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INTRODUCTION

The present project is a humble attempt to give an analysis of the
philosophy of Aesthetic experience with special reference to
Abhinavagupta. There is controversy. regarding the question whether
aesthetic experience depends on subjective attitudes or objective factors?
In this connection this problem is discussed and an effort has been made
to give an emphasis on the subjective attitude though the importance of
objective elements is not totally denied. In this respect we consider views
of Abhinavagupta and also some western philosophers’ views viz. Kant,
Bullough and Stolnitz. All of them believe in-the theory of aesthetic
attitude. Where subjectivity-is the main factor for aesthetic enjoyment. In
Abhinavagupta we find both subjective and objective element though
much importance is laid on the subjectivity. When we talk about
sahrdayatva, rasadvesatva, we admit the subjectivity of aesthetic
experience but at the same time the role of Dhvani which is desciibed as
the soul of poetry cannot be neglected. While considering
Abhinavagupta’s view a few philosophical problesm which are not clearly
raised so far come to the way of understanding his philosophy. The
ar;swer of the problems are found within the system. Hence, it is an
endeavour to suggest the solutions of the problems concerning aesthetic

experience in the light of Abhinavagupta’s philosophy.




The project begins with a brief history of Indian poetics which is
parallel to the history of Indian aesthetics to highlight the historical
situation under which Abhinavagupta appeared. Here we consider the
views of Bharata expressed in his Natya-sastra where we find his
famous rasa-sitra. Here we deadl with the views of Bhamaha, Kuntaka,

Dandin etc.

Second chapter is concentrated on explaining some key terms
which are necessary for the understanding Abhinavagupta's concept of
rasa. This chapter deals with rasa in details. Some western philosophers'
views have been taken into consideration in this context. Kant's concept
of “disinterestedness”, Bullough's concept of “Péychical distance’ etc. are

also discussed in details.

That language serves as a means to aesthetic experience or is
invariable for attaining aesthetic experience is focussed in chapter IIl.
Here a distinction is made between poetic language and ordinary

language.

In the concluding chapter an effort has been made to throw some
light on some important philosophical problems and their probable

solutions following the line of thinking of Abhinavagupta.




CHAPTER-I

HISTORICAL DEVELOPMENT OF INDIAN AESTHETICS

At the very outset it is relevant to give a brief history of Indian
aesthetics, which is almost parallel to the history of Indian poetics, in
order to locate the place of Abhinavagupta in the historical development

of Indian aesthetics.

In India, the study of aesthetics which was in the beginning
restricted to the study of Na_gya(drama) - draws into origin from motives
of a purely empirical order but not from any obstruct or disinterested
desire for knowledge. The earliest text in this subject which has .come
down to us is the Bharata's Natyasastra. Indian aestheticians are not
certain about the time of this work. “Macdouells assigns it to the 6"
century A.D. and M.M.Haraprasad Sastri to the 2™ century B.C. and Le'vi
to the Ksatrapa period. The fact thatKalidasa in his Vikramorvasi refers
to the Bharéta as a Muni, only shows that he was much earlier than
Kalidasa. This would place the lower limit of Bharata to the 3° or 4"
century B.C. From the reference in Kalidasa we are compelled to say that
Dr. De’s view that the lower limit of Bharata in the 8" century A.D., seems

quite unteneable. In any case , there is but little evidence that the present

Q@



Né.z‘ya—S/éstra was written earlier than the commencement of Christan

Na_tya-éastra is an elaborate work conveying the whole ground
concerned with drama. It deals with the theatre, the religious rites to be
performed in every representation, the dress and equipments of :actors,
dance, the music, movements and gestures of actors, the different classes
of drama. Né_tya'ééstra is the first work where we find discussions about
the nature of ‘rasa’ in an elaborate way and it also enumerates eight

sentiments.

Bharata’s Né.tya—S’éstra is a work of deep psychological insight.
Drama is a powerful medium of aesthetic pleasure as it apeals to the sight
and hearing at the same time and is Athen considers the highest form of
art. Both sight and hearing colaborate in arousing in the vierwer, more
forciably and more easily than any other medium of aesthetic pleasure
or any other forms of art, a state of consciousness unique, conceived

intuitively and concretely as a juice or flavour, called ‘rasa’.

The primary aim of Né_tya-S'éstra is. to give the necessary direction
to actors so as to enable them creditably admit themselves in acting out
their arts and also it aims at giving necessary direction to the dramatists,
who are possessed of the power of poetic visic;n, to enable them to write

dramas which are more attractive to the viewers. It also aims at helping




the aesthete who is eager to enjoy the beautiful and is afraid of the study
of Vedas and the Puranas. It shows the ways to the realisation of the
main objective of human life, by supplying the technique of the
‘production of drama, f‘rom which he can learn the said ways

automatically while enjoying the dramatic performance.

The Primary aim of dramatic presentation is to generate aesthetic
pleasure in the audience. But the aesthetic pleasure is the realisation of
the basic emotion, affecting a soul that is completely universalised. The
de-individualisation or universalisation is a slow process, it presupposes
self-forkgtfulness which is brought about by the music in the preliminary
scene of the drama; identification with the hero: assumption of another
personality, viewing everything through the eyes of the hero: being in
touch with the’entire situation and getting emotionally affected as in the
hero, forgetting the assumed personality. Thus, aesthetic experience in
the experience of the completely deindividualised or universalised self,
having no other affection than that of the universalised basic emotion,

which is described by Abhinavagupta as Sédhéranfkarana.

Regarding creating of art we can say that it is not the work of a
amateur but of an expert, of one who has mastered all knowledge and
understood the mystry and meaning of life. He is called Kavi because he

can see behind and beyond the sensible world.
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Natya which is produced by a Natyakar will prove a source of
singular delight to oné and all. Various questions were put forward by
the pupils of Bharata to him. Following are the questions raised by them.
(1) what were the cricumstances, which lead to the creation of fifth Veda;
and for whom it was created ? (2) Into how many parts is the Natya-Veda
divided ? Are their so many parts that it can not be fully grasped ? (3)
What are the various arts necessary for the presentation of drama ? Of
how many parts is drama made ? Is it an organic whole or merely a
jumble ? (4) What are the various way of knowing the different parts of
drama ? And if drama is a;l organic whole and not a mere jumble, is there
any special means of knowing (Barpana) the interconnection of parts ?
And if so what is it ? Because if the existence of any knowable entity
(Prameya) presupposes some means of knowihg (Pramana). (5) How are

the different parts of drama to be presented ?

Above are allied questions Bharata attempts in his Natya-sastra.

The answer to the 1 question may be ‘put forward in the following ways:

The circumstances, which led to the creation of dramaturgy, were
the products of time. During Tretd-Yuga ; when Vaivasvata Manvantara
was running, the | headed by Indra, approached Brahma with a request to
create a play-thing, which may be pleasing to both eye and ear and lead

people automatically to follow the path of duty, without the need of any




external compulsion, such as the order of king. The reason why there
arose the necessity of such a plaything in the Tretd-Yuga was
domineered by rajas, the quality of action prompted by desires and
emotions, and therefore the common experience in the mixture of pleasure
and pain, during the Yuga. The need for the playtﬁing arises only among
those, whose experience is a mixture of pleasure and pain, the latter
being proportionally more than the former. For, plaything is for diversion

and it is the means to divert the mind only from what is painful.

Such a division was necessary for humanity. For humanity, being
under the influence of Rajas was deviating from the right path, pointed
out by the vedas and was ignoring the rites due to gods. They, therefore,
felt the necessity of bringing humanity to the right path. This could not be
achieved through vedic instruction because the gidras were not permitted
to study the Vedas. The |, therefore, wanted an instrument of instruction
such as could be utilised for instructing all, irrespective of caste and such
would be different ir; form from that of categorical imperative, would not bé
a mere command, which is unpleasand amd to hear and equally
unpleasand to carry out, but same thing may be delightfully instructed
through the ‘medium of Natya where the teachings may be presented.by
pleasant sight and sounds. It can appeal to a;l sections of society in a

simple way. This may be compared with the situation that a bitter

medicine may be taken with sweet mitk.




So, these thinkings lead to the creation of fifth Veda by Brahma at
the request of gods. It was created for those, who do not readily follow
the path, pointed out by the Vedas, or theé&dras, who were debarred

from reading and hearing vedas.

The reply to the second question is that, primarily there are four
parts of Natya-Veda. These parts dealing with the following topics : (1)
Art of effective speech or recitation (Vachikabhinaya), (2) Art of music, (‘3)
Art of acting and (4) Rasas. And reply to the third question is that drama,
with the science or theory of which the Natya-veda is concerned, primarily

presents Rasa, and the three arts are the means of its effective

presentation. Thus, it is an organic whole.

The reply to the forth question is that it is apprehended directly
through eyes and ears. And reply to the 5" question cover the entire
né_tya-s'éstra."‘ Through the reply of the above five questions various
problems raised in aesthetics are partly solved. We find the solution of
the problem of aesthetic senses. What are the aesthetic senses ?.
Bharatds answer is that they are two viz. eyes and ears. For him end of
dramatic art is instruction, not directly, bﬁt indirectly through presentation

of what is pleasing to eyes and ears.




.

Another important problem is that, what is the end of dramatic art?
And the reply is that end of dramatic art is instruction, not directly , but
rather indirectly through the presentation of what is pleasing to eyes and
ears. It doeé not directly command, but it makes the viwer experience the
goodness o;f various path, through the identification with the focus of the

dramatic situation.

Bharata holds the view that drama is simply a play or play-thing,
which can be able to divert the mind of the viewer from situations or

factors which worries or troubles him.

Bharata also mentions that the most essential subjective condition
for aesthetic experience is that the mind of the viewer should not be

occupied with excessive personal pleasure or pain.

In Bharata’s Négya—S’éstra there are four main topics viz. acting,
dance, music and rasa. The first three topics are the primary or secondary
means of presentation of rasa. All topics of his book have a direct or
indirect bearing on rasa. “Most of the things that Bharata talks of, are only
the means of presenting rasa. Rasa, therefore, being the final end of all

that he talks about, is the most important thing from his point of view.’

Rasa is essentially a product of dramatic art and is not to be
found in the creations of nature. It is not pure unity, but unity in

multiplicity. .




Bharata has laid much importance on ten gupas and rupaka,
upama, di;)aka, gamaka these four alamkaras. N&tya-sastra also
mentions those dosas which are to be avoided in the poetic creation or
Kavyaracana. Many alamkara $astra writers, like Haréa, Utvata, Sankuka,

Matrigupta, Bhattanayaka etc., has written commentries on Natya-sastra.

How Kavya be made excellent ? and which special element
makes a Kavya which is adorned with aesthetic beauty? Aestheticians of
different periods had reacted differently regarding these questions. As a
result of this difference various schools of aesthetics have been emerged.

Among these schools th.e following four are major :
i. Alamkara (figure)
i. Riti (style)
iii. Rasa (aesthetic pleasure)
iv. Dhvani (suggestion)

Four more schools should also be mentioned in this regard viz.

() Vagkrokti (i) Gupa (i) Anumana and (iv) Aucitya.

Alamkara School :  According to this school, alamkara is the originator
- of Kavya-madhurya. Though rasa takes an important place vet it is
secondary Alamkara is of two types , viz. Sabdalamkara and

arthalamkara.




Visvanatha the author of Sahityadarpana is the chief founder of
alamkara school. For him poetry consists of a sentence full of rasa or
aesthetic sentiment. Rasa which is the soul of poetry is manifested
primarily through alamkara. He flourished in the first half of the

fourteenth century A.D.

Bhamaha is famous among ancient alamkarikas, he belongs to the
seventh century A.D. His Kavyalamkara, which is divided into six sections
is the earliest work on alamkara that has come down to us. The book

contains 398 verses.

First chapter of the book which contains six?y verses deals with the
qualities of Kavya as prose and poetry, and as work in Sanskrit prose of
épabhrar_nsa, as epic poetry, drama, akhyayika and anubandha, and also
treats of the some literary defects. In the second chapter he deals with
three gunas, viz. Madhurya, Prasada and Ojas, and takes up the subject
of alamkara which he continues through the third chapter , the alamkaras
of which he speaks are to kinds of anuprasa, five kinds of gamaka,
rlipaka, dipaka, upamd with its seven defects. He denies the status of
Hetu, Suksma, Lesa and Vartta as they contain no vakrokti. These were
counted as alamkéra by some of the predecessars of Bhamaha. In the
fourth chapter, he deals with eleven kinds of de'f;acts of Kavya and defines

and illustrates them.




In the fifth chapter he deals with logic and treats of the defects of
Kavya as arising from logical hiatus. In the 6" chapter he gives some
practical hints to poets for observing grammatical purity, as Bha@maha

also did."

Being separated from Bhamaha and Uchata , Rudrata has
discussed on alamkara. He is the writer of a famous work Kavyalamkara,
which contains 16 sections and 734 karikas, and comprehends almost

all the topics of poetics.®

Bhamaha's conception of poetry in subsequently the same as that
of Dandin though it is formulated in a little different way. According to
Bhamaha words and meanings together form the body of poetry. But this
definition seems to be too wide as the definition can equally be applied to
all linguistic productions. He, therefore, after enumerating the various
kinds of poetic production, maintains that the mode of presentation of
ideas in words, which gives aesthetic pleasure to those who are
possessed of. aestheti‘c': susceptibility. It is technically called vakrokt,
which is considered as the essential element of poetry. For him a poetic
composition which is without vakrokti is not poetry, though there is the
presence of good stylé and it also possesses qualities like sweetness,

clearness etc. “Thus, according to Bhamaha embellishment (alamkara) is




the most essential element of poetry and it consists in the striking manner

of putting a striking idea in equally striking words."

According to him, vakrokti is the chief characteristics of poetry.
Poetic qualities, which are only three viz. Madhurya, Ojas and Prasada,

are not essential in the poetic production.

Dandin who is the founder of Ritivadi school is regarded as the
author of the books Kavyadarsa and Dasakumara — Carita. His
Kavyadarsa is a famous book on alamkara sastra having three different
sections. First section deals with the definition and division of Kavya and
two margas viz. Vaidharbha and Gauda; and ten gunas viz. (1) S?e,sa (i)
Prasada (iii) Samata (iv) Madhurya or elegance, (v) Sukumarata (6)

Artha-Vyakti (vii) Udarata (viii) Ojas (ix) Kanti, and (x) Samadhi.

This section also deals with other sections that are essential
requirements of a good poet. His second section deals with the definition
of alamkara, enumeration and description of 35 arthalamkaras including
sabdalamkaras. His work defines the body of Kavya as number of works
conveying the internal sense. “Saraiam tavadistarthavyavaechinna
padavalf’. The soul of Kavya composed in the vaidharbha style, is stated

to be the ten gupas. Dandin himself has followed vaidharbha riti

Dandin has mentioded in his Kavyadarsa that guna forms the

essence of poetry but nowhere he mentions that every specific




alamkara is a gupa. “His general definition of poetry, or rather its body or
framework, as istartha-vyavacchinna padavali - a series of words
characterized by an agreeable sense or idea naturally leads him to
consider, first of all, the question of appropriate expression of appfopriate
ideas or in other words, to discuss the suitable arrangement of sound and
sense for the purpose of producing poetic effect which is technically

178

denoted by the term marga or riti.

Not only Dandin but also a large number of writers on poetics
holding that beauty in Kavya lies in charmingness of expression, so far as
it is compatible with compactness of form and intelligibility. This tenor of
'Iiterary appraisement could well take its rise iﬁ and suit an analytic
language like sanskrit, where an inherent favouritism for compounds has
had to fight a tough fight with a desire for disintegration ih expression
through the use of word-units — a desire that become growingly manifest in
particular periods and localities along with the rise of Prékrita literature,
which swept the bounds of stiffness and elocution and loosened,

softened, and sweetened the language.

The ‘Gouga’ consists in compactness of structure as evidence by
long compounds in the use of rather unfamiliar, often harsh words,

brilliance through richness of words novel and charming expression as
€

well as the prominence of Rasas.




Dandin also form the rhetorical point of view, seems to hold an
identical position with reference to the topic of Rasas. He also tries to

incorporate rasa, bhava, etc. under such figure as rasavat, preyas etc.

If we compare Dandin with Bhamaha then we find that Dandin
seems to have give more importance to rasa. This is seen in his treatment

of the figures such as rasavat, preyas, etc.

While describing the characteristics of a mahakavya Dandin, like
Bhamaha, mentions that a mahakavya should be full of rasa and bhavas

and should also have well defined sandhis.

“Although Dandin would employ the term alamkara as the
essential poetic attribute of sabda and artha and the beautifying principle
of poetic expression, he would not take the individual alamkaras as the
soul or essential means of the beautifying principle. He elaborates a
theory of two modes (marg) or kinds of poetic diction, which he calls
vaidarbha and Gatlda, and find the so-called excellence (guna like
sweetness or lucidity) from their essence. Dandin, therefore, employes the
generic term alar_nkéra, meaning poetic embellishment , to designate both
the gunas, on the one hand, and the specific alamkaras (poetic figures),

9

on the other.

Chronologically Vamana comes after Dandin. Vamana's work is
more systematic than Dandin. So Vamana may be regarded as the best :
" B
M ' \Q*d
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representative of the riti system. He is the first writer who gave us a well
thought out and carefully outlined scheme of poetics. His Conception of
poetry is a great advance on Bh@amaha. He is the first aesthetician in the
history of sanskrit poetics who télks about the soul of poetry as distinct
from the body. Regarding the concéption of the body of poetry his view is
like that of Bhamaha. But in presenting riti a soul of poetry he maintains

not only vakrokti but reason also to be an essential element of poetry.

Riti according to him is a particular style or mode of linguistic
possession of the following qualities or distinctive features which are

technically called gunas like ojas, prasada etc.

These qualities . are common to both the word and the meaning
(sabda and artha). According to him, the poetry which possess all these
qualities is called first rate poetry. As he laid lmuch importance to all the
ten gunas, he .may be regarded as the follower of vaidharbhi style. He

rejects other two styles i.e. Gouda and Pancali.

