The Role of Psychology in
Indian Aesthetics

Consciousness (Samvit, Manas, Prajﬁ&) is the essence of everything, but
it is a pervading quality of psychical phenomena, accordingto Psychology.
To distinguish Philosophy from Psychology, I would quotc lines from
Milindapaiiha (I1.15) Kim lakkhano bhante manasi karo kim lakkhana
panna’ti uhana lukkhano kho mahdraja, manasi karo, chedana lakkhana
panna’ti - 11.22, ye keci kusala dhamma sabbe te samadhipamikha),
where the author distinguishes mind (manasikara) from consciousness
(banna or prajna). Mind, according to him, is an instrument of reasoning
or questioning while consciousness is attained through meditation (samadni-
pamukha). What is discussed as mind is the field of Psychology while the
consciousness (Intuitive intellect - prajhia) comes under the realm of
Philosophy. Very specifically and clearly it is stated in Larikavatara-siing, that
the mind is studied by Psychology or manovijnana:- cittam manas ca vijnanam
lak sanartham prakalpyate (II.104).  Consciousness which is denoted hy the
word prajna in the Buddhist Literature, is certainly more primitive than
mind, but both of them have a common ancestor. It is necessary here to
trace what is meant by consciousness in the whole range of Indian
philosophical systems and what words stand for censciousness in a
psychological sense.

The word lkraty, in the Vedic-period, from the rcot kr means that
which fulfils ones function at the human level. The sense of willing and
desiring are represented by the word kratu and one who attains that  kratu
is daksa !. In the aesthetic scnse the power of will, and desire, (kratu,
attained in the work of art turns the doer of that into a daksa or an artist
of any art-form.  The term kratn, later on changed into manas and
prajnd with the general sense of desiring, willing and remembering.

During the time of the Upanishads, the word diman stands for different
shades of meaning. It is considered as identical with the body which is
then the essence of existence.?

But soon this perishable body is understood as mortal :nd the seers of
the Upanishads try to find out something subtier ¢nd higher than the

1. SB 1.4-1, Sa yadeva manas3a kamayats idam me syat idam kurviyeti sa eva
kratur atha yadasmi tat.

2+ Ait. Up. 3-2., SamjRanam, jnansm, vijhgnam, prajhsnam, medhd, drstib, dhreih,
matih, manisa, jutih, smreih, samkalpsh, Kratuh, asuh, Kamah, vssah, sarvanyeva
etani prajhanasya namadheyani.

3. Ch. Up.8-7-4., yeso’ ks'ni purugo dT syate esa atmeti; Tait. Up.2-1., Sa va esa puruszh
annarasamayah.............. ayamatma.
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body. In their enquiry, they declare “prana is the atman”, as sense-organs
cannot work without it,* and it is superior to the body and the sense
organs on account of the psychological reason too. It is regarded as
immortal and the ultimate truth.®> Prana is the substratum of the body.
In their further enquiry, they reach the third stage where they discover the
utility of consciousness functions in the body, This atman is declared then
as prajna. The prajnatman, the receptacle of the psychological activities of
the sense organs is not perceived in deep-sleep or trance® Next the
atman is conceived as an active subject, as an essential seer in contrast with
the old role of prajfia as a mere receptacle of all impressions. Atman, now
becomes the internal subject which moves freely from world to world.?
This I-ness has become the subject where, unlike the flower, it expresses
itself by the word ‘I know’. This consciousness of I-ness (samvit), there-
fore, implies the presence of a cognitive relation (grahana) between grahya
and grahaka. It is the peculiar illumination of jidna or awareness which
reveals the subject, the object and itself in an act of knowledge. Conscious-
ness cannot be reduccd to terms other than itself. Atman as consciousness
(samvit) has developed gradually. Citta is seen in animated beings. Among
animated beings, again, the atman has developed gradually, and in man
again, it has developed gradually, for, he is the most endowed with prajna.
He knows, knew and would know. But in other animated beings only
hunger and thirst are a kind of awareness or understanding?®  This
psychology of the development of consciousness in man is accepted by the
full-fledged system of Vedanta. The Samkhya-Karika, like the Vedantists
believes in the existence of the conscious principle apart from the material
principle.’ Here, in the context of consciousness which is helpful in
analysing the aesthetic-activity, I am not dealing with the view of
nihilists who don’t accept the existence of consciousness at all.

The phenomena of psychology are mind, senses, sense ~ objects,
(environment) perception, motivation, attitudes, feelings, thoughts,
sensation, impulses and attention which are instrumental in giving rise to the
aesthetic point of view. Through them the behaviour of a person can be
imagined in a psychological sense. First of alll would deal with the mind
and its diferent activities in the aesthetic experience.

