it find a full repose inspite of the presence of verbal
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testimony and inference, if they cause indistinct apprehen-
sion, since repose demands an apprehension which is in
conformity with direct or visual perception of the nature of
clear apprehension. As it has been said, ‘All this knowledge
depends on perception,’ since what has been directly seen by
oneself leads to the knowledge of that thing only and of
nothing else, in spite of hundreds of scriptural proofs and
inferences. In the case of a fire-brand the dismissal of its
wrong knowledge takes place only through another and a
powerful (or compelling) knowledge. This is the order of
the world even in case of an illusion. Hence, for the purpose
of removing both these obstacles, gesticulation, reinforced
by worldly conventions, modes of behaviour and propensities,
is made conspicuous. Abhinavagupta also promises to prove
later on conclusively that gesticulation is quite distinct from
the process of verbal testimony and inference, and is at par
with the process of direct perception. In other words, it
creates a vivid impression on the minds of the audience
which only a real event can, and it guarantees the apprehen-
sion of Rasa (7% sdfrgaramamaTs %4 wdifa: | segesdiasasaiaT-
dwa sy 7 sdfafasreafa, sperdfreoraaifrasermamreaag | garg: ‘@dt
= afufa: s’ o @y armTEaddT s @-
WASATY | AATAARY  ATHITAROT  gaaar qextweaqarontafy atme-
&raed wA: | qeAragEAtasAtrastiam dwafagfa sgeqmegan: awfag-
=1 |t fg weafrreamrfaagaia soasamreratats fersam: 1),

The sixth obstacle in the apprehension of Rasa is the absence
of prominence given to the sthayin, in a play. A playwright
must make a judicious discrimination between the sthayin,
on the one hand, and the set of vibhavas, anubhavas and
vyabhicarins, on the other, and should not commit the fatal
blunder of making the latter prominent in any way. Abhi-
navagupta explains this point by asking a pertinent question :
‘Whose consciousness can find repose in an insignificant
matter ?7’—since the apprehension of this matter will itself
run to another which is really conspicuous and thus will not
find repose in itself. Thus, the absence of prominence is
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quite possible in the case of the group of the vibhdvas and
the anubhdavas which are insentient, and also in the case of
the cluster of vyabhicarins which, as a rule, turn to another,
viz., the sthayin, in spite of their possessing the nature of
consciousness, and hence the sthayin itself, distinct from
them, is the abode of relish. Among these sthayins again,
some states are more prominent, as they are based on the
goals of human existence. Thus the sthayin of love is based
on passion and religious conduct and wealth following in its
wake; the sthayin of anger is based on wealth (or material
acquisition), though terminating in passion and religious
conduct; the sthayin of enthusiasm or energy terminates in
all the four goals like religious conduct; while the sthayin of
self-restraint, consistiug mainly of dejection born of the
knowledge of truth, is a means to salvation. Hence their
prominence. Though these have the position of subordi-
nation with reference to one another, each one of them is
prominent in the variety of drama based on it as important,
and thus the prominence of all of them is noticed in the
matter of the varieties of drama. Even if we restrict our
view to a narrow range, in the same variety of drama the
prominence of the sthayin keeps varying.

Abhinavagupta further observes that all of these sthayins are
of the nature of happiness or joy, since the light which is of
the nature of the relish of one’s own consciousness, and quite
homogeneous, has joy or delight as its essence. Thus, it is
found in the world that the hearts of women-folk (known
for their tenderness and sensitivity) find repose even in
the relish of their consciousness which consists of sorrow
pure and simple, because the nature of that relish is
repose itself, free from any obstacles. What constitutes
sorrow is the absence of repose itself. For this reason only,
the followers of Kapila, the founder of Samkhya philosophy,
have proclaimed evanescence as the very soul of sorrow by
declaring that sorrow is the quality of rajas (delusion). Thus
it stands to reason that all the aesthetic emotions or Rasas
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are of the nature of joy. However, some of them are
occasionally tinged with bitterness, with regard to the objects
of diverson as in the case of the heroic emotion. That
emotion has as its very life or essence the endurance of
torment, etc. This is the nature of the prominence of sthayins
like love, anger, enthusiasm and self-restraint. However no
prominence has been attached to sthayins, such as, laughter,
grief, fear, disgust and wonder, as they have abundant scope
as means of diversion, possessing the stimuli easily available
to the whole world. Hence, it is that sthayins like laughter
are mostly found in the case of men of low character. All
lowly persons laugh, lament, fear, indulge in ridiculing
others, and feel surprises even at a wise utterance of little
consequence. Of course, they may be useful as serving the
goals of human existence, by being subordinate to sthayins
like love. Abhinavagupta promises that he will himself later
on explain the varieties of ten kinds of plays (cited in Natya-
$astra, Adhyaya XVIII), based on the relative subordination
and prominence of these sthayins (w9 = aegfa wex "fafear-
wafy qEAT SErTer TAMFAT SETHTE: ST A AT | FalsTarTd 93
frarararead safeattefray =@ dfaamdst faadareagas fafo dwadta
aaffee: a4 qam SdoTIER | a9 qerrd freer: arfredfag wfa SEa |
qaarefa: wwaeafraAiafest, A afradgfis: FragdTaafads,
geaTe: aueagAifzadataa:, qeanrastqattd e e s i arEet
gt | gaft Serereie qorararster aaify aRera wT a9 T
TARfy ETEdEEaT gaut SrarERel @A | agearntafafasegar g
unfeReAfy €% qIATATA | A9 89 SHY GENaM: e e na e
THFTAEATRETEAT] | adT fg eeaanmatasado sf aF efese gaa-
fasmifiar: ey T | afrarfaeTda giay | a9 07 FeEg -
GUT AT=AGANT A AEG WA al aagfatearaEear gdamg | fag-
qeesHETTAnRE Ay wefrraE  wnt deera ) g fg St
TA | UF AT ST | grandrat § arfaad aede e raaa st
Featafd @ STareaq | AT wATLT ANHfag argaga grawed wafaq | e
qalsfr zafa wrafy faafy acfarmfzay seogmfasT 9 ada faemd |
AT g qRATTfEARly SR | T aTATaET OF F FEHTlE-
&1z 3fq qewm: 1) .
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In Abhinavagupta’s opinion, these are the only sthayins,
properly so called, since the moment a being is born, he is
surrounded by these many states of consciousness. Thus, in
keeping with the maxim, ‘each being hates contact with
sorrow and is intent on the relish of happiness’, each being
is pervaded by the desire to enjoy love; laughs at others by
arrogating excellence to himself; is tormented by separa-
tion from desired objects, falls a victim to anger towards the
causes of that separation or is frightened of them in the event
of his incapacity to fight them out; though desiring to
conquer objects, he is overcome by indifference towards the
objects conquered, regarding some of the things as not
desirable; and he is full of surprise at the sight of various
duties and desires to abandon something. There is no being
devoid of the impressions of these mental states. Only

somebody has some particular mental state in excess, and -

some other state or states to a lesser degree; somebody’s
mental state is controlled by proper objects, while some
other’s is otherwise. Thus, only some particular mental
state is conducive to a goal of human existence, and hence
commendable. It is the distinction between these states that
leads to the usage of men possessing noble nature and so on
(zanfacd Saraamaa | s Ga fg segfadfa: sfafg: odedr wafa | qar fz
‘FrEdEEag e garearaTaea:’ sfa adT wdt fdwar s e -
wifqaar qoqagEd avrefaarmdaeasagy  FOUEnsaEt ¥ qar se
frfafssrig <y faaegfrrdgermaara:  Sfagrsiseaafmamaag-
anqeaRuAafaataens: g ey oo | 7 gafeagfaamage:
gt wala | Fad Ferraenfaafasr faafa: sifag, swfagfataes-
frafraar weafszmaar | qemfa’s gegimfrdeger | afsargaesiay-
sgearfasaagrT: 1).