‘Riti which, according to him, is the soul of poetry. He clearly
states, ‘Ritiatma Kavyasya’, the ‘Rit7 is the soul of poetry.” He defines riti
as - ‘vis‘iﬂapada-racana" or particular arrangement of words. The
particularity (vaiéi@!ya) of arrangement, again rests upon certain definite

combinations of the different gunas or some beautiful composition."




After considering gunas Vamana deals with poetic figures or
alamkara as elements of subsidiary importance. So a clear differentiation
of alamkara from guna we find for the first time in Vamana's writihgs. At
the outset Vamana state:s, no doubt, that poetry is admissible as such if it
associated with embellis;hment (alamkara) ; but he is careful to explain
embellishment, not in the narrow sense of poetic figure, but is the broad
and primary sense of beauty or charm. (Kakvyam grahyam alamkarat
saundaryam alamkarah). Anything which creates beauty may be taken as
alamkara. He also points out the term alamkara or embellishment is

applied to simple and other poetic figures in the secondary sense.

“The gunas being essential to the R/Tti,'are defined as those
characteristics which create the charm of poetry (kévya-s'obhéﬁh kantaro
.dharma'h) — a function which is assigned to both Gunas and Alamkaras by
Dandin — but Alamkaras are sqch ornaments as served to enhance the
charm already so produced (tad-atisaya-hetavah). The Gunas are said to
be nitya (permanent), implying that the A'/amké‘ras are anitya (punar
alamkara anitya iti gamyate eva) for there can be charm of poetry without
the Alamkaras but no charm without the Gunas (tairvind kavya-
s'obhénupapatteh). In other words, the gdga stands to poetry in the
samavaya-relation, while the Alamkara in sarﬁyoga-relation, samyoga

G
being explained as mere conjuunction and samaviya implying inseparable

nie

connexion or inherence.




Dhvani School is headed by Anandavardhana (9" century) and
Abhinavagupta. Dhvani is represented for us by the metrical karikas
" preserved in the Dhvanyéloka of Anandavardhana of Kashmir with its

super-commentary by Abhinavagupta, Locan.”

The theory of Dhvani finds its origin in the analysis of :language
and meaning word expresses meaning. The power of expressing
meaning is of three types-(1) Abhidha (primary meaning, (i) Laksana
(secondary meaning), (iii) Vyanjana (suggested meaning). The primary
meaning is expressed through abhidhé'éakti,the secondary meaning is
expressed through Laksana e.g. the phrase, a milkmans colony on the
Ganges, is obviously not meaningful as it Iooks absurd; when the
denotation (abhidha) gives no sense, we oblige to find a transferred sense
(Laksana) which gives us the sense.of. a colony on the bank of the
Ganges. This shows the incompatibility of the literal sense as one factor,

and possibility of giving an implicative meaning as another.

When anyone utters any word then it evokes a meaning through its -
abhidhasakti and at the same time it also evokes a different meaning. At
that time, we accept the power of suggested meaning . The name of this
power is ‘Dhvani’. According to the Dhvani school, dhvani is the soul of

poetry.- The school has divided kavya into théee kinds considering how

much importance is given to dhvani. These three types of kavya are (l)




Dhvani-kavya (i) Gunibhuta kavya and (iii) Citra k&vya. In dhvanikavya
dhvani is primary, in gunibhuta kavya dhvani is secondary and in citra

kavya dhvani is totally absent.

Abhinavagupta, a believer of Kashmiri Saivism, unified the
scattered voices of earlier aesthetic philosophers into a meaningful
synthesis, embracing philosophical speculation and mysticism as well as
aesthetics. Before entering about the discussion about Abhinavagupta's
philosophy of aesthetic experience in details it is necessary to go back to
the famous Anandavardhana. Anandavardhana had arrived at certain
conclusions which were accepted by later rhetoriticians though some rare
exceptions are also there. In his Dhvanyaloka he has given more
importance to those words which are-not merely symbols denoting some
fact but bearing some power to evoké aesthetic emotion. In these words
there is not the outward formal construction that leads to beauty, but there
is an inexpressible quality in it which can suggest something else. The
inexplicable suggestive quality is called Dhvani which can not be
analysed scientifically nor can it be explained in psychological term.
Regarding poetic meaning he says that given meaning is not understood
by those who have an insight into the true essence of poetry. The rare
word and the meaning expressed through it mL;st be studied carefully by
those who wish to become true poets. Just as a man interested in

perceiving objects (in the dark) directs his efforts towards securing the




flame of lamp since this is a means to realise his end, so also does one
who is ultimately interested in the poetic meaning first envince interest in
the conventional meaning . Just as the purport of the sentence is
grasped onIyl through the sense of individual words, the knowledge of
poetic sense; is attained only through the medium of the literal sense.
Though by its own powelr the word-import conveys the sentence import,
just as it escapes notice once its pu.rpose is served, so also does that
poetic meaning revealed  suddenly in the truth-perceiving minds of
cultured critics, when they are indifferent towards the conventional
meaning. To conclude, the connissers give the name df “‘resonance”
(Dhvani) to the particular sort of poetry in which both conventional

meaning and conventional words are subordinate.”

A truly poetic word or expression is that which cannot be replaced

by other words, without loosing its value. Poetry knows no synonyms.

Z\nandabardhané further says that just as the loveliness of women
is something over and above tr‘1eir limbs so in the words of the great
poets we find an exquisite charm which is over and above the words and
their meanings. Lavanyamiva anganasu, and this is dhvani. The rasa is

also communicated by dhvani.

Let us take an example ;




Holy father, go thou fearless thine way,
The dog that barked a thee liesdead
quite near the bay Manled by the lion
that on the banks of the Goda does

rove

And loves to .loiter in that shady

grove.”

A lady had a place of meeting with his beloved in a particular
garden which is full of flowers, but -a. religious man used to disturb the
solitude of the place and takes the beautiful flowers from the pIace._The
lady in order to frightened the holy man started a cock-and-bull story that
a lion was seen in that particular place and it had killed a dog. But the
lady addressed the holy man in quite different manner. Her idea comes
to this : A lion is loitering about in the garden and ydu may now walk about
the place just as you please. Her words are, “go though fearless thine
way”. The meaning of this expression is that a man may walk as he
pleases. The primary meaning has not been barred by the context and
therefore there cannot be any indicatory meaning (Laksana) by the
extension of the primary. Yet we under stand from the sentence very

clearly that the holy man had been very politely warned. This significant
¢




suggestion comes only by the implication of dhvani, for this meaning is

.completely different from the primary meaning.

Abhinavagupta has accepted the dhvani theory of Anandavardhana
and his fundamental work Locana, a commentary on Dhvanyaloka. For his
rasa is manifested through dhvani which also serves the medium of
communication between the creator, appreciator and performer. Among
these three, there must be sahrdayatva which is the key concept in
Abhinavagupta’s philosophy, which will be elaborated later on. His
contribution to the theory of dhvani consists in offering psycho-physical

explanation.

One may ask the question what dhvaniis ? It reply it can be said
.that it is an exclusively poetic feature concerned with exploiting the beauty
of every element in the medium of language like alamkara, gu:p;a, riti,
serve the ultimate artistic end of rasa. Dhvani is that meaning of poetry
which ié appreciated by the critic as most beautiful, knowingly or

unknowingly.

Apart from the above discussed schools there is a school which
propogates vakrokti as an essential characteristics of poetry. Kuntaka, the
founder of this school, opines that charming mode of expression or

vakrokti is the essence of poetry in his Vakroktijivita. For the vakrokti, is

taken as vicitra-abhidha so that the vakratva or vakra-bhava underlying it
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becomes synonymous with Vaicitrya or vicitra-bhava. Indeed Kuntaka
does not appear to make any distinction between them but uses them as
interchangeable terms. The vakratva or vaicitra consists of a strikingness
of expression which is different from the established or current mode of,
épeech, such as we find in the shtras and the like. It is thus a division
from the matter of fact, manner of treatment established in the sciences

and the scripture; or more widely, for established uses in general.”

Kuntaka holds the view that vakrokti constitutes the only possible
embellishment or alamkara of poetry. His position appears to be that
embellished word and sense constitute poetry,.and itis not proper to say
that alamkara belong to kavya, for this statement would suggest that
kavya may exist without them. Indeed; vakrokti as a mode of expression
being essential in poetry, it underlies and forms the substance of.all poetic
figures so called. In a sense, therefére, Kuntaka (like Dandin) uses the
term vakrokti as almost coextensive with the generic term alamkara. As
such, therefore, the vakrokti is as kuntaka holds, the only alamkriti
possible to sabda and artha and all so called poetic figures are but
different aspects of vakrokti. As a matter of fact Kuntaka includes the

alamkara in the province of vakya — vakrat.”

Kuntaka's opinion is that vakroktiis the~only alamkara admissible,

all other poetic figures or alamkaras can be properly included in its
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comprehensive scope. Vakrokti in its. nature is indefinable; yet one can

distinguish and classify its function into six different spheres.

Kuntaka starts with the creative imagination of the poet. He
considers creative imagination of the p;oet to be the source of the
characteristic charm of poetic expression.,: Poetry is for him embellished
sound and sense, the embellishment being chiefly the figurative device
known as alamkara in the narrow sense, and as this is the only ornament
possible and essential, he repudiates the view of those who considers
figurative expression as accidental and non-essential. Kuntaka also uses
the term alamkara also in the larger sense of poetic beauty, not only as
the fundamental principle of figurative expressioﬁ generally. To this he
givés the name of vakrokti, and comprehending Qnder it all forms of poetic
expression, he attémpts a fresh interpretation of the problem by rethinking
and rearranging ‘under this conception the accepted ideas of Riti, Gunpa, .

Rasa and Alamkara.™

Kuntaka maintains that a form or mode of expression becomes a
poetic figure or alamkara if the fertile imagination of the poet lends a

peculiar charm to it.
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CHAPTER 1

ABHINAVAGUPTA’'S CONCEPT OF RASA

Abhinavagupta, a great Indian aesthetician is famous for his
commentaries called Locana <;n Dhvanyaloka and Abhinava-bharati on
Natya-sastra among his various works. These two are the pioneer works
of him though he is also famous for hié works on Kashmiri daivism. But he
proved himself as a reputed writers on poetics due to his two
commentaries mentioned above. He was very much interested in
dramaturgic work of Bharata. Due to his interest indian aesthetics was
enriched with his encyclbpaedic text in which he élaborated various views
of Bharata on dramarturgy. Here we-'find that he became interested in .the
varioué theories about the origin and function of Rasa, though Bharata
was concerned only with drama. But Abhinavagupta not only interested
with rasa in respect of drama but also in poetry. While expressing his
view on the concept of rasa, he tried to explain “clearly how v-yakti or
vyanjand of the dhvani theorists could be applied to the case of
manifestation of rasa, and thus correlating the rasa theory with the
Dhvani theory. He defined the concept of rasa ‘énd ifs place in poetic
theory and to him aesthetic sentiment or ras4 is brought out through the

(4
application of some words or sentences having suggestive meaning

2



(Dhvani). This Dhvani functions as an instrument to the production of rasa

(rasanispattih).

“Abhinavagupta refuted the imitation theory. For him the effect of
imitation is in fact laughter and mokery and has no connection with the

aesthetic experience.

Rasa literally. means a kind of juice and signifies flavour one gets
from testing this liquid. In respect of literary works it signifies the peculiar

experience that we get from poetry.

The view that rasa is the essence of poetry starts from Bharata. He
holds the view that, no composition can be done without the feeling of
rasa. He also holds the opinion that rasa is realisation of one’'s own
consciousness as coloured by emotion. Rasa and emotion cannot be
exp‘ressed directly through words, their essence being immediate

experience, so they can only be suggested by Words.

So in Indian  aesthetics rasa is regarded as a state of
consciousness which is unique, conceived intuitively and concretely as a
juice or flavour when a spectator or apreciator relishes this rasa, he is
pervaded by enchantment of this. Therefore, according to Indian thinkers,
aesthetic experience is the act of testing this rasa. At the time of testing
this rasa the contemplator forgets everything . of, the world and he

concentrates to enjoy the work. Let us try to elaborate this point. Let us




suppose if a person goes to enjoy a drama and in the hall he thinks about
what is hap;.)ening. in his house, then certainly he will not be able to enjoy
the play properly. Again, if some happenings.in the drama coincide with
the life of the spectator and in that time the spectator identiﬁes himself
with the heros of the drama -and looses distance from real life, the
spectator certainly will not be able to enjoy the drama properly. For proper
enjoyment spectator needs to identify himself in the performance and

exclude all else.

So rasa is realised when an emotion is awakened in the mind in
such a manner that it has.none of its usual conative tendencies and is
experienced in an impersonal , contemplative mood. An emotion in this
peculiar manner is 'céused by representations in art of those objects which
excite it in nature, such as natura] situation,t persons of known characters
their actions. These representations, through words in case of literary
works and through both words and coﬁcrete presentation by the performer
in the case of drama, are generalized and so idealized asbects of objects
masquerading as particular. They are significant neither cognitively nor
conatively, for they belong to a different world. The representations have
only emotive significance and the emotions appearing through them are
hot suffered in the ordinary blind and passive manner but enjoyed
actively With a clear self awareness and knowledge of them. The main

thing which lies behind this extraordinary mode of expressing emotion in
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the dissolution of the practical and egoistic side of our self in the poetic
attitude and consequent appearance of the universal contemplative self.
Emotions are latent in the self in their generalized form as dispositions
connected with thei} general not particular, associations. So, when
generalized objects %nd situations are presented in poetry, they awaken
the generalized emotions which are felt in an impersonal and
cbntemplative manner. They are not _related with any specific individual
object. But the dissolution of thé practical self is necessary. If in a poetic
work there is too much naturalism and too little of impefsonality than the
response of the reader will be naturalistic. Again if the reader seeks
information or instruction or sensation from poetic work then even if the
work is rich and full of idealization yet the reader is unatle to suspend

his practical realistic attitude.

Rasa is realized when the self losses its egoistic, pragmatic aspect
and assumes an impersonal contemplative attitude. Rasa, thus is a
realization of the impersonal contemplative aspect of the self which is
usually valid in life by the appreciative part of it. A contemplative mind or

self is free from all craving, striving and external necessity, it is blissful.

Rasa may be distinguished from ordinary delight or satisfaction.

Ordinary -delight depends on personal incliﬁation, interest, desire to
Q

possess it etc. For example a film producer may .become delighted by
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earning more and more money by marketing the film he produces. But if
the film does not give the producer the expected money then this may
make him unhappy. Here the delight is based on selfish consideration.
But the aesthetic delight or rasa does not depend on any personal interest
or inclination, desire to possess it. For example, if someone ébserves a
stage performance and feels delighted by the play, the viewer does not
think abouf any personal interests viz. whether the events shown are real

or not.

Another interesting point about the distinction between ordinary
and aesthetic enjoyment is that, ordinary pleasure or delight is purely
subjective and is not sharable by others. But aésthetic delight though
subjective yet sharable e.g. the delight-which the play producer finds by
earning money is his personal subjecfive delight and is not sharable. But
the delight which enjoys through the presentation of the drama is
sharable  whoever views the drama by excluding all egoistic
considerétions, pragmatic aspects and by assuming an impersonal
contemplative attitude will get the same delight or satiéfaction. This is

called non-pathological pleasure (Lokottara ananda).

Though there is a temporal, cultural and historical gap between

western and Indian trad.ition, Abhinavagupta is }nuch earlier than Kant and
€

Bullough, yet a bridge may be constructed between these two traditions
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and consequently a dialogue may be opened between these two

traditions.

“Abhinavagupta  till today remains the most important and
characteristic Indian aésthetician. His basic conception of art as an
independent spiritual éctivity freed from all egoistic traints, an attitude
rather than a quality has been since the time of Kant the main postulate
of western aesthetics as well. Many of his findings though developed in a
totally different time and context, findl an echo in modern theories. Clive
Bell's significant form provokes a state of mind which is not very much

unlike the rasa experience.”

Let us now consider some western view about aesthetic
experience.v.vhich are very much akin to that of Abhinavagupta which we
think will make our understanding of Abhinavagupta’s philosophy of
aesthetic experience easy and in fact it is our main task to make the
understanding of Abhinavagupta’s philosophy of aesthetic experience

easy.

There is such a thing as aesthetic experience has been granted by
.many a philosopher even though the claims to define such experience
have mate with criticism in recent times. However, one question that has

_often been raised in this context with regard to how such experience

becomes possible ? (a) Is there some objective quality or aspect of it by
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responding to which-one has aesthetic experience ? (b) or, is there are
some special way of looking at things that make such experience
possible? If the question at (a) is answered in the affirmative then it would
follow that thfere are some special kinds of objects by coming in contact
with which one experiences an aesthetic delight. One possible way of
defending such a view is to distinguish all the works of art from other
things on thé basis that only the former can give us aesthetic experience
bec_:ause there is something special ébout these objects. But, are we not

often struck by something common place or even positively ugly ?

Much of art in recent times has been inspired by the éommon place
or the ugly. As Stolnitz puts it : “If we confine ourselves to the art of the
last 150 years, we- find an enormous amount of ah devoted to the two
sorts of objects which common sense considers intrinsically unaesthetic,

viz., dull, common place objects and ugly or grotesque thing and events.”

On the other hénd, one might argue that a distinction between
works of art and that those are not is extremely difﬁcult to make if it is not
immediately shown as spurious. The defender of such a view would
argue that, there is a circularity involved in the assumption that only
works of art are capable of giving. us aesthetic delight. Those who answer
the question (b) affirmatively do so on the ground that even the so called

ordinary object or situations when responded to in a special way are




capable of affdrding us aesthetic enjoyment. The terms “beautiful” ,
“aesthetic” are not confined merely to works of art. In other words it is not
the object but the way we attend to it or look at it that gives us a special
kind of delight. The use of these terms is based on a spécial kind of delight

that one may experience rather than some objective quélity of the work.