The mind corresponds to the Vedantic word antahkarana which has
four functions: 1. manas, the indecisive faculty of mind, 2. buddhi, the
decisive state which decides that this is a tree and not a man, 3. ahamkara

4. Br. Up. 3-4-1., Ch. Up. 5.16, yah pranena praniti sa ta asma sarvantarah.

5. Br. Up. 2.3.6., Prana vai satyam tesamesa satyam.

6+ Kaus. Up. 3-4-4-19. yo_vai pranah s& prajna, ya va prajng, so prana, evameva esa
prajna atman idam gariram anupravista 2 lomebhyah & nakhebhyah. i

7. Br. Up. 4-3-11 {f. Sa jyate’'mrto yatra kamam hiranmayah purussab ekahamsah.

. Ait Aranyaka 2.3-2,, tasya ya atmanam avistaara vedasnute havirabhUyah... ...

9. Samkhya-Karika 17. Sam hatapararthatvat trigunadiviparyayad adhi§$h§;\5t puruso
its bhoktrbhavat kaivilyartham pravrttesca.
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the ego which acertains that ‘I know’, 4. citta, the storehouse of mental-states
which makes rememberance and reference possible. The ‘mind’ of Western
psychology is different from the ‘mind-stuff’ of Eastern psychology.
According to Vedanta, self-consciousness resides in the respective sense
organs, thinking and ideational activities of the atman. So introspection
and external observation include our empirical consciousness which is
known as mind-stuff. Things of the world are mind-made or phenomenal
in nature. Empirical consciousness constitutes the real individual,’® and
includes the entire phenomenal woild comprising mind and matter.!!
Empirical consciousness contains five sense perceptions and the mind-stuff.
Empirical consciousness and its world are dependant on each other for their
existence, and are known as prapanca,'? or illusion which can give the
parallel meaning of maya or cosmic-illusion. With the word prapanca and
antahkarana, another word sparSa should be taken to give the whole
meaning. Sparsa can be used to signify any kind of impression but its
literal meaning is impact or touch. Impressions originate from the impact
of matter on the live .organism (empirical consciousnessj1®. The senses of
touch, taste and smell come into actual contact with the sense-organs. But
for the senses of seeing and hearing, for their logical explanation they are the
darkest chapter of aesthetics, which without any external contacts are
the most powerful instruments of tasting beauty, as they have the property
of generalisation.# The theory of light corresponding to our seeing faculty
is also the darkest chapter of physics.

Newton’s corpuscular theory of light was refuted by Huygen's
wave theory and then Einstein’s quantum theory of light revived
Newton’s theory supported by experiments: yet eventually ‘light’ found a
clear expression and synthesis in the ‘dualistic’ theory i.e., waves and particles
both. In the year 1928 Louis Brogly questioned that if radiation can
manifest itself as particles, why should not ‘matter’ behave as‘radiation’
and that it does so was proved by experiments. It looks that our seeing and
hearing faculties, which have no direct contact with objects, are made of
the combination of light and sound respectively. The light and sound
energies are invisible, though their effects are perceived. Therefore, light
and sound must be in contact with the eye and the ear, but this contact is
subtle and invisible to us. We can express more through the Samkhya system
of philosophy, according to which, the whole world is made of the three
gunas with thousands of variations and gradations. With reference to aesthe-

10- Mund, Up 111 2. 7, Karmani vnmanamavasca atma pare ‘vyaye sarva ekibhavanti
Prasna Up bh1dyete tasam namarUpe purusa ityevam procyate.

11- Br. Up. 1-4; Ch. Up. VI, 3-2.; Suttanipata 355-537.909. Mund. Up. 1.1.9. tasma
etad brahma nama rUpam annam ca jayate.

12. Mund. Up. V. 12,V-17; Anguttaranikaya 1L. 162.

13. Ch. Up. 2-22-3;2-22-4. Katha Up. 1V-3 Sarve Sparsah mrtyor’atmanah,

14. Abh. Bh: 1.10 drgyam sravya caers-- ~ekavlcanena Sarvasadharanatayaiva yadyo-

gyamhtacca SprsyadlrUpam na. bhavatl drsyasmvyayoyostu bahutarasadharanayopa-
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tics we can say that the senses of taste, smell and touch are the participants
in the ahamkara part of our mind-stuff (ahamkara is characterised by a

