HERMAN TIEKEN

ON THE USE OFRASAIN STUDIES OF SANSKRIT DRAMA

1. INTRODUCTION

In studies of Sanskrit plays the conceptragafeatures prominently.
The first topic dealt with in théNatyasastra, the oldest handbook on
Sanskrit drama, is rasa, and it denotes the flavour of a drama, which
upon being tasted results in a pleasant experience in the spectator.
According to theNatyasastra rasa constitutes the very essence of
drama: there is no drama withotasa3 Taking their cue from this,
scholars generally consider it their first and foremost task to identify
therasa or mood, of a play. The idea is that th@sa “explains” the
play, that is, explains why it is as it is. All aspects, of form as well as
contents, would have been determined by rtea of the play.

This quest for thgasatakes various forms, the three main types
of which can be specified as follows. The first approach may be
illustrated with reference to Karin Steiner, the translator of s
Anarghaiaghava “The Priceless Rghava” (Steiner 1997). In the
prologue to this play the director observes that the audience had been
greatly disappointed by a recent performance. That play had contained
four rasas, namely the gruesome maudra rasg therasaof dislike or
bibhatsa the fearful orbhayanaka rasaand the miraculous adbhuta
rasa The director had this time selected a less ambitious or less varied
play, namely one containing only twasas, namely the heroic onra
rasa, and the miraculous ardbhuta rasa

Steiner interprets this prologue as indicating that the play is mainly
about the heroic and miraculoussas, the otherasas playing only a
secondary role. In her synopsis of the play she duly notes down the
rasas occurring in the play. In doing so she proceeds in the following
way: when in the course of the action there is talk about a young
woman, this is taken as an instance of the erotigragara rasg or
when we are told about a statue of a woman who was brought back
to life again we would have to do with a case of the miraculous or
adbhuta rasa

However, Steiner’s explanation seems rather gratuitous. For instance,
no attempt is made to find support for the playwright's claim concerning

Indo-Iranian Journal 43: 115-138, 2000.
© 2000 Kluwer Academic Publishers. Printed in the Netherlands.



116 HERMAN TIEKEN

the special role of the miraculous beside the heraga. Apart from that,

little else is done here than extracting small scenes out of their contexts
and tacking labels to them. The exercise does not tell us anything about
the play as a whole. This matter was taken up by Steiner mainly in
connection with the seventh act of the play. In this aatrR and 8a

travel in a chariot through the air from hka to Ayodhy. Much like
Kalidasa'sMeghadita the act consists mainly of verses describing the
various places of India and has been criticized as lacking in dramatic
element. In the case of this act the question as to how it fits in the drama
as a whole simply could not be avoided. As | will show later Steiner’s
answer to this question is both correct and not correct, depending on
whether one takes into account only the answer as such or the way in
which she has arrived at it as well.

In Steiner’s analysis of thAnarghaaghavathe miraculousasahas
somehow got lost. However, she does assign a special role to the heroic
rasa Her contention is that the play as a whole has been determined,
or dominated, by the heroi@sa Here we have to do with an idea
which has come to be known as the so-called “domimas#’. This
constitutes the second type of usera$athat may be distinguished.

In order to illustrate what is meant by this dominaasa | would

like to turn to Edwin Gerow’s study of thgrubhanga (Gerow 1985).
This short anonymous play from South Intligresents us with the
dying Duryodhana after he had been mortally wounded byriah The
scene has been borrowed from lahabharata but has been thoroughly
reworked. For instance, where in tMehabharata Duryodhana remains
till his very last moment filled with hatred towards tharBavas, in

the Urubhanga he is preaching forgiveness.

Gerow tries to explain this transformation of Duryodhana with
reference to theasa of the play. At this point | am not so much
interested in the results of his investigation but in his approach, or
rather, its premises. First, Gerow presents an analysis of the plot in
terms borrowed fromNatyasastra (the so-calledarthapraktis and
avasttas). In doing so he ends up with two possibilities, and concludes
that while each “illumines the play in a characteristic way, and reveals it
as a powerful communication, . unless we are sure just what message
the play intends, we can never decide between them” (pp. 409-410). He
continues: “The question that remains, then, is to identify the dominant
rasa [stlayi] of the play, and derive therefrom a conception of the play’s
unity and purpose”, to which he adds: “For it is the play’s dominant
rasa that decides the question of the play’s achievementfar ithat
that the play has been constructed” (p. 410). As to Gerow’s focus on
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the “dominantrasd’, | would like to quote a statement made by him in
an earlier article on the plot structure ofikdasa’sSakuntah (Gerow
1979, 1980). There he wrote that “Indian theory is unanimous that in
any serious art form one and only oresais ‘dominant’ pradhana),

that this emotional dominance defines the play’s basic unity” (Gerow
1979: 567).

Gerow'’s conclusion is that thesadominant in theUrubhangais the
“heroic” rasg the forgiving mood of Duryodhana would characterize
him as a so-called “compassionate hero”, for whom he coins the term
dayavira. It should be noted that the terdayavira seems indeed to be
of Gerow’s own invention. In any case, | have not been able to trace
it in Natyasastra®

There are several problems inherent in an approach like this. At this
stage | would like to single out the following two. The first problem
is that the play is reduced to an exercisgasa The purpose of the
drama would be purely aesthetic. Other functions, such as for instance
those determined by the occasion of the performance, are completely
left out of consideration. The question if or to what extent such external
factors have been responsible for the characteristics of the plot has not
been raised. To this question | will return later.

The second problem is that Gerow cannot really make clear why
earlier interpretations, according to which the play presented in particular
the so-called “pathetic” okarura rasa could not be correct. There are
definitely “pathetic” elements in the play. And once we have started
on this line, elements associated with the gruesomauwdra rasaare
present as well. In fact, there is a whole range of possibilities, and as
| see it Gerow does not provide even one single convincing argument
why his choice in favour of the heromasais inevitable.

The problem for Gerow appears to have been that he had to make
a choice, suggested to him by the idea that in the end a play can
have only onaasa As we have seen, for this idea Gerow falls back
upon indigenous Indian theories, which, again in Gerow’s own words
are “unanimous that in any serious art form one and only rasa
is dominant”. Apart from the question as to which theory Gerow is
referring here, it should be noted that according to this theory probably
none of the available Sanskrit plays would pass the test.

