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P U B L I S H E R S ' N O T E

ATBËJNAVAGUPTA seems to have given the final shape to the philo-

*.*.* -><- £Uty -m india. His name is familiar to all students of Sanskrit

^tî^lanîd.Indian Aesthetics. His fame is still alive and his poetical

PmpMlbsöphical theories hold ground even today. It is no wonder

|Aë;%esthetic thought of Abhinavagupta, one of the most profound

ä f f e s t minds that India has ever known, captured the imagination

j&aniero Gnoli who, besides being an erudite scholar, well-

pÄö 'kä i to r and able translator of various Sanskrit Texts, is a Saludaya

l(tiu&, sense of the term. His thorough understanding and scholarly

of the Rasa-theory of Abhinavagupta in particular

theories of other thinkers in general, are simply wonderful,

work, AESTHETIC EXPERIENCE ACCORDING

, he has edited and translated the Com-

y Abhinavagupta on the famous smra of Bharata, Vibhavânu-

( Nalya sastra ) which constitutes

text in the whole of Indian aesthetic thought, and

the light of the views of prominent rhetors and philo-

ancient and modern. The theory of Abhinavagupta has

eô:presented here in a garb which can very easily appeal to

of this work was issued some ten years back by the

in the SERIE ORIENTALE ROMA ( No. XI ) under

of Giuseppe Tucci, and was much welcomed by the lovers
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P R E F A C E

This b o o k was first pr inted in 1956. Since then I have

jfjeyer rel inquished my researches in t he fields of Ind ian

^Rhetoric and Aesthetics. Some misinterpretations and mis-

states occurr ing in the first edition have already been corrected

by myself in 1957, in the paper Further Observations on the

AbhinavabhäratJ, East and West , year VI I I , N . 1.—April, 1957

>pf>, 100-103. This new edit ion represents, I t rust , a great im-

provement in regard to the first one . T h e In t roduc t ion , the

^critical apparatus, t he translation and t h e notes have been

completely revised. T h e basic text of Abhinavagupta , i.e. the

"commentary to the famous sütra by Bharata, V I , after s t 31 ,

'Mbhävänubhävavyabhicärisamyogäd rasanispattih, has been supple-

mented by three new texts, viz. the Commentaries o n

Näfyasästra, I3 st. 107, on Dhvunyäloka, I , st. 18, and I I , st. 4 .

As to the text I have directly compared the MS of Abhina-

éâbhàratï preserved in the library of Madras (M). References t o

the Kavi ' s edit ion of the Abhinavabharatï are t o the second edi-

ftïon of it. T h e letters H e and M. C refer t o the viveka of

i ï jemacandra and to the samketa of Mânikyacandra respectively,

A l t h o u g h the addit ions and explanations of H e do no t alter

i t t a i iy way the t h o u g h t of A G . , I have no t reproduced t h e m

i i i i h e text, which I have tr ied to set forth such as it was before

$|ie exegetical activity of the great jaina scholar.

I n so many changes, one th ing has remained unchanged in

these t en years : I mean the profound debt of grat i tude I owe

to Prof. Giuseppe Tucci , to w h o m , n o w as then, this b o o k is

Abdicated.
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I N T R O D U C T I O N

The

1. I n India , the study of aesthetics—which was at fiist

restricted to the drama—draws its origin from no abstract or

disinterested desire for knowledge b u t from motives of a

purely empirical order . T h e most ancient text that has come

d o w n to us is the Nätyasästra (4th o r 5th Century A . D . ?),

ascribed to the mythical Bharata. This is a voluminous collec-

t ion of observat ions and rules concerned in the main with the

produc t ion of drama and the t ra ining of actors and poets . T h e

au thor , o r the au thors , wi th a certain sententiousness and ped-

ant ry typical of Indian t h o u g h t , classify the various mental

states o r emot ions of the h u m a n soul and treat of their transi-

t ion from the practical t o the aesthetic plane. T h e Nätyasästra

is a w o r k of deep psychological insight . D r a m a appeals to

sight and hear ing at t he same time ( the only senses that are

capable, according to some Indian th inkers , of rising above

the boundar ies of the l imited " I " ) and is then considered the

highes t form of art . I n it bo th sight and hear ing collaborate

in arousing in the spectator, more easily and forcibly than by

any o the r form of art, a state of consciousness sut generis^

conceived intuit ively and concretely as a juice or flavour, called

Rasa. This typically Indian conception of aesthetic experience

as a juice or a taste savoured by the reader or spectator should

n o t surprise us. I n India, and elsewhere, sensations proper

to the senses of taste and touch, almost devoid of any noetic

representation, arc easily taken to designate states of conscious-

ness more int imate and removed from abstract representations

[ x iv ]



INTRODUCTION

than the ordinary one—that is the aesthetic experience and va-

rious forms of religious ones.

This Rasa, w h e n tasted by the spectator, pervades and en-

chants h im. Aesthet ic experience is, therefore, the act of

tasting this Rasa, of immersing oneself in it t o the exclusion of

. all else. Bharata, in a famous aphor ism which, interpreted and

elaborated in various ways, forms the point of depar ture of all

later Indian aesthetic thoughts , says, in essence, tha t Rasa is

b o m from the union of the play wi th the performance of the

factors. " O u t of the un ion of the Determinants—he says

Jitetally—, the Consequents and the Trans i tory Mental States,

the bir th of Rasa takes place" . W h a t is t hen the na ture of

"»Rasa ? W h a t are its relations wi th the o ther emotions and

states of consciousness ? A n d h o w are we to unders tand this

w o r d " bir th " ? T h e whole of Indian aesthetics h inges on

such questions, which have been an inexhaustible source of

polemic material to generations of rhetors and thinkers , d o w n

to our o w n days. But, before under tak ing an examination of

their various interpretat ions, let us briefly expound here the

essentials of the empirical psychology of Bharata.

Accord ing to the Nätyasästra, e ight fundamental feelings,

instincts, emotions or mental states called bhäva o r sthäyibhäva1,

«can be distinguished in the h u m a n soul : De l igh t (rati\

X a u g h t e r (basa), Sor row (soka), Angtï(krodha), Hero i sm (utsäha),

Fear (bbaya), Disgus t {jugupsa), and W o n d e r (vismaya). These

1) The word bhäva is made to derive by Bharata, VII, 342-346, from the
causative of bhu> to be, which may be intended in two different meanings,
that is '* to cause to be " (viz. bring about, create, etc.) and " to pervade ".
According to the first meaning, that which is brought about are the purposes
of poetry, kävyärtha, that is, the Rasas (cf. below, p. 50, n. Id), According to
the second meaning these are so called because they pervade, as a smell,
the minds of the spectators. The meaning of sthSyin is permanent, basic, etc,
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INTRODUCTION

eight states are inborn in man 's heart . They permanently

exist in the mind of every man, in the form of latent impressions

(vasdM) derived from actual experiences in the present life o r

lerited instincts, and, as such, they are ready to emergeto>m h

i n t o m s consciousness o n any occasion. In ordinary life each

feeling is manifested and accompanied by three elements, causes

{kärand), effects (kärya) and concomitant elements (Sahakärw).

T h e causes are the var ious situations and encounters of life, by

which it is excited ; the effects, the visible reactions caused by

it and expressed by our face, ou r gestures and so o n ; and the

concomitant elements, the accessory and temporary mental

states accompanying it. These eight bhävas, indeed, do n o t

appear in a pure form. T h e various modulat ions of ou r mental

states are extremely complex, and each of the fundamental or

permanent states appears in association wi th o ther concomitant

mental states, as Discouragement , Weakness, Apprehension

and so on. These occasional, transitory, impermanent states

are, according to Bharata, thir ty six. These same causes, etc.,

being acted o n the stage o r described in poetry, n o t lived in

real life, give spectators the particular pleasure to which

Bharata gives the name of Rasa. T h e fundamental mental

states being eight in number , t h e r e j i r e also eight Rasas, i.e.,

the Ero t ic {srngärd)> t he Comic (häsya), t h e Pathetic (karund),

the Fur ious (raudrd), t he Hero ic (vjra), the Terr ible (bhayänaka),

the Odious (blbhatsa) and the Marvellous (adbhuta). Later

speculation generally admits a n in th permanent feeling,

Serenity (Jama)\ the cor responding Rasa is the Quietistic

(Jäntd). W h e n they are n o t par t of real life bu t are elements

of poetical expression, even the causes, effects and con-

comitant elements, just as the permanent mental states, take

another name and are called respectively Determinants

(vibhäva), Consequents (anubhäva) and Transi tory Mental States

x v i



INTRODUCTION

(yjabhicäribhäva)1* O f course, from the spectator 's poin t of view,

the consequents do no t follow the feeling, as they do in the

ordinary life, bu t they act as a sort of causes which intensify

äand pro long the feeling, b r o u g h t about by the determinants .

k<xDandin and Bhatta Lollata. Bharata 's text and the afore-

,fi|üd aphor i sm in part icular became, as we have said, the subject

PQ£ study and analysis for a whole series of th inkers , each of

twhojn was anxious to contr ibute to a clearer unders tanding of

the w o r d s of the Master. T h e earliest of these were, so far as is

"known, D a n d i n (7th century) and Bhatta Lollata (9th Cent.),2

1} There is no need to insist upon the fact that all these English rende-
rings are far from being satisfying. According to Bharata, VII, 346, the
term vïbhàva has the meaning of cognition, vijnäna. They are so called,
bçcause words, gestures and the representation of the temperament are
determined, vibhävyafe (that is, known, according to AG) by them. The
äpKitbhäva> on their turn, are so called because the representation, in its three
aspects* that is, voice, vac, gestures, anga> and physical reactions, satha,
.causes (tjie spectators) to experience (the correspondent feeling). I have
followed here the reading accepted by AG (jad ay am anübhävayatt
ïtâgangasattvakrtc? bhinajah tasmäd anubhävah). The commentary of AG on
this part of the Nätyasästra is, however, not available, and there are, of
Ù\\£passage, many different readings.
I i 2) Dandin (7th century ?) wrote the Kävyädarla (this work may be
consulted also in the translation of O. Bohthngk, Leipzig 1890). Bhatta
^ f o flourished in Kashmir in the 9th or 10th century. He wrote a

c y , now lost, on the Nätyasästra of Bharata. Ksemaräja {Span-
dktßirnaya, p. 34) and A.G. (M.V.V., v. 778) quote a Bhatta Lollata who
Wtote a commentary (yrttt) to the Spandakärikä of Vasugupta. In my
opinion, it seems probable that these two Bhatta Lollatas are one and the
same person ; Bhatta Lollata would, in that case, have lived in the reign
pf Avantivarman (856-83 A.D. ; Vasugupta lived under Avantivarman) or
if*the reign of his successor, Sankaravarman. This change, also, involves
a change in the dates of Sankuka (cf. infra, p. 32, n. 4), who could then no
linger be identified with the poet Sankuka, who was a contemporary of
Xjïtapïda (early 9lh century).

\'*> [ XVII ]



INTRODUCTION

w h o like his great successor, was a Kashmir i and probably a

follower of one of the Sivaite mystical schools flourishing in

Kashmir . Accord ing to them, Rasa is simply the permanent

mental state (anger, fear, etc.) raised to its h ighes t pitch by the

combined effect of the Determinants , Consequents and Transi-

tory Menta l States. Bhatta Lollata maintains that Rasa lies

bo th in the represented personage and in the imitat ing actor.

T h e actor he says, feels the different bhävas and rasas as t hough

they be longed truly, or ra ther personally, t o h im. T o the

objection that , be ing it so, t he actor wou ld fail to maintain

or follow the t empo and the o ther dramatical conventions,

Bhatta Lollata answers that , o n the contrary, the actor can

manage very well w i th t hem by v i r tue of anusatndhi o r anusam-
r dhäna1 . Anusamdhi—Uizt literally signifies recollection, me-

mory and even someth ing more than this , i.e., consciousness,

awareness, reflection, etc.2 and I have tentatively rendered by

" realisation " 3 — i s at t he same t ime the power thanks to which

the ac tor " becomes " for the t ime be ing the represented o r

imitated personage (e.g. Râma), feels himself as Râma, and the

faculty t h r o u g h which h e nevertheless does not forget his real

1) Cf A Bh > I, p 264 : rasabhävänäm api väsanäiesavasena nate sambhavâd
anusamähibaläc ca hyädyänusaranät ; cf also Dh ÄL> infra p. 109 ; and, on
all this, K. M. Varma, Seven Words in Bharata, Calcutta 1958, pp 37, 38. An
opposit view to that of Lollata was maintained by the followers of Udbhata
(a Kashmiri poet and writer at the court of King Jayâpïda (779-813),
according to whom our perception of the actor as having really bhävas and
Rasas is an illusion (drstas tu tatpratyayo nate bhramah , A.Bh , I, 264).

2) Cf £ i. A Bh I, 43, where mranusamdht means uncontrolled,
thoughtless.

3) According to some later commentators, the meaning of anusamdhäna
\ s visualization or something like that ; cf. f i. Prabhäkara, Rasapradtpa,
Benares 1925, p 23 : anuscmdhänam ca kavivivaksttasyärthasya vâsanâpâ-
tapapasät säksäd tpa kai anam ||
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nature of actor . Seemingly, Bhat ta Lollata 's theory does n o t

cpticern the problem of h o w the spectators do relish Rasa.

^ Jèf'Sankuka.—Sankuka, a Kashmir i w h o lived a little later

rthan Lollata, disagrees1 wi th this view. Accord ing t o h im,

Rasa is n o t as the " ancients " p u t it, an intensified state bu t an

[imitated mental state. I n ordinary life, the mental state of a

T m n is revealed by the causes which excite it, i.e. the determi-

n a n t s ; by the visible effects of his feeling, i.e., the consequents ;

and by his concomitant feelings, i.e., t he transi tory mental

States. T h e successful imitat ion by the actor of the characters

and their experiences is no doubt , Sankuka says, artificial and

unreal, b u t is no t realized to be so by the spectators, w h o forget

the difference between the actois and the characters, and in

^fetentially experience the mental state of the characters them-

"sçlves. This experience—which is actually a peculiar form of

.inference—is, to Sankuka, different from any o ther kind

,o£ knowledge. A horse , imitated by a painter, Hemacandra

observes, h in t ing at Sankuka's theory, seems to onlookers

neither real no r false, and is no th ing bu t an image which pre-

cedes any judgement of reality or unreality. So far, so good .

According to Abhinavagupta , the weak poin t of Sankuka 's

theory is his premise that the aesthetic state of consciousness o r

*Rasa is no th ing bu t the percept ion of an imitated mental state.

, * 1) Sankuka flourished in Kashmir after Bhatta Lollata. It is doubtful
wh^her he should be identified with the poet Sankuka, authoi of a poem
$lalled Bhuvanäbhyudaj'a, who according to Kalhana(R T, IV, 705) lived under
the reign of Ajitâpïda (about 830 A D ) In this case, his predecessor,
Britta Lollata, can no longer be identified with the commentator, of the
$ame name on the Spandakärikä, and so his period should be brought back
to the end of the 8th century and the beginning of the 9th Cf. above,
p. XVII, n. 1. Sankuka wrote a commentary to Bharata, now lost, which is
frequently quoted by A G. On Sankuki, see De, S P , T, p 38 ; Pandey,
A.G., p. 128.



INTRODUCTION

Thi s concept of imitat ion was refuted by Abhinavagupta , as it

h a d b e e ä before h i m by his master Bhatta Tauta , the au thor of

uis^äiyakmtuka, <m impor tan t w o r k on poetics, n o w lost.

The i r reasoning is painstaking and acute : the effect of imita-

t ion (as w h e n a clown imitates the son of a king) is in fact

laughter and mockery and has no connect ion with the aesthetic

experience. T h e imitat ion theory is also clearly contradicted

by certain ar ts—dancing, for example—which obviously do

anything in real life.m

[ 4/ Maffa. Näyaka.—A th i rd th inker w h o is very impor tan t

i n - t i e h is tory of the doctr ine of Rasa is Bhatta Näyaka, a

Kashmir i of about the first half of the 10th century, au tho r

of the lost Sahrdayadarparia1. His crit ique deals first of all

1) Bhatta Näyaka flourished in Kashmir after Änandavardhana (who
was a contemporary of King Avantivarman, 856-883 A. D.), the author of
the Dhvanyäloka, whom he refutes. Bhatta Näyaka is, therefore, to be
placed around 900 A.D. It is not, probably, mistaken to identify him with
the Brâhmana Näyaka, who lived during the reign of Sarïkaravarman
(883-902 A.D.)> and who is mentioned by Kalhana (R.T., V., 159). In the
J.P.K.K., Il l , p. 96, A.G. quotes a stanza of saiva inspiration, which he
attributes to Bhatta Näyaka, to whom he gives the title of mïmàmsakàgranih
(the same title is given by A.G., elsewhere, to Kumärila, mïmâmsakàpra-
vara). Another stanza of Bhatta Näyaka (taken from a stotra) is quoted by
Ksemaräja (Spandanirna-ya, p. 18). I am inclined to think that these two
Bhatta Näyakas were one and the same person. The poetic work of Bhatta
Näyaka was the Hrdayadarpana (or Sahrdayadarpana) which has notyet. come
to light. The opening stanza of this work, which contains an invocation
to Siva, has been preserved in the AM., I, p. 5. The fragments of the
poetic work of Bhatta Näyaka have been collected by T.R. Chintamani,
J.O.R.M., Vol. I, pp. 267-276. On the poetic doctrine of Bhatta Näyaka
and the confutation of the dbvani, cf. T. R. Chintamani, J.B.U., vol. 17,
part 2, pp. 267-276. Bhatta Näyaka's theory is also stated with few varia-
tions in the Dh.Â.L., pp. 180 ff. (infra, p. 107). On Bhatta Näyaka in ge-
neral, see Sankaran, op. cit., pp. 86-88, 1Ö2-4 ; Kane, S.D.V.,pç. âl2-215 ;
Pandey, A.G., pp. 128-130.
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INTRODUCTION

Awith the w o r d " bir th " , used by Bharata ; in wha t sense, h e

;asks, should the w o r d be unders tood ? Percept ion, p roduc -

tion^ and manifestation are facts of everyday life; they have

no th ing to do wi th the aesthetic fact, with Rasa. Hence the

tea l meaning of " bir th " , as used by Bharata, cannot be per-

ception, o r product ion, o r manifestation. Theatrical per-

formance ( the actions of actors) o r poet ry ( the words of a

/poet) does no t make Rasa perceptible, p roduce it, o r manifest

i t T h e relation between the practical, o r literal meaning, and

the poetic meaning lies in none of these ; rather , it lies in some-

^h|ngft entirely different from these three facts of everyday life,

4kmely in " revelation " (bhävanä). This revelation, as Abhina-

Vâgupta says in his paraphrase of the Sahrdayadarpana is a

„special power , different from the power of denot ing , tha t

words assume in poetry and drama. T h e specific task of this

power , which as Näyaka says, " has the faculty of suppressing

the thick layer of mental s tupor occupying our consciousness1 ,

i s generalization o r universalisation of the th ings represented

"or described. " T h e Rasa, revealed by this power is t hen

^enjoyed (bhuj) t h r o u g h a sort of enjoyment different from direct

^experience, from memory e tc . " T h e core of Bhatta Näyaka 's

»doctrine is precisely this concepj^of generalization—one of the
? main contributions of Inä ian aes thet ics T h e aesthetic state of

\consciousness—whether its material be anger, love, pain, etc.—

$j$es no t insert itself in to the texture of everyday life bu t is

1) During the aesthetic experience, the consciousness of the spectator
, J.S,&çe from all practical desires. The spectacle is no longer felt in conne-
xion jwith the empirical " I " of the spectator nor in connexion with any
«other particular individual ; it has the power of abolishing the limited

vpefspnality of the spectator, who regains, momentarily, his immaculate
,^eing not yet overshadowed by mäyä. Moha> stupor, is the specific state
aroused by tamah.
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seen and lived in complete independence of any individual

interest . T h e images contemplated o n the stage or read in

poetry are seen by the man of aesthetic sensibility independently

of any relationship wi th his ordinary life or wi th the life of the

actor o r of the he ro of the play or poem, and appear, therefore,

in a generalized (sädhäranlkrta, sädhärafh ) way, that is to say,

universally and released from individuality.