Abhinavagupta now explains why the vyabhicarins do not
deserve prominence as the sthayins do. Peculiar mental
states, he states, like g/ld@ni (weakness), sanka (alarm, appre-
hension), etc., do not occur even in the whole life, in the
absence of their proper vibhavas or stimuli. Thus, in the
case of a person consuming an invigorating drink, glani
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.dlasya (sloth), srama (fatigue), etc., do not arise. Even if

they do occur in somebody’s case on the strength of the
stimuli, they are weakened on the loss or disappearance
of the cause, and certainly do not constitute a conti-
nuum of mental impressions. However, sthayins like
utsaha (enthusiasm, energy), though they become almost
non-existent or weak by reason of fulfilling their target, do
not cross the stage of remaining behind in the form of mental
impressions, since the moods like enthusiasm, etc., which
have some other target or deed as their object, remains
uninterrupted or constant. This can, as Patanjali observes, be
described thus : ‘When Caitra is enamoured of one woman,
it is not that he is completely disinterested in others’, and so
on. Hence it is, Abhinavagupta says, that the vyabhicarins
get that particular designation. In a very elaborate metaphor,
he points out how they are interwoven in the thread of
mental states which are of the nature of sthayins. They par-
take of millions of variegated forms of rise and disappearance.
They are like beads made of crystal, glass, mica, ruby,
emerald, blue sapphire, etc., woven in threads which are red,
blue etc., in colour and capable of thousands of varieties
because of their being thinly woven. Like these beads they
do not lend their own variegated impressions to the thread
of the sthayin, but on the contrary, possess the blend of the
help of the thread. They themselves possess a variegated
nature, and lend variety to the thread of the sthayin. Off
and on, they allow the thread of sthayin, though pure, to
shine and at the same time, constitute the blending of the
various shades of jewels in the form of earlier and later
vyabhicarins, also themselves glittering.

To illustrate how the vyabhicarins have only an evanescent
and never a lasting existence, Abhinavagupta states that
when there is a statement, ‘He is weak (or exhausted)’, the
very question ‘Owing to what?’ leading to a cause, suggests
the evanescent nature of the vyabhicarin—glani. However,
nobody asks such a question about the cause in the statement,
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‘Rama is endowed with the power of enthusiasm’. Hence,
only the vibhavas, pointing to the sthayin, lend it veriety
because of their own nature, and only bring out the propriety
or impropriety of sthayins like rati, utsaha, etc. However, the
sthayins do not totally cease to exist in the absence of the
vyabhicarins, since it has already been said that all beings
are endowed with them in the form of subliminal impressions.
The vyabhicarins, however, do not exist so much as ina
name in the absence of the sthayins. Abhinavagupta promises
to illustrate this point still further in his commentary as the
occasion demands. This is how, he sums up, sage Bharata
has removed the obstacle of the lack of prominence given to
the sthayin with its elucidation—‘We shall carry the sthayins
to the state of Rasa’, based on a special definition of the
Rasa, evolving out of its general definition (¥ et wmfa-
TeraaaEagfafatoe  aufaafaaammEssraneasfy 7 wasedg 1 qar
fe wrmmagaaadr armeEraATgaar Aifassfa | gearfy wata fawra-
Feraeqtfy gguey afammon @eRrlvat aEwAgEsid | SETREaeg
garfeqeamaeqanr gatawear  «fr @ewredioat Arfqadaa, Fdearaiaaed-
wTRTaTEvEATy | 3uig qawla T 5 da vwen feant o oAy fao:”
Tarfe | aerceaTrerfraIfagasgar canh afrafon amEEEaT-
fsruaageagnit sfaawmar e fegaegafaermamerraaasiasi-
HEERT A EH ST T ST T AR T | (e [erega EaaenT fa=a-
aftamaeaisf acgagsanewaas fava: sad = fafaarat: warfagd = fafaa-
gtsTaea geaft enfagd  sfaammasaneaamstt qateeafEntoe-
sorafaamAaEAHEas: gt sfa safesrfor ssr . dar 2
swEtsafacgay 9 =t egwwmTeAfaaes QA | 9 g W Saenfwartad
I | ud A fawianqHigE e a9 EeduiEEe fHeaEn
TR AT AAAR@ATARNT | T T TEAT G99 F (ARATR=AT:, FIGATHAT
FEASTAT AR AT ( At g eafasramE amfe aredfy | faa-
freaw SagamEm aneaEay | EwwarTataE: earfafreanar ‘earfrsnan
Ay’ AT grArgaRdedaar faaeweaatassar 7 qfaar a ).

The seventh and the last obstacle in the apprehension of
Rasa that Abhinavagupta mentions, is the rise of a doubt or
uncertainty as to the exact nature of the sthdyin in an
emotional situation. The sthdyin cannot be identified or




Rasasutra 59

ascertained on the strength of the anubhavas, vibhavas and
vyabhicarins, since they are not separately earmarked or
restricted for any particular sthayin. This is because we find
anubhavas like tears occasioned by joy as well as by an eye
disease, vibhivas like a tiger become the causes of anger,
fear, etc., and vyabhicarins like fatigue, anxiety, etc., areé
seen to be the auxiliaries of many sthayins like enthusiasm,
fear, etc. However, their assemblage does not give rise to a
doubt in the matter of the sthayin. Thus, where we have a
vibhava like the loss of a relative, an anubhava like
lamentation, shedding of tears, etc., and vyabhicarins like
anxiety (or concern), misery, etc., the sthayin is certainly
goka (or grief). Thus, in the case of the rise of a doubt, the
assembly of all the three factors has been laid down for the
removal of the obstacle of the nature of a doubt (FaTgsTaTEl
fqeraTat safsarteor 7 qaes faf fras arfeq, TSR AR AT EA g AT,
SATEATRET HEATRR AT, o AT AT AT FaE T CATAR HTq | AT
g 7 safaafeoly | @t fg avgfammar @@ fawra: af@frargamarfeeaad-
feaeatsemfaad famn o isAed Ww 0F | TAF A AR
A ST ¢ ).

It can be very easily seen that the thorough discussion
of the seven obstacles and of the means of their removal
proves beyond doubt Abhinavagupta’s penetrating insight
into all dramatic aspects leading to the realization of the
Rasa on behalf of the spectator. Here he gives detailed
instructions as to how each of the three human agencies
involved in the process of Rasa—the dramatist, the actor and
the spectator or samajika—should try to rise to the best of
his skill and ability, how all their individual efforts should
converge towards the apprehension of Rasa, the collective
experience of human emotion in the theatre.