predominance of rajas—guna) while the seeing and hearing faculties are the
participants in the buddhi part of our ‘mind-stuff’ whichis characterised by a
predominance of sattva-guna (the subtlest guna). Only the faculties of seeing
and hearing have played a great role in the perceptual aesthetics of fine
arts, as they have more, than the other three senses, a generalising capacity's.
In broad terms, Patanjali has also divided all the world-objects into two-
drsta and anugravika (Yoga-Sutra 1.15) drstanusravika visaya. To elaborate
it ‘more, I would like to quote Prof. R. B. Perry of Harvard and Mr.
Edwin B. Holt where they say that both mind and matter are composed
of a neutral stuff which, in isolation, is neither mental nor material.l6
I admit this view regarding sensations of hearing and seeing which equally
belong to the mental-stuff (which has mind and matter both). Should we
admit that the faculties of hearing and seeing are not psychical phenomena?.
To define psychical phenomena, we have to ascertain that they are
phenomena which intentionally contain objects in themselves.)” The
faculties of seeing and hearing certainly have objects. But due to
their satvic nature, they predominantly work over the act of thinking rather
than on the content of a thought. The act of thinking can be understood
as the same kind of consciousness as the empirical consciousness. Even
scientifically, light is invisible, it is only the effect of light which falls on
an object as a stimulus and then is noticed by our nerve centre of
the brain and subsequently communicated to our sense of seeing, which
makes an image on the retina of our eye. According to Western psychol-
ogists, the mind is passive. They do not tell us how continuous and
succesive sensations received from the same object are unified in the mind
that is passive.  But the mind-stuff of Indian psychology is different
from the Western mind because of its dynamic principle of consciousness.
Vacaspati holds that pure consciousness (aima) is manifested when limited
in the condition of jiva!® (individual-consciousness). Mind or antahkarana
gets its power by association with the self. Individual consciousness does
not possess the dual character of jhdtr and jneya!®. These are the character of
ahamkara a part of mind-stuff, which is the object of self-consciousness.
According to advaita-Vedanta, consciousness is of two types: 1, Nirupadhika,
2. Sopadhika. Jnatrtva (objectivity) belongs to the latter consciousness
which is a modification of avidya. According to Samkhya-Yoga, ordinary
perception takes place as the transcendental buddhi goes out to the object
through the channels of the sense organs and assumes the form of the

15- Supra. f:n. No. 14.
16. The concept of Consciousness. (Geo. Allen & Co. 1914.) p. 52.
17- Psychologie Vom Empirischen StandpunKte Vol. 1, 1874,p- 115 Brentano.

18- Bhamati 1-1-1 Jivo hi cidatmataya svayam—prakasataya avisayopyopadhikena rGpena
" visaya iti bhavah.

19. Vivarana Prameya Samgraha Vidyaranya . p. 53.
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objects, but the manifestation of th: objects is performed only when the
reflection of the self (purusa) is cast upon the unconscious buddhi which is
modified in the form of object. Thus Self (purusa) knows an external
object only through the mental modification on which it casts its reflecti-
on?® Vijnanabhiksu thinks that thereis also a mutual reflection of the self
on the buddhi and of the reflected buddhi on the self. It is through this
double reflection: that the self comes to know the external objects.?

Now I would deal with the question of « What is the process of
perception and what is the role of the mind therein”? 1 am, here,
quoting the views of the principal systems of Indian Philosophy about the
process of perception.

Vedanta:~ From ephemeral to non-ephemeral there is a continuous
chain of ascendance and each preceding factor is the cause of the
following. As from senses to mind and mind to consciousness one gets
transformed to a higher cause.  Ideas of reflection (sparsa of mana) are follow-
ed by the ideas of sensation (sparsa of indriyas) as a result of mental and
external stimuli.

Samkhya :~ Sense-organs are not material and they are made of
psychic-factors that go out towards their objects.  They come in
contact with their objects by means of their Vrttis (prapyakari).

Nyaya and Vaisesika:~ The bases (adhisthana) of the sense-organs
are material, but the senses come into contact with their objects, either by
going out towards them or by the objects themselves coming and striking
the sense-organs.

Mimamsists :- There is a faculty (dakti) abiding in the physical
bases of the sense-organs.

Buddhists :~ No psychic-factor, no vrttis either, but sense-organs are
composed of matter, hence, they are prapyakari. Senses of taste, smell and
touch, because of immediate contact, are known as prapyakari and sight and
hearing, because of the absence of any direct contact are known as
aprapyakari.

Western psychologists use the word  consciousness’ as awareness or
perception and unconsciousness as talk of awarencss and perception. For mind
also, they have confused concept. Mind means the place in which thought,
reason, imagination and all the other mental activities exist and it is one
of the essences, Other Western philosophers defined the mind as being
made of no material, needing no space to exist, and as being pure spirit.

20. Tattvavaisaradi (Vacaspati Mishra) mentioned in Yoga-bhadsya 1-7 2-17.10.

21. Yoga-Varttika 1-4:3.35 Br. Up. Senkara bhdysa 2:1-19. Yatha hi kevalo raktah
sphatiko laksyate janaih. ‘tafjakadyopadhanena tadvat paramapursah,
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It is closely related to the commonly accepted definition of the word
‘soul’. Western philosophers have often used the two words mind and
soul interchangeably.  So long as psychology (in Greek the word psyche
means soul) was a branch of philosophy, it could be study of mind defined
as soul, When psychology became a natural science in the latter part of
the 19th century, it became apparent that a new word was needed to
express what psychology studies. At first, the word consciousness replaced
the word ‘mind’, and it, in turn, was replaced by the word ¢behaviour’.
Psychologists do study the various mental activities such as thinking,
reasoning, imagining and feeling because these activities can be observed
either directly or indirectly in the behaviour of the individual.22