T h e drama performed o r the p o e m recited has t he power

to raise the spectator, for the moment , above his l imited ego,

his practical interests, which in everyday life, like " a thick layer

of mental s tupor " , l imit and d im his consciousness. Th ings

and events that in practical life w h e n associated wi th " I " , wi th

" mine " , repel o r grieve us , are felt as a source of pleasure—

the aesthetical pleasure o r Rasa—when they are described or

represented aesthetically, tha t is, w h e n they are generalized

or contemplated universally1 . This conversion of pain in to

1) Generality (sädhäranya) is the principal character of aesthetic ex-
perience. The events and facts of which the determinants, etc., consist
are independent of any relation with any particular individual and of any
particular association. The situation represented, says Mammata, is
independent of the following specifications : " This concerns me " ; " This
concerns my enemy " , " This concerns a person who is indifferent to me " ,
" This does not concern me " ; " This does not concern my enemy " ,
" This does not concern a person who is indifferent to me ". Generality
is thus a state of self-indentification with the imagined situation, devoid of
any practical interest and, from this point of view, of any relation whatso-
ever with the limited Self, and as it were impersonal. The determinants
and consequents differ from ordinary causes and effects just on account of
this state of generality. The same feelings of delight, sorrow and anger
which pervade ordinary life appear m a completely different manner in the
aesthetic state of consciousness The witnessing of a scene of ordinary
life (e g , a love scene) necessinly aiouses in the spectator a cettain series
of feelings (anger, envy, disgust, etc ) proportionate to the closeness of the
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a $mt of pleasure is proved, Näyaka holds , by the fact that , as

depicted on the stage, sights and events painful in themselves

do no t repel us ; on the contrary, we enjoy them. Rasa, t he

^aesthetic experience revealed by the power of revelation (bhä-

?lti£), is no t noetic in character, is no t a perception, b u t an

experience, a fruition (bhogd). Th is fruition is characterized

b ^ a state of lysis (Jayd), of rest in to our o w n consciousness1 ,

ties which bind him to the protagonists of the scene in question. It may
bejfchat he is completely indifferent to the actors in the scene and also to the
fC| örtlich they perform; in this case he will be in a state of indifference
pàia$tky&)> which also is at the very opposite pole of the aesthetic experience,
wh îch is characterized by just an active participation (anupravesa) of the
cognizing subject in the event represented. The same scene represented
on the stage is, on the contrary, devoid of all particular associations and
free from any extraneous interference (vighna)—anger, disgust, etc. The
spectator is without any pragmatic requirement, any of the interests (desire
for gain, etc.), by which ordinary life is characterized. He is immersed in
the aesthetic experience to the exclusion of everything else ; the task of
generalization carried out by the poetic expression breaks the barrier of the
limited " I " and eliminates in this way the interests, demands and aims
associated with it.

* 1) Vtfräntt, rest, denotes the fact of our being absorbed in something,
immerged in it, to the exclusion of every other thxngipigahtavedyäntaratayä),

"-without, that is, having any mental movement, any extraneous desire (m
other words no obstacle, vighnà)^ which comes to break mto that state of

Hpmsciousness. In aesthetic language, visränti denotes, at the same time,
the fact of being absorbed in the aesthetic object, and the sensation of
pleasure sui pener is which accompanies that state of consciousness. In
t]ie iaiva metaphysics visränti denotes the repose of everything that exists
It! the " I " (everything that exists is reposing in the consciousness, but the

.consciousness does not repose in any other thing different from itself, it is
deposed in itself) and, implicitly, the repose of the limited " I " in the cons-
•2 ci0usness in its original fullness. The terms "solution" (^OT/V?), "lysis" (/#; a)*

pa&centtaûon(safflapûtti) etc , express the same concept(cf infra, p. 62). They
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the pervasion of consciousness by bliss and l ight : it belongs

t o the same order as the enjoyment of the supreme brahman.

This last concept ion is very interest ing, and even at first glance

clearly reveals its kinship wi th certain religious schools of

India, which mus t have influenced h im, if only indirectly.

Brahman—Bh^mh^ri said more than four centuries before

Bhat ta Näyaka—is no th ing bu t the overcoming of the knots of

" I " and of " mine " x . N o t enough . T h e same idea of a

convers ion of the th ings of reality (according to Näyaka, in the

aesthetic momen t they appear, as it were, under another aspect)

is to be found, applied to the mystical rather than to the aesthetic

experience in some Buddhis t schools. In religious experience

the wor ld of reality is n o t suppressed bu t is seen otherwise.
c ' If it be t rue ( the Buddhis t Vasubandhu says) that th ings are

unreal , lacking tha t substantial reality consist ing in their own

nature as imagined by the ignorant , it cannot nevertheless be

denied that they do exist in that ineffable way of being, which

Buddhas perceive " (Vtmsatikä, 10). T h e na ture of th ings is

inexhaustible and they reveal more and more modes of being,

cor responding to the beholder ' s varying states of conscious-

ness. Reality, in this sense, may be the matter of a revulsion

(parävrtti), of a sort of sudden reinterpretat ion th rough which

it is revealed under a new aspect : the painful and restless

flow of his tory, t he samsara, appears to the saint as ineffable

quiescence, nirvana. Th is conception, as will be seen, will

recur frequently in the works of the satva schools of Kashmir. Conscious-
ness manifests and illuminates everything. The appearing of all things
presupposes the existence of Consciousness, which is, in this sense, light
(prakäsa).

On the concept of beatitude {änanda), see infra p. XLII-XLV.

1) Vakyapctdîya, I, 5 (comm,), ed. e.f, : mamäham îty ahamkäragranthi-
samatikramamätram brahmanah präpith.
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^ c r i t i c i z e d and at the same time developed by Abhinavagupta .

^ f final transfiguration of pain, it is t rue, is as if anticipated

foreshadowed in the aesthetic experience (this, like the

experience, transforms reality, converts the very

guage, which magically reveals a new sense that exists side

| ^ | wi th the practical meaning) , bu t one must no t forget

ffikt? while the mystical experience is perfect fullness, in which

t ^ J c n o t s of " I " and " mine " are already completely undone ,

|g*the aesthetic experience the process of undo ing has only just

I s g u n . I n it, the history, the pain has not yet entirely lost its

h e i g h t ; it is still present, ready to break ou t m all its violence.

5%e poet ' s fullness is no t that of the saint. " T h a t fresh ou t look

d£ poets—declares Änandavardhana—whose activity succeeds

i^çn joying Rasas all, and that learned out look which proceeds

| ^ ? a t d s p rob ing the t ru th of objects veri ly—both of them we

tx̂ Lve, tr ied to utilize in figuring ou t the world, so long that have

Income exhausted in the at tempt. O L o r d sleeping o n the sea,

|rf$ never obtained in any of these, Happiness comparable to

j ^ o t i o n for T h e e 1 / ' Aesthetic enjoyment itself is veined by

àixobscure unrest . " Often a man " , says Kälidäsa in a stanza

by Abhinavagupta , " i n the act of admir ing in happiness

shapes or listening to sweet sounds, feels in himself

t. Does he , perhaps, recall, in his soul, affections

jp lives, deep within his spirit w i thou t his knowledge 2 ? "

£ disquiet to which Kälidäsa alludes, is, observes Abhinava-

|?ta, an unobjectified desire; it corresponds to w h a t is,

etaphysically, the desire which induces consciousness to deny

^ fullness and to crumble in t ime and space3.

t ) Dh.A., Ill, 43 (comm.). I have reproduced here the translation of
Krishnamoorthy.
2) See below, p. 60.
?ù See below, p. 605 n. 4.
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T h e religious and the aesthetic experience spring from the

same source. This is the tenor of two stanzas, almost cer-

tainly by Näyaka, quoted by Mahimabhat ta , a rhe tor of the

11th century : " Dramat ic performances and the music accom-

panying them feed the Rasa in all its fullness ; hence the spec-

tator, absorbed in the tast ing of this, tu rn ing inward, feels

pleasure t h r o u g h the whole performance. Sunk into his

o w n being, h e forgets everything (pertaining to practical life).

The re is manifested in h i m that flow of inborn pleasure, from

which the yogins draw their satisfaction " l .

A n o t h e r p rob lem explored by Bhatta Näyaka is the didactic

value of poetry. Differing from the current opinion that drama

and poet ry should instruct whi le they entertain, Näyaka main-

tains that instruct ion is completely secondary and that what

really matters is the intrinsic value of the work 2 . T h e t w o

approaches are reconciled by Abhinavagupta , w h o says, in

brief, tha t the aesthetic experience in so far as it nourishes ou r

sensitivity has also a didactic value3 .

5 . Anandavardhana. These are the outlines of the de-

ve lopment of Ind ian aesthetics toward the end of the 10th

century, as Abhinavagupta , w h o was one of India 's greatest

thinkers , has t ransmit ted them. A Kashmir i like his fore-

runners , Abh inavagup ta unified the scattered voices of earlier

phi losophers in to a masterful synthesis, embracing phi loso-

phical speculation and mysticism as well as aesthetics. But,

before t u rn ing to h im, w e o u g h t to go back in t ime and pre-

cisely at t he epoch of Avant ivarman (855-83), k ing of Kashmir .

A t the court of this k ing, there lived a great rhe tor and phi lo-

1) See below, p. 48.
2) See below, App. Ill , p. 114.
3) See below, App. Il l , p. 114.
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gopher indeed, by the name of Änandavardhana . In a justly

jtigpLöüs book , o n which Abhinavagupta was t o comment a

and half later, called the Dhvanyäloka ( " L igh t of Re-

" ) , Änandavardhana reached certain conclusions which

*;wpre accepted, wi th some rare exceptions, by all later Indian

tfcjefors- T h e starting point of his speculation is the difference

ße tween ordinary and poetical language. T h e phi losophy of

language has very ancient roots in India, and in various epochs

i | s problems have been dealt wi th by diverse and radically

> differing schools ; yet Indian thinkers , bo th Buddhis t and Hindu ,

in substantial agreement on one po in t—the instrumental

transitive nature of ordinary speech. Language is essen-

pragmat ic : the words we use exist in so far as they serve

v7>7r~,T purpose , and after we have used them they cease to be.

^Tfiey, Buddhists hold , are powerless to grasp the l iving reality

tàï things ; they deal wi th the general, which is simply an image

^ t h i n g s , an image o u t of focus, so t o speak, and ultimately

^iareaL W h a t is then this new nature or dimension, that speech

•s in poe t ry ? A n d from wha t is it derived ? Accord -

another Kashmir i rhetor , Udbha ta , flourished in the

j. . ^ c e n t u r y , the essence of poetical language was the secondary

>horical function of the words 1 . T h e poetical speech—

have though t—at the very expense of the practical

enriches itself wi th various proceedings—rhymes,

sy inversion—conceived as useless in a purely functional

language, bu t essential in t he poetical one. O n e of the mos t

important elements of these figures of speech, differing from the

modes of practical language dominated by a direct way of ex-

is undoubted ly the secondary function of words .

See, on all that, R. Gnoli, Udbhata s Commentary on the Kävyälamkära
!, Roma 1962, of which I have reproduced here some passages.
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T h i s and no th ing but this will then be the very life of poetical

language, in antithesis wi th the practical one. Änandavardhana

disagrees. T h e secondary function does no t necessarily imply

poet ty . Actually, all language is metaphorical . T h e source

of poe t ry mus t then be another sense or value that is assured

by words , a l together different from the pr imary (i. e., historical

or literal) and the secondary one. " Poetical meaning is differ-

ent from convent ional meaning. In the words of great poets it

shines ou t and towers above the beauty of the wel l -known

outer parts even as charm does in ladies " (Dbvcwyâ/oka, I, 4).

This new sense—the poetical sense—irreducible, as it is, to the

literary one , cannot however do wi thou t it, bu t is, as it were,

suppor ted by it. " T h e poetic meaning " , h e says,

" is no t unde r s tood by a mere learning in Grammar and

Dict ionary. I t is unders tood only by those w h o have an

insight in to the t rue essence of poetry. This meaning, and

that rare w o r d which possesses the power of conveying it,

these t w o must be studied carefully by those w h o wish to

become t rue poets . Jus t as a man interested in perceiving

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

flame of a lamp since this is a means to realise his end, so

also does one w h o is ult imately interested in the poetic

meaning first evince interest in the conventional meaning.

Jus t as the pu rpo r t of a sentence is grasped only th rough the

sense of individual words , the knowledge of the poetic

sense is at tained only t h r o u g h the med ium of the literal

sense. T h o u g h by its o w n power the word- impor t con-

veys the sentence-import , just as it escapes notice once its

purpose is served, so also does tha t poetic meaning flash

suddenly across the t ru th-perceiving minds of cultured

critics, w h e n they are indifferent towards the conventional

meaning . T o conclude, connoisseurs give the name of
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" resonance " {dhvani) t o tha t part icular sort of poe t ry in

\fhich bo th the convent ional meaning and the convent ional

^ Word are subordinate " (Dhvanyäloka, I , 7-13)1,

A truly poetical w o r d o r expression is tha t which cannot be

tfgplaced by o ther words , w i thou t losing its value. Poe t ry

n o synonyms. Th i s poet ic meaning of words , wh ich

5, paradoxically, wi th the historical or literal mean ing—

^ r H a h e é v a r â n a n d a , a phi losopher of the 13th century, po in ts

^ V t d in relation to the o ther powers of words just as

to men ' s o ther capacities and activities. T h e name

| ) | which it is known , is resonance {dhvani) o r suggested, mani -

Ü d sense (vyangyd). Rasa is no th ing b u t it . Poet ic w o r d s

manifest, suggest i t unexpectedly and w i thou t any no t i -

e bridge2 . T h e theory of Änandavardhana , wh ich w e

I have quoted here the transi, of K« Krishnamoorthy.
When we read a poem we become, as it were, simultaneously aware

tKç,Rasas, viz. the sentiments not practically experienced but aesthetically
Contemplated, that it suggests. The temporal sequence between the cogni-

& of the expressed and the suggested sense would be noticeable only in
suggested sense were opposed to the expressed one or similar to it,
on the same footing. See Di. A7, III, 33: " But this temporal se-
in the two function of sounds cannot be noticed when sentiments
sas) are suggested; because sentiments are neither opposed to the

sense nor appear as similar to the other senses ; they are not capable
j | ^ g conveyed by aught else and all their accessories work together

%à|i|ightning—quickness " (transi, cited above). The concept of alaksya-
| | P ^ and the necessity of admitting it has been expounded at length by
||Qandayatdhana himself, Dh. A.9 III, 33. I cite here some words of P.
J ^ l f {Variété, Première Leçon du Cours de Poétique, éd. cit., p. 1356):

i un jour comment cette altération se marque dans le language
e t ^ à y a un langage poétique dans lequel les mots ne sont

le mots de l'usage pratique et libre. Ils ne s'associent plus selon les
attractions; il sont chargés de deux valeurs simultanément engagée

équivalente: leur son et leur effet psychique instantané ".
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have expounded in its essentials here , is one of the greatest

contr ibut ions of India to the aesthetic problem, and it deserves

even n o w all our at tent ion. O n e of the most sensitive critics

of our t imes, Paul Valéry, more than ten centuries later, ideally

connects himself to h im. " La poésie " , h e says,

" est u n art du langage. Le langage, cependant, est une

création de la prat ique. Remarquons d ' abord que tou te

communica t ion entre les hommes n 'a quelque certi tude que

dans la pra t ique, et par la vérification que nous donne la

pra t ique. Je vous demande du jeu. Vous me donne% du feu : vous

m'avez compris .

Mais, en me demandant du feu, vous avez p u p rononcer

ces quelques mots sans importance, avec un certain ton, et

dans un certain t imbre de voix—avec une certaine inflexion

et une certaine lenteur ou une certaine précipitation que

j 'a i p u remarquer . J 'a i compris vos paroles, puisque, sans

même y penser , je vous ai t endu ce que vous demandiez, ce

peu de feu.

E t voici cependant que l'affaire n 'est pas finie. Chose

é t r ange : le son, et comme la figure de vo t re petite phrase,

revient en moi , se répète en moi ; comme si elle se plaisait en

moi ; et moi , j ' a ime à m 'en tendre la redire, cette peti te phrase

qui a presque pe rdu son sens, qui a cessé de servir, et qui

pour t an t veu t v ivre encore, mais d 'une tou t autre vie. Elle

a pris une va leur ; et elle l 'a pnseaux dépens de sa signification

finie. Elle a créé le besom d'être encore entendue. . . N o u s

voici sur le b o r d même de l 'état de poésie. Cette expérience

minuscule va nous suffire à découvr i r plus d 'une vérité " x

1) P. Valety, Varulï, Pocste et Pensée Abstraite, pp. 1324-25 ( La
Pléiade, Pans 1957)
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A ü d again :

* c La poésie n 'a pas le moins du m o n d e p o u r object de

communiquer à que lqu 'un quelque no t ion déterminée,—à quo i

là* p rose doi t suffire. Observez seulement le dest in de la prose ,

comme elle expire à peine en tendue , et expire de l 'être,—

c'est-à-dire d 'ê t re remplacée dans l 'espri t at tentif par une idée

o u figure finie. Cette idée, don t la p rose v ient d 'exciter les

condi t ions necessaries et suffisantes, s 'étant p rodu i t e , aussitôt

les moyens sont dissous, le langage s 'évanoui t devan t elle.

Cfest u n phénomène constant don t voici u n double contrôle ;

i iotre mémoi re nous répète le discours que nous n ' avons pas

compris . La répét i t ion r épond à l ' incompréhension. Elle

nom signifie que Pacte du langage n'a pu s'accomplir. Mais au

^contraire, et comme par symétrie, si nous avons compris , n o u s

r i o m m e s en possession d 'expr imer sous d 'autres formes l ' idée

Ujue le discours avait composée en nous . L 'ac te du langage

^accompli nous a rendus maîtres du po in t central qu i commande

v là multiplicité des expressions possibles d 'une idée acquise. E n

t%Qmme, le sens, qui est la tendance à une subs t i tu t ion mentale

s4|îiforme, unique , résolutoire , est l 'objet, la loi, la l imite

Inexis tence de la prose pure .