Abhinavagupta now brings out very clearly his own view of
Rasa in this manner. Appreciative spectators of the drama
do possess the necessary proficiency to infer the mental
states of other people having abiding sentiments (sthayin),
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on the basis of their own observation, in daily life, of the
inference of effects, causes and auxiliaries of things. Now the
same subjects like gardens, glances, etc., which were ordinary
causes, transcend the plane of empirical causality, when
depicted on the stage and their sole essence consists in
manifesting, corroborating and nourishing the sthayin.
Hence, it is that they are entitled as ‘extraworldly’ vibhavas.
Yet they are still designated as vibhavas also, to convey their
essential dependence on the mental impressions taking the
form of earlier causes, effects, etc. Thus, they are vibhavas
with a distinction. Their exact nature and distinctions will
be explained by Bharata in Adhyaya VII of the Natyasastra.
In keeping with their greater or lesser prominence they enter
into a proper relationship or unity or harmony with the
minds of the spectators, and the object that they bring to a
state of relish which is extraworldly in character, and partakes
of the nature of consciousness devoid of all obstacles, that
object is Rasa or aesthetic emotion. The essence of this
object, Rasa, consists entirely in relish, though it has no
accomplished nature. It has a temporary existence, and has
no reference to a time other than that of relish, and it is
totally distinct from the sthayin.

Since in Abhinavagupta’s opinion the Rasa is totally
distinct from the sthayin, he naturally does not agree with
the view of Sankuka and other scholars that the sthayin itself
is designated as Rasa because of its being relished, after it is
made the object of apprehension by the vibhavas, etc. 1If the
sthayin itself can become Rasa, why not accept Rasa even in
the case of daily life ? If relish can take place in the case
of the vibhavas, etc., which do not really exist, why should
it not occur in the case of things which do really exist? Thus
the apprehension of the sthayin which is obtained in the form
of an inference, as Sankuka explains it, is not Rasa. Hence,
it is, Abhinavagupta states, that the word ‘sthayin’ has not
been included in Bharata’s aphorism of Rasa. On the contrary,
if included, it would be injurious like an arrow. It is only a
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matter of propriety that the sthayin is said to become the
Rasa. And the propriety lies in this, that the objects that
were previously well-known as the causes of the sthayin, now
take the form of the vibhavas, etc., as being helpful to relish.
For, how can there be any relish in the inference of the mental
state which is worldly, and hence ordinary? Thus, Abhinava-
gupta affirms that the relish of Rasa, which solely consists
of a superworldly delight, is quite distinct from the normal
means of knowledge like memory, inference, worldly self-
consciousness, etc. (A& AFHAGI HRT (CTHEHATUHF AT TATHTCH=
TR IR AT A e AT § A ramFeTarenfaae iR wreneiaya-
BB ERIERIGCIERIRE RS L e Lk I GG R ERICU L EURIEUR
AT (GRS E A GATTATT fasarfermaiaeagsedaiarearasfa
FETATIRACTHSTY THATAATIATA GIATTTHIUTT e Fargasrd  rarfad-
afaifestAiasgdaaramadomieai Aasdmadauasaa 1 g fae-
TN qrHIfas O 7 g Faomfafaasramaara enfafaasn ua W 1 T3
aar wgwfafavediag ‘caraAq fawrarfag e wamaamg s=aa” &1
u fg «@itfeasly fF @ <@ 1 smasiy fg aa w@Amar @1 9@ awgaa &9 T
wiasafa | &7 efawdifacafafasar grear 7 w@: | @@ 7 @ enfora T
FAY | qICT WOAYE TG | FA@difardaea e wga g
sifaed geeqtfaaca s sTeonfeaar sfagrragar saviafaar fararfear-
arag | @9t fg Afesfaageagam #1 @Ar | AT HETAEHTUCHT TET-
TS TATAIAA TG A TAAT TT 1),

SUPRAMUNDANE BLISS

After bringing out this distinction of Rasa from the
sthayin, Abhinavagupta distinguishes further the nature of
the relish or apprehension of Rasa, on the one hand, from
the ordinary means of knowledge like perception, and on
the other hand, from the extraordinary perception of a Yogin
in the process of spiritual perfection, and of a Yogin who has
achieved perfection respectively. Thus he states that a
spectator who has obtained refinement by the use of ordinary
inference does not approach the young woman, etc., in the
drama with absolute detachment, but as the very essence of
the relish which is proper to his becoming one (viz., identi-
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fication) with the situation, and as the very sprout of the
relish of Rasa which obtains fulfilment on the strength of his
sensibility of the nature of the harmony or attunement of his
heart, even without climbing the usual stairs of inference,
memory, etc. Again, that relish of Rasa does not arise from
any other earlier means of proof, so that it would result in
i ts memory or reminiscence. Nor is here found the operation
of any other means of knowledge or proof like ordinary
perception, but this relish of Rasa is produced or effected on
the strength of the assembly of the vibhavas, etc., which are
other-worldly. The relish is quite distinct from the appre-
hension of love, etc., produced by ordinary means of know-
ledge like perception, inference, scriptural testimony,
analogy, etc., and also from the knowledge of others
‘consciousness’, born of perception and detached in the case
of a Yogin, and further from the homogeneous experience or
apprehension in the case of a supreme or perfected Yogin,
consisting solely of his inner joy of the self and devoid of
any tinge of sensual attachment. The distinction lies in the
fact that these three kinds of knowledge are devoid of charm
because of the rise of other obstacles like the acquisition of
the object—because of the absence of clarity or precision
resulting from detachment (of the Yogin) and because of
the helplessness (of the perfected Yogin) on accouant of his
attachment to his own objects of contemplation, respec-
tively. However, as Abhinavagupta has stated time and
again, in the case of the relish of Rasa there is no helpless-
ness resulting from attachment to objects of sense because of
their improbability of exclusively referring to the spectator’s
own self, there is no absence of precision resulting from
detachment because of the absence of the objects referring
necessarily and exclusively to another person on account of
the spectator’s inclusion in the situation, and no likelihood
of other obstacles due to the spectator’s attachment to his
own subliminal impressions of love, etc., which are quite
appropriate, and produced as a result of the generalization
of the Vibhavas, etc. @1 & «fFdargare ega: gwarfz 1




Rasasutra 63

s wfaTaR, AfT § gEIEARIERAEAIARA g afTs AR ATEAT A
AATTEEATREAITAAARGAT A T Aqagosroraar | 7 5 &1 70T
StTATRTE FArgAt enf: eArg ) A AA dfEwsefae, -
AfrriraTfeE TETAdad qET | A1 F ST AT AT -
gTrafAATEEE: aaT AN Taee @ ATy Fwad aw -
gran T faEATRHTAswaATTaTE fafaead | gt gaTATRStArafasaEa -
Y, areeaTegEET fATTdaeE 9 adfae | o9 g sEdETad-
frmrgwara fauad adaeay, ST IACTTTAA IATAE ATTRATEFEAT,
afgsarfrararcrTaEs gR Tt arTaT wAres A qEATTE §97
AT FgW: 1)