The process of perception certainly contains in it the conscious
principle of mind-stuff with which advaitic - theory of bimba-pratibimbav-
ada and the limitation theory (avaccheda-vada) are performed. But the
third theory of Vedanta and Samkhya, that is, rajaputravat upadesat or as the
son of Kunti was known as the son of Radha or as the prince of the royal
family brought up in a low caste family, mistook himself to be a low-caste
man, so does the Brahman through his own nescience assume limitations
and is later released by his own discriminative knowledge.?> The theory
of rajaputravat tat upadesat which is caused by maya or wvidya or prakrti can
be given an equal footing with the oedipus complex of Freud. This
complex is also taken from Sophocles’ Greek tragedy where a king’s son
through ignorance killed his father and unknowingly married his own
mother and produced four children.?* Oedipus was separated by his
father in his childhood due to the prophecy that he would be killed by his
own son, He was brought up by three foster parents, the last was the king,
The ignorance of Oedipus has been taken by Freud as a complex where
he tried to show that the opposite sexes have inborn oedipal attachment
for their opposite parent. He reduced all his theory of unconscious mind,
libido, repression, transference including Oedipus-complex only to sex energy.
The Samkhya-Vedanta concepts of rajaputravat tat upadesat and kaunteyasya
eva radheyatva vad which show the relationship of the soul with the
empirical world, differ from the concept of oedipus-complex, only due to
the realisation of reality till ignorance lasts.

In Oedipus-complex, ignorance did not shatter and it ended in
tragedy where Oedipus blinded himself, and his mother Jacosta hung
herself. If it could be a complex, as Freud said, even after coming to

22- Psychology. Understanding human bchaviour, Chapman Harold Martin and
others, McGraw Hill Book Co. 1958. p. 170-71.

23 Siddhantaless-Samgraha-Jivesvara-Svarupa-Nirtipanam, Appaya Dikshit p. 158;
Samkhya-Suira 6-27-28; Yoga-Sutra, 1-4-7 11.20; 1V-22; Samkhya-karika 62:-
Tasman na badhyateddha na mucyate napi Sams-arati kascit. Samsarati badhyate
mucyate ca nanagraya prakrtih.

24. Psychology for the class room, Strom Robert D., p. 362, Englewood Cliff, New
Jersey, USA,
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know that they were son and mother, husband and wife, they should
have lived without a feeling of guilt. But it was the ignorance and not the
complex. But in Indian psychology, introspection of the self should be done
and ignorance should be shattered before any wrong action lends to a tragedy
inlife. The Yama-yami dialoguein the Rg. Veda showed the achievement of
the end after warding of the wrong doing, Throughout Sanskrit litera-
ture, we would find that the end has been accomplished, as a rule, by
extracting and developing the metaphysical principles implicit in the
psychological teachings and techniques. The concept of sorrow or tragedy
is eradicated in Indian aesthetics as a non-aesthetic achievement, As
happiness contains the generalising property (Sadharanya-dharma} in it,
there is always a purposeful motive in our art-forms, Indian aesthetics
does not go by impulsive actions, but it is led by purposeful motivations.
To enlighten the mind is the foremost purpose of Indian art and it is
always followed by a sense of propriety.?> When I say purposeful
motivation, it means that this motive gives importance to the beauty of
the society rather than to an individual’s happiness as an end. We always
try to gain some measure of group-approval through doing something
which would bring us recognition from the other members of our group,
This gives rise to the slogan that art is for other’s sake, and not for the
sake of itself. In order to live together in harmony, we must reach some
agreement in art concerning what is to be valued or despised. This does
not mean that each individual in the group must value everything exactly
as everyone else does, but only that, everyone must agree in generalto a
system of aesthetic values. Aesthetic-value in the art-form should be
appealing to all who are consensually participating as connoisseurs.? In,
the system of wvalues, the concept of universal plays a great role.
Universal is the concept which may be shared by many particulars.
When I say connoisseur in the context of aesthetics, it implies
the wuniversal of Indian aesthetic experiences recognised as an
aesthetic-value. A difference of opinion about a particular idea,
colour, form, emotion?? or a thing is a topic of considerable interest in the
understanding of human behaviour and its impact on aesthetics.
Difference statistically lies sometimes in the degree of measurements, in
the mean between the two extremes? in the intelligence, in the physical
ability, in the efficiency of work. Because of these differences due to

25 Sulraniti., 1V-4.102-103; BNS., 14.68; Dhv. Al Il ~ Aucityad rte nanyad rasa-
bhangasya karanam

26+ Utiararamacarita; 111 13 dravibh@tapremn3.