\ T o u t e aut re est la fonct ion de la poésie. Tand i s que le

3fqnd un ique est exigible de la prose , c'est ici la forme un ique
ri<jui o r d o n n e et survit . C'est le son, c'est le ry thme, ce sont

Heß Rapprochements physiques des mots , leurs effets d ' induct ion

a influences mutuelles qui dominent , aux dépens de leur

^ de se consommer en u n sens défini et certain. I l

jjptut donc que dans un poème le sens ne puisse l ' empor te r

* $ * la forme et la détruire sans r e t o u r ; c'est au contraire le

gefour, la forme conservée, ou p lu tô t exactement reprodui te

comme unique et nécessaire expression de l 'état ou de la

jpensée qu'el le vient d ' engendrer au lecteur, qui est le ressor t
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d e la puissance poét ique . Un beau vers renajljndifcniment de

ses cendres, il redevien t ,—comme l'effet de son effet,—cause

ha rmon ique de soi-mêne " x .

Let us n o w listen to some lines of the great commenta to r

of the Dhvanyäloka, Abhinavagup ta :

" Aesthet ical experience takes place, as everyone can notice,

by v i r tue , as it were , of the squeezing ou t of the poetical word .

Persons aesthetically sensitive, indeed, read and taste many

times over the same poem. I n contradict ion to practical means

of percept ion, that , their task being accomplished, are n o more

of any use and mus t t hen be abandoned 2 , a poem, indeed,

does n o t lose its value after i t has been comprehended. T h e

w o r d s , in poe t ry ,mus t therefore have an addit ional power ,

tha t of suggest ion, and for this very reason the t ransi t ion from

t h e convent ional meaning t o the poet ic one is unnoticeable3^.

" W h a t some people say, namely tha t a phrase w o u l d then

come to have many difFerent meanings , is due solely to their

ignorance . A sentence—they say referring to ordinary s t rumental

language—which has been p ronounced once and the meaning

of which has already been perceived by force of convent ion,

cannot lead one to perceive t w o difFerent meanings. T h e subject,

indeed, cannot remember , at t he same t ime, several mutual ly

contras t ing conven t ions ; and if, on the o ther hand , these

convent ions are n o t contras t ing, the meaning of the sentence

remains, then , one. N o r can i t be admit ted tha t the difFerent

1) Variété, Commentaire ay Charmy, p. 1510 (éd. cit.).
2) This is a quotation from the Väkyapadfya, IT, 38. j^part from

Bhartrhari, the practical purpose of language has been discussed at length
and with an admirable penetration by Dharmaklrti in his ¥ramät}avärttika>
especially I, 92 S. Dharmakïrti's work was well-known to Abhinavagupta,
who cites it frequently. See, f.i., Locana, pp. 444 and 542 (Benares ed.).

3) See above, p. XXIX, n. 2.
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çiçanings a te perceived one after the other , because t he words ,

%&§£ they have made one meaning perceptible and have thus

l e a s e d to be efficacious, have no longer any power to render

percept ib le any o ther meaning. A n d even if the phrase is

y&dnounced a second t ime, the meaning remains invariably the

» m e , the convent ion and the context being the same. Should

Upmeone object tha t a sentence can lead one to perceive ano-

Mjfier meaning, independent ly of the one perceived t h r o u g h

Convent ion and context, it can be replied that , then, there is no

fpager any fixed relation be tween w o r d and mean ing ; and

| h a t one falls thus in to the countersense, described in the stanza :

| * Therefore, w h a t reason can one adduce for the fact that , o n

Sear ing the phrase : ' H e w h o desires Heaven , must offer the

p£e-sacrifice \ one does n o t perceive the meaning 'he mus t

| a t dog-flesh ' P"1 Moreover , there wou ld be n o limit to the

dumber of possible meanings and a general state of uncer-

t a in ty wou ld exist. T h e fact of admit t ing tha t a sentence can

fi^Fe several meanings is thus a fallacy.

$ù " T h e case of the poetical w o r d is however different. Here ,

4çdeed, the aesthetical expression, etc. , once perceived, tends

4b become itself an object of aesthetic experience and one has

i f c e f o r e n o ul ter ior application of convent ions. Aesthet ic

;|g»gnition is no t , in fact, the same as the forms of percept ion

flapper to a didactic work , namely " l a m commanded to do

| | i s " , " I wan t to do t h i s " , and " I have done wha t I h a d t o

fjjo". Such forms of percept ion tend, in fact, t o an extrinsic end,

Recess ive to t hem in t ime, and are thus of an ordinary, practical

^ I n aesthetic experience, wha t happens is, instead, the

of the aesthetic tast ing of the artistic expression. Such an

, just as a flower b o r n of magic, has , as its essence,

1) This is Vramänavärttika, I, 318 (éd. cit.).

[ XXXIII ]



INTRODUCTION

solely the present , it is correlated neither wi th w h a i came be-

fore n o r with w h a t comes after. Th i s experience is\ therefore

different bo th from the ordinary experience and fronj the re-

ligious one 1 . "

Apar t f rom some modern intuit ions, of which Paul V a M ^ is

perhaps the most penetrat ing and brilliant interpreter, in ordeî^

to find something similar in the western hnguistical exegesis,

one must t u rn to the concept ion—in the West connected wi th

the holy scriptures—of a sensus historiens pel literalis, different f rom

the sensus spirituahs, qui, however , super htteralem fundatur et

eum supponit? Some passages of the Scriptures, if literaly

taken, are absurd and meaningless. They must therefore have

another sense. Every w o r d of the Scriptutes has, as a poin t

of fact, a h idden or spiritual sense.3 T h e main difference

between India and the Wes t is based o n the fact tha t wi th us

this concept ion—which goes back to the Alexandrine school

and especially to Origines—has remained restricted to the

theological speculation. H a d it been developed in a literary

direction, w e wou ld have had a sort of counterpar t to the con-

ception of Änandavardhana . Notwi ths tand ing the undeni-

able differences, these two conceptions have , howeVer, as a

c o m m o n foundation, the intuit ion tha t bo th the poetical lan-

guage, and, in another sense, the religious one, do no t exhaust

themselves in their transitive value, but , using the very words

of Paul Valéry, survive to comprehension.

1) Locana, I, 21 (ed. of Benares, pp. 158460).
2) St. Thomas, Summa Theologie a y 1, 1, 10.
3) On the scriptural exegesis in the West one may now consult the

beautiful book by H. de Lubac, Histoire et Esprit\ Uintelligence de l'Ecriture
d'après Or/gène (Paris 1950). This conception has been sucessrvely examined
by the same author in the three volumes, Exêgèse-Mêdiêvale, Le S Quatre Sens
de F Ecriture, Paris, 1959-61.
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6. Abhinavagupta. Wi th the only exception of the Dhvanyä-

foka, the theories put forward by Lollata, Sankuka and Näyaka

a t e k n o w n to us t h r o u g h the pen of Abhinavagupta . A b h i -

nàVagupta, son of Naras imhagupta , alias Cukhula, was bo r n

lit Kashmir dur ing the second half of the 10th century, of an

illustrious brahmin family. His works in the field of aesthetics

lire two , namely, the Abhinavabharatï, which is a commentary

çïi t h e Nätyasästra and a commentary on Anandavardhana ' s

"Dhvanyäloka. T h e commentary o n the Kävyakautuka of Bhatta

ifota, w h o was his direct master in poetics is n o w lost. T h e

Kävyakautuka itself has no t come d o w n t o us. T h e com-

Jqaentary o n Anandavardhana ' s Dhvanyäloka constitutes one of

thjs most impor tant works of the dhvant school, which Abh i -

played a leading role in developing. H e accepts andy p

elaborates the core of Bhatta Näyaka 's aesthetic ideas, tha t is,

jjfhe concept of generalization, bu t he rejects Näyaka 's concepts

|>£the aesthetic experience as f r ^ t i o n rather than as knowledge ,

bnd of assumption by poetic words of the power of revela-

t ion1 . According to Abhinavagupta , in whose v iew the

dhpfini and the Rasa schools are indissolubly merged, Rasa is

pot revealed, bu t suggested, o r manifested, as Änandavardhana

%as w o n t to say. Aesthetic gustat ion is no th ing bu t a percep-

t ion sm generis, differing from all others .

f̂  Rasa is unique2 . T h e division in to eight or n ine Rasas

^ r e s p o n d i n g to the permanent mental states (according to

Änandavardhana and Abhinavagupta there is indeed a n in th

( 1) See below, pp. 49-51.
*" 2) A Bh.> I, p. 271 : eka eva paramärthato rasafy. A.G. says in another
passage (A Bb., I, p. 267) that all the vaiious Rasas derive from one cgreat
Rasa ' only. On the uni city of Rasa, cf, also V. Raghivan, The Ntimbet of

Rasa, pp. 175-9.
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mental state, Quiet , and then a n in th Rasa, the Quietistic)

has only an empirical value. " W e th ink " , h e says, " that wha t

is eäjoyeH is consciousness itself, all full of bliss. W h a t sus-

picion of pain may be here ? T h e feelings of del ight^ sorrow,

etc. , deep wi th in ou r spirit, have only one function^ to vary

it, and the representat ion 's function is to awake them1.59 " T h e

aesthetic experience ", . we h a v e seen in a passage previously

quoted , " just as $ flower b o r n of magic, has, as its Essence,

solely the present , it is correlated neither with what catiie before |

no r wi th wha t comes after " . These lines are very important/*

T h e state of universality required by Bhatta Näyaka ho t only

implies the elimination of any measure of t ime or space, b u t

even of any particular knowing subject. Bhattà LoUata's

quest ion, where lies the Rasa, whe ther in the actor o r in the

represented character, for Abhinava is qui te nonsensical.

" T h e Rasa " , he says, " d o e s n o t lie in the actor. But where

then ? Y o u have all forgot ten and I remind you again (of

wha t I have already said). Indeed, I have said that: Rasa is

n o t l imited by any différence of space, t ime and knowing

subject. Y o u r doub t is t hen devoid of sense. But wha t is

the actor ? T h e actor, I say, is t he means of the tast ing, and

hence he is called by the name of " vessel " . T h e t a s t ^ o f wine,

indeed, does n o t stay in the vessel, which is only ;# means

necessary to the tast ing of it. T h e actor then is iiecessary

and useful only in the beg inn ing 2 " . Th is elimination of the

1) A-Bh., I, 292 : asmanmate samvedanam evänandaghanamßsvädyäte I
tatra kâ duhkhäsankä \ kevalam tasyaiva citrätäkarane ratihkädiväsanä-
vjäpärah | tadudbodhane cäbhinayädivyäpärah | -

2) A.B/J., I, 291 : atà eva-nate na rasah \ kutra tarhi^vîsmrtisïlo
na(na) bodhjate | uktam hi desakälapramätrbhedänijantrito rasa itj | keyam
ä$ankä\ nate tarhi kirn \ äsvädanopäyah '| ata eva ca pätram i'ly ucyâte \

[ XXXVI ]



INTRODUCTION

singular knowing subjects —tha t is, of t he " practical " pei>

sonalities of the spectators, different each from the other—is

succeeded by a state of consciousness, a " knowing subject "

wiiich is, unique, " generalized " , n o t circumscribed by any

determinat ion of space, t ime, etc. Th is concept ion goes deep

Into the doctrines of the phi losophical school, followed by

| ibh inava . Accord ing to it, t he differences between the var ious

l^ego " are illusory. Actually the " I " or consciousness is

xmique. T h e so-called Buddhis t Idealism (pijnänaväda), accord-

ing to which reality is consciousness, b u t the var ious individua-

lities o r " mental series " , samtâna, are different each from t h e

o|jaer, is, to t he Saiva, clearly contradicted by the fact tha t a

$ | ing appears in the same way to more subjects tha t see it in

tJiQ same place and t ime. I n o ther words , t w o or more sub-

jects that see t he same th ing are in the same psychic condi t ion,

tliajt is, they form a single knowing subject. " W h e n more

subjects—said Utpaladeva in a w o r k n o w lost—are aware of

a^giyen th ing , f.e., a vessel, in the same place and t ime, t hen

£bout this th ing , they come t o make u p an uni ty 1" . Th i s

state of unity, of course, is no t permanent , and, at a certain

"pojnt, t he var ious l imited c T s " , tha t came t o const i tute an

unique " I " , again separate themselves. T h e responsible

pe inen t of these unions and separations is no th ing b u t the

Eotd , t he liberty of consciousness itself.

,This state of unity, which, in var ious degrees, occurs in

ia hi pätre mûdyâsvâdafy \ api tu iadupäyakah | tena premukhamätre

i^, 1) This passage,, borrowed from the lost tïkâ on the Pratjabhijnäkärikä,
been quoted by Jayaratha in his commentary to Tanträloka, X, p. 67 :

ghatadim artham ekaâesavyavasthïiâh pramäiardh so m am scmredw-
tâvafy cimse tadaikyam upayänti \
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ordinary life also, is specially evident w h e n we ate assisting,

f. i», t o a performance or dur ing certain religious cérémonies

(f. i., t he tantr ic cakras), which must be celebrated in èmnmon.

I n these assemblies, the dist inction between one 's owh\Se l f

and the Self of o ther people, wh ich is founded on the multipli-

city of bodies, minds and so on, ceases for the moment to exist,

and, beyond them, takes rise a psychological unity, correctly

realized as a subject unique and more powerful than the preced-

ing separated individualities. " T h e consciousness " , says

Abhinavagupta in the Tanträloka, which consists of, and is

animated by, all th ings , o n account of the difference of bodies,

enters in to a state of contract ion. But, in public celebrations,

it re turns to a state of expansion—since all the components are

reflected in each other . T h e radiance of one 's own conscious-

ness in ebull i t ion (i.e., w h e n it is tending to p o u r out of itself)

is reflected in the consciousness of all the bystanders, as if in

so many mirrors , and, inflamed by these, it abandons wi thout

effort its state of individual contract ion. Fo r this very reason,

in meet ings of many people (at a performance of dancers, sin-

gers, etc.), fullness of joy occurs w h e n every bystander, no t

only one of them, is identified wi th the spectacle. T h e cons-

ciousness, which, considered separately also, is innately made

up of beati tude, attains, in these circumstances—during the

execution of dances, etc.—a state of unity, and so enters in to

a state of beati tude which is full and perfect. I n v i r tue of the

absence of any cause for contract ion, jealousy, envy, etc. the

consciousness finds itself, in these circumstances, in a state

of expansion, free of obstacles, and pervaded by beat i tude.

When , o n the o ther hand , even one only of the bystanders does

no t concentrate on the spectacle he is looking at, and does no t

shale, therefore, t he form of consciousness in which the
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qther spectators are immersed, this consciousness is disturbed,

as at t he touch of an uneven surface. This is the reason why ,

dur ing the celebration of the cakra, etc., no individual mus t be

f l o w e d to enter w h o does n o t identify himself wi th the cere-

jnoüies and thus does no t share the state of consciousness of t h e

"celebrants ; this would cause, in fact, a contract ion of the cons-

x iousness 1 " .

These conceptions pose again a problem, namely, which is

,the relation between the aesthetic and the mystical experience.

^ e have seen that Bhat ta Näyaka likened t h e m each t o o ther .

Abhiüava , while accepting, on the one hand, the solution p u t

forward by Bhatta Näyaka, did n o t fail, o n the other , to show
?up clearly the boundary lines which separate the state of mystical

^consciousness from that of aesthetic consciousness. Religious

^experience, h e argued, marks t he complete disappearance of all

polarity, t he lysis of all dialexis in the dissolving fire of G o d :

rS\in, Moon , day and n igh t , g o o d and evil are consumed in the

1) Tanträloka, XXVIII, vv. 373 S. :
samvit sarvätmikä dehabhedäd yä samkucet tu sä \
melake 'nyonyasanghattaprattbimbäd vtkasvarä ||
ucchalanmjarasmyoghah samvitsu pratibimbitah \
bahudarpanavad dipt ah sarväyetäpy ayatnatah ||
ata eva nrttagîtafirabhrtau bahuparsadi \

yah sarvatanmayïbhave hlädo na tv ekakasya sah ||
änandanirbharä samvtt pratyekam sä tathatkatäm \
nrttädau visaye präptä pürnänandatvam asnute ||
irsyäsüyädisamkocakaranäbhävato 9tra sä \
vikasvarä nisprattgham satnvid änandayoginl ||
atanmaye tu kasmtmscit tatrasthe pratthanyate \
sthaputasparfavctt samvld vijätiyatayä sthite \\
atas cakrärcanäayesu vijätiyam atanmayam \
naiva pravesayet samvitsamkocananibandhanam ||

See below, pp. 56, 57.
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ardent flame of consciousness. T h e knots of " I " and u mine "

ate , in it, completely undone . T h e yogin remains, as it were,

isolated in the compact solitude of his consciousness, far beyond

any form of discursive thought 1 . I n the aesthetic experience,

however , t he feelings and the facts of everyday life, even if

they are transfigured, are always present. I n respect of its

p roper and irreducible character, therefore, which distinguishes

it f rom any form of ordinary consciousness, the aesthetic ex-^

perience is n o t of a discursive order , i O n the other hand, as

regards its content—which is no th ing bu t ordinary life purified

and freed from every individual relat ionship—the aesthetic

consciousness is n o different from any other fo rm of discur-

sive consciousness. Ar t is n o t absence of life—every element

of life appears in the aesthetic experience—but it is life itself,

pacified and detached from all passions.2 Fur ther devotion

(which is a prel iminary and unavoidable momen t of religious

experience) postulates the complete abandon of the subject

to the object of worsh ip , G o d , Varamesvara* w h o , a l though

being immanent and consubstantial , according t o Abhinava-

gupta , wi th the t h o u g h t which thinks Him, becomes in the re-

ligious momen t as if t ranscendent t o it and separate from it4.

1) See below, pp. 56 and 82; and I.P.V.V., III, pp. 350-1.
2) A Bh.y I, p. 340 (cf. Raghavan, p. 104) : tatra snrvarasänäm sänta-

präya eväsvädah, vtsayebhyo vipartvrttyä ||
3) The bhaktty religious devotion, is paramesvaravisajavaivasyasamä-

tefarifrä (I.P.V.V., I, p. 25). Cf. p. 82, n. 4, below.
4) In the very moment that thought (vimarsa, samvtt, etc.), which, in

reality, is nothing but subject, becomes the object of thought. ( i.e., when
it is taught, meditated upon, etc.), it transforms itself into the images of Ego
(aham), Sd£(ätMan), Consciousness (sappid), Goà(îsvara, Paramsvara, Siva),
etc. This concept is fully developed and discussed in the I.P.V.V., and
in the IP. V.91, 5, //. 15-17. Cf. also the I.P. V, V., I, pp. 55, 56.
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Tpie purpose of the yogin is t o identify himself with this

' t ranscendental object. Religious devot ion implies therefore

\$ constant drive towards an end which is outside it and, as

^ u c h , is the very antithesis of the aesthetic experience, which

is perfect self-sufficiency.