Expatiating further on the alaukikatva or the supramundane
nature of the Vibhavas in the drama, Abhinavagupta
emphasises that they are neither the material cause of the
production of Rasa, as Bhatta Lollata maintains, nor are they
its indicative cause as Sankuka holds, leading to its infer-
ence. If they were to be the material cause of Rasa, there
would arise the contingency of Rasa arising even in the
absence or disappearance of their cognition, as the effect can
exist even after the destruction of the cause. This does not
happen in the case of the relish of Rasa, which lasts only as
long as the vibhavas, etc., last. Nor are the vibhavas, etc.,
the indicative cause of Rasa which would be equivalent to
the means of proof, since rasa is not some accomplished fact °
which is an object of knowledge or cognition. Then, it may
be asked, what are indeed the vibhavas, etc. ? Abhinavagupta
replies that the operation of the vibhavas, etc., is quite
super-worldly and conducing to relish. And if somebody
asks, ‘But has it any parallel anywhere 2’ Abhinavagupta
asserts that this absence of a parallel or this uniqueness of
the process itself speaks volumes for the superworldly nature
of the vibhavas, etc. And in fact the parallel does exist.
When we prepare a drink like panaka, is its taste secn in the
individual components like molasses, black pepper, etc. s
(s wa fawmEaal fasafadaat wer, qgaamTTsfy wWawgaEmy | arfa
sfeazaa: ¥ wAmoraey ovy:, fagen Feafaq SRTAE WEAWET |
qe afgsarad 3fa | aeifEs oA gt faararfeeragR: | e
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gezfafy 9g yuoRaeenTFRaitercafag: | arramenasy fr gedaifag
sz gfq gwTHad 1).

Thus if Rasa is not an object of cognition, should it be
regarded as incomprehensible ? Abhinavagupta accepts this
position, since the nature of Rasa consists solely in its reli-
shability and not in its comprehensibility, and so on. Then
it may be further asked, ‘Why does the word “‘production’
(nispatti) occur in Bharata’s aphorism on Rasa ?” Abhinava-
gupta’s reply is that the so-called ‘production’ is not of
Rasa, but of its relish. And if Rasa is said to be figuratively
‘produced’ because of the production of its relish, on which
its existence solely depends, Abhinavagupta does not find
anything wrong about it. He further affirms that this relish
of Rasa is not cognised by any means of proof, nor is it
effected by any ordinary causes, though it is not without
any evidence or proof, as itis evidenced by its own con-
sciousness. In other words, it is self-evident and a matter
of direct experience. The relish is undoubtedly of the
nature of cognition, though it is quite distinct from all
other cognitions, since the vibhavas, etc., which are the
means of its apprehension, are themselves totally different
from the worldly means. Thus the substance of Bharata’s
aphorism on Rasa is this, that since the relish is produced
because of the assembly of the vibhavas etc., Rasa is the
extraworldly object, subject to that kind of peculiar relish
(7799 TEISTHT: €T | UF Fra wiagHela | weadssror gray a4 wgdanfz-
wra: | afg @ froafafda w990 3 we, afe g afgergamn
afesaear g afs axsmasifaae wer froafaesay 7 sfmew Qo1 ar g
AT A SHOATL T FAHAMR: @, g i egdaafageny |
Al 9 Ageda, frgaaraear faaada, saaE  fawrardar s ifee-
Faeroarg | oF fawrarfedarmEeT @ fasreassfaaTEAT Y dEl-
qasat @ fa arad gaea 1),

This discussion of Abhinavagupta regarding the extra-
worldly nature of the relish of Rasa and its inherent distinc-
tion from all other kinds of ordinary cognitions as well as
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as from Yogic cognition, is perhaps the epitome of his com-
mentary on the Natyasastra. It establishes the doctrine of
Rasa on a sound philosophical basis, and emphasizes the
unique nature of dramatic experience vis-a-vis all worldly
experience.

Abhinavagupta briefly explains the nature of the gene-
ralization or universalization of dramatic experience like this:
Our consciousness of the actor as actor is enveloped owing
to the dramatic devices like a crown, head-dress, etc. Even
our belief in him as Rama does not prevail or'rest, though
it is induced by the persuasive power of poetic appeal, on
account of the deep earlier impressions of our conscious-
ness. Thus, the elements of space and time drop off both
regarding Rama and the actor, that is to say, we become quite
oblivious of the former’s being a mythological or historical
figure of the heavy past and also of the actual time of the
play. Even the anubhavas of the actor like horripilation and
so on, which are observed in daily life as causing the appre-
hension of love, convey the same. emotion of love regardless
of space and time, when they are observed in the actor. Even
the spectator’s cansciousness participates in this emotion of
love because of its subliminal impressions present in him.
Hence it is that the emotion of love is not apprehended by him
in a detached manner. Nor is it apprehended as belonging
exclusively to himself, as in that case there is the probability
of personal feelings like the desire for acquisition, attachment,
etc. The apprehension of love does not take place even as
referring exclusively to another person, since in that case
there will arise feelings like sorrow, hatred, etc. Thus, the
sentiment of love that is transformed into the aesthetic
emotion of $rngara is generalized, and becomes the object of
one and the same consciousness which is of an abiding or
unified nature. Further, the generalization of the emotion
takes place due to the vibhavas, the anubhdvas and the
vyabhicarins (7w @47 | wgesfonuEfzar  aEFegfuEead |
TIEATHAG (AHERTTT FAFATAEREIT T g TReifaareafa | qg uawg-
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queTerATT: 1+ AT yaat Aandifaaiiaar gereawasitEar o
faawa <fq wwafa | weat w@cwfe qgmmEcarafae: | o o7 @ qeermar
WA | 7 9 fraadanaaar, FmrsAfasfeawEar | 7 9 foggacds-
TGN, I @G | T ATATRONYAT FATTGAFEAT TF & T A Agar
fq: g mree | arareiwEar 5 fanafetafc o).

DEGREE OF PROMINENCE OF ELEMENTS

To illustrate how the generalization of the vibhavas, etc.
helps the delineation of a dramatic emotion, Abhinavagupta
cites three examples. The first example, ‘Kelikandalitasya...’
illustrates how the prominence of the vibhava and the
subordination of the anubhavas and vyabhicarins does this
job. The principal thing in this verse is the charm which is
constituted by the vibhava or stimulant, viz., the young lady.
In consonance with it appears the group of anubhavas or
consequents on the strength of the words, keli (sport),
vibhrama (graces), bharigura (quivering), and narma (sportive),
and the group of vyabhicarins on the strength of words like
bhargi (manner), krama (way), vikara (instability), etc. Thus,
in this instance of the dramatic emotion of §rngara which
consists in the relish of the sentiment of rati or love, no
doubt need be entertained regarding the absence of clarity.
The charm of the emotion is mainly due to the prominence
of the vibhava (7a fasmasaram aamisTaET I91—

Fefirataae fasmadng 4 a3&d gat

s fsTEE FAd qAAsaan: |
sy sfafasreaomgr FFarrgaeEa: |
ae graf Fgafasrdareais i

g = fawmagd dved sardT wifs @ qequa@Ed T FefAEEHIEETEE-
femr STqwraat Wirmmfamrfensgaersy afwmfad: gfoadcm oa
AregEeNFTS TEaERy ¥y fadar o).