In western tradition, the two important names that stand out clearly

| in support of this kind of view are Kant and Bullough. Kant's theory of
beautiful emphatically negates beauty as an objective quality. Far from
there being any objective ground or criteria, the determining ground of the
judgement, “This is beautiful”, is no other than subjective. The
significance of such a theory is that even thougH the judgement is made
by an individual on the ground of his having experienced a special kind of
delight or satisfaction the jddgement is claimed as universal and
necessary in character. Interestingly Kant's theory of aesthetic judgement
which is his main concern in Critique of Judgement does not make any
épecial reference to works of art as a class of special kind of objects. One -
can clearly trace the beginning of the theory of aesthetic attitude to th.e
views of Kant on the beautiful — in which the key concept is “disinterested

satisfaction.”

Melvin Rader in his introductory comments in chapter ten of the

¢

anthology ‘A Modern Book of Aesthetics’ has the following to say :




“The relevance of Kant's theory to the continuing discussion of ‘the
aesthetic attitude’ in this century is beyond question. One evidence of this
influence is the theory of ‘psychical distance’ akin to Kant's
‘disinterestedness’, as expounded by the distinguished British

Psychologist Edward Bullough”.’

Bullough’s theory of “psychical distance” assumes that one can
actively distance oneself from any object or event in a way so as to cut
oneself off from the practical mode and its attended consequences.
Theory of aesthetic attitude which is developed here in terms of “psychical
distance” enables Bullough to account for the experience of delight one
has, say, at the sight of fog at sea. The event which is immense concemn
to passengers aboard the ship can be so distanced as to become the
source of delight to the beholder. In more recent times thinkers such as
J.A.Stolnitz, RW.Lind and S.K.Saxena have all contributed to the

defence of the theory of aesthetic attitude.

Let us now discuss in details Kant's view. Kant's views on the
beautiful can rightly claimed as the precursor of the attitude theory in
aesthetics. According to him, beauty is not an objective propenrty like the
colour yellow which may belong to an object though the judgement “This
is beautiful” represents the same logical form as the judgement “This is

yellow.” One of the main concerns in his book The Critique of
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Judgement is to show the universal and necessary character of the
judgement “This is beautiful”, the ground for making which is no other
than subjective feeling of satisfaction Which is cnaracterised by him as
“disi'interested” in nature. It is to be noted that “disinterestedness” in this
confext is used in a special sense which is quite different from its sense in

common usage.

When we judge an object as beautiful, this judgement is not a
logical judgement nor is it a moral judgement rather this judgement is
aesthetic. According to Kant, a logical judgement is made as the faculty of
imagination gathers together the manifold of sense perception and the
same is subjected to the faculties of understanding. This type of logical
judgement is regarded as an objective juld.gement because it is always
about some object. For example, in the judgement, “This pen is white” the
quality of whiteness belong to the. object “pen”. The existence of this

quality depends on the existence of the object pen.

Kant's formulation' of the probleh of aesthetic judgement in terms of
his main point of enquiry as to how is aesthetic judgement possible?
Here for our present purpose we are mainly concerned only with his first
moment where he stateé that, “Taste is the power of an object or of a way
of representing it through an entirely diéinterested satisfaction or

dissatisfaction. The object of such satisfaction is called beaituful.”
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For Kant aesthetic judgements are judgement of taste and the
distinguishing feature of this judgement is that the satisfaction it reports is
“disinterested.” Let us now clear what Kant means by “interest”. By
interest Kant seems to mean consideration of the question relating to the
existence or the reality of the thing. In other \;vords, when the satisfaction
we gét from an object is bound up with the desire to possess it, such
satisfaction is characterised by “interest” . From Kant's view it follows that
by “disinterestedness” he refers to an attitude which requires the onlooker

to remain indifferent to question of reality and existence of the object.

Moral judgement, as Kant would say, claims a suggestion of
oughtness which implies that an action which is  morally judged is
repeaiab/e, and an action which is morally good ought to be done by

everyone else. Moral judgements are made on objective grounds.

Now, for Kant aesthetic judgement is “reflective” or “contemplative”
and not cognitive, logical or determinant. Kant defines reflective
judgements as “A capacity for reflecting on a given repreééntation
according to a certain principle , to produce a possible concept.”” He
refers aesthetic judgem'ents to the faculty of feeling. In this case, the
representation in related to the subjective faculty of feeling.- T hus,'.for Kant
the determining ground of aesthetic judgeme;wt is purely “subjective”. In

¥

this case, there is free play of the faculties i.e. the free play of the faculty




of imagination and the faculty of understanding. The representation is
referred to the subject. It refers to the feeling of pleasure and pain by the
imagination. Pleasure and pain are not objective qualities or the
properties but rather they are subjective in nature. These are the ways in

which the object affects.

Kant describes aesfhetic delight as “disinterested satisfaction”.
Let us make clear this view of “disinterested satisfaction”. We may state
here Kant's distinction between aesthetic deliéht or satisfaction from
ordinary delight or satisfaction. Ordinary delight depends on personal
inclination, interest, desire to possess it etc. Here the delight is based on
selfish consideration. But aesthetic delight which Kant characterises as
"disinterested" "does not depend on any personal inclination, desire to
bossess it, or any selfish intérests. For example, if someone views. a film
and feels delighted by the film, the viewer does not think- about any

personal interest.

Another interesting point about the distinction between ordinary
pleasure or delight and aesthetic deIith is that ordinary pleasure is
purely subjective and not sharable by others. But the aesthetic pleasure
though subjective yet sharable. In Kant's words, fhe beautiful is “What
pleases because it can also pleases others.” e.g. the delight which the

©

film producer finds by earning money is his personal subjective delight ‘and
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is not sharable. But the delight which one finds by viewing the film is
sharable because whoever views the film by taking a disinterésted
attitude will get the same delight or satisfaction. Kant's own explanation
iwould be that since it is not based on any interest or inclination, the
| disinterested nature of aesthetic satisfaction can claim to be the common

- condition for the possibility of aesthetic delight.

So it seems from this point that Kant is maintaining that aesthetic
delight is a matter of attitude . Aesthetic delight requires adopting an
attitﬁde, which Kant calls disinterested attitude, without which no such
delight is possible. Now the question is what aoes it mean to say that, the
contemplator of a work of art must adopt a disinterested attitude? This
quesfion may be answered by asking fﬁe following set of questions : when
one views a painting and sees a three dimensional figure én a plain
surface he may ask : (I) Does this space really exist there ? (ii) Does he
necessarily want to buy, possess or acquire it ? (iii) Does our sense of
appreciation of a painting decline even when we are told that the painting
is not a faithful éopy of the rea.l existent object, individual ? If we follow

Kant's thesis then the answer of all the above questions will be negative.

So frem Kant's view it is clear that the beauty of an object is not

based on considerations whether it is real or existent. These metaphysical
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and ontological questions have no bearing on the satisfaction which we

- find from the beaituful.

For Kant the delight in the agreeable and the good is determined
not merely by the “representation bf the object”, but rather by the
“represented connection between the; subject and the existence of this
(object).” Here it is not the object but the fact of the existence of the object
that pleases. As Paul Guyer points out, “Kant suggest, two ways in which
pleasure in beauty may be taken in mere representation rather than actual
existence. Pleasure may be felt apa'rt from knowledge of actuality by
~ causal laws — though this does not mean that its object is in any way
nonactual — and it may be felt without reference to the effects an objects

~ may have beyond mere perception or contemplation.

Let us briefly put the matter thus ‘Kant’s ideal aesthetic pleasure is
a disinterested kind. Aesthetic appreciation does not depend on
“interest”, though by interest Kant does not mean what we mean by it

normally.

“An interest is always a concept of an object or action which has a
relation to the faculty of desire : it is a cognitive representation which is
an incentive for that faculty. Second, an interest is always connected to

- the existence of thee object for an. incentive of the will is always an

incentive to will the existence of something. Third, interest is always




connected with delight, for an incentive to will something is either a
promise or pleasure in its existence or the conformity of the object of the
will to the moral law, the consciousness of which produces a feeling of or
like pleasure. Delight  either is promised in the real existence of

'something, and thus a reason for willing, or is consequent of willing.”

The main thrust here is that, interest is connected o.n the one hand
to desire and on the other to some objectlthat exist or can exist our desire
to possess or make us of an object can be fulfilled if only the concept of
such object is actualized. In other words, the pleasure we get from the
fulfillment of the desire is one which is not independent of a concept. Most
of our daily amenities and high technologicél devices that give us
pleasure, in our da-ily life fall in this class. But according to Kant the
beautiful is without any concept as the judgement, “This is beautiful” is
based on a sense of satisfaction which though subjective is sharable. It
must clearly be understood that aesthetic delight being independent of an
objective quality or aspec;ts is related to the common condition of mind
whfch is sharable by all. Our everyday desire for this or that particular
qualities and aspects are influenced by subjective conditions such as
prejudiceé, inclinations etc. which are purely private and ununiver-
salizable. On the other hand, aesthetic delight being ununiversalizable on
the ground that common sense which comes about through the free play

of faculties does not depend on any personal factor.
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Thus the term “interest” it has been made clear, is bound with our
desire for something. If such desire is. fulfiled we obviously get some
pleasure out of it. Examples of this type of pleasure in our everyday life is
countless. Suppose | desire for a fellowship for doing my Ph.D. degree
and apply to some authority for it. If | am given such an opportunity then
this will surely make me happy or feel delighted, on the other hand, if such
an opportunity does not come my way then certainly this will méke me
unhappy. In short, if we get what we want or desire we derive pleasure
out of it. So, perhaps Kant is suggesting that an object of art or beauty is
not merely an object of desire. But why does Kant think it is necessary to

stress this point.

It seems to us thaf‘én important implication between the pleasure
based on interest and disinterested pleasure is that interested pleasures
are purely individualistic and private for that matter. There is no general
principle by which it can be claimed that one ought to desire such and
‘ thus. For example, if | -desire for a neW private car, then it is mea:mingless

to say that another person also ought to desire a new car. Even one’s
own interest may undergo changes. If | desire for a new car today there is
nc knowing that | will feel this desire all my life. As a matter of fact such
~desire have been fulfilled we generally do not desire for the same thing.

The implication of all these would be that what is pleasurable today may




not be pleasurable tomorrow. Pleasures which are based on egoistic

desire cannot claim any universal validity.

In recent times some thinkers have talked about the aesthetic
point of view for example F.J.¢oleman in his introduction to the anthology,
Contemporary studies in Aest:hetics , under the heading, what is aesthetic
point of view ? Maintains that, “It appears that at certain judgements in our
discourse the aesthetic and the moral point of view converge.... There is
surely no -reason to insist that the point of view in such cases is either
aesthetic or moral and not both"™ According to Coleman the term
“aesthetic” is used for a variety of different characteristics though one may
possibly draw a distinction between the aesthetic point of view and non
aesthetic point of view. Thus, for Him, the question, is there an aeéthetic
point' of view . Is an idler question because the answer is n.o. But one can
meaningfully talk about the aesthetic point of view in the same sense in
which it can be characterized by certain criteria . Coleman argues that, the
use of the term “aesthetic” or “beaﬁtiful” is not based on any single
particular characteristic but it is possible to idenfify some general criteria or
characteristics for the same. In our view such a thesis is in sharp contrast
to the views held by Kant.'As has been outlined before, for Kant the use
of the term “beautiful” is not based on any concept,lrule or criteria relating
to the objec?. On the other hand, his use of the term beautiful is grounded

on a special sense of delight that is a special condition of the mind.




It is interesting to note that Coleman in order to delimit the aesthetic
and to characterize in general point of view argues “that there are four
distinguishing marks and these marks can be used as a criteria for the
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correct use of the term aesthetic”.

The point of it is that, Coleman like many other philosophers: in
recent timeé believes that it is possible and meaningful to talk about some
criteria on the basis of which the term some criteria on the basis of which
‘the term “beautiful”, “aesthetic” etc. afe used though to look for any one
single criteria for the same would be an idle search. The four criteria the
Coleman indicates are pleasurefulness which is based on one’s
experience of discrimination énd intelligeﬁce, disinterestedness,
universalizability, and a sense of praise and recommendation to other
persons. At first sight there would seem to be some similarity in the use of
wdrds that Coleman makes to those of Kant, especially the last three
marks viz. disinterestedness, universa'lizability, recommending nature. But
it must be immediately pointed out that unlike Kant Coleman emphasises
that there are some objective aspects which makes possible the
discrimination of some special kind of pleasure without which we cannot
télk about the aesthetic point of view. In other words the aesthetic point of
viéw is based on the concépt of criteria which are linked to certain

aspects of the object. ¢




Let us explain the point at length. Under the head “Pleasureful”
Coleman refers to several kinds of pleasure and classifies them into lower
and higher class of pleasures though not in the moral sense. For example
pleasure like ‘titillating”, “in\)igorating”, ‘relaxing” etc. can be felt by
everybody and not require any intelligence or discriminating powers. But
the feeling of “Poignancy” belong to the higher class of pleasure and is
based on ones sense of intelligence and discrimination. The higher
pleasure of the kind “Poignancy” belongs to the class of aesthetic
pleasure, according to Coleman, and are discriminable to anyone who
can respond to certain social aspect of an 6bject or the work of art. From
this Coleman argues, that anyone who has or acquires a sense of
intelligence and discrimination is capable of experiencing the higher
pleasure -such as poignancy and heﬁce it must be disinterested,

universalizable and must contain a recommendation to others.

In our view the theory of the aesthetic point of view differs
'substantially ffom that of aesthetic. attitude. When Kant's characterization
of “disinterested satisfaction” is taken as a mark of aesthetic attitude it is
not related to any objective aspect or criteria. As S.K.Saxena puts the

matter :

“The aesthetic point of view is also to‘be distinguished from the

aesthetic . attitude. An attitude is the way in which a person is disposed




towards the object. A view point on the other hand, is a particular angle
from which the object is considered. An attitude is in way closer to the
subject than a view point. Thus we speak of a sympathetic attitude, not
view point. On the other hand, the seven view point of the Jaina are

objective positions from which a thing may be judged.

For Kant the universalizable nature of aesthetic judgement “This
is  beautiful” is based on the common condition of the mind — common
sense, which is marked by the free pla'y of the faculties. Such attitude can
be turned upon any object or situation regardless of whether it is work of
art or not. Coleman'’s outline of the thesis of the aesthetic point of view
assumes that as in the moral so in the case of éesthetic there are such
an objective criteria, standard, norms etc. on the basis of which the
judgement is passed. For him the question, why is it beautiful or
aesthetically delightful ? Is quite meaningful because one can always give
reason for it. On the other hand , Kant's view of disinterested pleasure” or
“satisfaction” is not confined to the wbrk of art but is extendable to any

object regardless of the objective qualities or features.

In the history of aesthetics there are two groups of Aestheticians ,
of which one group holds the view that aesthetic contemplation does not
need any special way of attending , the other group holds the view that

aesthetic contemplation requires a special way of attending. One major
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supporter of the latter view is Edwar Bullough. For him, aesthetic
appreciation requires a special way of looking at aesthetic object..
Bullough formulated his thesis of “Psychical distance” .in the context of

aesthetic contemplation.

Turning, now, to Bullough's interpretation of the principle of
“Psychical distance”, his use of the term “Distance” in the context of
aesthetic experience is quite different from its use in ordinary language.
In ordinary language “distance” is used for measuring the space between
two points or places, it means spatial distance. This ordinary use of the
term distance is known to all of us as Physical distance. This distance is
measurable and variable. But this is not the sense in which Bullough uses
it in the context of aesthetic Cbntemplation. He uses the term distance in a

special sense , which he calls psychical distance.

Let us now cite here Bullough’s famous example of “a for at sea”
in order to make the concept of psychical distance clear. A fog at sea is
generally anleasant. If anyone thinks of it from the practical standpoint it
has consequences which can be unpleasant and dangerous. The storm
gives the passangers who are in a ship a strange feeling which is a
comoinatioh of fear, suspense, anxiety, helplessness etc. And this strange
experience of the sea fog makes one feels the occasion with a sense of

fear.
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But a sea fog may be a source of great'delight if one exclude
from the experience of the sea fog all its dangers and unpleasant
elements and only contemplates the qualities which are objectively given.
Here the  observer is not :personally involved in the situation, for
example he is not concerned wifh the fate of the travelling passangers and
what might happen to the ship and the crew. In other words, he distances
himself from the scene or situation in‘ a way that his egoistic
considerations are not allowed to operate. The mere appearance of the
thing and not what lies behind them is the object of immediate experience.

This is what Bullough terms a Psychical distance.

Because of distancing the sea fog around the ship may appear to
us as milky. We may also be able to notice the curious creémy
smoothness of the water, the fog may appear to us as a white mountain

made up of milk etc.

Let us now develop the point more clearly. The delight which is
gained from the aesthetic experience or, as it is dohe in the above case
by due distancing, is not in relation to any personal gain, motivation etc.
Here the temporary suspension of everyday attitude not only makes
possible our close attention but this type of highténed awareness also

disclosed much new material.
2]
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Imagine now another situation in which a person whose kith and
kin are among the travelling passengers sights the situation from the sea
shore. Then he becomes personally involved in the situation. He might go
through several emotions such as sorrow, suspense, hope and perhaps,'
finally, relief when the fog leaves and the weather condition improves.:
Such relief might give( the observer a sense of great delight but not of the
same kind that one feels when the situation is viewed by adopting

psychical distance.

This point is developed with an example by Hospers in the

following way :

“When a man is actually involved in a shipwreck, he just does
whatever he can to save himself. He cannot here lavish attention on the
detailé of the sinking. When, on the other hand, a man watches about it at
somé later date he may give it very close attention, and even feel
fascinated by the turbulent waters and the ship’s final lurch. Now, it is
‘obvious, he does not have to do anything to save himself. However,
much(he ) may identify with the sufferers (he is) not (now) personally

ni4

involved in any sense that is geared to action.

the point that emerges from Bullaugh’s.concept of distancing in the
case of aesthetic appreciation may be explained as follows. In aesthetic

experience the individual does not allow personal factors to affect his
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perception. In other words, the same event or situation when viewed
within the framework of “psychical distance” is capable of giving us delight.
When personal considerations are allowed to operate it affects the person
by evoking in him one or a series of personal emotions. It would be
worthwhile to argue here that the: emotion felt in aesthetic experience is
not based on personal desires, wishes. [t would seem that such delight .

may be characterized as “disinterested”.”