I n every way, whatever the difference between them may

Ibe, they spring from the same source. Both are characterized

by a state of consciousness self-centered, implying the suppress-

îçm of any practical desire, and hence the merging of the

Subjec t into his object, to the exclusion of everything else. T h e

appearance on the hor izon of consciousness of desires, of practi-

cal $eeds, destroys ipso facto the uni ty of the aesthetic or of the

experience. Something is shattered, something cracks

us, and extraneous, dispersive elements pene t r a t e - the

so-called " obstacles " , vighna, bo rn of the ego's dis turbing

Influence.1 T h e aesthetical and mystical bliss, in this sense,

|f| n o t h i n g bu t a state of independence, of liberty from any

raneous solicitation and hence of rest, of " lysis2 " in our

Self. O n this hand, the concepts of rest " lysis " , tasting,

jmsta t ion and bliss, are strictly connected. But let us n o w listen

J o .Abhinavagupta himself :

1) The vighna, obstacles, are all the extraneous elements which break
Jdjue. unity of a state of consciousness (desires for gam, worry of all kinds,
Jelre.). The same conception is met with m connexion with religious ex-
perience. The vighna are defined in the I.P. V. V., I, p. 18 : vighnanti vilum-
jf^tj kartavyam iti vighnäh ädhyätmikäiayo* navadhänadosädayas tnvidhopaghätäh
feßßahirthätäras ca devatävisesäh \ " The obstacles obstruct or hinder what

3o^e does, this is why they are called obstacles. They are of three kinds
|rr|herent in the perceiving subject, etc.) : lack of attention, etc. The
Infinities which preside over them are also called obstacles ". Their
kpbaapal source is lack of attention {anavadhäna), i e., the absence of a total
ilsat of the whole being on the object of perception,

\Z) See above, pp. XXXVIII, XXXIX.
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" What we call bliss is no th ing bu t a full i l lumination of one ' s

o w n being, accompanied by a form of cogitat ion which per-

vades all one 's o w n nature , one 's o w n Self. Le t us consider,

for instance, a man limited by his particular incompleteego>

defiled and contracted by the body and so on, and let us suppose

tha t h e feels a sense of vacuity in his body and is then hungry .

L o n g i n g for food, that is, for something distinguished from

himself, will actually occupy all his mind ; and therefore, since

the self-cogitation of which we have spoken, does no t occur

in h i m in all its fullness, he is, as it were, devoid of bliss, bliss

consisting in the self-cogitation. N o w let us suppose that t he

belly of tha t very man becomes full o f food. Obviously , in

this case, t he previous state of unfullness, consisting in the

emergence of vacuity, will cease to exist. Soon after, h o w -

ever, he will begin to have new longings (he will desire to em-

brace women , etc.), that , unti l that moment , were in a state of

latent impressions, .because, as Patanja l ihas said, " the fact that

Caitra is in love wi th one w o m a n does n o t imply that he is ou t

of love with the o t h e r s " , etc. O w i n g t o this very contact

wi th o ther desires, such a bliss is then incomplete and, there-

fore, it is n o t the supreme bliss; I n fact, according to the

principle that , 4 in t he un ion one fears the future separation \

and c one th ing breeds the longing for another ' , h o w can i t be

a source of happiness ? ', the forms of bliss which we can enjoy

in practical life are unable t o cut off completely the desire of a

th ing dist inguished from one 's Self and this is w h y they are

incomplete bliss. As to the par t ' bliss ' which is in t hem, its

determinant element is, however , as before, t he afore-said self-

cogitat ion. I n effect, because of this , Bhat ta Näräyana has

said : c Let us give a praise to Siva I a l l t he forms of bliss

which may be found here in these three worlds , are only his

drops , be longing to h im, a very ocean of bliss.
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îy; jSl)* Which are these kinds of bliss ? O n e of them, for in-

d u c e , arises while we are tast ing a sweet flavour, etc. T h e man

is, as it is said, c enjoying \ is in a state of consciousness

| $ different from the one of a hung ry man w h o eats u p his

^Qod greedily. ^Jie^ rests wi th in himself. I n o ther words , wha t

ji&jsuch a state is p r e d o m i n a n t î s T ï o t the exterior reality, bu t

|laer knowing subject. A further form of pleasure, different from

I former and devoid of any extrinsic alteration, is tasted

( j one, either t h r o u g h a poem or a drama, etc., is p lunged

| | 4 some Rasa, as the Ero t i c one, and so on . O w i n g to the

|$>$ence of any possible obstacle ( longing for earning, etc.),

Shis pleasure is different from the forms of bliss of practical life,

because it is devoid of obstacles, it is called Tast ing,

l ^ , Lysis, Percept ion, Rest in the nature of the k n o w -

i n g subject. T h e so-called aesthetic sensibility, the fact of

toeing possessed of hear t is caused by this very predominance

4$£)the heart,1 that is, of t h o u g h t (which gives it its very

f) Not everybody, A.G. observes, has the intrinsic capacity to taste
^0em, Individuals possessed of aesthetic sensibility are called possessed of
^èait, those who have the consent of the heart (s ah rday a} hrdayasamväda-
i$ßk)\ The fact of being possessed of heart is defined in the following

{Dh.sî.L., p. 38) : yesäm kavyänusllanäbhyäsavasäd visadlbhüte manomu-
lft ' varnanïyatanmayïbhavanayogyata te svahrdayasamvädabhäjah sahrdayâh \

^0oktam ( N X VU, v. 10)
yo 'rtho hrdayasamvadï tasya bhâvo rasodbhavah \
sarïram vyäpyate tena suskant kästham ivägninä ||

?;f*'The faculty of self-identification with the events represented [the
Pçterminants, etc.,] demands that the mirror of the mind should be made
Completely clear, by means of repeated acquaintance with and practice of
jgètry, The possessed of heart, those who possess the consent of their
^wii hearts, are they who have this faculty. For it has been said : * the
lasting ofthat which finds the consent of the heart arouses the Rasa. The
| |o4y is pervaded by it, as dry wood by fire ' ". The mind and heart must
Jt>£ mirror-like (visada, vimala), ready to receive all the images which are
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name) , and, at the same t ime, by a soft of indifference to the

par t " l ight " , which consists and rests in the knowable—which

however continues to exist. T ^ j ^ n t a ^

made the mat ter jpf s u c h j , Taat ing a r e j ^ ^ n i n e J L a s a s . They

are devoid of obstacles, and consist of a Sampling. T h e so-

called supreme bliss, t he lysis, the wonder , is theiefore no th ing

but a tast ing, tha t is, a cogitat ion in all its compact density, of

our o w n liberty.} This liberty is reahssima ( that is to say, no t

metaphorical) and inseparable from the very nature of cons-

ciousness. W e must not , however , forget that in the tast ing

of a juice of sweet flavour, etc. , there is, between this bliss and

us, the separating screen, so to say, of the exterior reality. I n

leflected in them * vimalamukurakalpïbhutanijahrdayah, ABh, p. 37. In
'he TA, III, 200, A G says :

tathä hi madhure gîte sparse vä candanädtke \
mädhyasthyavtgame y äs au hrdaye spandamänatä ||
änandasaktih satvoktä y at ah sahrdayo janah \

" When the eais are filled with the sound of sweet song or the nostrils
with the scent of sandal-wood, etc , the state of indifference (non-participa-
tion, impetsonality, etc ), disappears and the heart is invaded by a state of
vibration {spandamädatä, for the significance of the term spanda, cf. p. 60,
n 1) Such a state is precisely the so-called power of beatitude, thanks to
which man JS C gifted with heart ' ". According to the saiva of| Kashmir,
heart is consciousness itself, thought, beatitude, etc. /

Elsewhere {A Bh, II, p 339), A G. says that poetic sensibility is the
faculty of entering into identity with the heart of the poet (kavzhrdayatädät-
myäpatiiyogyata). Of course, people whose nature is " gentle (sukumära)"
will have a greater feeling for erotic poetry, people of bolder nature will
heroic poetry, etc. Every individual has a particular nature (tendencies,
innate instincts, beginningless loot desires, väsanä), according to which he
will feel himself more drawn to some poets than to others. <c Sensibility "
(sahrdqyaivi ) also plays an important role in religious experience, but in this
case we may not talk of aesthetic sensibility, the more coriect term being
religious sensibility, cf. P.T K , p. 45 ff.



INTRODUCTION

poetry, in drama, and so on, this screen is actually missing,

TDM it remains in a latent state. Also in these forms of l imited

.bliss, however , those people whose hearts are carefully devoted

t o cancel the par t which performs the function of a screen,

succeed in reaching the supreme bliss. " Supreme bliss " , it

l^as been said, " m a y even take place, disclosed by dr inking and

eating1 ."

T h e aesthetic and the mystical state of consciousness are n o t

only characterized by a particular bliss or repose. According

t o Abhinavagupta and his school, they are accompanied by a

sense of wonder or surprise. T h e w o r d expressing this wonder ,

i e . camatkära is frequently to be found, in its ordinary, n o n -

technical sense of surprise, amazement, in Indian l i terature.

" I t appears to m e " — o b s e r v e s V . Raghavan 2 —"tha t originally

the w o r d camatkära was an onomatopoeic w o r d referring t o

the clicking sound we make wi th ou r t ongue w h e n w e taste

something snappy, and in the course of its semantic enlarge-

ments , camatkära came t o mean a sudden fillip relat ing t o any

feeling of a pleasurable type " . T h e first to use this t e rm in a

1) These last lines introduce us into the very core of the doctrines
professed by a mystical school, the so-called Krama, highly esteemed by
Abhinavagupta. According to this school the consciousness, the * I '
!£ conceived as a nucleus of energy, nourished by the images offered it by
the senses. These must be, as it were, saturated and concentrated into a
ufuque point. Saturation and concentration imply each other. They
arise when the senses are absorbed in something, to the exclusion of every
other thing. The objects which arouse this state may indifferently be a
food, an alcoholic drink, a drug, a sexual contact, a song, a dance, and so on.
See on all that my tianslation of the Tuntrasära (Abhinavagupta, Essen^a
det Tantra, Torino 1960), Introd , passim, and the Appendix No 3, wherein
I have translated the pp. 45-52 of the Parätitmstkäutatana.

2) Some Concepts of the Ahnkara Sastra, Adyar 1942, p. 269.
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technical sense was probably Utpaladeva, w h o was the master of

the master of Abhinavagupta . 1 This w o r d is indeed u n k n o w n

to the father of t he Pratyabhijnä school, Somänanda, and in

Änandavardhana it occurs once only, used in its ordinary sense,

w i thou t any technical connota t ion . I ts occurrence bo th in the

Yogaväsisßa (cf. the expression cittacamatkära, which Dasgup ta

HIPb, p . 236 translates 'self-flashing of t h o u g h t ' ) and in the

Agnipuräya is of n o great significance, because these works are

b o t h later than Utpala and may be even than Abhinava, T h e

t e rm camatkära was used, n o doub t , by Bhatta Näyaka, bu t

probably , as appears from a passage of the Hrdayadarpana

quoted by Abhinava 2 , n o t in its technical meaning ; and

anyhow, h e was later t han Utpala . I n t h e Spanda School

(Vasugupta , etc.) an idea very like to tha t expressed by

camatkära is conveyed by the w o r d vismaya, astonishment.

T h e yog in is penetra ted by as tonishment . T h e yogiç stages

are astonishment 3 . T h e general idea under lying these words

(compare , in this connect ion, also the Pali and buddhis t t e rm

samvega) is tha t b o t h the mystical and the aesthetic experience

imply t he cessation of a wor ld—the ordinary, historical wor ld ,

the samsara— and its sudden replacement by a new dimension

of reality. I n this sense the two are wonder or surprise. A

parallel of this idea of a k ind of wonder which fills the soul

in front of the beautiful o r of the scared, exists in the western

t h o u g h t also. W e find it in Plato and especially in Neopla to -

nismus. "Sou l s " , Plato says, " when they see here any likeness

1) See, f.i., the commentary to the Swadrsh, I, 8, Stvastoträvalu p» 41.

2) Locana, comm. on II, 1.

3) See Sivasntra, I, 12 : vivnayoyogabhftmikâ. According to the M.V.V.,
II, 99, the yogin is vtsmayävistah.
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of the things of that o ther world, $re stricken with wonder ,

JçKwkrJTzovzac and can no longer control themselves " {Vhaidros,

25{k). Acco id ing to Proclus, this sensç of amazement,

%K%lr£&> accompanies bo th the beautiful and the sacred.

/ T h e beautiful, he says in the Theologia P/ûtomcay< is

^appearing with wonder ^ez IKTIX-Q^^ fiacvo'ftwov, and incites

•$ all the things towards itself t h rough desire and wonder . 1 "

\I& the same w o r k we read eventually tha t " w e are incited

towards the beautiful wi th wonder and emot ion " and tha t

" " t h e soul, seeing the invisible, as it were, rejoices itself,

l i m i t e s its appearing, and is astonished at it. A n d as the mys-

' tick in the most saint religious rites, before the mystical visions,

$tp stricken with wonder , so, among the intelligibles also, t h e

bçautiful appears in advance, before the communion wi th the

gooc}, and strikes with wonde r t hem w h o are seeing.2"

, f ̂  R e c o r d i n g to Abhinavagupta and his school, this wonde r

4p present, in a broader sense, in e j e ry form of life, i t is l ike

j|9fl5ciousness itself, the element which distinguishes cons-

iC|q|saess or spirit from inanimate matter . Aesthet ic sensibi-

as Abhinava says, is no th ing bu t a capacity of wonde r

5 elevated than the ordinary one . A n opaque hear t does

ixof wonder , non ob stupe seit. T h e appearance of the beautiful

clo£$ no t arouse in it any shock (ksobhd) o r wonder . 3

^1) Theologid Platonicc, Frankfurt, 1608, p 51 :

ft lavzw ndvza öca TCQOOU KOC €K7i/i^ecoÇ avecyscpov. • .pit3 Itt

}2) Ibid, p 151 :

JpoS ok zd icaXov ftef ejcTuAqÇeaft jcàc KCvqoecoC eyecpo^eÔa TO anoppyrov
i edovoa ( Se L (puXr) ) tat pu teoec dyazac TO $avè.v KOU î

sjsjĝ  abzo KOLC cooTiep Iv Tdïç ayccoTazaiÇ zefazatÇ npo TWV f
e/c7tXr}$cÇ zœv fiuoufievwv, ouzw Ôr] nav zofi vorjzoe^ npo
fxezouocaÇ zo nâXXoS npofiacvo'ftevov eKxXrjzzt' TOOS op(ovza$9 r

Parätrimukävivarana, p. 49.
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While the aesthetic experience, which concerns the spectator

first of all, was receiving so much at tention, Indian t h o u g h t

did n o t neglect t o examine the creative moment , in which the

poet gives life and breath to his work . T h e chief thinkers to

study the nature of the bir th of a w o r k of poetry were Änanda-

vardhana and Bhatta To ta and later Abhinavagupta , his direct

disciple.

" I n the boundless samsara of poe t ry "—wri tes Änanda-

v a r d h a n a — " the poe t is the t rue and sole Creator (lit., Prajâ-

pati) ; as it pleases h i m to create, so the whole is t ransformed.

I f t he poe t is pervaded by Rasa in his poem, the whole wor ld

will be suffused by Rasa. But if he be vo id of emotion, the

wor ld t o o will be vo id of Rasa. A g o o d poet , by v i r tue of his

independence, freely designs even insentient objects t o act as

sentient ones and sentient objects t o act as insentient ones 1 " .

T h e same compar ison wi th t h e Creator, Prajäpati has also been

reproduced by Abhinavagupta . " Like the Creator " , h e says

in t he Abhinavabhärati, 1, 4, " the poe t creates for himself a

wor ld according to his wish. Indeed, he is amply endowed wi th

the p o w e r of creat ing manifold, extraordinary th ings , origina-

t ing thanks t o the favour of the Dei ty , t he Supreme Vocality,

called pratibhä2, and continually shining wihin his h e a r t " .

T h e poe t is at once he w h o sees ( the seer, rsi) and he w h o is able

to express in words tha t which he sees. T h e famous stanzas by

Bhat ta T o t a quo ted by Hemacandra , Käyyänviäsana, p . 379,

state very clearly tha t the poe t mus t have this double quality

and bear quota t ion . " I t has been said tha t n o non-seer can be

deservingly called a poet , and one is a seer only by v i r tue of his

1) Db.A.9 III, 43.
2) On this term, see below, p. 49, n, 4 and J. Gonda, The Vision of the

Vedtc Poets. The Hague 1963, pp. 318-43,
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Vision is the power of disclosing intuitively the reality

| | i4derlying the manifold materials in the w o r l d and their as-

jjjj^cts* T o be termed a " poe t " in the authori ta t ive texts i t is

| d ! o u g h to be possessed of this vis ion of reality. But in every-

^ | y speech the wor ld accords that title to h im alone w h o posse-

jaSçs vision as well as expression. T h u s , t h o u g h the first poet

ify£, Vâlmïki) was highly gifted wi th endur ing and clear vision,

?|j?;ew#$ n o t hailed as a poet by people unti l h e embodied it in a

i n s c r i p t i v e w o r k 1 " . R,asa belongs, in reality, to the poe t

s | | q n e ; it is n o t h i n g b u t his " generalized " consciousness,

e activity of the actor " , says Abhinava in the Abhinava-

r/J, 1, 294" , is depending o n the p o e m and it is roo ted

$|bthe generalized consciousness of the poet . Rasa, in reality,

^ n o t h i n g bu t this consciousness. T h e spectator also, in the

^ g i n n i n g , is enchanted by this percept ion. T h e determinants ,

Çtç,, are perceived by h i m only at a later t ime, thanks to a sub-

analysis. Th i s is the pu rpose of Bharata. T h u s , as

s the dramatic performance, the p o e m o r the mind of the

£Ctator, t h e roo t is only this, viz. , the Rasa which lies wi th in

|e poet . This is, as it were, the seed. T h e poe t is, indeed,

imparable to the spectator, for, as Änandavardhana said,

if the poe t is pervaded by Rasa, etc. (see above, p . X L V I I I ) .