Before going into this point, | would like to discuss a third use of
rasamet with in studies of Indian drama, namely thatrafa as a
magic word. By way of illustration | would like to refer to two recent
studies here. The first one is the introduction by Lyne Bansat-Boudon
to a collection of essays on Indian theatre traditions (Bansat-Boudon
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1998). Bansat-Boudon’s aim was to deal with indigenous concepts of
theatricalness. The greatest part of her introduction is devoted to the
role of illusion (naya) in Sanskrit drama, which, the author argues, is an
important condition to the creation odisa(“la perfection de l'illusion
est-elle une condition de I'@nement du rasa”; p. 11). However, as
far as | know, illusion does not belong to the repertory of indigenous
dramatic concepts at all. It is mentionedNatyasastra, but only as

a counterproductive force: the first dramatic performance is disturbed
by the demons, who immobilize the actors by thesya, or their
power of illusion. The reference to another important and well-known
dramatic concept, nametgsa, does nothing to change this. In addition,
it involves a broadening of the definition cdisato such a point that

it becomes an utterly meaningless concept with which one can indeed
explain virtually everything.

The second example may be found in the contribution of Carole
Jaspart-Pansu in the collection edited by Bansat-Boudon mentioned
above (Jaspart-Pansu 1998). Jaspart-Pansu discusses the function of
the play-within-a-play, which is found in the final act of Bhavabs
Uttararamacarita In this play-within-a-play the soul of the deadts
gives such a good performance ofssthat Rima is deluded into thinking
his wife has come to life again. However, after a very promising start
Jaspart-Pansu’s conclusion does no more than state the obvious, namely
that the play-within-a-play helps to underline the theatricalness of theatre.
Jaspart-Pansu seems indeed to have expected more dramatic findings
herself as well. Her concluding remarks sound strikingly apologetic. In
fact, she admits that she has been unable to find out if Bhatidkew
what he was doing while inserting the play-within-a-play. Therefore
she is doubtful if Bhavahiti deserves to be compared to, for instance,
Shakespeare or CalderBmBut in a final line Jaspart-Pansu tells her
readers not to despair, for what Bhavabloffers us is a poetical text
giving us a taste ofasa’

We are dealing withrasa as a kind of comfortingnantra here.

This third type of use of the termasaproperly belongs to the realm

of fiction and need not be considered any further. The first raga
approaches have the intention to judge Sanskrit drama according to its
own aims and as such deserve to be looked into more closely. In what
follows | intend to tackle the question if and to what extent their use of
rasaagrees with what the indigenous tradition has to tell alvasa

On closer consideration, contrary to Gerow’s claim no evidence will
be found there to justify the assumption of something like a dominant
rasa In the case of Steiner’'s equationmafsawith scenes the situation
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is less clear-cut. However, what will become clear is that too much

is expected of the indigenouasatheory. Apart from that, as already
indicated, this approach results only in a highly atomized view of a play,
reducing it to a cumulation of separate scenes. Next | will therefore
attempt to present an alternative approach, which does account for the
play as a whole. In the course of this exposition | will come back to
the AnarghaiaghavaandUttararamacarita Among other things | will
attempt to clear up some of the questions raised above, such as the
function of the final act of Muari’'s Anarghaiaghavaand the role of

the play-within-the-play in Bhavabhutigttararamacarita

2. THE CONCEPT OFRASAIN THE NATYASASTRA

At the outset we should be clear as to whielsa theory we start

from. For therasatheory has been formulated for the first time in the
Natyasastra of the beginning of our era, but owes its prestige to the
much later elaborations by Abhinavagupta @&whndavardhana in the
ninth and tenth centuries. However, these later reworkings are much too
late to have any relevance for classical Sanskrit drama, which at that
time was already well past its peak. Apart from that, Abhinavagupta
andAnandavardhana show theoretical concerns which are far removed
from the practical problems facing a playwright at work. It will be clear
that for our purposes we should restrict ourselves to the treatment of
rasafound in theNatyasastraand should, in fact, do so as strictly as
possible, that is, without allowing any interference of the more famous
later elaborations.

In the Natyasastrathe treatment ofasais divided over two chapters,
the sixth and the seventh. Thesaof a dramatic performance, or literally
its “taste” or “flavour”, is said to be produced by the presentation on
stage of emotions, dbhavas. These emotions are compared to the
ingredients and spices which make up the flavour of a Ylishrasa
might thus be defined as, or rather, equated with, an aggregate of
emotions. The main question we have to address here concerns the
level of the aggregate: whether it indeed coincides with the play as a
whole, as is maintained by Gerow, or only with incidents or scenes, as
is assumed by Steiner.

To begin with Gerow’s dominamasa, or the question if each play
is ultimately determined by or@saonly, Natyasastra provides a very
clear, if negative answer. At the end of chapter VIl of ti&tyasastra
it is said that there is no play which has only aasa (v. 119)?
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Other explicit references may be found in chapter XVIII which
treats of the various types of plays. In v. 43 of that chapter it is said
that while a play may include many differerdsas and emotions, it
should end with the so-calleatibhuta rasaor with an element of the
miraculoust® Thus, in any play there are at least twasas. Gerow’s
approach of drama is accordingly not supported byNag/asastra
that treatise does not know of one dominsada accounting for the
play as a whole. In fact, the situation seems to be exactly the opposite:
the morerasas in a play the better it is. Following the definition of
the nataka given in XVIII 12, this is the most important type of play
because it is filled to the brim with all kinds of different flavours and
emotionst!

This is not to say that there might not be a single theme or thread
running through the play as a whole. The point | wish to make here is
that whatever this unifying element may be, it is nasa

In postulating his dominantasa Gerow not only ignores the
Natyasastrabut also the classical playwrights themselves. | have already
referred to theAnarghalaghava which according to Muari’'s own words
would include tworasas the heroic and the miraculous. Mur himself
refers to a play by one of his predecessors, which included no less than
four rasas. A highly interesting example of this situation is found in
Bhavabluti’s Uttararamacarita In the seventh act of this play a perfor-
mance of another play takes place in front cinRa and his brother
Laksnmara. The topic of the inserted play is the fate afaSafter she had
been abandoned byaRia. According to the announcement preceding
it, the play is filled with both the pathetic and the miraculoasas.

It takes up the story of th®amayara after Sta had thrown herself
into the river in an attempt to end her life. In the first scerna 8nters
between two goddesses who had rescued her and who are carrying her
two sons Kiga and Lava on their hips. The two boys had been born
while their mother 8a was going down into the river. Upon seeing
this scene BRma, who was watching among the audience, exclaims:
“But this is more than just pathetickérurataram tu vartatep. 134,

II. 10-11), referring to the pathetic &arura rasa In a similar way

the adbhuta rasds ticked off, for at a certain point we heaaRa say
“This is more than just a miracle’afibhutataran kim api p. 136, I.
13).

If rasadoes indeed not coincide with the drama as a whole, where
do we have to look forasathen: at the level of the act or, as is done
by Steiner, on that of the scene or the incident? In the inserted play in
Bhavabluti’s Uttararamacarita rasaseems to coincide with scenes, but



SANSKRIT DRAMA 121

we are dealing with a syncopated performance here, in which acts may
have been shortened to scenes. UnfortunatelyiNdigasastradoes not
provide a clear answer to this question either.