27. Difference in thought and emotions gave the concept of synthesized entity of
ardhanarjs vara, Siva-Purans, Rudra Samhita, 49-17 ardhanarjsvarem bhanu
bhanu Kotigataprabham,

Difference in the mean between the two extremes; degree of measurement
and interest with respective examples: M. Bh, Sabha Parva, 65.33 naiva hrsva
na mahati” na krsa natirchini nilakuncitakes] ca taya divyamy aham tva;a of
Abhinayadarpana 26 Nandik:svara. Visnudharmottarg Purgna ch. 41.11 R kham

praéansag‘i\yicﬁ:yi vartanam ca vicaksanah. Striyo bhisanam icchanti varnadhyam
itare janzh, ’

23
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some reason or the other, as mentioned above, aesthetic experiences vary
from one man, society or culture or a nation to another man, another
society, another culture or another nation. Furthermore, the diffcrence lies
in the intelligence of different poets.?” Some give a good picture of the
persent (Mrcchakatika) some are efficient in showing the past and its history
of thought-system (Ramayana; and some express future incidents
(Mahabhtrata). And even more than that tnere are a few who give
everything of the present, past and future. (Kalidasa: Ruwsamhara,
Raghuvamsa and Shakuntalam). The psychological activities of such poets
includes intelligence (mati) memory (smrti), and intuition (prajna; in
their totality. Memory is retained in the citta of antahkarana. Thesynonym
of citta is buddhi. Memory stays in four of the Vittis as mentioned in
Yoga-Sutra 1.6.  Patanjali has defined memory as (Yoga-Swra) 1.2.
Whatever experiences are received through cognition of the objects when
cognised through Evidence, Misconception and Fancy, they remain in citta
in the form of impressions (samskaram abharate), or according to Nyayq,
Samskaramatrajanyam jnanam smrti. The field of memory is very wvast
as illustrated by the following table:

|
WAKING STATE DREAM SLEEP

Pramana Viparyaya bhavitasmartavya tamasika, rajasika,
Vikalpa abhavitasmar ie., smﬁyﬁbh&sa sdttvika experience of
—tavya recollection.

For the meaning of intelligence again we have to take refuge in the
concept of antahkarana, where the role of manas is important with the
cooperation of ‘the ten faculties (5 jnanendriyas and 5 karmendriyas). Manas
is activated in the gross-body and waking state of consciousness. Memory
is the reaction of the two states of consciousness i.e., waking and
dreaming and their functions in the gross as well as subtle-world, Here,
jivatma enjoys the experiences of the subtle world in seven subtle places
through 19 subtle outlets.*® Here, man becomes introvert and enjoys the
subtle world in the form of thought. The individual soul functions even

29. Difference in the efficiency gave rise to the kind of poets and artists in the
art-world. Kavya-Mimamsa,  Rajashekhara. IV, Sisye pratibha  dvidhem
disyamacaksate yaduta buddimﬁnﬁharya—budd_his ca. yasya nig»argatah sastramanud-
havati buddhih sa buddhimanah, yasya ca §astrabhyasah samskurute buddhimasa-
vaharya buddhib tridhg ¢a s3 smrtir matih pranjeti. atikrantasyarthasya smarti
smrtih. Varttamanasya mantri matih anagatasya prajnatei prajnet!,

30. MandukKya~Up. 4. Saptangah, ekonavimSatimukhah..,. Va'svanarah prathamajs
padah.
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in the sleeping stute through prajnd. rajna means prakrsiena ajnah, ie.,
complete ignorance. During this stat:, the gross body becomes absolutely,
inert ; so that it looks like dead. Jiviimd, here breaks relation with the
gross body and the subtle body. Here, i

1 experiences only consciou-
sness, void of any puirs of opposites. Here, in pr'/zj;w'vi the preparation for
concentration is worked out.  As right ‘rnow edge (prajﬁ?t) comes from
spiritual clearness’!, here, a creative writer cun ¢limpse consciousness in its
totality (paremerthiks soite) and cannot go  astray through avidye
(arthakriyak{). Eternal values in the arts and its metaphysical aesthetic
ictivities are projected only in this state. In a way, we can say, that
bzunury is a journcy on tie high way of our consciousness and as the artist of any
crediive art fwoce:ls on his journsy, he exberiznces the mounting joy of beauty till
ha reaches the end of the voad which is difficult to traverse, because of its
immeasurable height.

In the characterisation of behaviour of any personality, the behaviour
cy:zle works in artc and acsthetic activity. I have to explain here, the word
¢personality’ and ‘behaviour cycle’ with reference to modern psychology,
and their impact on modern aestherics. Whers a series of actions constituting
mental-ocourenze of any kmd; sensation, images, belief or emotion are
continuing unless interrupted; until some morve or less definite state
of affairs is realized is known as ‘bcha r cycle’.  The property of causing
such a cycle is calicd «discomfort’ and the property of mental occurences
in which the cvcle ends is calied plessure.  This mental ¢discomfort’ is
called “desire’. The cycle ends in 2 condition of quiescence of desire
which is the purpose of the cycle.