Here the similarity of ideas cohveys by the terms “disinterested”
and “Psychical distance” may merit some serious attention. Kant in his first
moment states that, “Taste is the power of judging of an object orof a way
of representing it through an entirely disinterested satisfaction or

dissatisfaction. The object of such satisfaction is called beautiful.”*

Kant's use of the term “disinterestedness” is based on its
distinction from interested pleasure which does not depend on any ulterior
'purpose or motive. By “interest” Kant seems to mean considerations of
the question relating to the existence or the reality of the thing. It follows
that by “distinterestedness” he refers to an attitude which remains
indifferent to such questions. Thus, Kant’s distinction between two types of
pleésure, the pleasure that is bound with interest and the pleasure that is

not concerned with certain metaphysical or ontological questions. It is a
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key to our understanding of aesthetic attitude. The latter is the case of

aesthetic pleasure.

According to Bullough, in order to aesthetically contemplate the
sea fog we have to keeh it at a distance. This distance here does not
mean spatial distance bljt rather- it means in Bullough’s word, what “.....
is obtained by seperating the object and its appeal from one’s own self, by
putting it out of gear with practical needs and ends.... “’ In other words
this distance here means that we must forget all the dangers, terror and
all about the practical situation, whether it is harmful or not. We only
contemplate the objective features of the phenomenon as such. If we try to
realise the psychological tension felt by the paésengers aboard the ship
which is engulfed in the sea fog then we are not able to contemblate the
scene aesthetically. When we view something aesthetically we must
respond to the object of suph viewing, that is to say what is presented by
the object as such and not what might happen in our own life or actually
does so. According to Buillough, the ;act of distancing is the essence of

aesthetic attitude. Here we may quote from S.K.Saxena’s analysis of it.

“According to Bullough, the essence of aesthetic attitude is a
psychological process (or act) of distancing, thé meaning is that, because
of captivating quality or the contemplator's deliberateness, the object is put

G
out of gear with or ‘distanced’ from our practical needs and ends. We




have open upto the object’'s new charm instead of regarding it as a mere

spring-board for our personal revaries.””

We may illustrate the point with the help of the following example.

Consider a trégic film in which the hero is jealous of his wifg. Now
imagine a spectator who is also jealous of his wife in his practical life. It is
difficult for him-to view the play aesthetically because he will try to catch
the similarity between his own life and the life of the hero, he himself
being personally involved in the film. lt‘may not be possible for him to view
the play objectively by distancing himself from it. What the person needs to
do is to view the play aesthetically so as to ensure “a careful viewing of

play itself, his attention should.not turn to himself."*

A confusion may arise here regarding the term “objective”. In order
‘to resolve the confusion mention of the point which Bullough makes is
very relevant. To say that by distancing ourselves from a situation of a
work of art ‘we mean that our perception is that of objective features
which sounds quite confusing. Every work of art is subjective in some
sense and also objective in some other sense. To maintain that it is the
one and not the other is to make a confusion. How, then, do we
understand the term “objective” in the context of Bullough's theory ? It is

perhaps possible here to make the following distingtion between subjective

and objective. We may suggest that the element or the qualities that are




directly present in the work and are thus percéivable by the onlooker can
claim to be objective. In the example “a fog at sea”, a fog or its
mountaineous form is a direct objective perception. But the moment we
think of this fog in terms of its consequences, we are not referring to the
qualities of the fog which is present there or something directly given. The
consequences may be surely given to our thought not in perception, it is
a mental state . We would think of the consequence or effect of the sea
fog if we relate ourselves to the event on a personal plan. So, our
perception of fog in the consideration of its consequence would be a

subjective mode of seeing the thing.

In the aesthetic experience we are direc'tly aware of the object as
such. But in doinél so the relation between the self and the object is not
completely lost. When we speak of “impersonal” in the case of work of ant
we do not use it in the sense in which it is done in the case of sciences
rather, we use it in a special sense. In Bulloughs word, “Distance does not
'imply an impersonal, purely, intellecfually interested relation of such a
kind. On the contrary, it describes a personal relation, often highly
emotionally coloured, that of a peculiar character. Its peculiarity lies in that

'the personal character of the relation has been, so to speak, filtered. It has
been cleared of the practical, concrete nature of its appeal, without,

1920

however, thereby loosing original consitution.
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The point which Bullough mentions here is that though the art
object often appears to us like an object which is given in our normal
mode of perception, yet it does not affect us on a personal level as it does
in everyday life, e.g. |n a play, the situation, character etc., appears to be
life-like, it does not t;ring off the kind of response as actual events in the

real world do..

According to Bullough, psychical distance is variable in nature.
Theyeare acts like “over distancing” and “understanding”. In Bullough's
words ‘“underdistancing is the commonest feeling of the subject, and

n21

excess of distance is a frequent feeling of art, especially in the past.

Sometimes “overdistancing” occurs because of the art itself,
sometimes for the viewers inability to keep the proper distance. But most
cases of “underdistancing” occurs because of the viwer's inability to
keep life and art apart. It follows that it is a precondition for aesthetic
experience that we implicitly dréw a demarcation between art and life and
do not confuse the two. Such ex'perieﬁce }s participative m nature and not
whg_t we gain passively. In life, events impinge or thrust themselves upon
ws which the consciousness has to face passively. In art the creative
design can be apprehended by thee viewer if there is an attempt on his

part to participate in it.
€

<
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“Psychical distance” admits of several degrees. Our response to
the work of art is regulated by the degree of distance from it. Just as it is
not desirable for an onlooker to “underdistance” himself from the work ,
the work itself should not be very difficult, obscure etc., so that it
overdistances itself from the viewer. So it seems that there is an
interaction between the work and the viewer. For this reason our
encountefs with the same work is not really the same. It is not as if the
viewer only has to distance himself from the work, sometimes the work

may not allow such “distancing” if it is too difficult or obstruct.

Bullough emphasises the “art character of art.”® He maintains that
art is not nature. The idea underlying this view is interesting. It is perhaps
true that most works of art derive their inspiration from life or nature. For
this also many works resemble life and nature. Some of the best
examples of this type of. works are the literary works. Most of the literary
works, such as novels, stories, plays etc. which have a strong narrative
charac{er are based on events and incidents that occur in life, and yet it
should never be confused with life. The artistic has a peculiar character
that separates it from life even when Ainspiration for one may come from
the other. Langer for example, says that art is characterized by
“lllusoriness”.” Here illusions occurs with the full knowledge that it is an

illusion. Bullough does not say this explicitly, but his use of the expression

“Art character of art” is suggestive of such a idea. So long'as we are




aware of this illusory character of art our response would be distinctly
aesthetic and not realistic. It is in this sense that the term “antirealistic” in
the context of art should be understood. It follows that for the so called
realistic work which is wholly based on life and nature. lts representation

is still antirealistic from Bullough'’s standpoint.

Another interesting point which Bullough makes is that, if
psychical distance is not properly maintained in the case of a story which
is tragic in nature then we end up being sad and grief-striken. But this is
not the essence of aesthetic enjoyment. Even a tragic work, when
aesthetically viewed is capable of giving us a sense of enjoyment.
Distancing ourselves from the work helps us td enjoy and appreciate it
aestheticaliy. If such distanced is not maintained then it appears to us as
sad, or we find it unpleasant. Events in the novel or story are in some’
sense regarded as “unreal” and therefore, are incapable of bringing of
changes in our behavioural pattern. In everyday life, we are more less
victims of events that affects us while we passively get into their clutches.
But in art the distinction between the real and unreal or imaginary is

maintained without which our response would lapse into actual behaviour,

The last point may be connected with another interesting point
which is as follows : In our everyday life, dis:tancing takes us away from

the object but in art proper distancing brings us back into the heart of the
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aesthetic object, we become more aware of the object and this makes us

see the details of the object.

Bullough’s concept of psychical distance gives the object of art a
peculiar status;whereby it is viéwed as a dreamlike appearance.. As we
respond to it er do plane of our life. Consider, for example, a film which
shows some violence. Obviously, we do not take fright at the sight of this
violence. This shows that we do not allow the film to affect us in our
practical life. This is due to distancing ourselves from the work. But at the
same time the violence that we see in the film appears to be life-like
with the marked difference that real life violence affects us emotionally

whereas violence in the film may be a source of delight.

It is significant that Bullough gives the exampié of “a fog at sea” in
order to explicate the concept of “psychical distance”. It is possible to say
perhaps that the dividing line between what is at and what is not is more
a matter of our attitude towards them. Even everyday objects rhay give us
aesthetic delight if we view them within the framework of aesthetic
attitude. This idea has been imbibed by some of the Dadaist artists. We
give here the example of one such artist called Man Ray who fixed
some sharp nails on the face of domestic iron and gave it the title of a
work of art. The idea here is that the object which is generally known to

be an object of domestic utility may be transformed into an object of
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aesthetic enjoyment if we make it useless or to say in Bullough's words
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“.... Putting it out of gear with practical needs and ends.

For J.Stolnitz “distinterested” remains the key concept to our
understanding of aesthetic attitude. He defines aesthetic attitude as
“disinterested and sympathetic attention and contemplation of any object

of awareness whatever, for its own sake alone.”

In order to understand Stolnitz’s definition of aesthetic attitude in a
critical way we must attend to each of the terms, such as , “disinterested”,
“sympathetic”, “contemplation”, “attention’ etc. Stolnitz is quite clear that
an attitude “.... Prepares us to respond to what we perceive, to act in a
way we think will be most effective for achieving our goals.” For example,
a practical attitude involves our taking into account the looking for the
usefulness of functional efficiency of the object, system or situation.
Hence, "When the attitude is practical, we perceive things only as a
means to some goal which lies beyond the experience of perceiving
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them.

For example, an iron press as a domestic appliance is used for a
certain purpose or in order to achieve some definite objective. In using it

we do not generally pay much attention to this appliance.

But once in a while when we choose to pay it attention in terms of

its visual characteristics or appearances we may be struck by the sheer
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beauty of its form or the feel of smoothness of the surface and the shine
on its surface. Such attention would be quite divorced from ‘practical” way
of perceiving it since we are not concerned with the utility or usefulness.
Similarly, we may use a pebble as a paper weight at the study table. But if
we merely attend to its sculptural form, textural feevl or its colour we
adopting an attitude which is aesthetic in nature. It is in this context qf a
clear distinction between the two different ways of attending to the

same object that the term “disinterested” can be understood more clearly.

Itis important to note that the term “disinterested” should not be
confused with uninterested or lack of interest. For, one may find an
object of aesthetic contemplation intensely interested to demand a
much'éloser attention to each of its minute details. And in doing so one
may feel a sense of exciterﬁent, delight and stimulation leading to

. repeated attention to the same object.

Stolnitz makes it clear that aesthetig attitude can be adopted
toward “any object of awareness whatever.” “When we apprehend an
object aesthetically we do so in order to relish its individual quality,
whatever the object be charming, stirring, vivid or all of these.” His
stress on the term “sympathetic” is to point out that in aesthetic attitude
there is an attempt to inhébit any responses ‘which tend to take us-away

from the object. Thus while “distinterested” ensures divorcing off from a
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practical attitude, “sympathetic” stands for a complementary forces which
help to remove the object from such of its association as would be

inhibitive to our contemplation of aesthetic delight.

A si.gnificant point that emerges from the foregoing discussion is
that Stoinitz’s attitude theory which is based on the "‘concept of
disinterestedness” represents an active state of consciousness which
chooses to look upon its object of coﬁtemplation as an end rather than as
a means to some end. Without the framework of such an attitude the
object rather than its utility comes under the focus of such that we find
interest in attending to even the small details or features of the object,
surely, such an attention would be qualitatively different and distinctive

from the customary way of paying attention to objects.

Now to put together the important points we have discussed so far
and also few criticism of this theory of disinterested attitude. According to
the followers of aeéthetic attitude theory, anything becomes aesthetic
when discriminating attention is paid to it with a certain non-practical or to
say disinterested attitude. Many of the critics of attitude theory argue that

there can be no special sort of attention, attention is simple and invariant.

Against the attitude theory Dickie argues that there is no such

events like special kind of attention. According to him either one is

attending or not attending to something. For him attention is some sort of

<



indefinable primitive of which there cannot be different kinds. He further
argues that, if disinterested simply meané lacking ulterior purposes then
it clearly need not make any difference in the object of experience itself.
According to him two students listening to sarrje musical composition,
one with the ulterior purpose of analysing it ana other with no ulterior
purpose or motives may enjoy the music in the very same way. Schultz
argues against Bullough’s-attitude theory that one may be aware of how
interesting a fog at sea is even when practically regarding it as menacing.
From such types of examples they try to show that lack of ulterior
purpose does not make anything aesthetic, it is not the defining

characteristic of the aesthetic.

The central point of Dickie’s protests against the concept of
aesthetic attitude is that fhere is no such thing as disinterested attention.
As pointed out earlier, according to him, either we attend to something or
we are inattentive . The way we attend is only one. There is no special

way of attending to things.

Our point here is that, we agree with this part of Dickie's view that
either we attend to something or we are inattentive. This would seem to
be tautological statement. It is true that these two are mutually

exclusive to each other. There is no difficulty in accepting the view that

either one is attentive to some object or there is want of attentiveness. For




example, | may be looking at a picture or may turn my attention away from
it. Now our question is, - is there only one way of looking at the picture?
Does the dealer of the art object look at the picture in the same way as
a competént viewer does ? or for that matter the carpenter who makes the
wooden frame of the painting surely looks at it attentively in order to
select the right kind of frame for it. Though such attentiveness is quite
different from how a lover or an appreciator of art looks at the painting.
In other words, we would argue “attentiveness” whatever that may it

mean to Dickie, must be varying kinds.

In order to make the point clear let us know what does attending to

something involves putting an object in relation io consciousness. On the
| other hand, inattentiveness is another way of puttihg the matter, viz. the
objeét does not stand in any relation to consciousness. But there hay be
several ways of realising an object to consciousness. This relation may
be of different types e.g. personal, impersonal, practical etc. So, if relation
is different then the way of attendiﬁg would be different. Our argument
may be put as follows. There is no denying that attentiveness and
inattentiveness are mutually exclusive to each other. But from this it does
not follow that all atténtiveness is of one kind. In our view, attentiveness is
a relational term and involves an entity to which consciousness is related.

. Now the way consciousness relates its objects may be of different kinds
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and so attending to an object does not entail the view that it is only of one .

kind.

The argument may be more clearly brought out with the help of
sor,ﬁe examples. Viewing of an actual war between twocountries and a
wa; in cinema. When viewing an actual war our relatidn of consciousness
with the object or situation is personal because we all are more or less
anxious about the impact of the war. So this is a case of interested
attention. But while viewing the war in cinema and if proper attitude is
maintained then our attention is directed only towards the film and not on
the actual or possible consequences of it. The war movies will not affect
the viewer personally. The viewer will not beéome anxious about the
war's impact on him. But this attentivehéss is quite different from the
attentiveness in the first case. Both the cases are cases of attending to an
object but the way to attend is different. Let us turn to the example of the
art object dealer who deals in different art objects. He is required to be
attentive towards each and every art object in his show-room in order to
make sure, for example, whether it is marketable, whether it is a forgery
etc. Now, think of a situaftion in which 'if someone come to his show-room
and tries to take a Picasso painting by force then the art dealer may want
to send away by giving him some money or in some other may because
the art dealer knows the market price of the painting. Here the dealer's

interest is mainly towards the economic gain. It follows that the dealer is
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attentive towards every object in his show-room. But this attention is for
economic gain not for any painting for its own sake. But if the dealer
thinks about what is there in the painting for which the lovers of art give
such high price when they bye them. And the dealer gives his attention
toward the art object as such. This attention; is different from the previous
case because such attention is only to contemplate the painting as such.
In both the cases the object is apparently the same, though the later would

be the case of an aesthetic object and not the physical object.

Let us now turn to the various cases of “attending to” as they occur

in different context with reference to different situations :

(I) Think of a situation, when we say that an electrician is
“attending to" faulty fan. Here attending to means that the electrician first
examines whether the fan is able to serve the special purpose for which it
is made. And if he finds that it is not functioning properly he will try to
rectify the defect in order to make it serviceable. In spite of all these
efforts if the electrician does not succeed in making the fan all' right we

cannot say that the electrician did not attend to the fan.

(i) Now, imagine another situation in which we say that a doctor is
“éttending to” a case. Here by “attending to” we mean that the doctor |

examines the patient and Mmakes diagnosis about the disease and would

prescribe some remedy in accordance with the requirement of the




patient in order to cure him. Here also if the patient is not cured it is not

possible for one to say that the doctor did not attend to the patient.

(i)  What does “attending to” mean when we say a proof reader
is attending to the proofs? Here “attending to” can be understood in the
followiﬁg way : (a) whether any ward is missed ? (b) whether any extra

word is printed ? (c) whether any word is wrongly spelt? etc.

(iv)  Similarly by “attending to” a lecture is meant to follow the
lecture, to become aware about the points made in the lecture. On the

other hand not attending to the lecture means not following the lecture.

(v) A mother may attend to her child, here “attending to” means
that the mother is taking care of her child or that she is looking after the

childsneeds and welfare.

(vi)  What does “attending to “ mean when we say that a student
is attending to a poem which is part of his course material ? Here the
student will attend to the poem keeping it in mind that he is required to

answer some questions that may come in his examination.