As an instance of the prominence of the anubhavas,
Abhinavagupta cites a verse from (Bhatta) Induraja, his own
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teacher, whom he incidentally describes as the best of the
twice-born, viz., the moon who swells the ocean of literature
and who has been sanctified by the pure flow of literature.
The verse, ‘Yad visramya......... ’, describes the lovelorn con-
dition of ladies because of Lord Krsna. Here the group of
vyabhicarins, mentioned by the words, visramya (haltingly),
bahusah (frequently) and pratidinam (daily), and the vibhava
mentioned by words like Krsna and yini (young) appear as
subordinate. The assembly of anubhavas shines prominently,
such as paralysis characterized by halting, fickleness of
glances, the fluctuation in the slimness of the figure,
horripilation, paleness, etc. (sgwrasTaT a1 gEATEIANATZI( -
A THARG T AU AT H ATEA gAY AT e —

afgsrer fasiifayg aga froedadt @
agmattn afkafa sfafed amfeammeag 1
gatesfasrse fafasy ag mifvear osa:
gwi gf7 @aarg afarada Jafeata o

s fasraafa agw sfa sfafeafafs o exwafedy safefarn goor genfaer -
aw= fawral Qo afawman | fafaae v eafadsad faamaamaara-
qEFATE AT FT THTATAT |

However, Abhinavagupta emphasizes that the prominence of
the vyabhicarins results from that of their vibhavas and
anubhavas, and not because of the vyabhicarins themselves.
As an instance of this, he quotes a stanza attributed to the
great poet, Kalidasa, viz., ‘Attamattam adhikantam uksitum
...... >, etc Here Abhinavagupta remarks that the prominence
of the vyabhicarins like doubt, alarm, fear, etc., which in fact
lend charm to delicate young ladies like the heroine here, is
due to the prominence of their vibhavas like the lover, the
occasion of the watersport, etc., and this prominence of the
vibhavas itself is reinforced by their extraordinary beauty.
The group of anubhavas like the throwing of water, suggested
by words lika attamattam (taken vp again and again) is sub-
servient to these vibhavas (zafwsnfiort g srard afgwrargwrasnara.
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TAH | JATE AT AEIHA s FIfAGTHET —

HTTATAAAFTAR AT FTAT AHTALHRAT FET |
AT TATNTA AT ArFAIanQT@f=eay |

T GFATLAHIISAYTpEen eqtaanfeai e fqagaranwra: qer afgwEEt
sy Wreaifamagarg 1 sroAwtronfafeaigEtaaieg aEgErEr ).

Abhinavagupta further remarks that illustrations can easily
be given where we have the prominence of two out of these
three. However, he also emphasises the fact that the highest
relish of Rasa is possible only when there is an equal promi-
nence of all the three constituents, as is chiefly the case in
the ten varieties of drama only. Hence, it is that Vamana
observes in his Kavyalamkarasutra (1. 3), ‘Of all compositions,
the best is drama with its ten varieties. It is full of varied
beauty like a scroll of pictures because of its comprehensive-
ness.” This is so because a composition or sustained
narrative derives its form on account of the consideration of
the propriety of - language, costume, actions, etc. This
happens even in a short piece or a stray verse, as it depends
on the sustained composition. Abhinavagupta is illustrating
here how even poetry, which may not {contain any element
of drama, enables. the readers to relish the emotion. In
such compositions, he asserts, the appreciative readers
themselves imagine the suitable context as to what happens
before and after, by saying, ‘On this occasion this kind of
speaker is speaking this’, and so on. Thus, in the case of
such readers who are quite sensitive by virtue of their study
of poetry and previous merit, the poetic content or theme
flashes before them very distinctly just like the actual.
visualization, though the vibhavas, etc., are depicted in a
limited manner. Hence, it is that even poetry, without any
element of drama in it, leads to pleasure and wisdom in
their case. But in their case drama produces extreme clarity
of mind and vision in accordance with the saying, ‘The moon’s
rays, fallen over a clean object, shine all the more.” In the



Rasasutra 69

case of those who are not that sensitive, the self-same drama
produces the necessary clarity or purity, since therein the
songs, the musical instruments, the courtesans, etc., that are
apprehended, are the instruments or parts of drama, and
hence do not become the cause of personal attachment
(Td gasarr =Ry ) A GENEET 07 EEEReEE | A
IUETH OF | qAZ AAA: ‘WA qweTd A7 | afg fad faameafzaw-
arFearg ©ogfd ) agoadeer g ogae e esgeatfaeatfegeaarg 1« agT-
ST qFaE | qa1 F a7 ggaAn: (@ fveafad afwesr famm awsferAaal
Tafe agay  diewraed fagwd | 3 ¥ seasramdaaquATazaaarntaia
ggamEaat akfaafawa st afeges gr arareE: e T |
o7 qF aut wrerha fvegafagerifaameaafy | forafy g areg ot
egfear: wlwwem:’ sfa e gawi fedeog | sgaamt 7 qdq Jagrnfy,
a3 gdar A raafrmeat 7 gafad et aeanaauEn 1).

Here Abhinavagupta’s comments on the advantage that
drama possesses over pure poetry are undoubtedly illuminat-
ing. It is only the very appreciative readers, endowed with
maturity and considerable aesthetic susceptivity that can
visualize the whole emotional set-up or situation depicted in
a poem with the obvious limitations of the poet. As opposed
to this, readers less equipped with these gifts may not be
able to relish the poetic emotion fully. However, drama
acts equally effectively on both the types of spectators,
sensitive and otherwise. For sensitive spectators it acts as a
means producing the highest purification or cleansing of
their minds, while for spectators lacking this sensitivity it
produces the necessary purification of mind, with the help

of the usual theatrical accessories like song, instrument: ]
music, women, etc.

IMAGE AND REALITY

Abhinavagupta concludes his exhaustive gloss on the Rasa-
sitra of Bharata with a few remarks on the nature of the
spectator’s apprehension of the actor. The actor is, he
postulates, the object of the deep contemplation of the
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spectators, just like an image of a god like Vasudeva in the
case of his contemplators. In the case of the god’s image
the devotees or contemplators do not have the apprehension
that it is the image itself pasted with red lead, etc., thatis
to be meditated upon as Lord Vasudeva, but they apprehend
it as god Vasudeva himself, who becomes the object of a
very clear conception through the means oft he image, who is
a peculiar deity and confers the reward upon the meditators.
In other words, they do not make any virtual distinction
between the image and the deity. In a similar manner, the
dramatic content, which is the object of a very clear appre-
hension arising from the actor’s process of acting and which
is not touched by specific considerations like space, time,
etc., imparts instruction to the spectators in an emphatic
manner, as ‘This is the reward’, of the contemplation. In
the case of this instruction there does not arise a sublating
or counteracting factor regarding other dramatic conventions
or the necessary mental state. The instruction that results
is comprehensive and complete. Thus, the spectator’s
apprehension is of the nature of ‘Rama’ and not ‘This (actor)
is Rama’. Abhinavagupta also promises to make this point
more clear subsequently (@ = #er =mfaartwa  eFTARH
7 fg qamawa frgutana arRa: oy = afwfa, afr 3 agoaeron-
fregdiyaassam= arfader eafaat wagq | ageenfaugTrataia-
T AaEfANyE  faadnsETaegesy 5] At fafaeardarsat
syfa faaefa, aa quarafraardt faageamRt a1 7 aEFRy: | FEaEYE
AT QI | A A AT gdifed @d ww sf | egpdwfieas S ).