As already notedrasais produced by emotions. Théatyasastra
distinguishes a total of 49 emotions, which are treated in detail in
Chapter VII. Each of these emotions is presented as a scene in itself,
and is described in terms of a reacti@n(blava karmg to a cause
(vibhava hetd. To give a simple example, the emotion called “sweating”
is said to be caused by anger, fear, joy, shame, grief, exhaustion, fever,
the heat of the sun, by exertion and fatigue, and by being harra$sed,
and is presented on stage by the actions such as taking hold of a fan,
wiping away sweat, or longing for a cool breéZeThe emotion of
grief (Sok3g

is caused by, among otheibhavas, or causes, the separation from one’s beloved,
the loss of wealth, killing, imprisonment, and painful experiences.

It is to be represented bgnublavas, or effects, which include crying, trembling,
weeping, paleness, stammering, becoming weak, falling on the ground, wailing, crying
for help, sobbing, rigidness, madness, fainting, and djfing.

The 49 emotions are divided into three categories. These three
categories show some kind of hierarchical order, in that each higher
category encompasses the one below. Down at the bottom we find
eight so-called involuntary emotional reactiosat{vikabravas), which
include, for instance, sweating, trembling, stammering, and shedding
tears. Above thesattvikabraves are found the 33 so-called fleeting
or transitory emotionsviyabhi@ribhavas). | would like to quote the
Natyasastra on sanka, or anxiety:

Anxiety is characterized by doubt and is found in women and other low characters.
It is produced by causes such as kidnapping, offences done by the king, and
committing bad deeds.
It is represented by effects such as looking again and again, covering (the face),
a dry mouth, licking the lips, a pallid face, stammering, trembling, dry lips, a dry
throat, becoming black like a croW.

Stammering and trembling, which are mentioned among the effects
of anxiety here, are otherwise mentioned among the eight so-called
involuntary emotional reactions.

Next, above the fleeting emotions we find the so-called permanent
emotions §thayibhavas), of which the text mentions exactly eight. One
of these issoka or grief, which has already been discussed. Grief
is caused by, among other things, the separation from one’s beloved,
the loss of wealth, killing, imprisonment, and painful experiences. Its
effects include items from the list of the 33 fleeting emotions, such as
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fainting and dying, as well as items from the list of the eight involuntary
emotions, such as trembling and paleness.

The permanent emotions are compared to kings surrounded by a
large retinue of servants. It is said that it is because of this superiority
among the emotions that the permanent emotions obtain the name (v.1.
the position) ofrasa'® In the Natyasastra altogether eightasas have
been specified each with its own counterpart among the eight permanent
emotions. Thus, we have tl$engara, or eroticrasacorresponding to
the emotion ofrati, or love, therasaof heroism corresponding to the
emotion of aggressioru{saha), and so on.

The production ofasaout of the permanent emotions is the topic of
the sixth chapter of thélatyasastra There it is said that "even though
they are accompanied by various other emotior@dbhavopagaa
api), (only) (the) permanent emotions becomasas.!’ In this chapter
the 49 emotions are grouped in a slightly different way. Instead of the
three categories of chapter VIl we have only two here, namely that of
permanent emotions, on the one hand, and that of fleeting emotions,
on the other. The distinction is apparently based on a difference in
the relationship of the emotions to th@sas. Each permanent emotion
has, so to speak, i@sa of its own. By contrast, one and the same
fleeting emotions can be found with different permanent emotions or
with differentrasas!® This becomes clear from chapter VII, where, for
instance, the involuntary emotional reaction of stammersvgriabheda
is found together with the heroic (VII 114) as well as with the fearful
rasa(v. 115gadgadg; the fleeting emotioglani, languor or depression,
is found in connection with the comic (VII 110) as well as the pathetic
rasa (v. 111). In VII 33 a distinction is made between anxiety in
connection with theasa of fear, which is caused by thieves, and
anxiety in connection with the eroti@sa, which is caused by an
unfaithful lover!®

In the sixth chapter it is shown how each of the eigidas is
produced from its own permanent emotion. By way of example | will
give a translation of some passages dealing with the eradia

The firstrasa is the smgara, or the eroticrasa, which arises from the permanent
emotion of love fati). The persons involved wear splendidly white clotffes.

Then follow two characterizations:

As its cause lfety this rasa has a man and a woman. It features excellent young
persong!

The case of the eroti@sais a special one in that it has two varieties,
depending on whether the lovers are unitsdnibhogaor separated
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(vipralambha. In what follows | restrict myself to the first variety, the
one in which the lovers are enjoying each others’ company. What we
get first is the list of the causes and effects of the permanent emotion
of love:

Love in union is caused by causeshhava which include, among other things, the
proper season, a garland, ointments, ornaments, beloved persons, sensuous objects,
an excellent building, enjoying (nice things), visiting a park, experiencing (agreeable
things), hearing and seeing (pleasant things), playing games, and frivolity.

It is represented by symptomanublava) such as rapid eye movements, the
knitting of the brow, glances, walking gracefully, graceful movements of the limbs
and loving wordg?

After that the fleeting emotions involved are enumerated. In the case of
the eroticrasaall 33 fleeting emotions are said to be possible, except
sloth, cruelty, and strangely enough, disgtfst.

The inclusion of disgusfgupsa) among the symptoms of the erotic
rasais curious. For otherwise disgust is the permanent emotion of the
bibhatsa rasaor the flavour of dislike. What is actually the matter
here? In this connection | would like to return to the end of the seventh
chapter, where the wholasafabric is somehow subverted. There, all
emotions are lumped together. Any idea of a hierarchy among them
is virtually deniec?* which also applies to the supposedly exclusive
relationship between a permanent emotion amdsa For instance,
krodha or anger, which is the regular permanent emotion ofrduslra
or terrific rasa (VII 112), is also mentioned in connection with the
heroic orvira rasa (VI 114). The permanent emotion of the heroic
rasa, namelyutsaha is also found among the emotions of the terrific
or raudra rasa(VI 112). Among the emotions leading bobhatsa rasa
or dislike, is mentionethhayaor fear, which belongs to thiehayanaka
or fearfulrasa (VIl 116). Finally, in the case of thémgara or erotic
rasa, all emotions, the eight permanent ones, the 33 fleeting ones and
the eight symptoms, may occur with the exception of sloth, cruelty and
disgust (VII 109)?°

The picture emerging from thiatyasastra may be summed up as
follows: while, for instance, the fearful deshayanaka rasacan be evoked
only by the emotion of fear, in another scene this same fedhaya
may feature as a mere secondary or accidental emotion. Another point
to be noted is the following. The individughsas and emotions have
been mentioned by name. The lists which are provided have generally
been taken as exhaustive. That is to say,rtfsa fabric would consist
of no other than those eightisas which have been mentioned, and no
other permanent, fleeting and involuntary emotions than the 49 emotions
mentioned. However, th¥atyasastradoes not say that only the eight
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permanent emotions becomasas, but it is said that only permanent
emotions becomeasas, or: “even though they are accompanied by
various other emotions)@nabhavopagaa api), (only) (the) permanent
emotions becomeasas”.