Thus, we have seen that “attending to” means different things in
different context. A point that strikes us as significant in the analysis is
that in some cases the objective which in-required to be fulfilled by
attending to it need not necessarily result in any success. In other words,

“attending to” may not be followed by the purpose for which it is done. For
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example the‘ele'ctrician who attends to the faulty fan may not be able to
set it right. Again, the doctor who attends to the case may not necessarily
be rewarded with full success. In some case, one may speak of attending
to a thing or event properly or improperly, adequately or inadequately, for A
example, the proof reader who does not ensure'faultless printing. He may
be accused of having attended to the work rather improperly or
inadequately. It may now be asked as to what would be the sense of
“attending to” in the aesthetic context. What does it mean to say, for
example, that one is attending to a poem aesthetically ? Does he merely
look for the missing words ? Wrong spellihgs, incorrect punctuation etc.
as a proof reader often does. And further does it mean thét he looks for
certain faults or inaccuracy which he ought to correct ? How does one
ensure that one is attending to a poem adequately or inadéquately when
such attention takes place ? We will discuss about these questions little

later. -

From the instances of different cases of “attending to” the following

'interesting points emerge :

a) Incases 1,2,3,5 and 6 one thing about “attending to” is found

to be common, that it involves doing something in relation to the

-

object of attention.
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b) “Attending to” in ordinary cases sometimes involves also doing

something to oneself. For example, the electrician may wear a

pair of rubber glufs .

“Attending to” is done at a time by any one single individual.
When more than one peréon at a time are said to attend to
something they cannot do so independently of one another. In
the case of the faulty fan not more than one electrician can
attend to it at any given time. In the case of the patient not more
than one doctor will be able to attend to one patient at a time.
But on may say that, there are cases where more than one
doctor or a team of doctorsmay attend'to a patient or more than
one electrician may attend to the same faulty fan our answer
hére is that all these different persons are not able to attend the
same object independently of one another. A team of doctors
may attend to the same patient have consultations among
themselves and finally may take a decision. Or when more than
one electrician attends to the same faulty fan they do the work
combinedly and interact with one another or one may help the

other. So there “attending to” is not independenf of one another.

In the cases cited above “attending to” involve attending to the
<

same thing or the same aspect of it. The electricians “attending
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to” involves attending to the specific fault for which the fan is not
functioning. Now if another electrician attends to the same

faulty fan then he also will attend to the same fault.

(e) In all the above cases of “attending to” doing something is a
necessary condition and this doing something brings about a
change in the object. The faulty fan after being repaired shows

a change in its functioning, it becomes serviceable.

(f) The process of “attending to” involves a terminal goal. In each
of the above cases of attending to there is a terminal goal as
far as each person is concerned. The electrician’s goal is to
make the fan serviceable, the doctor's goal is to cure the

patient etc.

{g) In the ordinary cases of “attending to” there is no freedom
on the part of the person concemed. If the electrician attends
to the faulty fan then he must try to locate the fault or faults.
He is not free to attend to any other part(s) of the fan except
the specific fault which needs to be corrected. qu all that
matter any electrician who attends to the same faulty fan
must be able to look at the same fault. The electrician is not

free to attend to anything else other than that fault. If he

does so we say that he is not properly attended the fan.
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Out of all the cases considers here case(4) has some peculiarity
which it does not share with the other cases. One may say about the case
(4) that here “attending to” neither involves doing something to the object
i.e. the lecture, nor doing something to onself. And here more than one
person may attend to the same lecture at a time independently of one
another. Our argument here would be that in attending to the lecture one is
getting the same points or meaning. Different persons will understand the
lecture almost in the same way and there would be no room for wide

variance of meaning.

Another point about attending to a lecture is that free interpretation
is not possible here. But in the case of attending t6 a poem the freedom is
such greater as such interbretation ﬁnust be imaginative and need not
conform to any strict set of rules. Different interpretations of the same
poem may be very widely apart from one another which allows for

variance in meaning.

In tl';e aesthetic context “attending to” here does not involve doing
something to it or to oneself. For example, think of a situation where one
is “attending to” a film. What may the spectator do in relation to the film or
unto himsélf ? He attends to the film .independently of one another at a

time. Here, every spectator is free to view it in his own way.
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Aesthetic  attention does not have a terminal or fixed goal. By
attending to a film one does not try to reach a fixed end or goal. Attending
to here does not bring about a change in the object to which aesthetic
attention is given. A poem remaihs intact after several persons may have
read it. According to Kingsley PriEe, answer to the question “What makes
an experience aesthetic?” does not depend on the sort of awareness or
attention or contemplation in which a person apprehend or experiences
given object but rather it depends on the nature of the object. There are
some basic assumptions in holding such views, the assumptions are as
follows : (a) experience. is not a “homogeneous” concept, pure
experience or experience as such does not exist. Existence consists of
two elements “awareness’ and an object of awareness”, (b) “awareness”
itself is passive, if the object of awareness is aesthetic then the experience
is aesthetic.. (c) “Aestheticness” is simple quality like “yellowness”,
aestheticness is imparted to experience by the object (d) experience has

no creative role to play.

Kingsley Price advanced several arguments in favour of his view
that the nature of objects makes an experience aesth"etic not the sort of
awareness or attitude towards something. He argues that experiences are
of such a kind that they cannot unde'rgo chariges of properties because
they are not sut?stances. Experience, he argues, is the entity like Pumpkin,

it would be wrong to think that we qualify, an experience by the adjective




like “aesthetic” the way we qualify a pumpkin by an adjective “yellow”.
According to him two questions, what makes an experience aesthetic ?
and what makes a pumpkin yellow ? though similar in their syntectical
form yet they are different in many respects. In the pumpkin case, the
object can undergo changes- of quality, namely colour, it can be
understood as the pumpkin is a substance not yellow before the present
state in further it may change into another colour, it is a spetio temporal
entity, it does not depend on whether it is yellow or brown or green etc. But
this is not the case with experience, we contend with specific experience
where our experience is replaced by other. So Price holds that “since
an experience is not a substance which endures in time and since it
cannot undergo change of quality, ‘make’ cannot be understood as a
causal concept, because aestheticness cannot replace, hence cause, the

experience to acquire a new quality which it did not pleases before.”

For Mitias, Price’s arguments are inadequate for various reasons.
For him (Mitias) the difference between being a thing and being an
experience is logical, this is formal difference not material because an
experience is as real and enduring as a thing like pumpkin is real and
enduring. Experience endure through time, which is to say that the flow of
experience is endless and it becomes one or- the other kind e.g. now as
moral, another it may be religious or at some other time it may be

aesthetic and so on. According to Mitias, “I characterizes my experience




as éesthetic, mainly because it possesses a property, which | and
aesthetically inclined people, would call ‘aesthetic’ the presence of such
propenrty is the ground of my statement. ...... The basic tissue or structure
of my experience is fundamentaily feeling. This feeling is a complex of
four main types of mental ingradients; emotion,idea, image, sensation.
That when | perceive Guernica my expperience, may or may ﬁot be
aesthetic, certain conditions should be fulfilled in order for it to be, or
become aeéthetic, I here assume that my experience of the painting lasts

or endures as long as my perception the painting lasts or endures”.®

Another argument which Price advances in favour of his view is
that, “the aesthetic character of an experience cannot be abstracted
from a certain experiericé; Thus any attempt to isolate aestheticness the.
way we isolate yellow from the object to whicﬁ this property belong is

doomed to failure.”" Aestheticness is imparted in experience by object.

According to Mitias, Price's assumption that aestheticness is
simplé property which belongs to the pumpkin, is simplistic and one sided.
Our characterization of an experience as aesthetic should require. a

special relation of mind between them.

Price again argues that, aesthetic experience is not a
homogeneous concept but it is hetérogeneous concept it composed of

two elements namely awareness and object of awareness. Awareness is




homogeneous it is passive, it is like a transparent glass, it is the object
which tumns experience that what it is. Aestheticness cannot be .attributed

to the element of awareness but to the object.

Mitias’s argument against this is that mere awareness of a painting
or a statue, does not mal;e their experience aesthetic. Price’s argument
is inadequate because of the following reasons as Mitias gives, (I)
aestheticness does not belong to the experience the way yellow belong to
an object, (i) awareness is not a passive element in experience through
which we look at things but constitutive , creative agent of experience itself
, (iii) Price’s use of ‘awareness’ is quite different, indeed indifferent, to

the use adopted by most of the aestheticians.

Awareness is an activity of imagination, it is a creative power which
assist in focussing our attention in object on the one hand and in grasping
the structure of the object on the other. Aesthetic experience is not the
unity of awareness and its object but, in Mitias’s words, "what one feels
when one aesthetically perceives a work of art;: it is the unity of his feeling
with the art work in the event of aesthetic perception. So it seems that
Price’s understanding of “awareness” is unrealistic and limited. In order
to expose Price’s mistaken assumptions aboﬁt awareness Mitias shows

Stolnitz's view about the role of awareness is aesthetic perception.
&




An attitude, for Stolnitz, is a way of directing and collecting our
perception. It is a power, a readiness, to focus our attention to an object
and respond to it actively, interestedly. The distinction between two types
of attitude i.e. practical and aesthetic has already been made clear. One
assumes a practical attitude when he perceives an object in terms of its
utility, on the other hand, one’s attitude is said to be aesthetic when one
perceives the object “disinterestedly”, “sympathetically”, “attentively”. In
this sort of attitude one directs his attention to what the object has to
offer. One does not allow his emotional , intellectual or cultural
ideosyncracies to interfere his seeing i.e. apprehending the valuers
“Pregnant” in it. On the contrary one controls and directs his power of
awareness i.e. attention to respond to all or as much as the object has to

éffer.

From our discussion of Mitias's view on aesthetic experience one
thing is clear that the aesthetic attitude is a necessary condition for
having an aesthetic experience. Awareness is not passive, it plays an
active role in determining the nature of experience. Aestheticness
emerges out of the creative function of experience that is to say, the way

we look at it.

It is true that experience is always a éxperience of an object or

situation but it is relevant to ask, what makes an object aesthetic in one's




aesthetic experience ? Because by merely looking at some painting or
listening to some songs one may not get any aesthetic experience.
Having aesthetic experience presupposes a special way of attending to it

or adopting the aesthetic attitude.

So from our above diécussion it is found that there is a great
similarity between Indian and western concept regarding aesthetic
experience. The factors like “disinterestedness”, “universalizability”,
“Sharability” etc. are present in both Indian and western thought. We
have already discussed about some western views regarding aesthetic
experience  which are very much akin to that of Abbinavagupta's
philosophy of aesthetic experience in details. Lét us now turn to original
aim of our projeét i.e. understanding Abhinavagupta’s philosophy of

aesthetic experience.

For understanding rasa it is necessary to understand various
technical terms which are closely associated with rasa. These terms are

(I) Vibhava, (i) Anubhava, (i) The Viyabhicaribhava (iv) Sthayibhava.

() Vibhava : Vibhava is the objective condition of approaching
~an emotion. Vibhava again is of two types viz. (a) Alambana vibhava

and (b)Uddijpana vibhava.

(a) Alambana vibhava : /T/ambana vibhava means a person or

persons with reference to whom the emotion is manifested. (b) Udd/?Jana
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vibhava means the circumstances that have excited the emotion. A young
boy may be attracted towards a young beautiful girl if the situation is such
that they are alone in a beautiful romantic place, which is surrounded by
well-arranged rows of big trees and the ground is well-decorated with
blooming flowers, the fragrant breeze blowing, the moon is peeping
through the élouds and the like. Anyone of these circumstances may be
regarded as the L)ddi}yana-vibhéva whereas the boy and the girl are

alambana-vibhava to each other.

(i) Anubhava : Anubhava means movement of body by which the
emotion is raised. Thus, the inviting smile of a beautiful girl hay be
regarded as anubhava. (i) Vyabhicari-vhava means a series of diverse
emotions that feed the qunp of a dominant emotion. A yo'u‘ng girl in love
anxidusly waiting in a beautiful garden to meet her . lover may feel
disappointed for hié not arrival in time, may be anxious that something
might have happened to him, may be jealous that he might have failen in
love with other girl, may feel delighted by remembering the coaxing

words that he would whisper her ears and so on.

(iv) Sthayibhava: By Sthayibhava in poetry and drama are meant
certain more or less permanent mental states such as love, grief, anger,
fear etc. There permanent moods, constituting the principal theme of a

[ ]
composition and running through ali other moods like thread of a garland,
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cannot be overcome by those akin to it, but can only be reinforced. Other
| mental states arise simply because the basic mental state is there. They
are like waves, which rise from the ocean of the basic mental state and
subside in the same. The permanent or dominant feelings res:iding in the
human mind are generally eight viz. Rati, Hasa, Krodha, Utséha, Bhaya,
JugupsaT, 'Vismaya and Soka. A deséription of Sthayibhdva which may
become rasa. It is called Sthayibhava because it is an invariable

constituent of rasa, unlike other bhabas which are variable.

According to Bharata, out of the determinants (vibhavas)
consequents (anubhavas) and transitory mental states rasa is emerged.

In Bharata's Né_tya-S’a’stra we find the famous rasa sitra :
Vibhava nubhava — vyabhicari-Samyogad rasa — nispattih.

In this rasa-sutra we find the abéve discussed technical terms viz.
Vibhava, anubhava and vyébhicé'ribhéva. These three being combined
evoke a kind of feeling which is called rasa, which is not real, due to its
not being aroused through real causes but is sufficiently like a feeling to
warrant its being categorised in the same class. Rasa is the name of
this special kind of feeling. It is termed as rasa in order to distinguish it
specifically from erhotion as an ordinary physic.:al phenomena --referred to
as bhava. Though two are intimately connegted yet they are generically

different.




The main points which comes out from this theory are as follows :
(a) Rasais not a feeling in the ordinary sense though rasa is constituted
with the same material. This feeling also has those characteristics which
are also there in actual feeling. Instead of this similarity rasa is free from
the adverse effects of ordinary feelings. It is essentially and invariably
pleasurable. (b) Rasa is achieved -when feelirig of our everyday life
(bhava) are purified on the one hand through thé medium of art and
through the imaginative faculty of the spectator. The union of the
determinants, consequents and transitory mental states are necessary
within the aesthetic situation. There must be a delicate balance of these
forces. We cannot be determine the precise nature of this balance,
sometimes-the weight is given more on the objective factors as they are
presented in the art work, and sométimes the weight is more on the side
of subjective consciousness. No one factor is sufficient by itself. All must
be combined to give rise to rasa. (c) the emergence of rasa becomes
possible because aesthetic situation is unlike real life situation, being an
imaginative creation; yet ideal as it is, it has a reality which is very much
similar to that of everyday life (d) Rasa is not a mutual construct in the
manner of a logical entity, nor is it the idea of feeling, nor the generic
essence of one, it is feeling proper though a_different  kind; (e) Rasa
cannot be explained in terms of imagination and illusion; it is the result of

purification, but not in the same way religious or moral purification; it is
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simply and purely an aesthetic quality, significant only within the
aesthetic context, it has a logic, law and life of its own, a reality which is

different but in no way less than that of real life.

As an:aesthetic experience, rasa refers not to mere organic
pleasure deri:ved from tasting (asvadana) but signifies a kind of
impersonal and objectified pleasure. When the term rasa is used as a
factor of art it refers to the much needed criteria of beautiful as against the

merely agreeable.

This concepf, therefore, become in Indian aesthetics and art theory
the most important principle signifying the art process in all its phases
viz; creative the created and the appreciative. An object which does not
contain rasa cannot be classed in the category of ért work, and also the
experience which- is without rasa can fall in the class of aesthetic

experience. So, rasa is the most important factor.

The aesthetic feeling is aroused in the same way as ordinary
feeling as it requires the same causes for it arousal which are also
needed in the case of ordinary feelings but except that it appears in a
situation which does not bear upon us directly this fact helps us to take
the weight off our feelings as that would be in everyday life, and to enjoy

activity, what in normal circumstances might be suffered passively The

problem this position raises, is : can we have a all pleasurable feeling,
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indeed can we refer to a response that is devoid of the usual motivation,
causes , as feeling at all ? In real life, for instance, a passion or feeling is
undergone due to the self being affected by certain causes, such as the
sight of a lion which arouses terror or thought of a ohe's beloved which
arouses love Whether the cause in direct. and immeaiate, the situation
created by the art work however presents not an actual but an apparent
situation In aesthetic situation the lion though real enough for sight and
hearing is a part of the unreal situation. We know that it cannot affect us;
consequently it cannot arouse feeling equivalent to that undergone in real
life. The point on which the rasa theorists stress in that even though the
aesthetic emotilon is'part of an art situation and in a sense removed from
the domain of practical life, and thereby establishes a direct relation with
the spectator. Bharata therefore considers only those elemental human
feeling which he calls sthayibhava or abiding emotion to be able to
provide the material for the aesthetic emotion. Feeling is aroused in the
"spectator though the situation presented in an aesthetic presentation is .
unrealistic, because the person possesses inherently those feelin'gs and
emotions which are being presented; he has at sometime or another
undergone _them fully, with all the good and bad effect which generally -
accompany such feelings; this revival is not in the form of a memor-y, but
an actual living experience. Aesthetic feeling is also differeni from

empathy. Empathy is primarily a feeling which is dependent on object
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and hence it is subject to all the adverse effects or otherwise which the
objeqt may undergo. Since it is not independent , it is suffered passively
as are all ordinary feelings, and is controlled by the circumstances given
in the objective situation. The aesthetic respénse on the other hand, uses
the objective éituation provided by the an‘-object, in order to create an
experience with an existence and dimension of its own. The fact that the
aesthetic context removes us 'from the reality of the situation, does not
prevent the arousal of emotion, as indeed all the causes and other factors
are present, it only removes from the emotion that aspects which
connects it directly with the egoistic self, the limited narrow self which is
concerned only with its own presentation, and which fhereby cannot

expend fully and enjoy the depth of the dimension of pure experience.”

Spectators distance fr_bm real life helps to filter the aesthetic
~ emotion from 'aII its adverse reactions, the pain suffering, etc. which
accompany evén pleasurable emotions like love. It must be pointed out
that it is not the actual physical and tempofal distance alone that makes
the detachment on the part of the spectator possible but his mental
attitude\as well. The spectator must be able to disengage himself from the
events and situations presented within the art work, not by reminding
himself that these are not real but refusing to let them affect his

personality. He disengage himself not from the whole situation but only

from that part of it which impinges upon his practical self and which in




normal life would lead to action. The difference between the everyday
response and aesthetic response lies in the fact that in the former case
the emotion aroused have a motivating force, while in the latter they only

colour the consciousness.