^ç poem, for its part , is, so to say, the t ree. T h e activity of

actor, that is, representat ion, etc. , is, as it were , the flower,

id the tast ing of the spectators, the fruit. Therefore , all is

p e r v a d e d by Rasa 2 . " Rasa fills the poet entirely wi th itself,

1) See also Gonda, op. cit., p. 338.
£) A-Bh., I, p. 294 : kavigatasädhäraqlbhütasainvinmülas ca kavyapurah-

mjro- natavjäpärah \ satva ca samvit paramärthato rasah \ sämäjtkasya ca tatpra-
*$tyâ vatikrtasya pahäd apoddhärabuddhyä vibhâvàdîpratïtir iti prayojanam \
n§$ye kävye sämäjikadhiyi ca tad eva mülam bïjasthanïyah kavigato rasah \ kavir h
"Mmäpkatulya eva \ fata evoktam srngarï cet kavth ityädi änandavardhanäcäryena\
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and is spontaneously translated into poetic expression, like a

l iquid which overflows a v a s e — " if a p o t is no t full, i t cannot

overflow " — o r like the natural manifestation of a state of mind

(interjections, exclamations, etc.)1 . I n o ther words , artistic

creation is the direct or unconvent ional expression of a feeling

or passion " generalized " , tha t is, freed from^aH^distinctions

in t ime and space, and therefore from all individual relationships

and practical interest by an inner force wi th in the poet himself,

the creative or artistic intui t ion, pratibhä. This state of

consciousness expressed in the poem, etc. , is transferred to the

actor o r the reciter, and to the spectator. All three—poet , actor

and spectator—, in the serene contemplat ion of the w o r k of

art , form in reality a single knowing subject, merged together

by the same sensations and the same purified joy2 , /y

T h e use of the te rm pratibhä in Ind ian poetics is very old,

and, before Abhinavagupta , w e find it in var ious authors of

treatises o n poetics, as, f.L, Bhâmaha (7th century), D a n d i n

(7th century) and Vamana (8th century). According to these

authori t ies , pratibhä is, in brief, a sort of unbo rn genius, ima-

ginat ion o r quick-wit tedness, e tc . conceived as the primary

cause of excellence in literary art3, as the very seed of poetry4 .

Th is intui t ion, t o Râjasekhara (9th century) is no t limited to the

poet , kavi. According to h im, the w o r d pratibhä has the double

sense of creative imaginat ion, genius, inspiration, kärayitrt

taio vrkmsthäntyam kävyam \ tatra puspädisthäniyo 'bhinqyädivyäpärah \ tatra
phalasthànïyah sämäjikarasäsvadah \ tena rasamayam eva viivam j

1) hocanay comm. to I, 5.

2) Cf., f.L, the verse by Bhatta Tota, quoted by A.G., {Locana> comm.
on I, 6) : nâjakasya kaveh srotuh samâno 'nubhavas tatah J

3) Cp. Bhämaha, Kävyälamkara^ 1, 5, and Dandin, Kävyadarsa, 1, 103.

4) Cp. Vamana, Kävyälamkära> 1, 3, 16 : kavitvabïjam pratjbhänam.



INTRODUCTION

and of aesthetic sensibility, here conceived in the

of an active power which permits the manifestation of

p i a , bhävayitri pratibhä1. All these descriptions of pratibhä,

Ö&Wever, were superseded by the definition laid d o w n by the

toaster of Abhinava, Bhatta To ta . " In tu i t ion " , he says, " is

| | l o r r n of intuit ive consciousness, prajnä, which is an inex-

haus t ib le source of new forms. I t is by vi r tue of this intui t ion

J&lone tha t one deserves the title of 'poet5 , of one, that is, w h o

IlliSkilful t o express2". This definition of prahbhä came t o be

I n c e p t e d and quoted in later times by almost all of the Indian

|âetx>ricians. Abhinava himself did no t add very much to it

fand limits himself to stress the fact tha t pratibhä does no t

s c h a u s t itself in the poetical intuit ion, bu t is, in a broader

| | ense , t he same consciousness, the same Self.

|*« I n the majority of men it does no t succeed in l iberating

Jîtself ftom the chain of relationships and practical interests

l^ l i ich condi t ion and constrict it, but , in the poet , it burns

jjjpàth a purified l ight—to shine out finally in all its fullness

f| | i , the intui t ion of the saints3 .

?^ v l ) Cp. Räjasekhara, YJtyyamimämsä, pp. 12-14.
;§v 2) This stanza was a part of the Kävyakautuka, a work not extant now.
|J|"h quoted, with some variants, by many writers, either anonymously or
rtntioning the source by name. Cf. f.i. Hemacandra, p. 3; Mänikya-

d , p. 7. The text runs as follows :
prajnä navanavollekhasäUni pratibhä matä j
taaanupränanäjivadvarnanämpuqah kavih ||

3) This concept is expressed in the T.Ä., XI, pp. 60-62 (cf. M V.V.,
f; 1031 onwards) :

jathä jathä cäkrtakam tadrüpam at ir icy ate \
tathä tathä camatkäratäratamjam vthhävyate ||
ädyämaßyavarnäntarmmagne cotiarottare \
samkete pürvapürvämsamajjam pratibhäbhidah ||
ädyodrekamahattve'pi pratibhätmani msthitâh \
dhruvam kavitvavaktrtvaiähtäm yänti sarvatah ||

yävad dhämani samketamkärakalanojjhite \
visräntas cinmaye htm hm na vetti na karott ca \\
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I n brief, artistic intui t ion is a particular hypostasis of uni -

versal or total intui t ion, that is to say, of consciousness as a

force which creates and continually renews the Universe1 .

After Abhinavagupta , the study of aesthetics continued

in India up to the present day, bu t wi thout receiving much

creative s t imulus. Änandavardhana , Bhatta Näyaka, Bhatta

T o t a and Abhmava are still t he mos t characteristic exponents

of this subject and their t h o u g h t , a l though at times uncertain

and ingenuous , reaches, wi th the latter, conclusions which are

still valid today and even relatively novel to western t hough t .

T h e concept ion of art as an activity and an independent spiritual

experience, freed of practical interests , which the intui t ion

of K a n t perceived for the West , was already, in 10th century

India , an object of s tudy and controversy. Poetry, said

Änandavardhana and Abhinavagupta is inextinguishable : it

exists and will exist for ever . Like love, it has kindled and will

cont inue to kindle the hearts of men with new and pulsing

life2; i t is an essential and independent par t of h u m a n nature

and the poets , w h o will never cease to tap its source, far from

exhaust ing it, only purify and enrich it wi th new and ever-

changing experiences3 .

1) Änandavardhana (Dh.Ä, p. 91) says that poetic intuition is a parti-
cular form of pratibhä (pratibhävisesam). A.G.'s comment (Dh.A.L., p.
92) is :

pratibhä apürvavastunirmanaksamä prajnä \ tasya visejo
rasävesavaisadjasaundarjam kävyaksamatvam j |

The concept of pratibhä is identified in iaiva metaphysics with that of con-
sciousness as creative emission {yuargd)\ cf., p. es., T.At> V.* p. 432 :

. . .visargänandadhärajä | siktam tad eva sad msvam sasv&d navana»
vayate \\

2) Dh.A.L., p. 540.
3) Dh.A, pp. 545-6.
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evam k r a m a h e t u m abhidhâya rasavisayalaksanasütram aha

" v ibhävänubhävavyabh icä r i samyogäd rasanispat t ih " | a t ra

^bhat ta lo l la taprabhr tayas tävad evam vyäcakhyuh j v ibhä -

^väd ibh ih samyogo ' r thä t s thäyinah, t a to rasanispat t ih | t a t ra

r v ibhävas c i t tavr t teh s thäyyätmikäyä u tpa t t au kä ranam j anu- 5

^bhâvâs c a n a r a s a j a n y â atra v ivaks i täh , tesäm rasakârana tvena

^gananänarhatvä t , api tu b h â v â n â m eva ye ' n u b h ä v ä h | vyabh i -

Jçarinas ca c i t tavr t tyâ tmakatvâd yady api na sahabhâv inah

fSthâyinâ, ta thäpi väsanätmateha tasya vivaksi tä I d r s t an te

/p i vyafijanâdimadhye kasyacid vâsanâtmakatâ s thâyivad anya- 10

„ 5yodbhüta tä vyabhicär ivat | tena sthäyy eva v i b h â v a n u b h â v â -

dibhi r upaci to rasah | sthâyï bhava tv 1 anupac i tah | sa c o b h -

râyor api anukârye ' nuka r t a ry api cänusamdhänabaläd iti2 |

j c i rantanänäm cäyam eva paksah | ta thä h i dand ina svälam-

%äralaksane 'bhyadhäyi cc ra t ih ^rngäratäm gatä rüpabähulya- 15

yogena " 3 iti ,

i ty äruhya4 paräm ko t im k o p o raudrä tma täm ga tah |

jtyädi ca |
l t e tan net i énsankukah 5 | v ibhävädyayoge s thäyino l ingä-

>b)iävenavagatyanupapatteh? bhävänäm p ü r v a m abhidheyatä- 20

^ptasangät, s thi tadasäyäm laksanäntaravaiyat thyät , manda ta ra -

. tamamädhyasthyädyänantyäpat teh, häsyatase sodhä tväbhäva -

^ 1 bhavatv G, M; tv Hc 13, 2 sa cobhayor apj anukärye 'nukartary
%p>i cänusamihänabaläd iti G, M, the text of Hc is here somewhat enlarged,
ia cobhayor apt mukhyayä vrttyä rämädäv anukärye 'nukartan ca nate rämädirü-
vpUnusamdhänabaläd iti II 17, 3 KAD, II, v. 281, präkprltir darsitä seyam
nafih srngäratäm gatä \ rüpabähulycjogena tad îdam rasavad vacah || 4 KAD.9
P^v . 283 ity äruhya (Bohthngk's ed.) : adhiruhya G : äruhya M, corrected
iix a second hand into adhiruhya : aruhya ca Hc || 5From this 1. to 1.14
the text has been freely paraphrased and enlarged by Hc ||
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präp teh , kämävas thäsu daéasv asanldiyarasabhävädiprasangät ,

sokasya p r a t h a m a m t ï v r a tvam kâlât t u mandyadaréanam,

k r o d h o t s â h a r a t ï n a m amatsas thakyasevâvipa ïyaye h rasada ï -

sanam it i viparyayasya dfsyamänatväc ca j tasmäd d h e t u b h k
5 v ibhäväkhya ih käryais cänubhävä tmabh ih sahacärküpais

ca vyabhicäribhih prayatnärjitatayä kr t r imai r api t a thänabh i -

mänyamäna i r anukar t r s tha tvena l ingabalatah pra t ïyamânah

sthâyï b h ä v o mukhyarämädigatas thäyyanukairanafüpah, anu-

ka rana tüpa tväd eva ca nämänta rena vyapadis to rasah |

10 v ibhävä h i kävyaba läd 1 anusamdheyäh, anubhäväh siksätah,

vyabhicär inah kr t t imani jänu^bhävär janabalä t | s thäyi t u kävya-

baläd api nänusamdheyah | t a t ih éoka i tyädayo h i eabdä

ra tyäd ikam abh idhey ïkurvan ty abhidhänatvena , na tu väcikä-

bh inaya tüpa tayävagamayant i | na h i v ä g eva väcikam api tu

15 tayä n k v f t t a m , angai r iväng ikam | t ena )

vädaveneva jaladhih sokah krodhena ptyate2 \

iti | ta thä j

sokena k rtastambhas3

tathä sthito jo 'navasthitäkrandaih4 |

20 i tyevamädau na éoko ' bh ineyo 'p i t v abhidheyah ]

bhäti patito likhantyä*

1 kävyabaläd Hc : kävyabalä G,M || 2 Untiaced source ; the first
two pâdas have been given by Hc and read as follows, vivrddhätmäpy
agädho 9pt duranto ' pi m ah an api \\ 3 krtastambhas Hc : krtah stambhah
G, M ||4 yo 'navasihitäkrandath G : yo 'vasthttäkrandath M : yena vardbitä-
krandaih He. The two last pädas of this stanza, whose source I have not
succeeded in identifying, are given by Hc and read as follows, hrdaya-
sphutanabhayärtat rodttum (a.l., °rtair ardttum) abhyarthyate sacivaih j|
5 ThisisHarsa, Ratnavalï, 11,11 ; the complete stanza runs as follows,
bhäti patito hkhaniyäs tasyä bäspämbuslkarakanaughah \svedodgama tva karat a
lasamsparSäd esa me vapusi |l

[ 4 ]
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ity anena tu väkyena svär tham abhidadha tä udayanaga tah

rat ih s thäyibhävo 'bh in ïya te na tücyate | avagama-

h y abhinayanam väcakatväd anyä | ata eva sthäyipa-

süt re bh innav ibhak t ikam api mun inä n o k t a m 1 tena rat i r

jaaijkriyatnänä srngära iti t adä tmaka tvam t a tp rabhava tvam ca 5

l ^ i k t a m | ar thakr iyäpi mi thyäjnänäd d r s t ä 1 ] na cätra nar taka

^ v a sukhl t i pra t ipa t t ih , näpy ayam eva räma it i , na cäpy

*ayam na sukhit i , näpi rämah syäd vä na väyam iti,2 na cäpi

^tatsadrsa i t i 3 1 yah sukhï räma asäv ayam iti p ra t ï t i r astïti |

ftad4 âha j 10

pratibhäti na samdeho na tattvam na viparyayah \

dhir asäv ayam ity asti nasäv eväyam ity apt 11

viruddhabuddhyasambhedäd* avivecitasainplavah* \

yuktyä paryanuyujyeta sphurann anubhavah kayä H iti |

t ad idam apy antas ta t tvasünyam na v imardaksamam ity 15

Äpädhyäyäh 7 | t a thä h y anukafanafüpo rasa iti yad ucyate ta t

| 4 ) , k i m sâmâjikaprat ï tyabhiprâyena, 2) Uta natâbhipfâyena,

1̂ ) kirn vä * vas tuvr t t av ivecakavyâkhyâ t rbuddhisamava lamba- A B/ .

|Äena ya thähur " vyäkhyätärah kha lv evam v ivecayan t i 8 " i t i ,

%) atha bhara tamunivacanänusärena | 20

|^C 1) t a t r â d y a h 9 pakso ' s amga tah 1 kimcid dhi p r amäne -

tfopalabdham tad a n u k a t a n a m it i sakyam v a k t u m | ya thä

Éyam asau surâm pibat ï t i su räpänänukarana tvena payahpänam

||>jatyaksävalokitam pra t ibhä t i | iha ca na taga tam kirn tad

1 He adds here one stanza of Dharmakïrti, PV, II, 57, manzpradïpa-
prabiajor mambuddhyäbhidhävatoh | mtthyäjnänävtsese 'pi visesd* rthahriyäm
%$tt || 2 näpi rämah syäd vä na väyam ttt G, Hc : omitted in M ||
\$$&tt hm tu He adds samjanmtthyäsamsa}asädtsyapratltibhyo vtlaksanä
Wtiraturagädwyäjena || 4 tad G,M ; yad Hc || 5 %uddhyasambhedäd Hc :
^htddhisambhedäd G, M || 6 *samplavah G> M. : *vtplavab Hc ||
| upädhyäyäh G : upädhyäyah M : bhattatotah Hc || 8 This is Dharmakïrti,
p , Svavrttu p. 39 (ed. Gnoli) j| 9 tatiädyah Hc, M : ädyah G jj
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upa labdham yat sa i ty anukarana tayä* bhât ï t i c intyam

tacchar ï ram tann i s tham pra t i i ï r sakadi romäncakagadgadikädi

bhu jäksepaca lanaprabhr t i 3 bhrüksepaka täksädikam ca na rateé

c i t tavr t t i rüpatayä 4 nukära tvena kasyacit pra t ibhät i 1 jadatvena
5 bh innendf iyagrähya tvena 5 bh innädh ikarana tvena c a 6 ta to

' t ivai laksanyät | mukhyämukhyäva lokane 7 ca tadanukarana-

pra t ibhäsah ] na ca rämaga täm m i m upa labdhapürv inah

kecit | e tena rämänukär i na ta i ty api n i ras tah pravädah |

a tha na taga tä c i t tavr t t i r eva pra t ipannä satï ra tyanukärah
1 0 s rngära i ty ucyate t a t t äp i k imätmakatvena sä prat ïyata iti cin-

tyam I n a n u p ramadäd ibh ih käranaih ka täksädibhih käfyaih

dhftyâdibhié ca sahacäfibhii: l ingabhüta i r yä laukikï käfyarüpa

k ä f a n a t ü p ä 8 sahacärifüpä ca c i t t av t t t ih pra t i t iyogyä tadätma-

ka tvena sä na tac i t t av t t t ih p ta t ibhä t i \ han t a t a th i ta tyäkätenaiva

15 sä p ra t ipanne t i d ü r e ra tyanuka tana täväcoyukt ih | n a n u v i b h ä -

vädayo ' n u k ä t y e päramäfthikä, iha t v anukar tar i na ta thet i

visesah | as tv evam, kirn t u t e v i b h â v â d a y o 9 ' t a tkäranäta tkä-

ryä ta t sahaca ta tüpä api kävyaeiksädibalopakalpi tah k t t r imäh

santah kirn k t t r ima tvena sämäjikair g rhyan te na vä | yadi
2 0 g rhyan te , tadä ta ih ka tham rater avagat ih | n a n v ata eva tat

pra t ïyamânam ra tyanukaranam | m u g d h a b u d d h e 1 0 käranän-

1 yat sa ity anukaranatayä Mc, p. 69 (Hc in a note) : saàanukaranatayâ
G, M : yad ratyanukaranatayä He : y ad anukaranatayä P, p. 417 ||
2 româneaka0 G, M : romança0 Hc || 3 °calana* Hc : *valana* G,M ||
4 attavrttirüpatayä G, M : cittavrttirüpäyä He || 5 bhinnendnyagrähyat-
tena represented in He, is possibly a later addition, and it is, as such, bracke-
ted both in G and M (in a second hand) || 6 ca is omitted by He ||
7 Perhaps the original reading was mukhyävalokam only, and °a^ukèya°,
bracketed both in G and M and absent in Hc, is a later addition ||
8 käranarüpä G,M : omitted by He || 9 te vtbhävädayo He : te hi vibhävä-
dajo G,M II 10 mugdhabuddhe : ratyanukaranabuddhefy kârattam G, M ;

He J|

[ M



l Qp1 ̂  Qprabhave hi kärye susiksitena tathä jHärte He (but jnäte for jnäne) :
Hrab have su hi käryesusiksttena na tathä jnäne G, M || 2 asusiksitena Hc,
Ç$\ astuhksitena M || 3 jathä G, Hc : tathä M |l 4 vrscikasyaiva G :

asjaiva vä Hc : vrscikas caiva M || 5 na,. .yuktam : ajuktam
na.. .ayuktam G3M || 6 °japäpußja° Hc : °jaj>äpusj>a° G,M \\

p Hc : ganr G,M || 8 tadätve 'tiniscitam (the avagraha added by me)
]$,G {tadaheti {pi) niscttaw) iaäätve mscitam Hc || 9 %uddhyasambhedät
Hç : °buddhisambhedät G3M || 10 9pt ca G,M : ca omitted by Hc ||