Apparently, depending on the context any emotion could function
as a permanent emotion and produce its aaga In this situation
the eight emotions mentioned in th&atyasastra are reduced to being
mere examples, presenting a more or less random selection from among
the myriad of possible emotions. In this connection the number eight
found in the case of theasas, the permanent emotions as well as
the involuntary emotional reactions, is telling. For the number eight
is otherwise associated with so-called randomly selected examples.
Instances of such lists of eight may be found in K@mnagitra. A case
in point is the list of nail scratches made on the lover’s skin. After
having enumerated eight types and having devised names for them,
such asardhacandrakandmardala (Il 4. 4 ff.),?5 the text adds that
naturally there are other forms possibe (Il 4. 237 similar list of
eight is found inKamagitra Il 5, 4-18 (tooth marks).

This interpretation of the treatment odisa in the Natyasastra,
namely as merely providing an illustration, is supported by many later
traditional accounts ofasa As shown by Raghavan (1963: 437ff.), it
is this interpretation which is given by Bhoja in Hsngaraprakasa,
by Lollata, one of Abhinavagupta’s predecessors, by Rad@td by
Rudrabhédt. In the case of Bhoja this interpretation went hand in
hand with an increase in the numberrabas 28 Given this situation
one may ask why this interpretation has been rejected by modern
scholars, or else, has not been considered by them, in connection with
the Natyasastra As | see it, it is simply the result of an uncritical
reliancé® on Abhinavagupta, who, for whatever reasons, saw in the
rasatheory of theNatyasastraa complete, self-contained whole.

At this point | would like to return to the initial question concerning
the level on whichrasa operates. Unfortunately, from chapters VI
and VIl of the Natyasastra no clear answer can be derived. There,
rasais defined mainly in terms of symptoms or of combinations of
symptoms. At the other end of the spectrum we haveavlisrclaim
that hisAnarghaaghavacontains twarasas. Even if he means to say
that indeed only two of the eighiasas occur in the play, it remains
unclear how these twrasas have been distributed over the play. The
problem is that we do not know what to look for. By way of concrete
information, all we have are lists of causes and effects, which on top
of everything appear to be incomplete. Another problem is that, as |
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have tried to show, the tastes @sas arising from these causes and
effects are unpredictable. The taste produced by the emotion anxiety
is context-determined. It can be identified only at the end or from
the context as a whole, when we have found out that the woman is
anxiously waiting for her lover or, instead, fearing burglars breaking
into the house.

All these considerations apart, this approach takes a completely
atomized view of a play. The play is presented as a string of scenes
and incidents. It is of course more than that. Gerow's aim to look
for an overall principle determining the play as a whole is therefore
understandable. The point, however, is that this principle is not to be
looked for inrasa Where else then do we have to look for a clue?

3. AN ALTERNATIVE APPROACH TO SANSKRIT DRAMA

In what follows | would like to present an alternative approach to
Sanskrit drama, which attempts to account precisely for a play as a
whole. Some examples have been dealt with earlier (Tieken 1993,
1997). Finally, | will come back to Mari’'s Anarghalaghavaand
Bhavabluti's Uttararamacaritaand discuss some of the points raised
in the introduction.

In analysing the plot of a play we should start at the end. Sanskrit
plays invariably end happily, and at the end the tension built up in the
play is released. Therefore, if we want to find out where the play is
really about we should indeed turn to its conclusion.

To illustrate this, | would like to refer to &idasa’s playSakuntad.

The plot is well-known. The king had marriéghkuntah but due to a
curse had completely forgotten about her. After the king had abandoned
Sakuntah he had remained childless, and the dynasty threatened to
extinguish with him. What he did not know is that he had a son with
Sakuntah. His miraculous reunion witBakuntaa at the end of the play

at the same time solves his dynastic problems, as it provides the king
with his long awaited heir. At that poirSakuntad’s role is virtually
“reduced” to that of mother of a futureakravartinand the play ends
with a prediction that the boy will be a universal emperor:

Crossing the oceans in a chariot smooth and silent,

He is destined to govern without rival the seven continents of earth.

Known here as Sarvadamana because he subdues the animals,

He will be newly named Bharata, supporter of the wdfld.
(Translation by Coulson 1981: 159)

It may be noted that the continuation of a dynasty is a recurrent
theme in the works of Hlidasa. It is also found in his epic poem, the
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Raghuvasa and in a slightly different form in hiKumarasahbhava

as well. TheRaghuvasa in conformity with the wordvarinsa in its

title, provides a list of the kings of thRaghudynasty. At the end of

the text the continuation of the dynasty is threatened as king Agrivarn
neglects his duties and wastes away his time and energy in the harem.
Fortunately, after his death the queen appears to be pregnant. In this
way the continuation of the dynasty is secured just in tihe.

On the basis of this curious ending scholars have mistakenly concluded
that theRaghuvansaas we now have it is incomplete. The same mistaken
notion has been applied toadasa’sKkumarasahbhavawhich, exactly
like the Raghuvansa ends on a note of promise. However, where the
Raghuvasa ends with the queen’s pregnancy, tlemarasanhbhava
stops even earlier, namely at the conception of the future king during
the wedding night oSiva and Rrvat.

This theme of the continuation of the dynasty, which is indeed
found in plays as well as epic poems, | would like to call the dynastic
paradigm. Another paradigm is that of “becomicakravartinthrough
self-sacrifice”. It is met with in, for instance, Hars Naganandaand
Bhavabluti's Malatimadhava In the Naganandathe hero becomes
cakravartin The incidents leading to this end form a curious sequence.
First the hero offered himself as a substitute for a boy with invalid
parents who is about to be eaten by Garudext, his life is saved by
the goddess Gayrupon which he marries and beconwkravartin
In Bhavabluti's Malatrmadhavaa woman is sacrificed to the goddess
and brought back to life again. Next, her husband becaraksavartin
Both plays are set in the world of thedyadharas, beings between
gods and humans. This betrays the indebtedness of the respective plots
to the orbit of theBrhatkatra, a text by and aboutidyadharas. The
Brhatkatha, though the text itself has been lost, seems to have abounded
in stories of kings becomingakravartinafter they had first sacrificed
their lives to the goddess. With his own hand the king cuts off his head,
which is put back on again by the goddéss.

A great majority of the Sanskrit plays, however, have themes taken
from the epics, thélahabharata and Ramayara. Most of them revolve
around ritual sacrifices. A good example is the anonyniRaicaratra.