Ra;sa as -Abhinavagupta pointed out, is nothing  but the
transformation of ordinary emotion (bhava) into generalized emotion.
Rasa does not imply simply the expulsion of the disturbing effect, namely
pain, which enters into pity and fear when aroused by real objects and
which when eliminated brings about a certain quietude in the spectators
mind; it is a more positive concept entailing an actual relieving on a
different plane. Rasa does not involve the idea of an emotional relief
alone, even though it is one of its effects, but’ is involves primarily the
idea of a purification which leads to a state of exaltation and ecstasy. Thié
purification result from the removal of pain, disquiet and unrest which

generally accompany the egoistic and self seeking element.

Within the ideal world o-f art, the ego is disengaged from the events
and actions that occur. Hence, the individual does not suffer the effects
of the reactions either painful or agréeable, that generally accompany
such events. The elimination of these disturbing effects results

automatically in a perfectly peaceful state of mind (santa) which forms the

basis of an ecstatic condition.




This process also accounts for the fact that in a work of ar,
events which would normally arouse feeling of horror, disgust, fear and
sorrow are actually enjoyed. For example, in a particular drama where
Pathos (karupa) is the main sentiment the spectator can enjoy the taste
of bliss from the pathetic situation. One could ask about the proof of the
existence of bliss in the pathos etc. only proof for the existence of such

| bliss is to feel it hearlly (Karupadan rase jayate yat Pramam
sukhari/sascctasdmambhavah Pramanam tatra Kevalaim®).“Kifica tesu
yada duhkhar na kdpi syat tadunmukhah/Tathd ramayanadinam bhavita
duhkhahetuta.” If someone really becomes unhappy after seeing some
incidents like the pathos represented iﬁ the Ramayana, he would not want

to see what happened latter.

Abhinavagupta deséribes poetry as a overflowing of some emotion
of poets heart into the hearts of the reader or hearers. Thus there is a
communication of feeling and contact of hearts. Some actual emotion
suffered by a human being is conveyed to their hearts by the poet who
thus establishes a contact between the suffering being a his readers or
listeners through his own self. He also speaks of union of hearts of the
audience in a play and considers this fact to be essential for .aesthefic

delight which is contemplative and universal.




84

Another important term Sah.rdayayé needs to be discussed. The

. Dhvanyaloka describes the term Sahrdayayas as those persons whose
minds after long and continued practice of literature has become as
transparent as a mirror such that whatever is described to them through
literature enters into them in such a manner that they by their capacity
can experience a sympathy through which they may indentify themselves
with the same and thereby the poets heért, as revealed through literature,
may communicate itself without restraining them not only the poet but
other persons having similar capacities may find themselves in
communication with one another through the poet's heart as revealed in
literature. The Locana speaks of Anandavardhana as Sahrdaya-cakravarti

- as the king of the Sahrdayas.™

Abhinavagupta in his commentary on Bharata’s maxim oﬁ rasa
(Vibhévé'nubhévavyébhicérisamyogéd rasanigpattih) was started the real
discussion of rasa. Openion differs regarding two terms samyoga and
rasa-nispatti. Before proceeding it is necessary to make a discussion
about the foundation of rasa. Here we may quote this discussion from the
book of S.N.Dasgupta and S.K.De. Ffasa, ‘it is based upon a particular
view of psychology which holds that our personality is constituted, both
towards its motivation and intellection, of a few primary emotions which

b3

lie deep in the subconscious or unconscious strata of our being. These
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primary emotions are the sex, ludicrous, the pathetic, the heroic, the
passionate, the nauseating, the wonderous. Other aesthetic
psychologists have in later times addéd to it the peaceful or intellectual,
theidevotional and the filial. These emotions are running through ali
natures in a permanent manner and may in that sense called dominant
emotions (Stahayibhava). These dominant state that determine the
particular  internal temperaments are regarded as the dominant
characteristics of those emotional states. Emotional states, such as, the
amorous, the heroic and others, show in their expressions the
appearance of atomic formations i..e., each emotion is manifestation
shows a composition of diverse sentiments constantly shooting out and
éhanging'like kinetic atoms and gases, lixe the flamelets the continually
comé and go and thereby produce the apbearance of the perrﬁanent,
undivided whole of a flame; there are continually passing little flames of
diverse sentiments that give expression to the permanent emotion of love
or hate, heroism or anger. It should, however, be noted that no emotion is
called rasa uﬁless it is aesthetically excited. When a young man falls in
love with a young woman and his whole fame is shaken, we cannot speak
of him as being the subject of érﬁgéra-rasa, or when his son is dead and
he is crying in te-ras, we cannot speak of him that he is the karupa-rasa.

136

Rasa is an emotion excited by artistic circumstances or situations.
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Experience of rasa means to enjoy, to surrender oneself to the
detectable experience; and in that stage of enjoyment there is no place for
any discrimination between man and man or cause and effect. It is to
indicate this uniqueness of enjoyment in poetry that the very object which
serve as cause etc. This aesthetic experience;cannot be of the nature of
remembrance since there is no possibility of its ever having been gained
in the past by means of other pramanas, and in the present also other
pramana can lead to it because of its unique nature. Hence,
Abhinavagupta concludes that rasa or aesthetic enjoyment is neither
produced by the cz;luses' as Mimamsakas mi4ght argue not cognized by
means. of pramanas like perception and inference as Naiyayikas might
hold. Being neither product nor an inferred piece of knowledge rasa must

needs be regarded as suggested.

All of us are well acquainted with the phenomenon of aesthetic
experience, in our everyday life, it is the philosophers business to trace
the source and discover the nature of this type of experience.
Abhinavagupta has confined himself in giving an account of this type of
experience arising from Iiferally art. In any piece of literary art i.e. Kavya
aesthetic enjoyment (rasa) is the cornerstone. Its aesthetic pvleasure
which controls the story, characterisation, style etc. According to some

&

rhetoricians the poetic beauty depends on the sounds and their meanings.
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Sounds associated with the rhetorics are able to create poetic beauty.

The beauty in meaning is produced out of the rhetorics like Vakrokti etc.

The merit, rhetbric or figure eté. cannot bé taken as vital factors of

Kavya due to their inadequacy in the field of creation of poetic beauty.

When tr;e poetic language is completely differentiated from.the ordinary

language, the beauty 6f the former can be easily realized. Though, the

merit, rhetorics etc. are also found in language in our day to day

behaviour, it is not taken as a Kavya. All persons are able to follow the

ordinary language, but not the poetic language. In enquiring the cause of

this Anandavardhana has discovered the theory of Dhvani which can

give the reasonable explanation of the creatioﬁ of poetic beauty. The

‘nature of Dhvaniis given in the following way “AHhah sah_rdayaé/éghyah
Kavyatma.yo vyavasthitah”"”" The aesthetic pleasure arising fro.m literary

art cannot be understood by all, but only the appreciators (Sahrdaya). In

other words, a Kavya is always__ appreciated by the Sahrdayas alone.

The portion which is specifically apprehended by the appreciators and
which is taken as the vital factor of K3vya is called Dhvani otherwise it is

rasavadalamkara (i.e. rhetorics mixed.with rasa).

The aesthetic experience from a Kavya, ‘as Abhinavagupta has
- observed, is different from the experience of other sources (i.e. non — art

objects). Those who enjoy a Kavya (either in the form of poetry or in
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drama) become happy or unhappy after sharing the happiness or misery
of the hero or heroine . Behind this happiness or misery of the audience
there is no argument by which a logical mind can be convinced. As for
example, R@8ma, a character of Kavya might be happy or unhappy, but
there is no reason of being involved emotionally with the dramatic
character and being happy or unhappy. Though it is true, it is found in
each and every case. From this particular effect of audience it is quite
rational to search for a cause of it. As this cause is not found through

ordinary sense organs and reasoning, it can be taken as mysterious.

That the aesthetic pleasure is mystic can again be known from
the fact that the emotional mood involved in grief also gives rise to the
realization of joy. How is joy realizéd from the painful situations ? In this
situation our mind is absorbed in the performances and this absorption
depends on the equilibrium of mind. When our mind is disturbed, the pain
follows. If our mind remains in the state of aesthetic experience, there is
something which forcibly snatches our mind and keep it in a state of
complete rest. It is the aesthetic pleasure which only can do this thing.
This joy is endowed with such type of mystic power by which audience can
enjoy this bliss evén out of painful situation, but in our practical life human
nature is found averse to experience of pain. Hence, Visvanatha, the

celebrated rhetorician, has said poetry is a peculiarly unwordly




pﬁenomenon, an extra-ordinary creation of supernatural supernormal
genius and hence it cannot be governed by the rules of ordinary human
intellect. In ordinary life sorrow comes from sorrow, fear follows fear, but
in the world of poetry we find pleasure from painful horrible and terrible

situations.®

In these cases there is some sort of identity between the audience
and the object of perception, this notion of identity emerges from having
self involvement (ekatmata) with it. As for example, when an individual in
perceiving a scene in which Dusyanta enjoys happiness in company of
Sakuntala, he is realizing bliss just as Dusyanta. For the time being he is
identified  himself with the character of tr'Ie drama. Due to this
identification (with the hero) the spectator loses individuality and forgets
him personal .this worldly matters. This shows the mystic power of

aesthetic pleasure.

The real appreciator of Kavya is Sahrdaya. The property of being a
Sahrdaya lies in the fact of being identified with the feeling of the poet. The
poet creates a Kavya in his own self. Just as fire over the dry wood, the
aesthetic pleasure arising in one's Eeart covers his whole-body. This
aesthetic pleasure is produ.ced if the oquct is éppreciated by hlear’(

(hrdayasamvad)).
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(“Yo ‘rtho hrdayasamvadi tasya bhavo rasodbhavah sariram

»39

vyapate tena suskam kasthamivagnina.”

It may be argued why this worldly pleasure is not aesthetic. In
reply, it can be said that this is not aesthetic pleasure because aesthetic
’pleasure must be impersonal, disinterested and universal in character.
When an individual becomes happy at the happiness of the dramatic
character, this pleasure is not of his own (i.e. arising from his personal
life) and hence it is impersonal. As this pleasure is not due to the fulfillment
of his self-interest and hence it is disinte;ested. Such type of feeling does
not occur in the case of only one individual. It happens to in the case of all
individuals. That is why, it is universal.® It has be;en stated earlier that due
to complete absorption .in the aestheﬁc pleasure a man forgets his
individual love, fear etc. At that time there prevails an urﬁversal love which
is' aesthetic pleasure. When a terrific scene is represented, there is
enjoyment of aesthetic pleasure called Bhayanaka. In this case also we
generally forget that this fear realized by us belongs to the dramatic
character and enjoy the universal character of fear which is free from
other barriers Iike individualistic elements. The _generalisation is the
process of individualization through which an individual may go from his
personal emotion to the serenity of contemplation of a poetic sentiment. .

&

The poet and audience must have the capacity of idealization. For this
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reason a poet can present personal emotion as an impersonal aesthetic
pleasure which is enjoyed by others.” As this pleasure transcends the
limitations of personal interest, it is disinterested universal pleasure. A
pleasure which transcends this — wofldly interest is surely trascendental
and hence mystic. As this worldly pleasure arising out of this worldly
affairs like the birth of a son, attainment of property etc. is not
impersonal, disinterested, universal, it cannot be described as aesthetib.“
Aesthetic  pleasure is the emotional mood revealed in a blissful

knowledge free from all barriers.

According to Abhinavagupta, an object becomes beautiful when
our self is reflected there. When someone reali.zes the misery of some
character in a Kavya, he thinks it as his own due to the reflection of his
own self there. This view is more firmfooted if the Upanisadic view is
reviewed in this context. It has been stated in the Brhadarnyakopanisad
that husband seems to be belovéd to someone because she Ioves her
husband but because she love her own self etc. (“... na va are
patynhkamaya patih Priyo bhavati, atmanastu kamaya patih priyo bhavat/”
etc.” One can realise the nature of Rasa with the help of bliss arising
from the reélisation of Brahman as accepted by the Advaintins, when an
individuals personal desire is transformed in the impersonal aesthetic

sentiment, the realisation of aesthetic pleasure which is universal




character is possible. Abhinavagupta has accepted generalisation
(Sédhéraai7<ara/pa) as one of the characteristic features of aesthetic
pleasure. Though there is reflection of Brahman in an individuals mind
which is free from pleasure of Brahman. Hence, it is described as dwarf

image of the state of Brahman (Bréhmasyédasahodara).“

The aesthetic pleasure leads a man to the world of creativity.
After perceiving the separation of the curlew couple Valkami become
very much moved and out of the grief he created a $loka. He had intense
feeling of pathos in which he had lost himself. Due to the complete loss of
personality he had a sense of joy out of grief. This joyous experience of
pathos provided him with the power of creati.ng sloka spontaneously.
Valmiki's grief was not this worldly. If it were so, he would have sorﬁe
sympath;l/ with the bird from which the creation of Kavya would not be
possible. When a poet's vision becomes very deep and clear, he will
sﬁrely get an inspiration from within. Then the materials for writing a Kavya
(like characterisation, plot etc.) follow automaticélly just as water
overflows automatically from the jar already filled in water. So poet's
genius depends on the absorption of the aesthetic enjoyment and this
absorption is endowed with capacity of creating Kévyé spontaneously. If a
' poet’s heart is filled with emotion, it (emotion) finds a spontaneous outlet.

In the case of a poet, this feeling is stirred up by an emotion, will find an

%4



outlet in the material form spontaneously. This spontaneity comes when
there are no barriers (like personal interest etc.) for the realisation of
aesthetic pleasure. The spontaneous outlet of poetry from a man who was
idle  before having_ aesthetic absorption proves again the mystic

character of aesthetic pleasure.

We shall discuss about all these aspects like ‘mysticism’,

‘sponanity’, etc. in the cbncluding chapter.
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CHAPTER-III

LANGUAGE AS AN AID TO AESTHETIC EXPERIENCE

One may raise the question, whether language plays any role in
aesthetic experience or not ? It is true that literary form of art i.e. kavya is
composed with language and hence it is the language which serves as vechile...
in aesthetic communication. The role of language in communicating aesthetic

experience cannot be ignored.

The analysis of language is also essential for enjoying the poetic
excellence. Had there been no analysis of language, one would not have been
enjoyed the linguistic beauty represented through the implicative or suggestive
and metaphorical meaning. Poetic meaning is not like ordinary meaning. From
Anandavardhana and his predecessor Abhinavagupta’s view regarding poetic
meaning we can say that there is no proper sense in which we can say that
poetry means ‘anything’. But rather it only suggests or evokes. They give the
name ‘dhvanr to this suggestive meaning. The Dhvani is possible only when
the primary meaning fails to convey the intention of the speaker. In othter
words, the suggestive or implicative meaning is available after analysing the
given sentence bearing the primary meaning (S’akyértha). We generally look for

the secondary or suggestive meaning if there is incompatibility in the primary
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meaning. When the suggestive meaning is  known, the primary meaning

becomes the instrument through which we arrive at the suggestive meaning.

According to the Dhvani theoriests, poetic meaning is characteristically
different in kind from logical meaning. In ordinary language when we state the
meaning of a phrase or an expression or a word we are stating what the word
refers to, what it has by convention come to stand for. Words are conventional

symbols, referring to something beyond themselves.

The Indian thinkers mention three different logical functioins of language

viz. (I) Abidha ; (2) Tatparya and (3) Laksana.

(i) Abidha - is that meaning which through denotation gives the
conventional meaning of words. (2) Tatparya is that meaning which the word
acquires within the contextual relationship of the sentence. (3) Lakgana is the
implied meaning, often a statement if taken literally, gives contradictory
meanings in which case the meaning even though it is not directly stated can be
implied from the words. For instance, if we say, A house on the river, Ganges' it
is clearly implied that the house in on the bank of the river Ganges and it is not .

situated on the current of water.

Above three functions of language is not sufficient to give the poetic
meaning it depends on another indirect function of language i.e., the power to

manifest a suggested sense.
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In scientific works and for the purpose of everyday communcation
Ianguage is used ‘as an instrument. We are concerned only with the meaning
which is directly given. Meaning in poetry are not directly given but rather
indirectly through the suggestive power of language. The essence of poetry lies
in the effect it evokes, the imaéery and feeling it gives rise to, and not in the
factual accuracy of its statements.” In this respect it is totally contrasted to

science, wherein the function of language is purely statement of fact.

“The words in poetry actually have a double function. As conventional
symbols, they cénvey direct meanings. But within the structure of the poem
words also function suggestively. Indirectly, they give rise to images, feelings,
effective tones and_associations. When all these are merged.together they
combine to give rise to a l:inique kind of meaning, which is not given by individual
words in their normal usage. This indirect meaning is what the Indian
aestheticians call dhvani in order to distinghish it from the ordinary and direct
meahing of words. Dhvani faken as extraordinary meaning, however, does not
tétally forego the symbolic use of words. The vivid imagery of poetic Ianguage
depends primarily upon a complete understanding of words, first is their

symbolic and then their suggestive functic;n.”2

We have to understand the symbolic meaning of words first in order to
understand and. apppreciate a poetry. Vaguely or obscurely grasping .the

meaning of the words used in poetry cannot give us the meaning of the poetry
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but it is necessary to know the words clearly upto their finest shade of meaning.
The Vpoetic meaning emerges when the referential use of words are understood
but submerged into the background. It is vyhen the symbolic meanings do not
intrude upon the mind, but slip unobtrusiyely into the unconscious, that the
suggestive sense in aroused. In poetry, the final effect of words is predominantly

a suggestive one.

In poetry the meaning lies in the suggestive power evoked by the
combined effect of the words, and emerges as the result of word juxtaposition,
arranged to convey direct effects through rhythm, vowel quality etc. In science,
the meanings are derived by an analytical process of the literal statement of
words used as symbols for meaning lying beyond them. In poetry, the sense is
immediately and directly presented, it appears to rise, wholly and suddenly from

the words without any direct connection with the literal statements.