[ 7 ]
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t a iaprabhave h i kärye susiksi tena l tatbäji iäne vas tvanta ra -

syânumânam tâvad y u k t a m | asusiksi tena 2 t u tasyaiva pra-

siddhasya käranasya J y a t h ä 3 vrbcikavisesäd gomayasyaivänu-

mänam vrsc ikasya iva 4 ta t pa ram mithyâjnânam | yatrâpi li-

4gajfiänam mi thyä ta t räpi na t adâbhâsânumânam y u k t a m 5 | 5

ak h i bäspäd d h ü m a t v e n a jfiätäd anukärapra t ibhäsamänäd

a p i l i n g ä t t a d a n u k ä r ä n u m ä n a m y u k t a m | d h ü m ä n u k ä r a t v e n a

lif jnäyamänän n ïha rân nâgnyanukâra japapunjapra t ï t i r 6 drs tä j

V a a n v a k r u d d h o ?pi na t ah k r u d d h a iva bhä t i | satyam, A ™

k t u d d h e n a sadrsah | sâdrsyam ca b h r u k u t y â d i b h i r g o r 7 10

iya gavayena m u k h ä d i b h i r l t i na i t äva tänukärah kascit | na

Jjçfpi sâmâjikânâm sâdrsyamat i r asti | sämäjikanäm ca na

| )hävasünyä na r t ake p ia t ipa t t i r î ty ucyate | a tha ca tada-

. î iukaraprat ibhâsa it i r jktä vâcoyuk t ih | yac cok tam r â m o

f j a m i ty asti p ra t ipa t t ih , t ad api yadi t a d ä t v e ' 8 t inisci tam 15

tadu t t a rakä labhäv ibädhakava idhu tyäbhäve k a t h a m na ta t tva-

syât | bädhakasadbhäve vä ka tham na mi thy ä-

väs tavena ca vf t tena bâdhakânudaye 'p i mi thyä-

am eva syât | tena " v i r u d d h a b u d d h y a s a m b h e d â d 9 " i ty

| s a t 1 na r t akân ta re ' p i ca 10 ï â m o 'yarn it i p ra t ipa t t i r asti j 20

^ t a é ca r äma tvam sämänyarüpam i ty âyâtam J yac cocyate

v |bhäväh kävyäd anusamdhïyan te tad api na v i d m a h [

[m hi mameyam sïtâ kâcid iti svâtmïyatvena p ra t ipa t t i r

iiàtasya j a tha sâmâjikasya ta thä p ra t ï t iyogyâh kr iyanta i ty
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e t a d * e v ä n u s a m d h ä n a m ucyate , ta rh i s thäyini su ta räm anu-

s a m d h ä n a m syät I tasyaiva h i m u k h y a t v e n a asminn ayam

iti sämäj ikänäm pra t ipa t t ih [ yas tu 2 v â g vâc ikam i tyädinä

b h e d ä b h i d h ä n a s a m r a m b h a g a r b h o 3 mahïyân abhinayarüpa tä -

5 v i v e k a h k r t a h sa u t t a ra t r a svävasare carcayisyate | t asmät

sämäj ikapra t i tyanusärena s thâyyanukaranam r a sa 4 i ty asat (

2) na cäpi na tasye t tham pra t ipa t t ih r ämam tacc i t tavr t t im

v â n u k a r o m ï t i j sadrsakaranam h i t âvad anuka ranam anupala-

b d h a p r a k r t i n ä 5 na sakyam k a r t u m 1 atha pascä tkaranam

1° anuka ranam, tal l o k e *py anukaranä tmatä t ip rasak tä { a tha

na niyatasya kasyacid anukärah , api t ü t t amaprak r t eh sokam

anukaromit i , 6 t a rh i kenet i c in tyam | na tâvac chokena tasya

tadabhävä t | n a cäsrupätädinä eokasyänukärah, tadvai lak-

sanyäd i ty u k t a m | iyat t u 7 syät, u t t amaprak r t e r ye éokâ-

15 nubhäväs t än anuka romï t i J ta t râpi kasyo t t amaprakr teh ]

yasya kasyacid i t i cet, so 'p i vis is ta täm vinä ka tham b u d d h ä v

ä ropay i tum sakyah | ya evam rodi t ï t i cet, svä tmäpi madhye

natasyänuprav is ta it i gal i to "nukäryänukar t rbhävah 1 kirn

ca na tah siksävasät svavibhävasmaranäc c i t tavr t t i sädhärani-

20 bhävena h rdayasamvädä t k e v a l a m 8 a n u b h ä v ä n pradarsayan

kävyam ucita9 käkuprabhr tyupaskä rena pa thams cestata i ty

e t ävanmät re ?sya 1 0 p r a t ï t i r u n a tv anukä ram vedayate {

kän tavesänukäravad dhi na rämacest i tasyänukärah | etac ca

pra thamädhyäye 'p i dars i tam asmäbhih1 2 |

1 etad G,M : etävad Hc || 2 Jas tu : jat tu G9U || 3 Qgarbho x
QgarbhaQ G3M || 4 r#sa G5M : rasa Hc || 5 ^prakrtinä G,Hc :
°prakrtmäm M II 6 anukdromttt Hc : anukaroti G,M || 7 iyat tu
G,M : jat tu Hc || 8 hevalam G,M : kevalän Hc || 9 ucita °Hc,
M : upacitcß G \\ 10 etävanmätre 9sya G3M : etävanmätrasya Hc ||
11 pratïtir G, He : prattttm M j[ 12 Cf. ABb9 I, p. 37 {infra,

App. I, p. 98) II

[ 8 ]



TÎIE AESTHETIC EXPERIENCE,

3) näp i v a s t u v t t t â n u s â r e n a l t adanukära tvam, asamvedyâ-

taânasya 2 vas tuvç t t a tvânupapa t t eh j yac ca v a s t u v r t t am tad

^ 4) n a ca mun ivacanam evamvidham asti kvaci t s thäy- p ^

yàjuikaranam tasä it i \ * näp i Ungarn a t fâ r the m u n e r upala- 5

î jhyate | p ra tyu ta dhruvägänatä lavaic i t tya läsyängopaj ivanam

ti i tûpanâdi v iparyaye l m g a m iti s amdhyangädhyäyän te vita-

îaîsiyamah 4 ] " s ap tadv îpânukaranam 5 " i tyâdi t v anyathâpi

, |akyagamanikam iti | t adanukâre ?pi ca kva nämän ta ram

käk tavesaga tyanukaranäd 6 [ 10

'yac cocyate varnaka i r har i tä läd ibh ih samyujyamäna eva

gint i tyâdi , ta t ra yady abhivyajyamâna i ty a r tho 'bhipiretas

| a d asat ] na h i s indurâd ibhih p a t a m â t t h i k o gaur abhivyajyate

Ê |ad ïpâd ibh i r iva, k im tu tatsadçsah samùhaviseso n i rvar tya te I

^ e v a 7 h i s indürädayo gavävayavasamnivesasadrsena samni- 15

^ s a v l s e s e n â v a s t h i t â g o s a d r g iti pra t ibhâsasya visayo na ivam

yij^hävädisamüho ta t i sadçsa tâpra t ipa t t igrâhyah [ tasmât bhâ -

;^ä| iukaranam rasa i ty asat |

<*yena t v abhyadhäyi sukhaduhkha jananasak t iyuk tä visaya-

bâhyaiva sâmkhyadrsâ s u k h a d u h k h a s v a b h â v o rasah [ 20

^ ca sâmagryâm dalasthânïyâ v ibhäväh , samskärakä

^ l u b h â v a v y a b h i c â r i n a h , sthâyinas t u ta tsâmagrï janyâ ân ta râh

^ tk l aaduhkhasvabhavâ iti I t ena cc s thây ibhâvân rasa tvam

^ p a n e s y â m a 8 " i tyädäv upacäram ang ikurva tä granthavi i 'o-

fjtham svayam eva budhyamänena düsanäv i ska ranamaukha- 25

% â t 9 p r âmân iko janah10 par i raksi ta iti k im asyocyate j y a t t v

1 vastuvrttänusärena G,Hc : vastutvänusärena M || 2 asamvedyamanasya
| | ç : anusamvedjamänasja G,M. || 3 Cf. infra, p. 00 || 4 Cf. ABh, III,
;c4. XIX if 5 N$, I, v. 120 || 6 Hukaranäd : Hukaratßdau G3M ||
&0q eva Hc : ata eva G, M || 8 N$, prose after v. 45 ||
^Fspmaukharjât Hc: *mairkhyât G, M || 30 prämämh janah G,M :
pramänikajanah Ile ||

7 [ 9 ]
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any a t l t a tp ra t ï t iva i samyaprasangâdi ta t k iyad 2 a t rocya täm |

bha t t anäyakas t v âha J raso na pra t ïyate , no tpadya te ,

näbhivyajya te | svaga ta tvena h i p ra t ï t au k a r u n e d u h k h i t -

v a m syät [ n a ca sä pra t ï t i r yuk t ä s î tâder av ibhäva tvä t ,

5 svakän täsmr tyasamvedanä t , deva tädau sädhäran ikaranäyogy-

a tvä t , s amudro l l anghanäde r asädhäranyät J na ca t adva to 3

rämasya smçtir anupa labdha tvä t \ na ca sabdänumänäd ibhyas

ta tp ra t ï t au lokasya sarasatä y u k t ä 4 p ra tyaksäd iva [ näyaka-

yuga lakävabhäse h i p r a tyu ta la j jä jugupsäsprhädisvoci taci t ta-

10 v r t tyan ta rodayavyagra tayä kä sarasatvakathäpi syä t 5 | t an

na p r a t ï t i r 6 anubhavasmr tyäd i rüpä rasasya yuk tä | u tpa t t äv

api t u lyam e tad düsanam | sak t i rüpa tvena p ü r v a m sthitasya

pascäd abh ivyak tau visayär janatära tamyäpat t ih | svagata7-

pa raga ta tväd i ca p ü r v a v a d v ika lpyam | tasmät kävye dosä-

15 bhävagunä lamkäramaya tva laksanena , nä tye ca turv idhäbhina-

ya rüpena n iv idani jamohasamkata tän iväranakär inä 8 v ibhävä-

d i sädhä ran ika ranä tmanäbh idhä to dvi t ïyenâmsena bhävaka tva -

A Bh,i, yyäpärena b h ä v y a m ä n o * raso 'nubhavasmrtyädiv i laksanena

ra jas tamo 'nuvedhavaic i t ryabaläd d ru t iv i s t ä r a 9 v ikäsä tmanä

20 sa t tvodrekaprakäsänandamayani jasamvidvis rän t i laksanenapa-

rabrahmäsvädasav idhena b h o g e n a pa ram bhujyata iti10 j

1 jat tv any at tat0 He : jat tv atyantam nah G M || 2 tat hjadüc i
tat ktm jad G,M || 3 tadvato G, M : tattvato He || 4 sarasatä

juktä Hc : sarasatä prajuktä G,M (for sarasatä7 pi juktä ?) || 6 kä
satasatvakathäpi syät Hc : kasarasatvamathäpisyät G,M || 6 Before tan
na pratïtir, etc. He adds the following sentence, paragatatvena tu pratïtau
tätasthyam eva bhavet || 7 svagata0 Hc, M : svagatatva0 G || 8 ^samkata-
tämväranakännä Hc : ^samkatakännä G,M, equally possible || 9 °v?stära°
G5M : °Pistara° Hc || 10 After bhujyata iti He adds the wordsyat sa eväha>
followed by two stanzas, surely borrowed from the lost Hrdayadarpana9

abhidhä bhävanä cänyä fadbhogïkrtir (alia lectio, tadbhogïkrtam) eva ca | abii-
dhädhämatämyäte sabdärthälamkrü tatah\\ bhävanäbhävya eso *pi srngärädigano
matah (aba lectio, hi jut) | taàbhogïkrtarûpena vyäpyaie siddhtmän narafy |j
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tatra pü rvapakso 'yam bha t ta lo l la tapaksânabhyupaga-

mäd eva nâbhyupaga ta it i t addüsanam anu t thänopaha t am

e v a j prat ï tyâdivyat i r iktaé ca samsâre k o b h o g a iti na v id-

Ciah [ rasaneti cet, sâpi pra t ipa t t i r eva, keva lam upâyavai -

| aksanyän nämänta ram pra t ipadyatâm, darsanânumi t i s ru- 5

j tyupamit ipra t ibhänädinämäntaravat J n i spâdanâbhivyakt i -

fdvayänabhyupagame ca n i tyo va ' san x va rasa iti na t t t ï ya

rgatih s y â t 2 | na câpra t î tam vas tv asti vyavahâre y o g y a m 3 |

a thocya te pra t ï t i r a s y a 4 b h o g ï k a r a n a m , t ac ca d ru tyäd i sva rü -

p a r a 5 1 tad astu, t a thâp i na t a v a n m â t r a m | yâvan to h i rasas 10

tävatya eva r a sanä tmänah 6 p ra t ï t ayo b h o g i k a r a n a s v a b h ä v ä h |

:^gunänätn7 cângângiva ic i t ryam anan tam ka lpyam iti ka tri-

V e n e y a t t ä (

bhävanähhävya eso 'pi srngarädigano hi y at8 |

i t i t u y a t 9 kävyena bhävyan t e rasa i ty ucyate , ta t ra v ibhävä - 15

d i jan i tacarvanä tmakäsvädarüpapra tyayagocara täpädanam eva

b h â v a n a m tad abhyupagamya ta eva | yat t ü k t a m |

bhävasamyojanävyangyaparasamvittigocarah \

äsvädanätmänuhhavo rasah kävyärtha ucyate 10 ||

'san Hc : 'sad G5M || 2 gaUh syât Hc : gattr asyäm G :
äsjäm M || 3 astt vjavahäre jogyam G,M : astttävyavahärayogyam

He II 4 prafflir asya Hc : pratthr ih tasya G : pratthr th rasya (for
tasasya ?) M, which reading is equally possible || 5 drutyädisvarüpam
He : bhütyädisvarüpam G3M. || 6 rasanätmänah G, M : rasätmänab Hc ||
f gunänäm G,M : this is explained by He by sattvädigunänäm || 8 °gano hi
yat He : *gûp bhqyat G (corrected into hi yat), M || 9 /// tu yat Hc :
Uiyat G,M || 10 This stanza is quoted in this form in the Vyaktiviveka,
p, 67 (readparasatnvith* for pansamvitti*). Both in G and M we read
Ifithe first päda samvedanäkhya (corrected into samvedanäkhyayä in G),
l^hich is quite nonsensical. He quotes a different stanza : samsargädir

iästra ekatvät phalayovatah \ väkyärthas tadvad evätra irngärädi raso
II iti tad asmäkam abhimatam eva ||
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iti ta t ra vyajyamänatayä vyangyo r a k s y a t e 1 | anubhavena ca

tadvisaya i t i m a n t a v y a m | n a n v evam ka tham rasa ta t tvam |

äs täm, k i m k u r m a h |

ämnäyasiddhe kim apürvam etat

5 samvidvikäse 'dhigatägamitvam \

ittham svayamgrähyamaharhahetih

dvandvena kim düsayitä na lokah ||

p'^ao *ürdhvordhvam äruhya y ad arthatattvam

dhïh pasjûti sräntim avedayantï \

10 phalam tad ädyaih parikalpitänäm

vivekasopänaparamparänäm \\

citram nirälambanam eva manye

prameyasindhau2 prathamävatäram \

tanmärgaläbhe satt setubandha-

15 purapratisthädi na vismayäya\\

tasmät satäm atra na düsitäni

matäni täny eva tu sodhitäni \

p ürpapratisthäpitayojanäsu

mülapratisthäphalam ämananti ||

20 t a rhy ucyatäm p a r i s u d d h a t a t t v a m 3 | u k t a m eva muninä ,

na t v a p ü r v a m kimci t | t a thä h y äha " kävyä r thän bhâvayan-

t i t i b h ä v ä h 4 " i t i ta t kävyä r tho r a s a h 5 | ya thä h i " r ä t r im

âsa ta 6 ", " t äm agnau p r ä d ä t 7 " i tyädäv ar thi tädi laksi tasyä-

dh ikä r inah p ra t ipa t t imä t räd a t i t ïv rapraroc i ta t p r a thamapra -

v r t t ä d anan ta ram adhika ivopä t takä la t i raskärena iva 6 ä s a i 8 '

1 raksyate G (in the first ed.) : laksyate G : labhyate M (corrected into
hksyatê) || 2 prameyasindhau : prameyasiddhau G, M || 3 parisuddhatattvam
G,M : parisuâdham tattvam He || 4 The entire quotation is kävyärthän
hhävayantiti bhävälo (N$, prose at the beginning of ch. VII) || ö He
paraphrases tasmät kävyärtho rasah \\ 6 rätrim äsata G: ratrïr âsate M.
Untraced source || 7 Taittirïya Samhitä, 2, 1, 1 || 8 äsai : äste G
(corrected into äse), M ||
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fpradadäni ' i tyädi rüpä samkramanäd i svabhävä ya thädarsanam

bfeävanäVidhiniyogädibhäsäbhir v y a v a h t t ä p ra t ipa t t ih ,

Mthaiva kävyä tmakäd api sabdäd adh ikä r ino 'dh ikäs t i p ra t i -

|>attih | adhikar ï cätra v imalapra t ibhänasä l ihfdayah | tasya ca

f ! g n v â b h a n g a b h i t â m a m 2 " iti " umäp i n ï lâ laka 3 " iti " ha ras 5

txî k imc i t 4 " i tyäd iväkyebhyo väkyär thapra t ipa t t e r anan ta t am

mânasï säksä tkärä tmikä apahast i ta 5 t a t t adväkyopä t t akä läd iv i -

bhägä täva t pra t ï t i r upajäyate | tasyäm ca yo m r g a p o t a k ä d i r

biiäti tasya v i sesa rüpa tväbhäväd bh ï t a iti träsakasyä6 pä ramä-

i t h ika tväd bhayam eva p a t a m desakälädyanäl ingi tam, ta ta 10

e^a bh ï to ' h a m b h ï t o ' yam sa t rur vayasyo madhyas tho vetyä-

d ip ta tyayebhyo d u h k h a s u k h ä d i k t t a h ä n ä d i b u d d h y a n t a r o d a y a -

b îyamava t t aya v i g h n a b a h u l e b h y o v i laksanam n i rv ighnap ra -

iöt igrähyatn säksäd iva h rdaye nivisamänam 7 caksusor iva v ipa-

' t iva t t amänam bhayänako rasah | t a thäv idhe h i bhaye nä tmä ty - 15

y n t a t i t a s k r t o 8 n a visesata u l l ikhi tah | evam p a t o 'p i | ta ta eva

na pa r imi tam eva sädhäranyam api t u *vi ta tam, vyäp t ig faha * ™

ivà d h ü m ä g n y o r bhayakampayor eva vä j t ad a t ra säksätkä-

Jäyamänatve par ipos ikä natädisämagrf, yasyâm vas tusa tâm

iävyä fp i t änäm ca desakä lap ramä t rädmäm n i y a m a h e t ü n ä m 2 0

| txyonyapra t ibandhabaläd a tyan tam apasarane sa eva sädhä-

p n ï b h â v a h su ta räm pusyat i | ata eva sa rvasämäj ikänäm 9 eka-

1 bhävanä : pratibhävanä M (corrected in a second hand into pratibhä-
Ijlhâvana) : pratibhäbhavanäG. In my opinionprati is simply a note by
ŝdine reader who has not understood the expression jathadarsanam,