As | have shown elsewhere (Tieken 1997), its plot follows almost
exactly the scenario of eajasiya Here | would like to mention only
the title of the playPancaratra, which refers to the five-day sacrifice,
the so-callecksatrasya dhti, which takes place between the completed
rajasiya and the next one. For a nes@jasiyais required if in that
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five-day period someone comes forward and challenges the king's newly
established authority.

A good example is the anonymolNgdhyamavgyoga a play which
| have dealt with elsewhere (Tieken 1997), so that | will restrict myself
to the main points here. The plot of this short one-act play is simple.
A brahmin family, consisting of father, mother, and their three sons, is
on its way to the a relative’'aspanayanaceremony. Halfway they are
stopped by a demon who demands a human being for food. After some
deliberation the brahmin decides to offer his middle son. The boy is
rescued, however, by the middle of tharBava brothers, Bima. The
play ends with the boy being restored to his family, and the entire family
continuing their journey. This, however, is not all: The brahmin’s three
sons stand for the three brahmins who are to be invited to a ceremony.
This obligation on the part of the patron of the ceremony to invite
and feed minimally three brahmins is matched by the obligation of
the brahmins to show up. Should they fail to show up, they will suffer
for it in their next lives®® These ideas give quite a dramatic twist to
the ending of theMadhyamaThe brahmins almost failed to appear in
full number at their relative’sipanayanaFortunately, the problem was
solved just in time.

A somewhat more complicated case is theibhanga This play
has already been mentioned in connection with Gerow’s dominant
rasa As said, one of the main problems of the play is posed by its
deviation from theMahabharata version of the same incident. The
spiteful Duryodhana of thiMahabharata has been transformed into
a saint preaching forgiveness towards his killearB&. This twist is
all the more striking as Bima had behaved treacherously by hitting
Duryodhana below the belt. Gerow interpreted this deviation as the
result of an attempt on the part of the playwright to create the conditions
for vira as the dominantasa of the play. For Duryodhana he coined
the termdayavira, or “compassionate hero”.

However, as | have tried to show at another occasion (Tieken 1997),
the deviation of the scene was caused by quite a different concern,
namely by the fear of what might happen if a person dies taking his
anger with him to heaven. The people who stay behind believe that
such a person will not stop harrassing them from there, so they want
to be reassured that the dead have died peacefully. In this way the play
anticipates highly concrete, actual fears among Indians even today,
which have been channeled through the so-calleda ritual and other
ceremonies commemorating the dead. Down to the present day these
ceremonies provide occasions for dramatic performances, the evidence
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for which comes mainly from South Indf.On closer consideration
it is not unlikely that theUrubhanga, a South India play after all, was
composed precisely for performances at such funerary ceremonies.

If the Urubhanga, which abounds in references to thmda ritual
— there is even one made by Duryodhana himself — was indeed meant
for performances at funerals, one may ask if M@dhyamacould not
have been a piece performed at the occasion of a son’s completion of
his study with aguru. However, | do not intend to pursue this question
in terms of the concrete occasion of the performance, the point | wish
to make being that plays are not mere aesthetic exercises. Due to
the emphasis omasait has come to be overlooked that they reflect
real tensions and anxieties existing in society. In the majority of the
available Sanskrit plays we have to do with typically royal concerns,
though theMadhyamawith its family of brahmins is an exception to
this. Thus, theSakuntah revolves around the problems involved in
securing the continuation of the dynasty, while tegicaratra deals
with the problems encountered during the performance ofdfasiya

To these may be added the dramas based oRdh&yara, which
virtually all deal with royal sacrifices likeajasiya and asvamedha
Beside the dynastic paradigm and the paradigm of “becoakgavartin
through self-sacrifice”, we may therefore distinguish the royal sacrifice
paradigm. At another occasion | have already dealt withathi@seka
or royal unction, in the anonymous South Indidbhisskarataka In
what follows | would like to examine the role of ritual and sacrifice in
Murari’s Anarghaaghavaand Bhavabati’'s Uttararamacarita In doing
so, | intend to clear up some points which have been raised earlier,
such as if Bhavahliti could be compared with any great western author.
I must immediately add that while normally | find such comparisons
beside the point (“ldlidasa, the Indian Shakespeare”), in the case of
Bhavabluti | will show that there are reasons to make an exception.

4. MURARI'S ANARGHARGHAVA

Western criticism on th@&narghaaghavahas been very severe. Wilson
wrote that it has no “dramatic merit” and is “deficient in character,
action, situation, and interest”. “Mari’s language”, Wilson continues,
“would be as far from good taste as his ide#sPart of the criticism

may have been evoked by the seventh act, which counts no less than
152 verses. The greatest part (129 verses) is taken up by descriptions
of the holy places of India. The scene preserasn®, Lakshara and

Sita travelling through the air in a chariot. According to Steiner (1997)
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this chariot drive is there as part oBRa’s unction, oebhiska which
takes place at the end of the play. However, this conclusion, which is
correct3® is virtually denied again by Steiner's own hesitations, because
to her the identification of Bna’s chariot drive as a part of habhisska

is only one of two alternatives. Steiner’s other suggestion is that the tour
is atirthayatra, a pilgrimage along India’s sacred places, undertaken for
the purpose of purification and symbolising the gradual reintegration
of Rama after his banishment (Steiner 1997: 68). However, in the end
Steiner seems to have a preference for the interpretation of the chariot
tour as part of the royal unction. However, she does so only after she
had first convinced herself that the royal unction which takes place at
the very end of the play is indeed the real ending of the play. For also
on this point Steiner sees several options. One of the endings would
be the killing of Ravara in act six, at which point &na would have
accomplished his divine function, signalled by a rain of flowers (p. 71).
This ending, however, would have been only a prelude to the second
one, formed by the rescue oft&. This concludes thelta story. Rima’s
unction is only one of three endings, and the question as to which of
the three endings is the real one is decided by Steiner on the basis of
their contribution to the heroic afira rasa by which the play would be
dominated. Steiner argues that the rescuerta &uld not be the end
because the play is “eine Heldengeschichte, keine Liebesgeschichte”
(p- 72). The killing of Ravara constituted at best only a provisional
ending, leaving Bma still a king without kingdom. From the point

of the vira rasa Rama’sabhisekawould indeed constitute the proper
conclusion.

As indicated earlier one of the problems encountered in studies of
therasas in Sanskrit plays is the completely arbitrary way in which
these examinations are carried out. In this respect Steiner’s study is no
exception. Muari claims that his play contains the heroic as well as
the miraculougasa Apart from the question if Steiner is justified in
making the play as a whole dependent on only @, it is not clear
on what ground she selected the henaisafor this role, disregarding
the miraculougasa

More importantly, however, Steiner somehow ignores the fact that
virtually all Ramaplays end either with aabhisskaor else with an
asvamedhaThe anonymou#bhiskarataka opens with the unction
cermony of the monkey king Suga and ends with thabhiska of
Rama. Bhavabiiii's Uttararamacaritabegins with Rima descending
from his lion throne on which the unction had taken place after his
return in Ayodhya and ends twelve years later with the completion of an
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asvamedhaThe most interesting parallel in this connection is, however,
Bhavabluti's Mahaviracarita, which like Murari’s Anarghaiaghavaends
with Rama'’s unction which, moreover, is preceded by an exactly similar
chariot drive as seen in the latter pfy.