“The words in poetry do not héve any conventional reference c;f things
beyond them, their function is only to evoke certain images. The truth of these
images do not lie in their correspondence to their inner essnece and law of
things. Of this essence and law, the sensitive spectator is made aware of in the

depth of his experience.”

Aesthetic experience takes place by virtue of the squeezing out of the
poetical word. Aestheticaliy motivated person read and taste a same poem many

times. Each reading may expose different meanings of the poem. But practical
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means of perception once they are accomplished they have no use. Suppose a
letter which contains some informations. After reading once when one gets the
information then the letter becomes useless. There is no necessity of reading it
several times. Here the meaning is fixed. So the words in poetry must have

some édditional power, this additional power is called the power of suggestion.

Kashmiri writer Udbhata holds the view that the essence of poetical
language is the secondary or metaphorical function of the words. Poetical
expressions enriches itself with various things like rhymes, figures, inversion etc.
which are considered as useless in Practical language but essential in poetic
language. Practical language is dominated by a direct way of expression but the
mode of poetic language is different from it. Poetic language is decriminated by
the secondary function of words. But Anandavardhana disagrees. The
secondary function does not necessarily imply poetry. Actually all language is
metaphorical. The source of poetry must then be another sense of value that is
assured by words, altogether different from the primary and the secondary one.
“Practical meaning is different from conventional meaning. In the words of great
poet it shines out and towards above the beauty of the well known another parts
even as charm does in ladies.” This new sense — the poetical sense —
irreducible, as it is, to the literary one cannot however do without it but is, as it

were, supported by it. The “poetic meaning”, he says,
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‘is not understood by the mere understanding of the grammar and
dictionary. It is understood only by those who have an insight into the true

essence of poetry.”

The meaning of the poem comes to us at a flash or suddenly. We
cannot find the meaning of a poem just by joining the dictionary meaning.
Poeticians gives the name resonance (Dhvani) to that particular types of poetry

where the conventional meaning and conventional words both are subordinate.

A truly poetical expression or word is that which cannot be replaced by
another expression or word and if we do this then this may change the value of

previous expression or word. Poetry knows no synonyms.

Abhinavagupta points out :hat the meaning which in expressed by the
poetry is not the literal, direct and referential meaning but rather it is suggested,
indirect and emotive meaning. In a good poetic work this suggestive meaning
dominates over literal meaning. Here we may mention famous western
aesthetician S.K.Langer's distinction between discursive language and

presentational symbol.

According to her, language is a system of symbol. She distinguishes
between two types of symbol, viz. discursive symbol and presentational symbol,
the later being the case of art symbol. Langer’s distinction between two types of

symbols may be put forward in her own words :
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“The import of an art symbol can not be built up like to meaning of a
discourse, but must be seen in toto first; that is, the ‘understanding’ of a work of
art begins with an intuition of the whole presented feeling ... In discourse
meaning is synthetically construed by a succession of intentions; but in art the

16

complex whole is seen or anticipated first.

We cannot get the meaning of a poem by combining all the dictionary
meaning of the words used in the poem. After reading the whole poem we grasp
the meaning of the poem. In the case of discursive language meaning is almost
fixed. But in poetic language which Langer calls presentational symbol the
meaning is not fixed. Different reader may interprete the same poem in different

ways. This is due to the presentational character of poetic language.

The proper reader of poetry or spectator of drama gathers from the words
or acting something more than the obvious presentation. Such a reader has to
be an adhikari i.e. duly qualified. His heart must be capable of pure intuition.
Such a person on hearing the sentences attains a mental .intuition where the
specific time and place of direct meaning s are ~ disregarded. Thus, in the .
presentation of fear, neither the object nor the subject of fear are apprehended in
relationship to any specific actuality. That is why the idea of fear is vividly
experienced without the spectator being overcome by fear.”Abhinavagupta in

his Locana has repeatedly stressed that dhvani is unique and uniqueness, that it
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is exclusively a poetic function of language as distinguished from the commonly

n7

accepted function like Abhidha, Laksana and Tatparyasakti (Purport)

The ideal c'ritic is a sahrdaya or one with the temperament of a poet. The
poet creates and the critic recognises poetry because he recreates it in himself,
being of a kindered heart. The poet and critic are not two different units; they
are two faeces of one living principle like the mythical bird Gandabherunda on
the mysore flag. This is the basic finding of the Dhvani theorists headed by

Anandavardhana and Abhinavagupta.

Many scr;olars of Indian Aesthetics deals with this theory to Dhvani. The
theory is so complex and manifold in its implications that the task of mentioning
its essentials in summary fashion is very difficult. Here an attempt is made to
make the understanding of Dhvani theory clear. Here we are concerned mainly

with the views of Anandabardhana and Abhinavagupta.

‘Dhvani . is the name given to the essence of poetry primarily in its
synthetic aspect. For Anandavardhana soul of poetry is that which sahrdayas
alone feel and which is behind the meaning grasped by dry scholars. Sahrdayas
also admire the beauty of form and beauty of content like other scholars but
they do it in their own ways. Sahrdayas realise the inner meaning or significance
of a poem, if there is any. The realised inner meaning itself, which is over and
above the logical meaning is its Dhvani . What is the scope- of this poetic

meaning ? primarily it is concerned with the experience of the poet as transmitted
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through the poem. The poet’s experience, again, is to be distinguished from the
experience of the laymen or academicians in the day to day world. It is a total

complex of emotion, imagination and thought.

Any literary form of art depends on the linguistic factor. It is only the
language which has been taken as raw materials for building the body of the
literary form of art. Though language is taken as a body yet there are some
specific character of the same which is accepted as the spirit (atma) of the

literary form of art (kavya).

Some particular linguistic  structure is called sometimes alamkara,
sometimes Riti (style), sometimes qualities (guna), sometimes vokrokti, and
sometimes Dhvani or suggestive meaning. Among these there is a common
element which is a kind of linguistic play. Hence without the help of it one
cannot think of creating a literary form of art. Through thé twist of language one

can have various types of literary forms.

The infinite forms of literary arts would not have been possible, had there
not been any mystic power in the language itself. Udhyana, the celebrated
Naiyayika, mentioned the infinite diversity of this world as one of the proofs for
the existence of god. From the fact of the infinite diversity of the universe
(vaicit;yéd vis’vavﬁtitap), the existence of god is to be admitted in as much as he
is capable of creating infinite diversity in the universe. The infinite diversity of

melody also points out the same mystic character in it. Nobody can say that
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whatever we have heard so far are the final forms of melody, because
innumerable forms of it are found to be-originated through the amalgamation of
different notes and ragas. From the time immemorial we are finding different
melodic forms. All of them are novel in character through they are based on
seven notes like sa, re, ga etc. Hence like God melody also possess
transcendental or mystic power assumed from its infinite diversity. Magha, the
great Sanskrit Poet, has realised this aspect of melody and language when he
says ‘geyasyeva vicitrata’ in his Sisupalavadha. The original S//oka runs as
follows : “Vapa/{v katipayairiva  grathitasya svarairiva/Ananta vanmayasyaho

" He has mentioned this aspect of melody as a metaphor

geyasyeva vicitrata.
to explain the infinite diversity existing in language. Just as melody though
composed of seven notes is of infinite forms, language though composéd of

limited number of varnas has got infinite diversity.

The importance of language may easily be understood if we look into the
derivative meaning of the term ‘sahitya’ which means ‘togetherness’. This
concept of sahitya or togetherness presupnoses thé proper association
between sound and its meaning (sabdartha), which is  further clafiried by
Bhamaha. To him the togetherness between a sound and its meaning is called
kdvya (sabdarthau sahitau kavyarn’)’ . The term- ‘sé‘hité’ is used to refer to the
togetherness between sabda and its artha, and~hence the term sahita is taken

as a qualifier.
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The book where there is the proper co-existence between a sound and
its  meaning is called sahityavidya as found in the Kavyamimamsa

(S’abd'érthéyoh yathavat sahabhavena vidya sahityavedya)™

The relation between a sound and its meaning is called sahitya. This
relation is of twelve types viz, primary meaning (abhidha), will to speak
(vivaksa), significance or intention (tatparya), potency (samarthya) |,
faultless(dosahi_na) , association with rhetoric (alamkarayoga), a formation of

quality (gunopadana) etc.

Kuntaka also did not ignore the importance of language while he said
that s3hitya is a kind of extraordinary presentation of a term and its meaning. It
becomes attractive and beaituful if there is the proper presentation of them —
which means that they should be arranged in such a manner as if ‘they are made
for each other.’ This is expressed in two terms : anyuna (not less) and anatirikta
(no more). If a term and its meaning remains in such a way so that they should
be properly arranged existing not in less places and not in more places."" There
is such a beautiful combination between a sabda and its artha that one is neither .
superior nor inferior to another, which is expressed a.s ‘parasparaspardhitva-
rama_ni;/a’ i.e. one is so beaituful that as if one is challenging another.” There is
a signifier and signified relationship (vacya-vacaka-sambandha) between a term

and its meaning which is the form of kavya as observed by Kuntaka®. In this
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combination an individual finds the cause of aesthetic pleasure as one gets oil

existing in each and every oil seed.”"

A problem may be raised in this context.. The signifier — signified
relationship remains in each and every sentence. Can all such sentences be
called kavya. In reply, Kuntaka rejoins that a-particular type of signified —
signifier —relation.” What type of peculiarity remains in such relation. The
peculiarity remains in the challenging combination between a term and its
meaning which is endowed with various attributes, rhetories etc manifested

through vakrata.”

Sabda and its artha is complementary to each other as they can never be
differentiated i.e. a sound is endowed with its meaning while its meaning is
endowed with the sound. That is why, this phenomenon is described as
ardhanarisvara (a deity endowed with maleness énd femaleness in each half)
which can never be separated. Just as in the case of pictorial art no distinction
can be’ made between lines and pictures, so sound and its meaning is non-
- distinct. Kaliddsa has beautifully expressed in the introductory verse of his
Raghuvamsa- ‘Vagarth&viva sarhp[ktam végarthapratipattaye/jagataﬁ pitaran
vande parvatiparamesvaran.”

In this beautiful verse the combination of Parvati and Paramesvara is

compared to the combination between vak (sentence) and artha (its meaning).

In order to create perfection in the field of literary art Kalidas is praying to Lord
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and Parvati, which is compared to the embodiment of vak and artha and in the
,-
Rudrahrdayopanisad Siva is known as ‘artha’. From this it follows that the Siva

and Parvati is an embodiment of Vagartha.

Dandin in his Kévyédars’a has laid on the importance of a sound in the
following verse — “Idam andham tamah k‘rtsnarh jayeta bhuvanatrayam/yadi

sabdahvayam jyotirasamsaram na dipyate.”

That is, the whole world would have been covered by deep darkness, had
there been no light in the form of word illuminating this world. A word, if applied
properly, can associate us with all our needs of life just as a mythological cow
(kamadhuk). If it, on the other hand, is ill-applied, it proves the bluntness of the
applier.” The behaviour in our daily life is centred around the lancuage which is

also poetic language.”

A particular type of language gives rise to implicative meaning and
another type of peculiar language gives suggestive meaning that are called
laksana and vyarjana or dhvani respectively. What type of language is to be
understood as dhvani ? The meaningj of a sentence which does not directly -
follow from the words and which suggests some meaning through deeper
implication indirectly is called Dhvani when the direc'.[ meaning of a sentence
remains manifested without being contr.adicted, a reader might feel another
meaning out of it simultaneously. This meaning is called dhvani. Just as the

sound of a bell, though stopped, goes on singing for a particular span of time,
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our mind while grasping the primary meaning feels the subtle sense from it. This
sense is a suggestive sense (dhvani). Which is also based on language. That
which is pointed out by the primary meaning is called suggestion, which is taken

as a spirit of poetry.”’

The grammarians and the Naiyayikas have accepted two types of
potency in a word — direct meaning (abhidha) and implicative meaning
(laksana) when the primary meaning (abhidhyartha) of a word is constrained, the
implicative meaning is taken for account e.g. Kalinga_is brave (Kalingah
sahasikah). In this case, kalinga, being a country, cannot be brave and hence the

‘inhabitants of Kalinga’ has to be taken as the meaning through implication.

Sometimes a sentence bears a meaning which surpasses the primary
and implicative meaning of the same. The power to provide such a ‘meaning is
called vyarijana or suggestion from which a suggestive meaning follows. Just as
the glammer is something different from the constitutnets of the body of a
woman, though it is manifested by these, the suggestive meaning though latent

in the constituents is felt as distinct from them.?

In other words, when the meaning suggests an apprehended meaning
after making the primary meaning non-prominent, it is called Dhvani by the wise
men.” Let us take a romantic exahple to show the beauty of suggestive
meaning which is emerged from the description. A religious person would disturb

the secrecy and beauty of a forest where the lovers and lady loves used to meet.




But the religious person was always scared of the dog reméining in the forest.
The learned lady love "told the religious perosn — ‘Ohl Religious person, you may
roam about the forest without any fear. Because, the dog is killed by an angry
lion residing in the same forest on the bank of the Godavari. “Bhrama dharmika!
v/s'raddha[; sa sunako’dya maritastena / godavari nadikila latdgahana — vasina
drptasimhena.” The suggestive meaning following from this verse is that, though
there is no fear of dog, an angry lion has entered the forest. Hence, he should

be cautious and leave the place as early as possible.

The linguistic usage is also described as one of the Bhavas which
become instrumental to the phenomenon of rasanispattih. Hence, it is very much

important factor in aesthetics.

Some philosophers have described the poetic language as Mantra
as it comes from the different plance of mind. Sri Aurobindo has described
kavya as a overhead poetry as it is the product of the overmind. The
Vedic seers have invented a language which is called Mantra as it is a
product of their vision. Hence, for understanding poetic language a
different state of mind is also essential. Moreover, Alamkara, Riti, Dhvani
are the properties of language. Hence, language is the key factor in
aesthetic communication. That is why, the implicative meaning or
suggestive meaning of a sentence are discussed in the context of the
philosophy of language particularly in the Nyaya and Advaita systems of

philosophy.
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CHAPTER - IV

SOME PROBLEMS AND CRITICAL APPRECIATION

Various problems are raised regarding Abhinavagupta’s philosophy of
aesthetic experience. We shall try to answer these questions by following the

views of Abhinavagupta.

At first let us turn our attention to the concept of pathos from which a
sloka is originated as observed by Anandavardhana — ‘Krauficadvandva-
viyogotthah sokah s'/okatvamagatah’. The impersonal and disinterested pathos
generated through the sight of the death of the curlew-couple gives rise to a
Sloka. Both Valn.iki and the curlew-couple blessed with human are under the
sway of a feeling called pity. This pity being a p're-eminent feeling of the human
heart has spread itself very widely. It affects easily men at different times and in
different races in different degrees. Women are more moved by pity than men;
. civilised men than savages, and probably the northern more than the southern
races. This pity rules roost the mind of Christians. The area and scope of pity .

has expanded widely with the case of communication in the world today.

Literature of the world has emerged from dramas called tragedies
concemn themselves necessarily with this human noble feeling called pity.
Aristotle has rightly pointed out that tragedies could not exist and would not have

any point if the human misfortunes would not have evoked pity. In poetry this
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pity is depictea and sometimes it is depicted elaborately. But the depiction of
pity in poetry evokes surprisingly a kind of joy which is something strange. We
cannot blame ourselves when we enjoy this pity at the time of witnessing scenes
of pity and sadness ip a play or in the times of poetry. The relation of cause and
effect between pity ar;d joy is a puzzle till today which no competent autHority on
literary criticism has discussed in a convincing way. The furious sentiment
(raudra) , the sentiment of frightful (bhayanaka) the sentiment of disgustful — all
create also an ethos of joy in the spectators but the relation of cause and effect
in these has not sparked any debate. The poetic sentiment is not within the
purview of laws of nature as we meet in the relation of cause and effect between
an earthemn jar and clay. The sphere of poetr-y is simply super-mundane
(alaukika) and hence, the relatioin between pity and joy, fear and joy cannot and
should not be accounted for. The domain of poetry as per Mammata’s
observation is untouched by the claws of day-to-day human existence and the
laws of nature that permeate it (niyatikrtaniyamarahitd). The words expressive
of sentiments, moods, when mentioned, "do not put any handicap to aesthetic
relish (rasa) , but the explicit mention of such words are the good means for
evokation of aesthetic relish (rasa). The experience of pain, fear, anger in a play
removes the same from the mind of a connoisseur and the vacuum is taken hold
of by joy. This is like removal of serpent's poison by an injection prepared by

&

serpent’s venom.




Now we may turn our attention to another similar problem like a poet
moved at a tragic sight at heart and giving vent to his experience in a metrical
verse as in the case of the author of the Ramayana giving vent to his sorrow at
the sight of the ghastly murder of the male curlew putting the fgmale one into an
ocean of sorrow. Sorrow grips the heart thoroughly and overflc;ws from it to take

the form of metrical poetry.

From this one could ask whether art is spontaneous or not. Both
Anandavardhana and Abhinavagupta are in favour of the spontaneity of art if the
above mentioned episode of Valmiki is taken for consideration. In such cases of
art plot, character, rhetorics, language follow spontaneously for the creation of a
kavya. It has been accepted by them that one whose heart is saturated with rasa
receives the power of creativity (raséyeéavais’adyanirménakgamatva). Someone
may raised question — what is the utility of accepting creating genius (ka'rayitrf
pratibha) and practice (anuéf/ana) as prescribed by some rhetoricians. It is also
true that some great poets like Rabindranath etc, being dissatisfied with their
created wordé, are found to keep on changing the words, metres, etc..of the
same works before giving a final shape to them. If these points are properly

adhred to the proposition that art is spontaneous will tum into a false one.