For personality, let rac trace the history of the term. The word
¢ personality ’ probably comes {rom the Latin word per and sonare, the
combined meaning of which is ‘to sound through’. Originally, it means
an actor’s mask through which the sound of his voice was projected.
Later on, it meant the false appearance which the mask created. Still later,
it began to give the meaning of the qu“dities of the character in the drama.
So, ‘personality’ originally signified the aesthetic accessory rather than
an object of psycho-analysis, Psyc,hologzcnuy, it refers primarily to the organi-
sation of the inter-related traits and other aspects of the behaviour of an
individual which evolve around the behaviour ny When we speak of a
personality-tra’s, we mean a dep: *'*(‘“Hz: way of thinking, feeling and
responding or as Stagner has put it a sencralized tendency to evalu-
ate situatiors in a predictoble manner and to act accordingly.

[

Intelligence {(ability to learn, to make good judgement, to bring together
many facts and derive a conclusion}, appearance and impression, health,
31 Yoga-Stitra. 1-48 Rthambhara tatra praina.

32. Ross, Stagnor. Psychology of Personality, 2nd Ed., McGraw Hill Co., New
York, USA, 1948.p. 143,
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size, weight, and body build, attitvdes towards others (for self-defence and
self-enhancement), knowledge (nformation of all sorts), skills, values,
emotional tones aiid control, roles {(as a member of several groups, we have
different positions and roles)~—~these are the personality traits in
evaluating the character of any art form. Through language, colour, stone
and notes of music, the artist commuaicates these personality-traits with
the outer and inner understanding and the knowledge and skill relevant
to the particular art. An artist has to be an extrovert, an introvert and
ambivert in accomplishing the work of art. Art is nothing more than a
pleasing communication of pleasing things. That is the sum of the persona-
lity traits of an artist. The temperament and behaviour of an artist would
influence his art work also. How he defends himself and how he enhances his
self, reflects on his artistic accomplishmentalzoc. In all the art forms, an
artist defends himself by restruciuving his self. He often gives himself desirable
characteristics through depicting his own character, which he really dces
not have. Sometimes for self-justification, he vses false rcasoning or we
can say he emoticnalises his reason, which is the act of self defence as in
the case of sour grapses to the fox. An artist is not suppesed to be a saint
but $2tha® and where he is capable of projeciing the attributes of his own
unworthy impulses or motive to hischaracters of the composition, he should
do so. A great cxl.mch of sainthood, wickedness is shown in Mrechakatika
by Sudraka through se!f projection where he depicts the character of sheep
and acts himself as a wolf in sheep’s clothing in different characters of the
play. Regression is also a method of sclf defence in the werk of an artist.
The whole of the Meghadut::l has shown the reaction of the regression asa
mechanism of self-defence, where the Vasana of Yaksa has played a great role
to show his un-fuifitled love-feeling thrcugh the message of the clouds.
Self-defence and self-enhzncement in the form of compensation also has
a great role in the acsthetic activity of India. Shakuntalad being abandoned
by Dusyanta has fu‘;fxl!ed her love through producing Bharata in the
vicinity of the jungle. Sird when cccepted by Rama from the harem of
Ravans, again was thrown to the jungle and she gave birth to her twin
sons, The law of compensation can be well traced in the aesthetic-theory
of bhoga and yoga where we sactifice for others by reaching our own
greatest usefulness and eventuailly our own grcWi*t appiness. If we
identify with something out:ide ourselves and seally work for it, we find
the greatest satisfaction of life. The hedonistic pu,wox of psychology is
refuted here. As man cannot ke humenised without the ethical values
which are compensatory to his behaviour, the acsthetic theory of karuna
or compassicn has its source in the psychology of defence mechanism of

compensation,

Another method of self defence is sublimation, which has been
achieved in all the great art of Indian aesthetics. As Freud employed

33. Kama-Sutra V. 6.2+50-52.
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the term, it refers to a situation in which we take the energy of an
anti-social and disapproved urge and re-direct it into a socially approved
channel which is mentioned by Rajashekhara also in his Kavya~-Mimansa.*
The classification of hero-types into dhirodatta etc. by the aestheticians of
India has been done by psychological sublimation.

In svagatakathana of Sanskrit dramas, we often see that the dramatist
wants to conceal something opposite through the device of svagatakathana
than what he exposes to the audience. It is known in psychology as
reaction formation device of self-defence. Introjection as a method of self-
defence has a role in the concept of morality which is bitter and resentful
to our taste. But, through artful depiction, an artist introjects these conce-
pts of morality in the mind of the readers in such a way that they think
them to make them their own. Panca-tantra and Hitopudesa are the
examples for the defence of introjection by their seasoned writers. Azt in
India has played a great role in the national life of an individual and the
moral laws are introjected in the Indian aesthetic-activity so much that
ethical values are identified as aesthetic~values in Sanskrit aesthetics.