Appendix

Some passages from the Locana Commentary on the Divanya-
loka regarding Rasa and Rasdsvada :—

)

()]

Commenting on the word @g#, viz., appreeiative or
sensitive spectator or reader, in Anandavardhana’s Vrtti
on Dhvanyaloka 1. 1, Abhinavagupta observes :—

aqt FErgEAEEATEAANE ANgFR A
HATAIIAT § TAGIAGATATT: TEEAT: | qAAFIq]—

19T FIAFATRY qEF WTaT THIFIT: |
UAT AT JT GoF Frssfaarfaar uzfan

Commenting on the final goal of poetry and drama,
Abhinavagupta observes :

a7 FAEarEEaiT Nty gwE | gRE—-sifa €@a-
waraTg: Tearfe | shqui = sgeafad agfr @, avEag—

gATIRTAMSY 90T FHG 7 |
FUfa fift Nft 7 argseafadarg uzfan

qarfe g7 sifadd saEg ) srgar wwdfaged Farfesn
faadfadvamfagranfern  spafaggea: Fista wreasae
g fagarsiaE faaaean fai sfa smaraams g@E: |
Fgitegaafy qmw g7 qEfas ged w99 | —-Locana
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(3)

4)

&)

(6)
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While explaining the nature of sd@@w@ s1% or suggested
sense as the very soul of poetry (Dhvanyaloka 1. 4),
Abhinavagupta comments :(—

gty sty 9 TawesATsAl A @ifwweaagrafad:, F g
weRgRAgIagaegrafawagwE agfag mifafafasez-
ATRATATIUMTGEFATLETE fATTAZ TN RIGN AT &,
g srersmEmad weafafdfa, @ 9 eafadfa, aoa
FEATARALT |

Explaining the words ‘Frsagawar g vard...” in Dhvanyaloka
I. 5, Abhinavagupta comments as follows :—

AT 1@ UT ITGT ATHAT, aEcIATFIEAAT g gaar @ ufa
vdaeaa zfa ammiggeel arfacafamaon aft: @ egeaeR’
fa amERREaT )

In the same passage, he refers to the impersonal nature
of Valmiki's sorrow in the =i=9aa episode in the
Ramayana : — :

T g g mF sy qeaeag 1 0@ g afv aggEw gk gfea
gfa gea1 waarmdfa fAamwe &g 9 9 gEHgasE
aafa 1 @ wEfEanEefaEmesT e wagsTed-
ENEERE  TF FTATARAT FIATTHIFISTIATeRI ST -
FTLH: |

Explaining the nature of pratibha or poetic genius mention-
ed in Dhvanydloka 1. 6, Abhinavagupta says :(—

‘gfgar ag@aegfaatugar aanaear f&GaeT w@EwdTE-
dieed Freafrainaway | gag gfr—aFavaid wag
zfa

Commenting on Dhvanyaloka I. 18 and its Vrtti, Abhi-
navagupta thus emphasises the unique nature of @ :-
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TEAR ERANH AT WRATE:  FlAaaarrfaag s
ATt Tt fewraraden: | 5 g SifEdT
FEHTOTFAATEAT degagaat fawmarfas afqeeam @@ T
qreeeda sfqaas, aft g gaanaRaEgEEAT@iFaqar
quifsfasazareararg dwiArgaraer g @ T -
drwaAIfaqadoTauaar | F SrE TG SR S
0, IREE wgfa: g A FngAr FafeEa AT,
FSIfFS FaAEEAERg | A7 gAelEE U fawrarfa-
sqEgIe | ad ud qEar a famgfadag gafasma
Frwrargarasataarfaarmaatreata sfa g3 wafamge T
FAq | aogd Weaygd @rg | eaifaaeg @A sifer-
g, afgwrargwE T giaeenTgmE = ety L. .
aq afa ¥4 sftaq a1 freafa, afg fFwaq? @ ATAATAS {HHT
7q: | 77 fawrarfaea 6 ) &g, 99 FTEE: T A QAR A
FTCH: AfT g IANGARN | A 399G ELHAAT | AT QT A
w2 g9 UAEIEEFaY | 99 @IsHu W@y, 6w,
f& q@: ? asadwa wa sfeegafafes: fFaaaddog |
TATATTHHAT; 7, g ygafagearg | qEfaAeeds qoT-
@ IS FgAr | qaeE WIIHSIEE: | W3’ g
fawratfeadmguagIaTcHEarEikar 4 g qEqEe-
afradifa SifFsrrEarm frfasa=arg gaE wWrEET |

Explaining the meaning of Dhvanyaloka 11. 4, Abhinava-
gupta thus summarizes the various views about the
realization of Rasa-experience : —

ATH TIAAHFA—TE AT q@EAT qAAy afg qEeana
@ | 4 9 @reed YR ianarEeEEl aqad |
ERATAET 9 gddr Tt weRa faEngerar ¥ |
|1 AT, AT rEfaE SeafaRracarg | Fired arE
aramfasEgfawEamEt saswiafs 3q—qaEari aafT
FIY | A T TEFFEAEATT AeT IAA | ASIFAEATET T
TATEAT ¥ ggEAgaaIRal favTary £ qER 99 | T
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FErgIfeAT T WAy, gy | warafy qewfau
T @S geenfia Asfagasfoet | safaed T
FrmenEg  gfad seudary gAegfa @ @
safaxfy, arafeeafe:, afiasee fg gt
fauardaararanyfa: g | anfy i @rmstersay @:
TET AT qFART 91 FT A Ay Ay Arfasasay
FEAT W@ | TF cIrameadeand  FTeAeHT: WeaEd WAl
SHTRIT | gAfwgawe areafaway, wEwe w@rffava,
wigTd agzafawafafy agisasar samarer « qErfwaT
afe g eAraaeATfaeT: aRAATI e WS FTI #1417
gfawadfesd aifsfoam | afrgeifaadd 7 frady ? 3=
T@wrEAEdl e samre, aguefar feads | qa-
qETEaFE AW W IfT Tewreaen qfgwrEarEAt raToRar-
1T A | wifay = <@ qem A Asgwaeacorsfatas
famenr wa zfafaradfarmra wramafergfgacas-
fastfaeeavmafasfafaantass: owaramafas 1 g @ =
gargatsw fager 2T | sgeafaatamamadd’ fr

FATIT-WEA®T UF arafgafaqay: sfqarfearm | qurfg-
q@faeatal a. eardlt @ gz safaarfarmartar seaafms-
THETT OF @ | ATeT § TYSTAAATARIRE T Ffaq |
yatgafaoat faagt famre: famgeasain & afcqen: ?
fremgmiFRaR 4w qEw ofow s aEEE @
AFFAN T JEATT SAEAGET T4 | GEOCTFAS AT
FAAHTT ! qegqd FROE g@Ifa: | qEareng  qer |
Fafg ! mrAwafmageagsa G warn, o,
fafoszaradiat areedq syeacasmar |

geafraamatacas  warfaaygfem  fasmmgarasafrartd:
dgsaumE uw gEifa syfafrwern enfaft sdfenes-
qareareEr SfqefagFsaferaar aedsmfad @ a9 9
srfafaqamaraiay | @ ageaifrafmy 58 aware-

faar qrarfas saq@EsTARg: | §9 917 g W, AgEEi-
fafafa Ffaq



Appendix 15

a9y g—eagFak @ epmEwnEstEafammarta
fararfaa gfcaqrenfear sea@wE:, @ 03 SFR@QATERET-
qREFAT AT AN @ 2fq AEATHAT ARTW | AR
qafawrargamanRg fafrseammaar aacdam qfgwadrag-
wradrea e faagcg s sty faeafatose-
¥7 @ | gerEENE @ | @) g OE fawray, auR ge-
wwTae, Hfa earfaaray, gaR sty o qEanT,
TRSTFAY, ¥4 grong ggIE WAIRHEs agar |