h^hich was later incorporated in the text || 2 Kälidäsa, Abhißänasa-
\iatntala, I, 2|| 3 Kälidäsa, Kumärasambhava, III, 62 || 4 Kâlidâsa,
îïbid., Ill, 67 ]| 5 apahastita^ He, M (but corrected in a second
\Jiand into apahsita®): apahasita G || 6 träsakasyä He, G: grähakasya
JML |j 7 nivisamänam He, G : nidhfyamänam M \\ 8 atyantatiraskrto
vÜ&M s atyanta omitted by He || ° sarvasämäjikänäm G,M : särnä-
ffkänäm He ||
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ghanatayaiva 1 p r a t i p a t t e h 2 su ta räm rasapariposâya sarvesäm

anäd iväsanäv ic i tnkr tace tasäm väsanäsamvädät | sä cävighnä

samvic camatkärah | tajjo 'p i kampapulako l lukasanäd i r v ikä-

ras camatkärah j ya thä
5 ajja vi hart camakkai

kaha kaha vi na mamdarena dahäim 3 j

camdakaläkamdalasac-

chahaim lacchïim amgäim \\

t a thä h i sa ca t r p t ^vya t i r ekenäcch inno bhogäveea i ty ucyate |

10 bhun jänasyädbhu tabhogaspandäv i s t a sya camatah kairanam5

camatkä ta i t i | sa ca säksä tkärasvabhävo mänasädhyavasäyo

vä samkalpo vä s m t t i t vä t a thä tvenäsphufa ty 6 as tu | yad äha |

ramjäni viksya madhuräms ca nisamya sabdän

paryutsukJbhavatiyat sukhito 'pijantuh \

15 tac cetasä s mar at i nünam abodhapürvatn

bhävasthlräni jananäntarasauhrdäni ||

i tyädi ( sa tva thä t ävad esästi p ta t ï t i r , äsvädätmä yasyäm

tat i r eva bhä t i | tata eva viSesäntaränupahitatvät sä irasanïya

satï na laukikï na mi thyä nänirväcyä na laukikatulyä na tadä-

20 topädi füpä | esaiva copacayävasthästu 7 deeädyaniyantranät j

anukäro 'py astu bhävänugämi tayä 8 ka tanät [ visayasämagry

api bhava tu vijfiänavädävalambanät | satvathJ rasanätmakavi-

tavighnaprat ï t igrâhyo bhäva eva rasah | tatra vighnäpasärakä

vibhävaprabhr tayah 1 ta thä h i loke sakalavighnavinirmuktä

samvit t i r eva camatkäranirvesarasanäsvädanabh ogasamä-

1 ekaghanatqyawa G, M (corrected in a second hand from ekaghanataivà) :
ekaghanataiva He || 2prattpatteh He, M: G suggests prafopattify ||
3 dahäim G,M: kaltäim He || 4 sa ca trptt°(sa vä trpti* ?): sa câtrph*
G3M || 5 camatah karanam : ca tnanahkaranatn G, M || 6 tathätvenäsphuraty
M : tathätvena sphurafy G : tathätvenäsphuranty He || 7 °vasthästu Hc :
^vasthäsu G,M || 8 bhävänugämitayä GPM: anugämitayä Hc ||
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pattilayavisiräntyädisabdair abhidhïyate | v ighnäs cäsyäm 1) pra-

t ipattäv ayogyatä * sambhävanävkaho näma 2) svagatatva*- P 202'

fparagatatvaniyamena desakälavisesävesah 3) nijasukhädiviva-

i&bhävah 4) pratityupäyavaikalyam 5) sphuta tväbhävah

6) apradhänatä 7) samsayayogas ca | tathä h i 5

1) samvedyam asambhävayamänah samvedye samvidam

"niveéayitum 2 eva na saknoti | kä tatra visräntir lti p ra thamo

"Vighnah | tadapasärane hfdayasamvädo lokasämänyavastu-

^yisayah | alokasämänyesu t u 3 cestitesv akhandi taprasiddhi-

janitagädhärüdhapratyaya4prasarakäri prakhyätarämädinäma- 10

dheyaparigrahah | ata eva nihsämanyotkarsopadesavyutpat t i -

*p£ayojane nätakädau prakhyätavastuvisayatvädi niyamena ni rü-

"payisyate 5 | na tu prahasanädäv i t i 6 | tac ca svävasara eva

yaksyäma ity ästäm tävat |

2) svaikagatânâm ca sukhaduhkhasamvidäm äsväde yathä- 15

gambhavam tadapagamabhïrutaya va tatpaiiraksâvyagtatayâ vä

latsadisärjijisayä vä tajjihäsayä vä tatpracikhyäpayisayä vä

ladgopanecchayä vä prakäräntarena vä samvedanäntarasamud-

^ama eva paramo v ighnah | paragatatvaniyamabhäjäm api

^sukhaduhkhänäm samvedane niyamena svätmani sukhaduhkha- 20

iJnohamädhyasthyädisamvidantarodgamanasambb ävanäd avasy-

l^mbhâvï v ighnah | tadapasärane 7 " käryo nät iprasango ? t r a 8 "

| i |yädinä pürvarangän igühanena 9 pras tävanävalokanena 1 0 ca

î^q natatüpatädhigamas t a t p u r a h s a r a h u pratisirsakädinä tat-

svagatatva* G,M : svagata0 Hc || 2 nivesajttum Hc, M: vtmvesqyttum
dtuG, Hc : omitted by M || 4 °rüSapratjaja° G,M: *rüdbactti-

Hc || 5 mrüpayisyate GM (ABh, II, eh. XVIII) : mrüpjate
6 /// Hc : tva G,M || 7 tadapasärane Hc : tadapakärane G :

p M || 8 Nf, V, v. 165 || 9 Before pürvarangämgühanena
adds pürvarangavidhim pratt, which looks like a päda of the N$ ||

prastävanävalokanena Hc adds natï vidüsako väpi (N$, XX, v. 30
laksita0 || u tatpwahsauilo G,M: tatpurahsarah Hc ||

L 15 ]
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pracchädanaprakäro 'bhyupäyo ?laukikabhäsädibhedaläsyäriga-

rangapï thamandapagatakaksyadipar igrahanatyadharmïsahi tah |

tasmin h y 1 asyaivätraivaitarhy eva ca sukham d u h k h a m veti

na bhavat i prat ï t ih | svafüpasya nihnaväd rüpäntarasya cäro-

5 pitasya pratibhäsasamvidvisräntivaikalyena svarüpe visränty-

abhävät satyatadiyarüpanihnavamätra eva paryavasänät | ta thä

h y äsinapäthyapuspagandikädi loke na drs tam | na ca tan na

kimcit , ka thamci t sambhävyatväd iti sa esa saryo muninä

sädhäranibhävasiddhyä rasacarvanopayogitvena parikaraba-

10 n d h a h samäsrita iti tatraiva sphutïbhavisyatï t i tad iha tävan

nodyamanlyam | ta tah sa esa svaparaniyatatävighnäpasärana-

prakäro vyäkhyätah j

3) ni jasukhädivivasibhütas ca ka tham vastvantare samvi-

dam visramayed iti ta tpratyühavyapohanäya prat ipadärthani-

15 s thaih sädhäranyamahimnä sakalabhogyatvasä*hisnubhih

' P."285 sabdädivisayamayair 2 ä todyagänavici tramandapapada3vida-

gdhaganikädibhi r uparanjanam samäsritam yenährdayo ?pi

hrdayavaimalyapräptyä sahrdayïkriyate | u k t a m h i " drsyam

sravyam ca e' iti |

20 4) kirn ca prat i tyupäyänäm abhäve ka tham prat ï t ih |

5) asphutaprat ï t ikar isabdal ingasambhave ?pi na pratï t ir

visrämyati sphutaprati t i rüpapratyaksocitapratyayasäkänksatvät |

ya thähuh " sarvä . ceyam pramit ih pratyaksapärä 5 " iti |

svasäksätkrta ägamänumänasatair apy ananyathäbhävasya

svasamvedanät j alätacakrädau säksätkäräntarenaiya balavatä

t a t avadhä ranäd 6 iti laukikas tävad ayam kramäh | tasmät

tadubhayavighnavighäte ?bhinayä lokadharmîvr t t ipravr t tyupas-

1 tasmin hy G3M : tasmin hi saiy Hc || 2 * may air Hc \Qmayïbhir G
(corrected into ® may air), M | | 3 °pada° G,M : omitted by Hc j|
4 N$, I, v. 11 II 6 Nyäyasütra, Vätsyäyanabhäsya, Y, 1, 3 (th.e edited text
gives sä for sarvä) || 6 tadavadhäratiät G, M: tatpramityapasäranät Hc ||
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samabhisicyante [ abhinayanain h i sasabdalingavyäpä-

fayisadrsam eva pratyaksavyäpärakalpam iti niscesyämah 1 |

6) apradhäne ca vastuni kasya samvid visrämyati | tasyaiva

/gratyayasya2 pradhänäntaram praty anudhävatah svätmany avi-

%än ta tvä t | ato 'p radhänatvam jade v ibhävänubhävavarge vya- 5

Ibhicârinicaye ca samvidätmake 'pi niyamenänyamukhapreksini3

;kmbhava t i t i tadatir iktah sthäyyeva t a t h ä 4 carvanäpätram | tatra
;{mrusärthanisthäh käscit samvida iti p t adhänam | tad yathä rat ih

käma^adanusangidharmarthanisthä, krodhas ta tpradhânesvar th-

anisthah kämadhatmaparyavasi to ?pi, u tsähah samastadharmädi- IQ

çparyavasitas, tattvajfiänajanitanirvedapräyo ?pi bhävo 6 m o k s o -

r'päya iti tâvad esâm prädhänyam | yady api caisâm apy anyonyam

Tgunabhavo ?sti tathäpi ta tpradhäne 7 rûpake t a t t a tp radhänam 8

jÉhavatïti tüpakabhedaparyäyena sarvesäm prädhänyam esäm

laksyate | adütabhägäbhiniv is tadtsas 9 tv ekasminn api rüpake 15

pr thak prädhänyam | tatra sarve 7mï sukhapradhänäh svasamvi-

ccarvanarüpasyaikaghanasya prakäsasyänandasäratvät [ ta thä hy

^kaghanasokasamviccarvane ?pi loke strïlokasya 10 hrdayavisrä-

?ntir antaräyaeünyavisräntisariratvät j avisräntirüpataiva ca duh-

)kham | tata eva käpilair duhkhasya cäncälyam eva p r ä n a t v e n o 20

"ktàm rajovrtt i täm vadadbhi r ity änandarüpatä sarvarasänäm |

î | i m tüparanjakavisayavasät kesäm api katukimnästi sparso vîra-

sa hi kleeasahisnutädipräna eva | evam ra tyädmäm prä-

häsädinäm tu sätisayam sakalalokasulabhavibhävata-

^; l ABh, II, chapp. VIII £ || 2 pratjqyasya G3M: praijeyasja Hc ||
f;*prek$ini Hc, M: °sampreksini G || 4 tathä G,M : omitted by Hc ||
;f: kam0 : kätnah G,M (in M h bracketed in a second hand) : käme
5HC H 6 °präyo* pi bhävo (see V. Raghavan, Bioja, p. 00) : °prajo
Ivjhhävo G,M : s amas ca Hc || 7 tatpradhäne M: taitaipradhâne G,
l ï ç H 8 tattatpradhänam G,M: tatpradhänam Hc || 9 *drias G,M :
fdrfâ Hc II 10 strïlokasya G,Hc: 9sti lokasya M || n vtrasyeva Hc:
vïrasja G.M ||

8 r 17 1
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yoparanjakatvam iti p r ä d h ä n y a m 1 | ata evänuttamaprakrtisu

' P. 234 bähulyena häsädayo bhavant i | pämarapräyah * sarvo 'pi hasati

socati bibheti paranindäm ädriyate alpa2subhäsitatvena ca sar-

vatra vismayate [ ratyädyangatayä tu pumarthopayogi tvam api

5 syâd esäm | e tadgunapradhänabhävakr ta eva ca dasarüpakädi-

bheda iti vaksyämah | s thâyitvam caitâvatâm eva | jâta eva hi

jantur iyatïbhih samvidbhih par î to bhavat i | t a t h ä h i

duhkhasamslesavidvesl sukhäsvädanasädarah31

iti nyâyena sarvo riramsayâ vyäptah svâtmany utkarsajnänitayä

10 pa ram upahasann abhïstaviyogasamtaptas taddhetusu kopa-

paravaso 'saktau ca ta to bh ï ruh kimcid âfjijïsur4 apy anucita5-

vastuvisayavaimukhyätmakatayäkräntah kimcid anabhïstata-

yâbhimanyamânas tattatsvakartavya6darsanasamuditavismayah

kimcic ca jihâsur eva jäyate ) na h y etaccittavfttiväsanäsünyah

1 5 prânï bhavat i | kevalam kasyacit kâcid adhikâ cittavrttih käcid

ünä, kasyacid ucitavisayaniyantritä kasyacid anyathä j tat käcid

evk purusâr thopayoginï ty upadesyä ] tadvibhägakrtas7 cottama-

prakrtyädivyavahärah | ye punar amï glänisankäprabhrtayas 8

cittavrttivisesâs te samucitavibhäväbhäväj janmamadhye

20 ? p i 9 na bhavanty eva I tathä h i rasäyanam upayuktavato

niuner 1 0 glänyälasyasramaprabhttayo nott isthanti1 1 | yasyäpi

vä bhavant i vibhävabalät tasyäpi hetupraksaye ksiyamänäh

samskârasesatâm tävan12 nävasyam anubadhnant i | utsähädayas13

tu sampäditasvakartavyatayä pralînakalpâ api samskârasesatâm

1 prädhänyam He, M : (na) prädhänyam G || 2 alpa0 G,M : sva/pa0

Hc || 3 Untraced souice || 4 ärpßsur G3M : possibly, ujjigïsur ||
5 anueifa0 G : ata0 M || 6 °svakartavya° G,M : °svapar4kartavja°
Hc || 7 tadvibhäga0 Hc: tadvibhäva G (coirected into tadvibhäga®), M ||
8 glänlumkäprahhriayas G,M: dhrfyädqyas IIc || 9 9pi G,M : omitted by
Hc| | 10 muneh G,M : omitted by IIc || ^notilsthanti G3M: na bhavantiHc ||
12 tävan G,M : omitted by Hc || 13 utsähädayas G,M : ratyädayas Hc ||
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!h|t ivartante kartavyäntaravisayasyotsähäder 1 akhandanät |

'p|tjaäha patanjalih " na h i caitra ekasyâm striyâm rakta ity

] |ayâsu v i r ak t ah 2 " ityädi | tasmät sthäyirüpacittavrttisütrasyütä

f $ p m ï vyabhicärinah svätmänam udayästamayavaicitryasata-

^ahasradharmänam ptati labhamänä raktanilädisütrasyütavi- 5

Jalabhävombhana3sambhävitabhangisahasfagarbhasphatikakäca-

TipJfe^ämaka4padmarägamatakatamahänUädimayagolakavat tasmin

flutte svasamskäravaicitryam anivesayanto *pi ta tsütrakrtam upa-

%t tasamdatbham bibhratah svayam ca viciträrthäh5sthäyisütram

éa vicitrayanto ?ntaräntaräsuddham api sthäyisütram prat ibhâ- 10

sävakäeam upanayanto 9pi pürväparavyabhicäriratnacchäyä-

,4abalimânam avasyam änayantali prat ibhäsanta iti vyabhicäfina

ucyante f tathä lii glâno'yam ity ukte kuta iti hetuprasnenâs-

thäyitäsya süt ryate 6 | na tu räma utsäha^aktimän ity atra

fetupiraénam ähuh [ ata * eva vibhäväs ta t rodbodbakäh santah

svafüpoparaiijakatvam vidadhänä ratyutsähäder ucitänucita-

Jtyamätram ävahantj | na tu tadabhäve sarvathaiva te nirupä-

khyäh, väsanätmanä sarvajantünäm tanmayatvenoktatvät [

;yyabhicärinäm tu svavibhâvabhâve nämäpi nâstïti vitanisyate

f aitad yathäyogam vyäkhyävasare 7 [ evam apradhänatvanirä-

l$$h sthäyinirOpanaya8 cc s thäyibhävän rasatvam 9 " ityanayä

^ämänyalaksanasesabhütayä visesalaksananisthayä ca kr tah 1 0 |

^ 7) ta t ränubhävänäm vibhävänäm vyabhicärinäm c a p r t h a k

ethäyini niyamo nästi, bäspäder ânandâksirogâdijatvadarsanâd

1 kartavyäntaravisayasyotsähäder G,M : vastvcintaravisayasya ratyâder He ||
) * Yogasütra, Vyäsabhäsya, 2, 4 |j 3 Qvlralabhävombhana° (see, on this
^passage, R. Gnoli, Further Observations, p. 102) : çsviralabhavo{g6) palambhana
£ 0 : viralabhävo bhana M || 4 °bhrämaka° G : bhramaka M || ö viciträr-
\Jhäh : viciträrthefi G,M [j 6 ^sthäyitätya sütryate He : sthayï tasya sücyate
%£J • sthäyt tasya sûtryante || 7 Ahb, ch. VII || 8 ^nirupanayaitç, Mt
f*nirüpanäyätn G || 9 Cf. supra, p. 9, 1. 23 || J0 krtah G,M:
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vyäghrädes ca krodhabhayâdihetutvât sramacintâder utsâha-

bhayädyanekasahacaratvävalokanätx | sämagri tu na vyabhi-

carinï ) tathä h i bandhuvinäso yatra v ibhävah paridevitäsru-

pätädis t v 2 anubhävas cintädainyädis ca vyabhicärr, so

5 'vasyam soka eve t i 3 | evam samsayodaye sankätmakavigh-

nasamanäya samyoga upät tah 1

tatra lokavyavahäre käryakäranasahacarätmakalingadar-

sane 4 s thäyyätmaparacit tavrttyanumänäbhyäsapätaväd adhunä

tair evodyânakatâksadhrtyâdibhir5 laukikîm käranatvädibhuvam

10 atikräntair vibhävanänubhävanäsamupatanjakatvamättaptänair

ata evälaukikavibhävädivyapadesabhägbhih pracyakäfanäditü-

pasamskäropajivanakhyäpanäya vibhavädinämadheyavyapade-

syair bhâvâdhyâye *pi vaksyamänasvarüpabhedaif6 gunapra-

dhânatâparyâyena sâmâjikadhiyi samyagyogam sambandham

15 aikägryam vä7säditavadbhir alaukikanirvighnasamvedanätmaka-

catvanägocata täm nï to ' r thas carvyamänataikasäro na tu siddha-

svabhävas tätkälika eva na tu carvanâtiriktakâlâvalambï sthä-

yivilaksana eva rasah | na t u 8 yathä sankukädibhi t abhyadhï-

yata " sthäyyeva vibhävädipratyäyyo rasyamänatväd rasa

20 ucyata " i t i 9 | evam h i loke 'pi kirn na r a sah , asato 'p i h i

yatra rasaniyatä s y ä t l 0 tatra vastusatah ka tham na bhavisyati |

tena sthâyipratït ir anumit i rüpä v ä c y ä , l l na rasah 1 ata eva

sütre s thäyigrahanam na k r t am 1 tat pratyuta ealyabhütam

syät | kevalam aucityäd evam ucyate sthâyï rasïbhûta iti |

aucityam tu tatsthäyigatatvena käranäditayä prasiddhänäm

1 °valokanät | sämagrUi na vyabhtcänni Hc : °palokana.. .vyabhicärini
GM || 2 tv G,M. : ca Hc || 3 soka eveti Hc3 M: soka eve {va ve)
tj G || 4 ojars'aw G , M : °darhnaja° Hc || 6 °dhrtyädibhir Hc :
»vlksädMir GM II 6 ABh, eh. VII || 7 vä° G5M : ca Hc || 8 na tu
Hc : nanu G (corrected into na tu), M || 9 /// G,M : omitted by He ||
10 sjät GM. (deleted in a secondhand) : omitted by Hc || u vâçyâUc :

präcyä (corrected into prâpjâ) G : präpjä (corrected into präcyä) M ||

[ 20 ]
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^ carvanopayogitayä vibhävädi tvävalambanät 1 ta thä hi