In dealing with emotion and feeling as a personality-trait of an artist,
I have to take antahkarana and its four-fold activities.  Indians,
recognised three great divisions of mental-phenomena which are typified
with knowledge, desire and feeling. 1f I make a chart of Kant’s definition
along with the line of antahkarana, it would be like this :

|
A-+B4-C=Mental- Manas i ’ Buddhi D
Phenomena A| Perception i“"’>‘ Knowledge
(KANT) ! [
|
v Mind-Stuff
N I
B Ahamkara ——>| citta &
Feeling, desire <77 Thinking
i

A+B, B+4C, C+B, +A+D = Mind-stuff (Indian Philosophv).

The word citta of antahkarana is different from the citta as purc
consciousness which is bodha. The modes of thinking which receive the
sensational (manas) from the external stimuli are again modified in the

34. Kavya-Mimam-d X-3-p 133 (Chowkhamba - 1964). ,]ﬁnfyillol<aeéimmuryar_n kavih
kutra mameti ca asammatam pariharenmate, bhinivesata ca.
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form of certain desires and feeling (egoity or ahamkara) when they are in
contact with pricr samskaras. When the innumerable travellers in the
form of mental-occurences or impressions (samskdras) roaming in the
road of citta, with the help of manas through perception, come in
contact with external stimuli (objects), the corresponding samskaras select
their counter—feelings from the external objects and enliven themselves
with double-force and become emotions with the purposeful desire.
Knowing thoroughly this metaphysical explanation,®> Sanskrit aesthetic-
ians very sophisticatedly propounded the theory of rasa based on sthayibh-
ava (latent impression) and made the psychological divisions of rasas based
on permanent moods and transitory emotions as such.3® There are innume-
rable unconscious influences in our creation and appreciation of art
due to the experiences of the past which we have forgotten and still are
lying in the form of seeds. As they are sprinkled with the water of external
stimuli, they are at once recalled and recognised with a feeling of acqua-
intance and thus are delighted in this harmony. Therefore, forgetfulness
and memory play a great role in the reconstruction of art images and
their appreciation. Forgotten samskaras are like the old acquaintances;
when they meet the new acquaintances with the old traits of their own,
they are enlivened and delighted because of memory of familiarity.3? Not
only this, few enlivened Samskaras become stronger urges during this
process in the time of art-activity, and an artist adds those urges to his
present desires, as salt to the injury. Then he feverishly longs to attain
honour, power, riches, fame and love of a woman. Owing to the incapa-
bility of achieving them pragmatically, he transfers all his wishes to the
creation of beautiful things of art and subsequently, is comforted by
this act, and makes others also comfortable and reap their gratitude and
admiration. The same idea is given by Freud also but only for the
selective activity of sex~urge and its sublimation in the art form.?® The
concept of consciousness and unconsciousness of Freud is refuted by
John B. Watson in favour of the Indian concept of samskdras. He calls
conscioustiess as present and unconsciousness as past and finds a biological
basis for the unfulfilled wishes where he says that our otrdinary habits qu.-
ench those habits and instinctive tendencies which belong largely in the

past.®

35. Kgvya-mimamsd v. LL 8. ff Saskmaro hi sarvasya gunzm utkarsayati.

36+ Bharata n&tyar—gﬁstm V1. Vibhavinubhavavyabhicarisamyogad rasaniSpattih. Ibid*
VIL 122.p.379. evam cte kavyarasabhivyaktihetava hekonapafcas dbhavah.

37- Yoga-Su:ra 1. 49. tajjasssmkaro ‘nyasamkara —that is the state during the risiing of
Knowledze - but opposite traits of Samskarrs would be useful for the present
purpose. and BNS IV-4- Sukhaduhkhaiikairbhavaibhavastad-bhavabhavanem.

33+ Frzul Introluctory lectures on psycho—analysis, p. 314.
39. ‘The psychology of wish fulfilment’ The Scientific monthly Nov. 1916, p. 483.
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Though these art-forms belong to the poet as an individual, our
attitudes towards beauty is essentially disinterested; we are as if, lost in
admiration of it.40

The forgetfulness of the past (of this and other lives in the rebirth
process) has put a riddle before philosophy as well as before aesthetics.
That is why Buddha all through his gospels in his teaching emphasises
again and again the impoxrtance of smrti or mindfulness.

Right smrti is the entrance to the light of the faith and the bodhisattva
does not pay attention to anything that is adverse to it One title for
Buddha is amusita-smrti, one whose smrti never disappears,”? A bodhisattva
never loses smrti, and so is never distracted in mind.#® It purifies
buddhi, gives constancy and consistency to his thoughts and helps him to
keep the doctrine in his mind.# So much for smrti in general. The Buddhist
philosophers devised the special formula of the four fields of mindfulness
(smrti),  Smrti should be applied to: 1. Kaya, 2. vedana (feeling), 3. citta
(thoughts) and 4. dharma (phenomena).#® Asvaghosa and Vasubandhu
say that these four meditations (smrti) are antidotes to four viparyasas
(perversions).*  Viparyasas of Buddhism can be equated with the concept
of Avidya of Yoga-Sutra (IL.5) anityasucidukhenatmasu nitya-<ucisukhatmakh-
yati avidyd.