FrEasfy 7 SFAEgataeaEIT AR EEaE FaTETEaar-
FfrFggraagdfaraandnmfaamatfcmfeams . @-
arat | ereg ara Arearfzfaear WA, sTEdwEAiRaR
qraes gifo: | uF feay wamgw wdarfr guotfa, sda
T TeATfEfFeTaT | gaqay ¥ gafrafent @ )
s fg fraagsaagd g & g a9 s fEmEar-
fafaseaasfy sreafera  srgmifaaY smrcar  sfawmgar
frscagst = sAfawmEdwauaeds, qgicaafy sdfa-
FUTA AN EMT Wag | qfe@saar geagareey-
Famnr fawmErfamEaar SFAETEn | W@ AGEaT
zf sNad Tadifaag sagre saaaE gF fg @ ) A
fafaser w@ar | &1 = AR SifFFgEERdQia@aT af =
YUY ITAAAT GRUET | T3 F1ed AAWERIAA G, T
o YT ITATATALHTAT |

qEATRATITEA: qdae: | TArfeAfd g F qaed gammardifa
wgeTey | frmammartafase e | awg-aEmarie-
aifast fraear | sifaRwsTesaa fgamTeTad wgfa-
gErTeEREETEr ofa | AT sdfaaEzas fagr, ar =
TgaTEqT SAfaEaEy | amarEsdraAtwarfaE fEaan
STAATHT EATTATIT TF | WIHLATITET  FHITET
wafawa exaAedy, arafsfsag | wasaafy agfaagom-
sgrafagrasaetata faaea gead | fARaegEy ? #rd
7 @ sfawEsfafy ag=aq, T wadq wEAgEiaTe @
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FESHIfAT: | 7 7 FreawezEi Fa@rEar GEweay, aafafeart
TINTATY | T 9 FABTATAGTATH, AEQTAR AR TAW |
FARY AATAAEATAAETY | ‘FA: 9=2) AT qAF =T,
AT | TEATGSTRCATELT AR e g fwcarferafa-
FAATAT F1ed AAF @ wraata, o ssammfs s
FXOA e77a77 faoalfa | Nsts @ seawR fray, aft
3 sTREreageargfaaruea et aeitad gfa-
fazazfasmcafs ¥ #9¥ SFER EaTEATR U7
gaifafass: | a=9z Wg @ sraae fag dafaey
TRl feraaerRmfafaaagsireafy | geadE argr-
Fgwradfaeaeama=ag  gonfedmmeaieaoar 1 gaar 1 o<
T RYIIATCT ATEATATHRATEES | 2Jeq1ed 9 A19H-
afqarzaraat areafagraganar faeeoy | agT TwEdETE-
fregaarifafaat wreamameas frafasrareat sgafaas
FOAT Yoy | qentfeganaqafeasaqy @ @
= weurq gfa | aArfasafaa samqar waawar a1 1 waEe
e, sFaa7 W |



Select Bibliography

A. SANSKRIT WORKS

. Abhijiianasakuntalam of Kalidasa ; ed. B.V. Vyas et al,
A.R. Sheth and Co., Bombay, 1962.

. Abhinavabharati of Abhinavagupta : ed. along with
Natyasastra of Bharata by M.R. Kavi in Gaekwad’s
Oriental series, Vol. I, Baroda, 1926.

. Dasarapaka of Dhanafijaya : ed. with Avaloka of
Dhanika by Dr. Bholashankar Vyas, chowkhamba
Vidyabhavan, Varanasi, 1976.

. Dhaanyaloka of Anandavardhana : ed. with Abhinava-
gupta’s Locana by Ram Sagar Tripathi in 3 Vols., Motilal
Banarasidass, Delhi, 1963, 1973, 1975.

. Dhvanyalokalocana of Abhinavagupta : ed. by Ram
- Sagar Tripathi along with Dhvanyaloka in 3 Vols.,
Motilal Banarasidass, Delhi, 1963, 1973, 1975.

. Kavyaprakasa of Mammata : Edited with English trans-
lation in 2 Vols. by Ganganatha Jha, Bharatiya Vidya
Prakashan, Varanasi I, Vol. I, 1967.

. Kavyadarsa of Dandin : ed. by D.K. Gupta, Meher-
chand Lacchmandas, Delhi, 1973.



78

10.

o

12

13;

14.

15.

16.

17.

Abhinavagupta on Indian Aesthetics

Kavyalaiikara of Bhamaha : ed. by P.V. Naganatha
Sastry, Motilal Banarasidass, Delhi, 1970.

Kavyalankarasitrani of Vamana : ed. by Narayan Ram
Acharya, Nirnayasagara Press, Bombay 2, 1953.

Kumarasambhavam of Kalidasa : ed. by Sri Pradyumna
Pandey, Chowkhamba Vidyabhavan, Varanasi, 1963.

Natyasastra of Bharatamuni : ed. by Pandit Kedarnath,
Kavyamala No. 42, Nirnayasagar Press, Bombay, 1943.

Rasagangadharah of Jagannatha : tran. by R.B. Athavale
in Marathi in 2 vols., Tilk Maharashtra Vidyapeeth,
Pune, 1953, 1965.

Sahityadarpana of Vi$vanatha : ed. by Satyavrat Singh,
Chowkhamba Vidyabhavan, Varanasi-I, 1963.

Vakroktijivita of Kuntaka : ed. by S.K. De, Firma K.L.
Mukhopadhyaya, Calcutta, 1961.
Visnudharmottarapurana Khanda IIT : tran. by Stella
Cramrisch, Calcutta University Press, 1928.

B. ENGLISH WORKS

Aristotle—Poetics : ed. by Betty Radice and Robert
Baldick in Classical Literary Criticism, Penguin Books,
Baltimore, 1965.

Butcher S.H.— Aristotle’s Theory of Poetry and Fine Art.
with Intro. by John Gassner : Dover Publications Inc.,
New York, 1951.

Coomaraswamy Ananda K.—The Transformation of
Nature in Art : Dover Publications, New York, 1956.

Cramrisch Stella—Visnupurana, Section IIT : (Tran.)
Calcutta University Press, 1928. '




19

20.

21

22,

25,

24.

25

26.

2.

28.

29°

Select Bibliography 179

De S.K.—History of Sanskrit Poetics, Firma K. L.
Mukhopadhyaya, Calcutta, 1960.

De S.K.—Sanskrit Poetics, as a study of Aesthetic :
Oxford University Press, 1963.

Gnoli R.—The Aesthetic Experience A ccording to Abhi-
navagupta : Cnowkhamba Sanskrit series, 1968.

Kane P.V.—History of Sanskrit Poetics : Motilal
Banarasidass, Delhi, 1971.