5. BHAVABHUTI'S UTTARARRMACARITA

As already mentioned, Jaspart-Pansu’s examination of the role of the
play-within-the-play in théJttararamacaritastarts in a promising way.
She connects this scene in the very last act with the visit to the picture
gallery in the very first act. The gallery is decorated with paintings
depicting the story of Bma and 8a up to $ta’s fire ordeal. The play
is, so to speak, hemmed in between looking at paintings and looking
at a dramatic performance. While this structural feature underlines
the importance of the respective scenes, their function is an entirely
different matter. On this point Jaspart-Pansu seems to have overlooked
some vital clues.

For one thing she should have been more specific about the plot of
the Uttararamacarita The plot has indeed been based onRaeayars,
the action taking place twelve years aftearRa’srajasiya But more
specifically the play is aboutdna’s performance of aasvamedha
sacrifice (e.g. p. 35, Il. 26—&tha sa gja kimacarah samnprati. tena
rajna kratur asvamedhalprakrantah “And what is the king doing at
present? The king has started asvamedhaacrifice”). The problem
is that for the sacrifice &na needs a son as well as a wife. For all
Rama knows his wife is no longer alive and he has no son. However,
in what follows | would like to concentrate on the problem of the
absent wife. How is this problem solved? For this we have to turn to
the play performed in the final act. It is a composition bgliviiki, and
it takes up the story of thamayara at the point where it was left
in the picture gallery, namely atit@’s fire ordeal. The play features
Sita, played by her ghost, and the goddesses Earth andaGplayed
by two Apsarases. From this playaRa learns thati®& was prevented
from killing herself by the goddesses Earth andh@aand that she had
given birth to two sons. It needs little effort oraRa’s part to realize
that the two boys who had arrived at his court a moment before are
actually his sons. The inserted play ends with the goddess Earth telling
Sita to postpone her death till her sons have grown up. All the actors
retire. At this point Rima faints. However, immediately after this “the
miracle of Valmiki” is announced, namelyif appearing in the flesh.
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By Earth and Gaga she is handed over to her husbaraiR, and the
asvamedhaan be completed.

In the play-within-the-play explicit references are found to the picture
gallery scene at the beginning of the play. The goddesses Earth and
Ganga hand over Ba to her husband in order to comply with requests
made by Rma in front of some of the painting& However, it is not
a matter of closing the circle, by going back to the beginning — quite
the contrary. For in between the art of painting and that of drama we
find the sculptural art, in the form of the golden statue & Svhich
during theasvamedhaacrifice is meant to serve as a substitute for the
real Sta. Bhavabhti thus presents three forms of art, which have in
common that they imitate life, at which each is successful in its own
way. When Rma sees the painting of his life together wititaSn
Janasthna it is as if he is reliving the scene again (p. 16, Il. 17-8:
hanta vartamana iva janasthnavittantah pratibhati). The paintings
bring back the old feelings (p. 19, v. 33:. pratyavrttah sa punar iva
me pnakviprayogah). But at one point Bma is able to comfortig
by telling her that “it is only a picture” (p. 16, |. 14yi, viyogatraste,
citram eta). As already indicated the golden statue ®taSs serving as
a substitute for Ba. When the real & hears that Bma is performing
an asvamedhahe feels hurt, concluding that he has remarried. But
her fears are allayed when she heassra only has a statue of herself
(p. 71). In the case of the dramatic performance no such reservations
as to its power of imitation are made. On the contrary, the drama is
proved true by the appearance cirRa’s sons whose birth is related
in it. Moreover, at the end, the playwrightaimiki makes ®a appear
in the flesh.

As already indicated, the dramatic performance at the end of the
play is not a return to the beginning. Instead, it forms the culmination
point. Of all the three arts mentioned in the play, that of drama itself is
presented as superior in that it actually brings to life things and people
here.

This analysis of the play would show that Jaspart-Pansu’s doubts as
to whether Bhavahiti was conscious of what he was doing are wholly
unnecessary. The play is about the superiority of drama among the
arts in imitating life. This follows not only from the structure of the
plot, with paintings at the beginning, the sculptural art in the middle
and drama at the end. Another indication of this is to be found in
the termsabdabrahmaror its synonyms. ¥Imiki is said to possess
sabdabrahmanand hisRamayara is presented as a manifestation of
this power? If not the term, certainly the concept gébdabranman
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has been borrowed from Bhararri and refers to the power to create
through speecf? As already said, th&®amayara is presented as a
manifestation, or creatiorviarta) of SabdabrahmanLava, seeing his
father, exclaims that the poet of tRamayara really knows how to bring
to life the goddess of Speech (p. 122, v. &bane mmayarakavir devm
vacan vyawvrtat). The same power is ascribed to, or rather, claimed
by Bhavablati himself, who is said to be anothbrahma married

to the goddess of speech (p. 4, v.yam brahnanam iyam dewvvag
vasyewanuvartatg. As such the ternsabdabrahmamnticipates the end
of the play, in which 8a is brought back to life by the poetaifriki.

In the UttararamacaritaValniki is called the first poet, that is, the first
among the people to have unfoldgabdabrahmaity having composed
his Ramacarita By composing his owtJttararamacaritaBhavabluti,

so to speak, steps intodifiki's footsteps and claims the same power
for himself.

Finally, | would like to come back to Jaspart-Pansu’s worries about
Bhavabluti’'s status in world literature: could he compete with, for
instance, Shakespeare or Calderon? As already indicated | am personally
not very fond of such comparisons. However, if we want to compare
Bhavabluti to a western author, Shakespeare and Calderon are not
the first to come to mind. Instead, we might try Cervantes, the author
of Don Quichote In the second part obon Quichotethe hero is
actually overtaken by the fame of the first part of the book. He meets
imposters, men who have read Cervantes’ novel and dressed up as
Don Quichote, like Don Quichote, went in search of adventures. The
irony in this is that Don Quichote himself was only imitating as well.
He, for his part, set out to emulate the knights featuring in the many
knights’ stories which were popular at the time. As we have seen, a
similar situation is found in Bhavalbhi's Uttararamacarita or for that
matter already in ¥Imiki's Ramayara, with Rama watching a dramatic
performance dealing with his own life or listening to epic stories of his
own adventures. Disregarding the completely different backgrounds to
Don QuichoteandUttararamacaritg the two texts represent interesting
examples of works exploring the border area between fiction and
reality.