In response to this, some arguments may be put forth in suppdn of
Abhinagavupta and Anandavardhana. What is more important in the creation of

a poetry is the saturation of heart with aesthetic enjoyment which is called
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rasgvesa. If somebody is covered with such sentiment, he becomes the sharer
of the pathos or other sentiments of the dramatic characters. In fact, the
creator's heart, spectators’ hearts and the hearts of the characters are tuned in
the same ware which is technically called sahrdaya. Being rasavesa or sahydaya
is a precondition of the' power of creativity, which is called kdrayitri pratibhd
(creative genius). From this creativity follows spontaneously. This creative genius
is not an isolated or arbitrary phenomenon, as it is due to the rasavesa i.e. the
feeling of sentiment. So far as practice or anuéilana is concemed, it can be taken
as a promoter to the phenomenon of creativity. Though a section of
aestheticians gives an emphasis on the practice (anuéf/ana), it should be borne
in mind that mere practice without rasavesa wiII- n»ot help much in creating a
literary form- of art. It should also be kept in mind that the practice can enhance
the power of creativity already generated through rasavesa. If there is'
quantitatively less in the enjoyment of aesthetic experience, the practice
(anuéflana) can fill up the gap, but it is not at all essential if someone’s mind is
completely saturated with aesthetic sentiment. The ‘practice’ can take an
individual to certain extend, but not to the point of perfection if he has not
‘rasavesa’ at all. If there is no deficiency of such element, the creation of art

becomes spontaneous.

We would like to point out the role of compassion arising out of pathos

depicted in poetry for obtaining the ethos of universalisation. (sddharanikarana)
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experienced by a true connoisseour while enjoying a play or novel. The
sentiment of pity or compassion as the resultant effect of sorrow described in
literature acts also as a mighty bond for binding up the heart of the connoisseur |
witlh the theme of literature which we call the act of identification between the
heart of a conr:)oisseur and the theme told or enacted. Shelley Has described
the tale of saddest thought as the root cause of all sweetness in a song. The
role of pity or sympathy resulting from i-t goes a long way in effecting the heart

of a responsive soul and the literary theme presented before him.

Abhinavagupta has explained the universalisation as ‘the melting of the
knower hood’ (Pramét[bhé'vav/ga/ana). Let us imagine the theatre hall which is
decorated with leaves and flowers and illumined. The whole auditorium is full of
various types of people having various dresses and various professions. All of
them are eager to see the play though they are different in profession, nature,
and culture. One does not know another. Amo§ng them, some are rich, some
poor, some professors, some advocates etc. In spite of these differences what
is common among them-is that éll of them are thinking themselves as
inhabitants of a blissful world. When the play starts, they gradually forget their
personal problems, sufferings, desires etc. Gradually the individual character of
them gets lost in impersonal and noﬁ-individual feelings. The personal character

of them gets lost in impersonal character after transcending their narrower and

limited bindings. When an personal character turns into an impersonal one due




120

to the influence of a particular place, time and situation, it is called generalisation
or universalisation (Sé’dhérapikarapa) which is rooted in the sahrdaya -
spectators. Under these circumstances a knower who has got a limited power
(parimitapramata) has extended himself to the objects. In oiher words, an object
becomes subjectified through the extension of the seff who is a knower
(pramata). Consequently, a subject has forgot all his own characteristics like — |
am a father of such person’,’l have such and such problems’ etc. By virtue of
being subjectified the object has no independent status. It may otherwise be
called - ‘objectified subject’ — as there are two-way traffic. There is hardly any
difference between ‘subjectified object’ and ‘objectified subjeot’. The feeling of a
measured individuality is lost in an unmeasured' one. This objectification is
beautifully described by Abhinavagupta as a ‘tanmayibhavana’ i.e. to become
that (object). As this feeling remain in all the enjoyers, their minds, ears, eyes are
tuned with one object which is described as ‘sauvasamjikanamekaghanata’ i.e.,
one-pointed attention or concentration of all the spectators. There is a common

feeling in te hearts of all of them (saka/a-sah[daya-sarhvédaéﬁata').’

It may be argued that Abhinavagupta’s sole contribution was on the
literary form of art. It may seem to us that he was out of all interested in the
phenomenon of aesthetic experience arising from other forms of arts like: music,A
painting etc. This point may be highlighted from.Abhinavagupta’s time. Though

he was primarily concerned with literary form of art as his literature is introduced
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in the form of a commentary his theories can easily be appplied to other forms of
art. | think Abhinavagupta’s theory is equally applicable of other forms of art if its
basic ténats like spontaneity, gniversalisation, impersonal attitudes are
concerned. It is stated by Anandavardhana that a person, though conversant in
apprehending a word, its meaning and their relation, cannot relish a literary form
of art until and unless his mind is saturated with aesthetic sentiment. This
phenomenon is expressed by him with the help of an example from the world of
music. To him an individual, though expert in science of music, cannot
understand melody and pleasure arising out of it, until and unless his heart is
saturated with rasa.® Such is the case with the enjoyment of pictorial art and
dance. A dancer will show his/her excellence in dance-performance if his/her
heart is full of rasa arising from the dance, which echoed in Tagore's poetry —
‘nrtyarase citta mama uchal haye vaje’ (i.e. my mind is ringing through the
vibration arising from the saturation through the aesthetic delight coming from
dance). Kuntaka, another celebrated thinker, in aesthetics has accepted that the
literary form of art can provide pleasure (aesthetic) to the reader just as a music
does.’ This aspect is supported by Karlaila — who said — “... all speech, ever the '
commonest speech, has something of song in it .... Poetry, therefore, we will call

musical thought.” (The Hero as Poet).*

A word has got two forms — sound ans sgnse. The s’abda’larpkéra remains

in sound which is the property of music and arthalamkara exists in meaning




which is the property of painting. Hence, in the perfect literature we get the

properties of a good music and paintings.’

Various experiences of our daily life are represented in the an-objecté
like literature, paintings, music etc. In order to represent the reality one should
need deep concentration as found in the Gita — na cayuktasya bhavana. This
abiding emotion or sentiment must exis;[ in artist, dramatic characters and
spectators. The pictorial art also deserves to have such sentiment among artist,
pictorial presentation and critic. Hence, the properties of sahrdaya, tanmayata
etc are not only in a kavya, but in other forms of art like paintings, dance and
music also. Moreover, the suggestive meaning 'is the instrumental to the
relishment (rasa). In modern paintings there is the prominence of suggestive
meaning, the understanding of which gives rise to aesthetic pleasure. Hence,
Dhvani is equally important in understanding the beauty of pictorial art. Like
Kavya, other forms of art have got some power which makes us forget our day
to day problems and hazards. Nowfa-days, music therapy is given to a
psychologically disorder- or drué-addicted patients for the speedy recovery.
Hence, the power of transcending problems of this mundane world is hidden

not only in literary form of art but in other forms also.

Another problem, £he universal character of aesthetic experience as
accepted by Abhinavagupta may not be accepted by ordinary people. A

particular literary art may not be enjoyed universally. The suggestive meaning




which is essential for enjoying literary excellence may not be attained by all. The
understanding of suggestive meaning of a sentence  presupposes an
individual’s skill, intellect etc. Alf it is so, how can we say that this may surely
communicable to others ? In reply it can be said that herg the term “universal” is
not to be taken in a restricted sense. The statement, ‘the:aesthetic experience is
universal’ means ‘it is enjoyed by each and every individual whose heart is
saturated with rasa. (sahrdaya).’ If someone is not sahrdaya this feeling may
not be attained by him. bhvani or suggestive meaning alone can give the

admiration of Sahrdayas (Sah'rdayas'/é'ghya.h).

Let us now consider the question, whether aesthetic experience is mystic
or not. Though a little discussion has already been made but here we shall
consider the question in details. Our answer of the question by following

Abhinavagupta stands in favour of the view that aesthetic experience is mystic.

The aesthetic experience from a kavya, as Abhinavagupta has observed,
is "different from the experience from other sources. Those who enjoy ké'yya
becomes happy or unhappy after sharin‘g the happiness or misery of the hero or
heroin. Behind this happiness or misery of the audience there is no argument by
which a logical mind can be convinced. As for example, Sita, a character of a
kavya might be happy or unhappy, but there Is no reason of being involved
emotionally with the dramatic character and being happy or unhappy. Though it

is true, it is found in each and every case. From this particular effect of




audience it is quite rational to search for a cause of it. As this cause is not found

through ordinary sense organs and reasoning, it can be taken as mysterious.

If it is argued that the écenes, background music etc. (in the case of
dramatic performgnce) are the causes of realisation of aesthetic experience, it
may be asked whether these causes are producer (Karakahetu) or revealer
(jndpakahetu). The karakahetu is destroyed just after the effect comes into
being. As for example, a table is made by a carpenter; but it may last for long
time even after the death of the carpenter. So far as aesthetic experience is
concerned, it ceases if the scene, background music etc. are withdrawn and
hence, they cannot be described as producers. On the other hand, they cannot
be put under jnapakahetu because aesthetic pleasure cannot remain previously
(i.e. before scenes, background music etc. are set). When a cause reve_als an
object, it must be there. As fbr example, the opening of the door reveals the
objects existing in the room and hence it is called revealer. It cannot be said that
the aesthetic experience exists before the causes mentioned above are set. As
at this time there is nothing to reveal, they are not revealer but they can at best
suggest the aesthetic pleasure enjoyed by us. As an object which is neither
caused (Kavya) nor revealed (Jn3pya) is not found in this empirical world, the

aesthetic enjoyment is mystic or transcendental.®

From another standpoint aesthetic experience may be considered as.

mystic. Each and every type of experience must be either determinate
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(Savikalpaka) or indeterminate (nirvikalpaka). Such type of experience is not
indeterminate because it gives rise to bliss (ananda). In the determinate stage
one has the feeling of indifference. But in the aesthetic experience there is a
feeling of bliss and hence it is not indeterminate. It cannot be described as
determinate also (which is definite and related to name, quality etc.), because
this experience though blissful, is beyond the reach of direct expression. After
enjoying a Kavya one may have blissful experience which cannot be explained
with the help of descriptions (like name, quality etc) like ordinary pleasure and
hence, it is not determinate. As this does not come under the purview of both

types of knowledge , itis considered as mystic.’

Further, each and every type experience will be wholly true or false. Such
type of experience (i.e. aesthetic experience) is not wholly true because this
knowledge becomes contradicted by this worldly knowledge just after the
absorption breaks up. When we come back to this practical world from the world
of aesthetic experience, we do realise that the characters and the incident
occurred (in the drama) are'not real at all, but false. Again, this experience
cannot be described as wholly false, as it gives rise to a particular kind of
pleasure by which we are drawn again and again and hence, it cannot be
ignored as saying mere unreal. If on account of this it cannot be ignored as

-

partially true and partially false, which is not possible at all, because such type
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of object is not found in this world, it can be concluded that it is mystic in

character.

That the aesthetic pleasure is mystic can again be known from the fact
that the emotional mood involved in grief also gives. rise to the realisation of joy.
How a joy is realised from a painful situation? In this situation our mind is
absorbed in the performances and this absorbtion depends on the equilibrium of
mind. When our mind is disturbed, the pain follows. If our mind remains in the
state of equilibrium, there is bliss." The restlessness in the mind is the sole
cause of misery in ordinary human life. In the state of aesthetic experience there
is something which forcibly ~snatches our mind and keeps it in a state of
complete rest. It is the aesthetic pleasure which only can do this thing. This joy is
endowed with such type of. mystic power by which audience can enjoy this bliss
out of painful situation, but in our practical life human nature is found averse to

experience of pain.

When a person gets a joy from painful, horrible and terrible s’ituations
presented in a literary work or through a drama there is some sort of identity
between the enjoyer and the object of enjoyment. This notion of identity
emerges from having self-involvement (Ekatmata) with it. Let us consider here
our earlier example, when an individual is peroejving a scene in which Dusyanta
enjoys happiness in company of Sakuntala, he is realising bliss just as Dusyanta.

For the time being he is identified himself with the character of the drama. Due




to this identification (with the hero) the spectator looses individuality and forgets
his personal this worldly matters. This shows the mystic power of the aesthetic

pleasure.

It haslbeen stated earlier that this worldly pleasure is not aesthetic
because aesthetic pleasure must be disinterested, impersonal and universal in
character. But this worldly pleasure is not impersonal, disinterested, universal in
character. When a man is completely absorbed in aesthetic pleasure he fogets
his individual fear, love etc. when a terrific scene is represented, there is
enjoyment of aesthetic pleasure called Bhayanaka. In this case, also a proper
enjoyer makes himself free from all barriers like individualistic elements and he
generally fo.rget that this fear realised by him belongs to the dramatic character
and enjoy the universal characrter of fear. The generalisation is the process of
idealisation through which én individual may go from his personal emotion to the
serenity of contemplation of. poetic sentiment. The poet and the audience must
have capacity of idealisation. For this reason a poet can present personal
emotion as an impersonal aesthetic pleasure which is enjoyed by others. As this
pleasure transcends the limitations of personal interest, it is disinterested
universal pleasure. So we may argue here that the pleasure which transcends

this worldly pleasure is transcendental and hence mystic.

Mystic character can also be proved from the spontenity of aesthetic

creation. Valmiki created a sloka out of grief arising out of the perceiving the




separatioh of the curlew couple. His intense feeling of pathos in which he had
lost himself. Due to the complete loss of personality he had a sense of joy out
of grie_f. This joyous experience of pathos provided him with the pbwer of
creating a Sloka spontaneously. Valmiki's grief was not this worldly. This-worldly
bliss rﬁakes a man idle. Poet's creation flows automatic;allyfrom his heart. If a
poet’s heart is filled with emotion, it finds it spontaneous outlet. This spontanity
comes when there are no barriers like personal interest, inclination,desires etc.
for the realisation of aesthetic pleasure. The spontaneous outlet of aesthetic
creation from a person who was idle before having aesthetic absorption proves

again the mystic character of aesthetic experience.

Many aestheticians have tried to explain this  mystic condition.
Abhinavagupta has explained this mysterious state i.e. aesthetic pleasure as

limiting adjunct of Brahman which is the Rasasvaripa.®

After the realisation of Brahman a man have such type of pleasure. As
both types of pleasure (from kavya and realisation of Brahman) is impersonal,
disinterested and universal, there is no qualititative difference between them in .
so far asthe pleasure from the realisation of Brahman is eternal while aesthetic

enjoyment is temporary.

The view of Benedetto Croce may -be put forward in favour of
substantiating the mystic character of aesthetic experience. Croce has also

admitted that at the time of aesthetic experience a man forgets his past or his
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practical world. According to him, “he knows nothing as to what has happened
prior to having absorbed it.” In order to explain the mysterious state of aesthetic
experience he has described it as an intuition which is completely different
from ordinary intuition. To put it in his own word;, “Art is intuition, but intuition is
not always an, artistic intuition js a distinct spécies different from intuition in
general by something more. " Here the phrase “something more” is
significant, as it indicates the existence of a world which is beyond the ordinary
intuition. As that world is beyond the reacﬁ of the ordinary intuition which a man

possesses, it can be taken as mysterious.

Due to the mysterious character of the aesthetic enjoyment
Samkaracarya and Sri Aurobindo have described it as a form of the Divine and
hence art is worship. This is because the ideal of art, the Beautiful, is one with

the Divine."

The mystic element can be traced in dance music etc. also. A man js
found to forget his grief in his personal life at the time of enjoyment of the
performance of music or dance. That the Spontaneity is as already pointed out, .
one of the vital characteristics of aesthetic experience from Kavya can be applied
to the music and dance etec. How far the performance of dance and music is
artistic can be known from the spontaneity of them along with bther qualities. If
the qualities or music s not spontaneous, they will seem artificial. As the

Spontaneity comes from within, jt belongs to an artist whose heart is absorbed in
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aesthetic pleasure. If a musician or a dancer is absorbed in this enjoyment in

“heart (which is usually called ‘mood’ in ordinary Iahguage), he or she cannot

<

help dancing or singing. In'this stage only spontaneity comes. Music and dance
forms begin and end in aesthetic pleasure. The dance like other arts also has,
as //.\nanda Coomar Swami observed, spiritual significance, independent of its
theme or charm. As music and dance clearly express the aesthetic pleasure and

enable man to taste it they give them the wisdom of Brahman.” This again leads

us to the world of mysticism.

The mystic powér of art is revealed to us more clearly when we find the

children stop their crying and engage in taking food being absorbed in music.

Even the smakes are found the forget enmity and become spell-bound with

music performed by a charmer, not to speak of the human beings. If art in the
form of poetry is taken és a vehicle for being united with the Diviné, as observed
by Samkara and Sri Aurobindo then the-medium of the beaituful in form (in the
case of idol) colour (in the case of picture), rhythm and harmony (in the case of
music) may also be taken as vehicle for the same and hence all forms of art-

spiritually culminate in mysticism.

Lastly, Abhinavagupta is a commentator of Anandavardhana's
Dhvanyaloka where the emphasis is laid on the external structure of language
i.e. Dhvani. In other words, the objective criterion is taken into account for the

manifestation of Rasa. As a commentator Abhinavagupta should have
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emphasised on this. But emphasis was how shifted from objectivity to
subjectivity. What may be the cause of such shifting ? Because commentator is
likely to follow the text. Hence one may argue that Abhinavagupta has not done
proper justice to the text. In reply, it can be said that Abhinavagupta has
emphasised on the subjectivity because to him, WithOth the acceptance of self
or self-involvement no feeling, no love is possible, not to speak of aesthetic

feeling.

The subjectivify is not new in Indian aesthetics, but aesthicians prior to
Abhinabvagupta have laid much importance on the objective character of
language. The subjectivity follows from the concept of Sahrdayatva which is
accepted as a key concept in Dhvanyaloka as absorbed by Abhinavagupta. The
Sahrdayas alone can appreciate the suggestive meaning or Dhvani as said

earlier.

In fact, Sahrdaya and dhvani - is complementary to each other. It is
dhvani through which rasa is manifested while it is Sahrdayatva through which
suggestive meaning is appreciated. It is not true that Abhinavagupta has not laid
much importance on dhvani. To him, dhvani alone cannot give rise to aesthetic
pleasure unless one extends onself to the dramatic character etc. Hence, self-
extenéion is main }actor for the aesthetic enjoyrrzent, dhvani — of course has got

some instrumental value so far as Abhinavagupta’s view is concerned.
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