Krishnamoorthy K.—Essays in Sanskrit Criticism,
Karnatak University, Dharwar, 1974.

Langer Susanne K.—Problems of Art : Routledge and
Kegan Paul, London, 1957.

Masson J.L. and Patwardhan M.V.—Aesthetic Rapture,

(in 2 Vols.) : Deccan College, Postgraduate and Research
Institute, Poona, 1970.

Masson, J.L. and Patwardhan M.V.—Santarasa and Abhi-
navagupta’s Philosophy of Aesthetics : Bhandarkar
Oriental Research Institute, Poona, 1969.

Osborne Harold ed.—Aesthetics in the Modern World -
Thames and Hudson, London, 1968.

Pandey K. C. — Abhinavagupta — An Historical and

Philosophical Study : Chowkhamba Sanskrit series,
Varanasi 1963.

Pandey K.C.—Indian Aesthetics, being vol.I of Compara-

tive Aesthetics : Chogkhamba Sanskrit Series, Varanasi
1959.

Preminger Alex ed.— Princeton Encyclopaedia of Poetry

and Poetics : Princeton University Press, New Jersey,
1972,



80

30.

31.

32.

Abhinavagupta on Indian Aesthetics

Raghavan V.—The Number of Rasas: Adyar Library
and Research Centre, 1967.

Stone Irving.—The Agony and the Ecstasy : Signet, The
New American Library, Inc., Nev york, 1961.

C. MARATHI WORKS

Patankar R.B.—Saundaryamimemsa : Mouj Prakashan,
Bombay, 1973.



INDEX

A Butcher, S.H., 1
Abhidha, 4,39 C
Abhijﬂﬁnaéakunta]azi:, 45,47
Abhinavabharati, 3,15,16 Camatkara, 5,46,48-49
Alamhkaradhvani, 6 Citrasitra, 8
Alex Preminger, 50 Coomaraswamy, Dr. AK., 8
Anandavardhana, 3,6,7,15,37 Cramrisch, Stella, 8
Anubhava, 2,3,10,15,2!,30,32,36,42,
53,54,59,65-67 D
Anukarya, 3,16,17
Aristotle, 1 Dandin, 7,17
Dhvanyiloka, 3,6,12,15
B Dhruvigiana, 31
Dhvani, 6-7,37,39,41
Bhamaha, 7
Bharata, 2-3,5,7,9-10,15,18-20,22, I

24,31,34,36,43,44,5],58,60,64,69
Bhatta Lollata, 3-4,15-1 7,18-20,41, Irving Stone, 10
47,63 Induraja (Bhatta), 66
Bhatta Nayaka, 3-5,15,35,37-39,
41-43 J
Bhatta Tauta, 3,24-32,34-35
Bhavadhvani, 10 Jagannatha, 3
Bhavakatva, 39
Bhavana, 4,41-42,44 K
Bhava, 2,7,18-20,44,47
Bhoga, 4,5,39,41-42 Kalidasa, 3,67



82 Abhinavagupta on Indian Aesthetics

Kapila, 54

Kashmir Saivism, 6
Kavyalamkarasitra, 68
Krsna, Lord, 67
Kumarasambhavam, 45

L

Langer, Sussanne K., 1,8,9
Locana, 3,15

M

Maidhava, 10
Malatimadhavam, 10,12
Mammata, 17-18, 23
Masson, J.L., 6
Michaelangelo, 10
Mimarnsa, 37,42

N

Natyagastra, 1,3,7,11-12,15,19,29-31,
50-52, 55,60,65
Natyaveda, 2

Pandey, K.C., 6
Patanjali, 57
Patankar, R.B., 35
Patwardhan, {M.V.. 6
Paul, K., 1

Philip Rawson, 9
Pratyabhijna, 6

Rajas, 4

Rasa, 1-7,9-10, 15-19, 21-25.27.29,
31-32, 34, 36-39, 41,43-44, 46-48,
50-53, 58-65, 68

Rasadhvani, 6,10

Rasagangadhara, 3

Rasasiitra, 6,15,22,69

Routledge, 1 L

S

Sadharanikarana, 4-5,42

Sahrdaya, 4,5

Sarnkhya, 5,36,37,47,54

Sankuka, Sri, 3,4,15,18-35,41,43,47,
60 63

Sattva, 4

Saundaryamimarsa, 33

Sthayin, 3,5,15-23,25-26,28-29,31-32,
34,36 49,53,61

i

Tamas, 4
Tatasthya, 5

Vacyartha, 6

Vamana 68

Vastudhvani, 6 :

Vibhava, 2,3,9,15-16,18-22,26,28,
30,32.36,41,48,53,56 ,58-68 :

Visnudharmottara Purapa, 8,12

Vyabhicarins, 3,10,15,21,32,36,53-54,
56-59,65-67

Vyangyartha, 6

Vyafijana, 5.37,41-42









: mwuﬁ%mmﬁw arawfmﬂﬁim:mm TR JER H
= e e
' : s &H e
B SN SO AT S o . i o o . 24 1< 20 1 13
IR @ 3R B S g Yfer HEeH | S ks | oferg aTder HO11 9 fie i difear
ot T el 7 3 | Qe weiie e g e fihed # A AR 3R IS e % 3
3RS PR TR A TR P ARA IR 3y 2 oI AT B |
qaral 25 A1 Toics UN) gferiail ol ¥ T R
it off, forTa Ractt g1d & QRF Bis i - ‘
| 321 g 6 5 3 ol R I : ‘_
. it fonll & Raeip BRarE 2l 83 o M , ) A -
7 3R i 36RO 5 gl ; _ , 1
i R0l 31T 1 = e el 1 4

Vol. | AESTHETIC THEORY AND ART : RANJAN K. GHOSH
Demy 8vo Ist edition 1979 Rs. 455 9

Vol. Il ABHINAVAGUPTA ON INDIAN AESTHETICS
Y.S. WALIMBE
Demy 8vo Ist edition 1980 Rs. 30 S 6

Vol. 11l AESTHETIC MEANING : Some Recent Theories
REKHA JHANJI
Demy 8vo Ist edition 1980 Rs. 55 S 11

Vol. IV COMMUNICATION AND THE ARTS
REKHA JHANJI (Eds)
Demy 8vo Ist edition 1980 (in press

Vol Vv ART AND SOCIETY : Chernysevsky's Aesthetic Principles
VIRENDRA K. ROY (Eds) (in process)

' ! Vol. VI PROBLEMS OF AESTHETICS : A Marxian Perspective
7[2¥|ghtsCrmse,AllMLdson f VIRENDRA K. ROY (in process)
U 2 Nights Kuala

Kuala Lumpur &

Park Tickets at Ge

3 Nights Kuala

ight Singapore, = Singapore
2 e s Kuala Lumpur &

ity Tour, Universal Studio Pass,
with Snow World & Indoor

ajanta booksinternational

Publishers Wholesalers - Exporters - Importers
UB JAWAHAR NAGAR. BUNGALOW ROAD, DELHI-7 (INDIA,)

Singapore City " .
Theme Park Tickd o

H ?%Slngapare. Ku

aumaww ?‘88 999/-

All Meals on
Five Tt Park Rid e Park |
% oy D ive - i ides X
n Tour with Five Theme Parl S e

- Night Safari Tour, Singapore Flyer