6. CONCLUDING REMARKS

| would like to emphasize that my criticism of the conceptrasais
restricted to its use in investigations of plays or other literary texts. As
far as | see it, this approach has not yielded even one really verifiable
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and worthwhile conclusion so far. Much of what has been written along
this line may be relegated to the area of creative writing.

The study of the history and developmentratain the gastric
literature is of course an entirely different matter, if only because a
close study of thesastras would reveal the limitations afasa As |
tried to show, some scholars ascribe a meaning or valuas@which
had never been intended. On closer consideration the treatmeagaof
in the Natyasastra presents a completely atomized vision of Sanskrit
drama. The content of a play is cut up into the tiniest elements possible,
an approach which is typical afistras in general. Another example
from the Natyasastraitself is the treatment of the plot, which ends in
an enumeration of mini scenes, gandhyaigas. A similar situation is
met in thealankarasastras, which break down poetry to the level of
the individual figures of speech. Higher level issues are hardly treated,;
all we have are, again, lists and enumerations. The usefulness of the
sastras for an author at work, poet or playwright, is therefargriori
limited. As to the study of the categories of thastras in plays and
poems, we should adjust our expectations accordingly.

By way of conclusion | would like to address another question,
namely how we should interpret the important place accordedda
in the literature on drama. (I leave aside here later developments in
which rasacame to be applied to literature in general.) For this | like
to turn first to thealarhkarasastras. If these texts treat primarily of
figures of speech they do so because they consider this to be the most
distinctive feature okavya(Gerow 1971: 13ff.)kavyadiffers from
ordinary speech by the way things are said, which is as far removed
as possible from what we hear in ordinary speech. Returning to the
Natyasastra it might be argued that to its authors it wassa which
distinguished drama from scenes in ordinary life. The aim of drama
was to give pleasure to the audience. The problem is obvious: drama
is expected to do so also in scenes which feature people suffering and
which in real life and under normal circumstances would make people
feel pity. Instead, the performance of such scenes in a dramatic form
should give the audience a good feeling. The spectator should have
the idea that he has witnessed, or is witnessing, a thing of beauty. So
without rasathere is indeed no drama!

NOTES

! The present article has been based on a paper read at the yearly meeting of the
Belgische Vereniging voor Indologie/Association belge d’Indologie held in Ghent on
the 10th of December 1999.
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2 Chapters -V of theNatyasastra deal with theparvaranga or the preliminary
rituals, or rather, their dramatization. The treatmentaxfa begins with VI 32. It is
preceded in vv. 1-31 by, among other things, a table of contents dflahy@sastra

3 Text after VI 31 (p. 266):

tatra rasan eva &vad adavabhivyakhyasyamah
na hi rasad rte kascid arthahpravartate

I will explain the rasas here first. For, no meaning is produced (in drama) without
rasa

As | will argue at the very end of this article it imsa which makes the difference
between witnessing scenes in drama and witnessing similar scenes in real life.

4 This play, together with twelve other plays, has somehow come to be attributed
to the pre-Kalidasa playwright Bhsa. For a recent revision of this “Béa theory”,

see Tieken (1993 and 1997), where it has been argued that in reality we are dealing
with a group of relatively late plays from South India.

5 In VI 79 the Natyasastra distinguishes three types odisa heroes, which, however,

do not include Gerow'slayavira:

danavram dharmawarm yuddhawam tathaiva ca
rasavram api paha brahna trividham eva hi

Brahna said that from the point of view afasa there are three types of heroes,
namely the hero of liberality, the hero dharmaand the hero in battle.

6 Y| est cependant difficile de savoir si Bhavatiha consiéré la question de

l'illusion théatrale et de ses jeux possibles avecdalitt de la neme faon et dans
le méme dessein que les auteurs occidentaux &@gel’baroque, le Shakespeare de
Hamlet ou le Calderon dd.a Vie est un songet du Grand Theéatre du mondé
gpp. 133-4).

“...la littérature appartairestreintead une interrogation sur elleéme et sur ses
pouvoirs. Nous retrouvons sans aucun doute cet aspect danscka g Bhavahtti,
brillant exercise de transposition qui n’en propose pas moins un texte d'une infinie
poésie, toute destée a susciter, chez qui prend la peine et le temps de la savourer,
le rasd’ (p. 134).

8 Natyasastra VI, prose on pp. 282-3yatha hi nanavyaijanasansktam annan

bhuijana rasan aswadayanti sumanasalpurusa harsadimscadhigacchanti tath
nanabhavabhinayavyajitan vagangasattvopetn sthayibhavan asvadayanti sumanasah
prekskah harsadimscadhigacchanti “In the same way as men, eating food prepared
with various ingredients, enjoy the flavours and, fully satisfied, experience emotions
like joy, in that way the spectators taste the permanent emotions which have been
spiced with the representation of various (other) emotions and supported by the proper
speech, by bodily acting and by acting emotions, and, fully satisfied, experience
emotions like joy”.

® Natyasastra VII 119:

na hy ekarasaja kavyan kincid asti prayogatah
For there is ndavya (the text of the play) with only oneasa when it is performed.
10 Natyasastra XVIII 43:

sarvesim kavyanam ranarasablavayuktiyukdnam
nirvahare kartavyo nityen hi raso’dbhutas tajjaih,

At the end of all plays, which have been provided with various flavours and emotions,
the experts invariably introduce the miraculoasa
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1 Natyasastra XVIIl 12:

nrpatham yaccaritan ranarasablavacesitarn bahudia
sukhadukhotpattiktarn bhavati hi tan atakah ramag

That type of drama which deals with the adventures of kings, the actions of which
are in many ways filled with various flavours and emotions (or, with the v.l.
nanarasablavasanbhttarh: which is filled in many ways with various flavours and
emotions) and gives pleasure and grief, that is caflathka

12 Natyasastra VIl 95:

krodhabhayaharalajjadufkhasramarogatipagtatebhyah
vyayamaklamadharmaitsvedahsampdanac caiva

13 Natyasastra VIl 102:

vyajanagrahadac api svedpanayanena ca
svedasgbhinayo yojyas tath vatabhilasatah

14 Natyasastra VII, prose on p. 345:

soko rama igajanaviyogavibhavasavadhabandhadwanubhavaadibhir vibhavaih
samutpadyate.
tasyasrapataparidevitavilapitavaivargasvarabhedasrastagratabhimi-
patanasasvanarudikranditadrghanihsvasitajadtonnmadamohamaraadibhir
anubtavair abhinayahprayoktavyah

15 Natyasastra VII, prose on p. 352:

sanka nama sandefitmila strmicaprabhaa.
cauryabhigraharanrpaparadhagmpakarmakaraadibhir vibhavaih samutpadyate.
tasya muhurmuhuravalokavakurthanamukhgaosnajinvaparilehana-
mukhavaivargasvarabhedavepatSuskoghakarthavayasasdharmydibhir anubtavair
abhinayahprayoktavyah

16 Natyasastra VII, prose on p. 343:

yatha narendro bahujanapararo’pi sa eva @ma labhate anyah sumatan api
purusah tatha vibhavanubtavavyabhidariparivrtah sthayr bhavo rasamma (rasafim)
labhate

17 Natyasastra VII, prose on pp. 281-2:

yatha hi gudadibhir dravyair vyaijanair ausadhibhsca sidavadayo rast nirvartyante
tatha nanabhavopaga& api sthayino blava rasatvamapnuvanti

18 In the present context | do not intend to go into the distinction betwasa

and bhava, which terms in theNatyasastra are kept apart less strictly than has been
(i;enerally assumed.
° Natyasastra VIl 33:

cauryadijanita sanka prayah karya bhayanake
priyavyalkajanita tatha Smgarint ma@a.