Judging all the interpretations about smrti in Buddhist literature, 1
came to the conclusion that the incessant mindfulness without primitive
lethargy could be useful in spiritual attainment, where the spiritualist like a
prophet could predict the flux of time and its events into one unity. But
for aesthetics this forgetfulness (latent impressions) has proved to be an
outcome of a variety of beautiful thoughts and feelings when aroused by
present stimuli of memory. Avidyd, maya and prakrti and vimarsa-all
these cosmic powers of illusion are helpful in advancing us to spiritual and
aesthetic-activities.¥’ Forgetfulness and memory, though paradoxical, are
the fundamental principles of Indian aesthetics. Aroused by memory,

40. Sahzrya-—da;pana, Visvanatha, XII. 13. purasya na parasyeti mameti na mameti ca
tadasvade vibhavadeh pancchepo na vidyate (the disinterested attitube is
elaborately discussed under the title ‘Psychical distance’ by Edward Bullough in his
article in the ‘Eritain’s Journal of Psyche’ 5. 1912.

41. Lalita-Vistara 34:15.239-2

42. Ibid. 434. 16.

43. Asta-Schasriia-Prajna-paramita 326 -7 MITRA R, Cualcutta, 1888.

44- Ddsibhunilta sutra 8-6, 42.15, 44.18. RAHDER, Paris, 1926.

45. Maka vyutpasti XXXUL p.73.(ed. Sakaki, Kyoto, 1928.) Dharma~scmgraha, XIV,
p-9, Max Muller. Oxford, 1885.

46+ Saundararanda XVIL. 25; Makayanasutralambara, 140-24.

47- Acyadeva  Catuhdatakam, Cittavisuddhiprakarasna, II. 37; Il 40, tr by
Maha Mahoupadhyaya Vidhusekhara  Bhattacarya from  Bhcta language
to  Sanskrit:- Karnajjalam  jalenaiva Kantakenaiva kantakam, ragenaive
tatha razamuddharanti manis'nzh, Morecver lohapinao jale ksipto majjatyeva tu
kevalem patijkrtem tadevanyim tarayeta tarati svayam.
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this primitive forgetfulness (samskaras) in the present reference becomes
renewed, leaving all its old traits of quality, and emotions arise.
All emotions have four aspects which may be analysed and investigated.
Modern psychology divides emotional experiences into four. We have to
appreciate the common sense of the theoreticians of Sanskrit aesthetics,
who, long ago, were aware of the four divisions of emotions in dance
and drama, which are based on emotional expressions.®# The following
diagram reflects the parallelism betwecen the West and East as far as
emotional expressions are concerned.

EMOTIONAL EXPRESSIONS

t

WEST EAST
1. Personal emotional expericnce 1. Verbal® expressions and Vaci-
described verbally kabhinaxa.
2+ Bodily changes occur during 2. Sattvika®-gesture with physio-
emotions such as blood pressure, psychical change.

pulse and breathing.

3. Behaviour of an emotional 3. Physical gestures.’! (whole of
person-how he acts and what Abhinayadarpana) is devoted to
he does. this gesture and its utilisation

in Indian dances.5?

4. Motivation—for an emotional 4. Dressing one  self® with
organism is also a goal-directed ornaments and beautiful cloth-
one. ing. The external aspect of

personality to arouse emotions
in the spectators.

48. BNS VL 23; VIIL 10. and Abhinaya-darpana, 38. Cairola Allahabad, 1967.
49. Abhinaya-darpana. 48, Ibid vaca viracitsh kavyanatakadi tu vaciksh

50. Ibid 40-41 Stambhah svedambu romancah svarabhango’ tha vepathuh Vaivar
nyamagru pralaya itvastau sattvilah smrtah.

51 Ibid 42. tatrangiko’ ngapratyangopangaistraidha prakasitah. :nganyatra siro hastan
vaksah parsvan katitata padav iti

Ibid. 43.326.
- 1bid. 39, vkaryo harakeyuravesadibhir ali mkreah.

W
W ot
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All the rasas in Sanskrit dramas are represented by these four types
of gestures. These are different in illustrating an individual rasa. This
emotional development which is evolved in getting the aesthetic-experie-
nce of each rasa (mood) is the full-fledged advancement of the theory on
aesthetic emotions, which are yet to be touched by the Western psycholo-
gists with their proper sequences. It is difficult to elucidate all the aspects
of psychology in a small paper like this, One can devote at least five
treatises to describe the role of psychology in Indian aesthetics. 1 have
left, here, the psychological theory of colour which can elaborately be
compared again with the rasa theory of Indian aesthetics.5

PapyA Supnl

54. BNS. \,'I,“}Z—‘:S. Syamo bhavati §rngarah  sito basyah prakjrtitah kapotah
karunicaiva. rakto raudrah prakjrtitah gauro vira tu vifeyah Krsnsscaiv:
bhayanakah njlavarnas tu bjbhatsah pjras caivodabhut smrtah,