20 Natyasastra VI, prose on p. 294:

tatra Smgaro nama ratistlayibhavaprabhavahujjvalavesitmakah
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2 d., p. 295:

sa ca strpurusahetuka uttamayuvaprak.

2 1d., pp. 297-9:

tatra sambhogasavat rtumalyanulepamlankaregajanavisiyavarabhavanopabho-
gopavanagamaanubhavandravaradarsanakrdaliladibhir vibhavair utpadyate.
tasya nayana&turyabhukspakatksasaicaralalitamadhuangataravakyadibhir
anubtavair abhinayahprayoktavyah

% |d., p. 300:

vyabhi@rinas asyalasyaugryajugupsvarjyah.
% |In some manuscripts of thNatyasastra after VIl 108 a set of fiveslokes is
found which contain a list, enumerating 46 of the 49 emotions. The order of the
emotions seems to be completely random.

% Natyasastra VIl 109:

alasyaugryajugupsakhyair evan bhavais tu varjih
udbhavayanti sSmgaram sarve bhavah svasanjnaya.

The first line may be compared with the prose text on p. 300, quoted in note 23.
There it referred specifically to theyabhi@ribhavas. In the present context reference
is made to allbhavas. Note that the verse follows immediately after the list (not
found in all manuscripts), which enumerates 46 emotions, including those of all three
categories.

The situation described in the final part of Chapter VIl may be compared with
VI 39-40. In these verses the eighsas are divided into four pairs on the ground
of similarities in theanublaves. It is stated that the work (that is, the effects or
anublavas) which feature in, for instance, thiaudra rasacould equally well produce
the karura rasa The passage VI 39-40 has been dealt with, but from a different
angle, by Klver (1991).

%6 Kamagitra Il 4, 4

tad acchuritakam ardhacandro mdalam rekha vyaghranakhan
maydrapadakan sasaplutakam utpalapattrakam itidpato’savikalpam

Das (MNagelkratzen) ist der Form nach von achtfacher Art: Diskus, Halbmond, Kreis,
Linie, Tigerkralle, Pfauenful3, Hasensprung, Lotusblatt (Mylius 1987: 49).

2T Kamagitra Il 4, 23:
akrtivikarayukani canyanyapi kunita,

Man kann auch noch andere Arten von (Kratzspur-)Formenuausfh (Mylius 1987:
51).

% Note also the “addition” ofanta rasain the Natyasastra itself.

2 For another example of the confusion resulting from a too blind reliance on
Abhinavagupta in the interpretation of tiNAityasastra, see Tieken (1998).

%0 Sakuntah VIl 197:

ratheranutkratastimitagati@ tirnajaladhih

pura saptadypam jayati vasudam apratirathah
ihayan sathanam prasabhadamait sarvadamanah
punar yasyatyakhyam bharata iti lokasya bharaat.
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31 See Tieken (1989).
%2 For a study of these stories in théathasaritsigara, see Baldissera (1996).

33 SeeManavadharmsastra l1l 190:

ketitas tu yatlnyayan havyakavye dvijottamah
kathancid apy atikaman @pah sukara@am vrajet

But a Bahmam who, being duly invited to a rite in honour of the gods or of the
manes, in any way breaks (the appointment), becomes guilty (of a crime), and (in
his next birth) a hog.

(Translation EBihler 1886: 111)

34 See, for instance, Frasca, who refersteaukkattu performances in Tamilnadu

at the karumati pajai, a funerary ceremony taking place eight or ten days after the
demise of a family member (Frasca 1990: 135). See also de Bruin (1999: 281-2).
% The quotation has been taken from Steiner (1997: 9).

38 For the function of the chariot drive in thajasiya and its position in relation to
the unction and enthronement ceremonies, see Heesterman (1957: 127-139, 140-157).
37 The chariot drive is found in the seventh act of fahaviracarita, which act in

its present form is generally believed to the work of a different author, the majority
of manuscripts breaking off at V 46. Whatever is the case hereaNuwrho tried

to emulate and outdo Bhavati (Tieken 1999), clearly had before him a text of
the Mahaviracarita which included the chariot drive.

% For Rama’s request to Gaa, see p. 14, Il. 13-4, repeated at p. 139, Il. 16-9,
for Rama’s request to Earth, see p. 26, Il. 267, repeated at p. 139, Il. 23-5.

3¢ Uttararamacaritap. 34, Il. 3-11:

tena khalu punalsamayena té@ bhagavanten avirbhatasabdabrahnmakasam isim
upasangamya bhagan blutabravanah padmayonir avocat: se, prabuddho’si
vagatmani brahman tad brahi ramacaritam. avghatajyotir arsam te p@atibham
cakaih. adyahkavir asi. ity uktantarhitah atha sa bhagaan pracetasahprathaman
manuyess Sabdabrahmas tadrsamn vivartam itilasan ramayaramn prarinaya.

Or, en ce mme temps, s’approchant du Sagearé auquel venait d’appaitee le
Saceé sous sa forme de Verbéwlé, Brahma, le bienheureux auteur ddses, lui
parla ainsi: “O Sage, tu es irdgtia la erité supeme dont lame est la Parole. Conte
donc I'histoire de Rma. Ton oeil propétique de Voyant possle unéclat iresistible.
Tu es le premier Rete.” Il dit, et disparut. Et alors le bienheureux fils de Pracetas,
pour la premére fois composa cettépopge, mutation du Verbe sacmparmi les
hommes, — le Brayara.

40 Note the very first verse of Bhahiari's Vakyapadya (as quoted by Hacker 1953:
197/13):

anadinidhanan brahmasabdgattvah yad akaram
vivartate'rthabtavena prakriy jagato yatah

Das anfang- und endlose, unvargliche Brahman, das das wahre Wesen des Wortes
ist, das sich als die Dinge entfaltet, aus dem die Welt hervorgeht
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