Maukikacittavçttyanumâne kä rasatä | * tenälaukikacamatkärätmä p. 286

jrtasäsvädah smrtyanumänalaukikasvasamvedanavilaksana eva I

^tathä h i laukikenänumänena samskrtah pramadädi na tätas-

jthyena pratipadyate, api tu hfdayasamvädätmakasahtdayatva- 5

;balät purnïbhavisyadrasâsvâdânkurïbhavenânumanasmftyâdiso-

rpänam anämhyaiva* tanmayibhävocitacarvanäpfänatayä | na

^ a sa carvanä pränmänäntaräd yenädhunä smrt ih syät | na

Äätra laukikapratyaksädipramänavyäpärah | kirn tv 2 alaukika-

'vibhävädisamyogabalopanataiveyam carvanä | sä ca pratyaksä- 10

' numänägamopamänädilaukikaptamänaj anitaratyädyavabodhatas

t a thä yogipratyaksajatatasthapatasamvittijfiänät sakalavaisayiko-

-patägasünyasuddhaparayogigatasvänandaikaghanänubhaväc ca

fVisisyate, e t e s äm 3 yathäyogam arjanädivighnäntarodaya4-

Ktätasthyäsphutatvavisayäve^avaivasyakftasaundatyavifahät | atra 15

fYtu svätmaikagatatvaniyamäsambhavän svänupravesat paragata-

.^vaniyamäbhävät5 tadvibhävädisädhäranyavasasamprabuddhoci-

Itanijaratyädiväsanävesavasäc ca na v ighnänta rädmäm sam-

nbhava ity avocäma bahusah 1 ata eva v ibhävädayo na nispatt i-

; | | e tavo rasasya, t adbodhäpagame 'p i rasasambhavaprasangât | 2 o

^joäpi jnaplihetavah, yena pramânamadhye pateyuh, siddhasya

",kasyacit prameyabhütasya tasasyäbhävät ] kirn tarhy e t a d 6

It^ibhävädaya iti | alaukika eväyam carvanopayogï vibhävädi-

^ y a v a h ä r a h | kvänyatret tham drs tam iti ced bhüsanam etad

^asmäkam 7 alaukikatvasiddh.au8 | pänakarasäsvädo 'p i kirn 2 5

k x anäruhya He (see infra, p. 00,1. 0 also) : äruhya G,M || 2 kimtv Hc,
*tj : kirn ^°M(cofrectedinto/l / /^ in a second hand) || 3 etesäm G,Hc :
\$$äsäm M || 4 °daya° : Hajät G,M. This passage has been paraphrased
ïfey Hc in the following way : yathäyogam arjanädivtghnäntarodayena tätas-
^thyahetukasphutatvena visayävesavaivasyena ca saundaryavirahät || 5 Hc adds
$a visayävekvaivasyam &ix&t*sanibhavätand tätasthyäsphutatvam afterparaga-
Itatvaniyamäbhävät \\ 6 etad He : etad dhi G,M || 7 etad asmäkam
ÎC>M : asmäkam etad Hc || 8 *stddhau G, Hc : "siddheh M ||
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gudamaricädisu drsta iti samänam etat | nanv evam raso

'prameyah syat, evam yuktarn bhavi tum arhati , rasyataikapräno

hy asau na prameyädisvabhävah | tarhi sütre nispattir iti

ka tham | neyam rasasya, api tu tadvisaya^asanäyäh I tannispattyä
5 tu yadi tadekäyattajivitasya rasasya nispattir ucyate na k a s d d 2

atra dosah | sä ca rasanä na pramänavyäpäro na kärakavyä-

pärah, svayam tu näprämäniki svasamvedanasiddhatvät | rasanä

ca bodharüpaiva , kirn t u bodhän ta rebhyo laukikebhyo vila-

ksanaiva, upäyänäm vibhävädinäm laukikavailaksanyät | tena
1 0 v ibhävädisamyogäd rasanä yato nispadyate tatas ta thävidha-

rasanägocaro loko t t a ro ' r t h o rasa iti tä tparyam sütrasya I
A p/Z288 *ayam atra samksepah | mukutaprat is i rsakädinä tävan nata-

b u d d h i r äcchädyate | gädhapräktanasamvi tsamskäräc ca

kävyabalämyamänäpi na ta tra rämadhi r visrämyati | ata evo 3 -

15 bhayadesakälatyägah 1 romäficädayas ca bhüyasä ratipratftikä-

ritayä drstäs ta t rävaloki tä deeakäläniyamena r a t i m 4 gama-

yant i | yasyäm svätmäpi tadväsanävat tväd anupravis tah | ata

eva na tatasthatayä ra tyavagamah | na ca niyatakäranatayä,

yenär janäbhisvangädisambhävanä | na ca niyataparätmaika-

20 gatatayä, yena duhkhadvesädyudayah ] tena sädhäranibhütä

samtänavr t te r ekasyä eva vä samvido g o c a r i b h ü t ä 5 ra t ih

srngärah | sädhärambhävanä ca v ibhävädibh i r iti |

1 tadvisaya* G,M : tc dvisajäyä Hc || 2 na kasctd G,M : tan na kahid

Hc || 3 ata eva G,M : tata eva Hc || 4 ratim Hc, M : tatra ratim G ||
5 gocaribhütä Hc,M : gocarabhütä G ||
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Bharata s sütra

1. After explaining the reason for the foregoing succession1,

^Bharata states the sütra defining the nature of Rasa : " O u t 01

the combination {samjoga) of the Determinants (yibbävd)> the

^Consequents (anubhävä) and the Transi tory Mental States (yya-

Wicäriti), the bir th of Rasa takes place " .

The interpretation of Bhatta Lollata, etc.

2. This sütra has been explained by Bhatta Lollata, etc., in t he

^following way :—The bir th of Rasa takes place ou t of t h e

"combination of the permanent mental state—implicit in the

îsûtra—with the determinants, etc. M o r e precisely, the determi-

nants are the cause of the bir th of the feeling, which consti-

tutes the permanent state of mind. T h e consequents intended

by Bharata are not , obviously, those which arise from the

casas—for they cannot be considered as causes of rasa2—, b u t

Jthe consequents of the states of mind only. E v e n if the transi-

tory states of mind, in so far as they are feelings, cannot accom-

pany simultaneously the permanent mental state, still, accord-

ing to Bharata, this is no t absent, b u t remains in a state of

1) N. $., vi, vv. 1-33.

2) Rasa will also produce certain effects in the spectators—it will make
t̂jiem mutter in fear, make their hair stand on end etc. These effects (lit.,

Consequents, anubhävä) cannot, of course, be considered as the causes of
pÈUsa. The causes of Rasa can only be the effects of the permanent mental
States.

9 [ 25 ]
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latent impression1 . I n t he example2 t oo , some flavourings

appear in a latent state, like the permanent state, and others in

an emergent state, like the transitory states. Rasa, therefore,

is simply a permanent state, intensified by the determinants, the

consequents , etc . ; but , had it no t been intensified, it is only

a permanent state. This state is present bo th in the person

reproduced and in the reproducing actor, by vir tue of the

power of realization {anusamdhändf. \

1) It is a general principle of Indian thought that two forms of cogni-
tion cannot occur simultaneously (cf. Nyäyasütra, I, I, 16). To avoid a
contradiction of this rule, Bhatta Lollata remarks that there is nothing to
prevent the assumption that the permanent mental state is presented in
the state of a latent impression {samskära, väsanä). The word samskära
"means the impressions (which exist sub-consciously in the mind) of the
objects experienced. All our experiences whether cognitive, emotional or
conative exist in a sub-conscious state and may under suitable conditions
be reproduced as memory (smrti). The word väsanä Cfogasütra, IV, 24)
seems to be a later word. . .It comes from the root " pas " to stay. It is
often loosely used in a sense of samskära, and in Vyäsabhäfya they are identi-
fied in IV, 9. But väsanä generally refers to the tendencies of past lives
most of which lie dormant in the mind. Only those appear which can find
scope in this life. But samskäras are the subconscious states which are being
constantly generated by experience. Väsanäs are innate samskäras. not
acquired in this life " (Dasgupta, H. I. Ph., I, p. 263).

2) The example occurs in N. $.9 just after the mentioned sutra. " Is
there any example ? Yes, it is said that as taste, rasa, results from a com-
bination of various spices, vegetables and other articles, and as six tastes,
rasa, are produced by articles such as raw sugar, spices and vegetables, so
the permanent states, when they come together with various other states,
attain the quality of rasa (/. e., become rasa) ". I have here adopted, with
some changes, the translation of Manomohan Ghosh, The N.ätyasästra,
Calcutta 1951.

3) Cf. the Introd., p. XVIII. The text of Hemacandra is here somewhat
enlarged ; it runs "as follows : " This state is present in both the person
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This view, again, is the same as that of the ancients. Dandin ,

for example, in his definition of the ornaments1 , said that in

Association with a number of other elements, the feeling of

Relight is transformed into the Erot ic Rasa (srfigärd) "9 and " on

reaching its extreme height , t he feeling of anger is transformed

into the Furious Rasa {vaudra) " , etc.

The interpretation of Sankuka and his criticisms of Bhatfa

Lol/ata's view.

3. This interpretation, says Sankuka, is unsound. W h y ?—

%0, Because, wi thout the determinants, etc., t he permanent mental

fsläte cannot be known, for the determinants, etc., are the cha-

Mcteristic signs, i.e., t he logical reasons {lingo) by means of

p h t c h knowledge of it is made possible2 , b) Because, if t he

J&produced and in the reproducing actor, in the person reproduced (Räma,
| |c .) in the primary sense {mukhyayä vrttya) and in the reproducing actor by
|$rtue of a recollection of the nature of Räma, etc."
| | : To sum up3 according to Bhatta Lollata Rasa is a perception of the
permanent mental state of the character represented by the actor. This
^i^Jzyibhäva, intensified by the Detetminants, etc. is presented to the specta-
tor in the form of a Rasa. The same thesis of Bhatta Lollata is met with in
fJie Agnipuräna ; cf., for example, ch. 339, si. 4 :

dbhimänäd ratis sä ca pariposam upeyusï \
vyabhicäryädisämänyät fyngära iti giyate ||

1) Cp. The Introduction, p. XVII. The ornaments, alamkära, are
-figures of speech.

2) Here He. adds : na hi dhümam vinä dharädharäntahstho vahnir
tfwagamyate \\ci If there were no smoke, the fire which is within a mountain
lcauld not be perceived ". Hence the interpretation of Lollata, who in-
tended the sütra, as if Bharata had said : " Out of the combination of the
|&tmanent mental state with the determinants ", etc., does not stand to
Reason.
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thesis of Lollata is right, Bharata should first have expounded

the permanent states and only afterwards the Rasas1, c) Because,

the second definition of the determinants , etc, in their state of

full development , (put forward by Bharata in connexion with

Rasas, which according to Bhatta Lollata, , are no th ing bu t

permanent mental states), wou ld become a useless waste ibi

words 2 , d) Because, every feeling wou ld come to be subdivided

in to an infinity of different gradations, weak, weaker, weakest,

indifference, etc3 , e) Because, there wou ld n o longer be six

varieties of Comic Rasa (bäsya)*. f) Because, in the ten states

of love (kama) there wou ld be an infinite number of mental

1) If it were true that the permanent mental states exist before the Rasa,
why is it that Bharata explained first Rasa (JV. £ , Chap. VI) and afterwards
(JV. £ , chap. VII) the mental states ?

2) If, as Lollata says, Rasa is no more than an intensified permanent
mental state, why should Bharata have taken the trouble to explain the
Determinants of this mental state twice over, once in connexion with it in
its non-intensified state (N. £ chap.VII) and once again in connexion with
it in its intensified state (JY. £. chap. VI) ? It is illogical to explain the.
causes of the same thing twice over, once when it is not far from its nascent
state and once when it has reached its full development. H.C. clarifies :
na cotpattau paäärthänämkäranam abhidhäya pusyatäm punas tadutpattikärat}am
abhidhätavyam, vaiyarthyäpatteh || -

3) In other words, if, as Lollata says, the Rasa is nothing but a feeling
intensified, "then, as intensity admits of many degrees, isimilarly there ought
to be different grades in the Rasa realized " (Sankaraii,! The Theories of Rasa
and Dhvani, Madras, 1929, p. 99).

4) " Or if it is urged that only when the utmost intensity is reached
is Rasa realized, then the division of the Comic Rasa into six varieties, made
by Bharata, would be wrong {ibid., p. 99). As to the six qualities of laught-
er cp. Bharata, VI, pp. 314-16. They are slight smile QmitJ), smile {hasita)y

gentle laughter (yihasita), laughter of ridicule (upahasita), vulgar laughter
(apahasita) and excessive laughter (atihasita). Therenderings adopted are
those of Manomohan Ghosh, op. cit.

[ 2 8 ] I



THE AESTHETIC EXPERIENCE, ETC.

states and of Rasas1 , g) Because we see that wha t happens

is just the contrary, in t he sense that so r row (/oka) is at first

intense and is seen to g r o w weaker wi th time, and that in the

«feelings of anger (krodba), he ro ism (utsähd) and del ight (raft) a

^diminution is met wi th w h e n the indignat ion (amarsd), firmness

\sthairjd) and sexual enjoyment (seva) are absent.

Therefore, Rasa is simply a permanent state of mind, and,

»tnpre precisely, the reproduct ion (anukarana) of t he permanent

%;ate of mind proper to t he person reproduced—Râma, e tc . ;

iand just because it is a reproduct ion, it is called by a different

w o r d , tha t is Rasa. Th i s reproduced mental state is perceived

By means of three kinds of elements, viz. , causes, he re called

b y the name of determinants , effects, tha t is, t he consequents ,

and accompanying elements, const i tuted by t h e t ransi tory states

Jpf mind. T h o u g h these causes, etc., are b r o u g h t in to existence

£>y the conscious effort (j>rayatna) (of the actor) , and are thus

artificial and unreal (krtrimd)^ yet they are n o t realised to be so,

Th i s permanent state is perceived (and this percept ion is

aroused by the characteristic signs already referred to) as lying

ià t he reproducing actor .

/ ; T h e determinants, indeed, can be realized (anusamdba)

' t h rough the power (bald) of poetry, the consequents t h rough the

skill (siksä) of the actor, and the t ransi tory mental states t h r o u g h

t h e actor 's ability to present his o w n artificial consequents . But

1) In the Erotic Rasa there are, according to Bharata, (XX, vv. 154-6)
|en stages ; now, if each of them should have different grades according to
tlieir intensity, there would then be endless varieties under that Rasa and
Reeling alone. Cp. Sankaran, op. cit., pp. 99. The aforementioned ten
stages of \ovt(käma) are: longing(abhiläsa), anxiety (arthacinta)> recollection

r£atwsmrti), enumeration of the loved one's merits (gunakïrtana), distress
&é)> r aving (yiläpa), insanity (unmada), fever (yyädhi), stupor (jadatä),

death {marand). Cf. Dasarûpa, Haas, p. 132.
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the permanent state cannot be realized, even t h r o u g h the power

of poetry 1 . T h e words " del ight " , " sor row " , etc. , as i t fe

to be expected from expressing words , are, indeed, only able

to t u r n the feeling of delight, etc., to which they refer into an

expressed th ing , bu t they are no t able to communicate (avagatri)

it [in its fullness], as if they were forms of verbal representation

(yäcikäbhtnayd). F o r verbal representation does no t consist

merely in words , bu t rather in wha t effect t he words p roduce ;

in t he same way gesticular representat ion (ängikäbhinqya) does

n o t consist merely in the movement of the limbs bu t in t h e

effect which this movemen t produces . I n the following

stanzas, t he feeling of sor row is n o t an object of representat ion

b u t simply of verbal expression :

" Great , deep, wide, and unbounded , the ocean is never-

theless d r u n k by underwater fires : in the same way, sor row

is d runk by anger2 "

Aga in :

" H e is paralysed by sorrow, motionless in this state, so that

he is begged implor ingly to move by his companions, who ,

filled wi th the fear tha t tears their hearts , increase their

lamentations " 3 .

Examples may be mult ipl ied. But the following stanza ;
cc This mul t i tude of droplets , fine rain of tears falling

1) The meaning appears to be that the permanent state can be ascer-
tained only indirectly, through an inferential process. The determinants,,
etc., on the other hand, are realized, ascertained, directly.That is why
the woid " permanent state " (sthäyibhäva) is not mentioned in the sütra.

2) Unidentified stanza.

3) Unidentified stanza. In both stanzas the word " sorrow " occurs.,
Thus, in them sorrow is in the state of verbal expression.
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while she painted, produces o n my body the effect of a

perspirat ion b o r n from the touch of her hand 1 " ,

lfke same t ime that i t expresses w h a t is its o w n sense2,

l ra ther than expresses verbally3 , t he permanent

state of del ight consisting in a form of pleasure (sukha)

to U d a y a n a \ Representat ion (abhwayand), indeed, is

bu t a power of communicat ion (avagamanasakti)—this

differing from the one of verbal expression. Precisely

reasons, Bharata did n o t ment ion at all the w o r d

mental state " in the sütra, no t even in a different

case5. T h u s the Ero t i c Rasa is simply the per-

p a mental state of delight imitated; so that [what Bharata

l&iidj namely] that Rasas are made u p of the permanent feelings

^ ^ a r e b o r n of t hem is quite appropria te to 6 . I t is found

icrmore , that even mistaken cognit ion is, sometimes, no t

causal efficiency (arthaknyd1).

jJi Harsa, Ratnavalî, II, 11.
J2) I.e., Jts literal meaning.
s|) The word " delight " does not occur in this stanza.
H) The chief character of the Ratnavalt.
§5} In the genitive, cf. supra, p. 25.
16) According to Bharata, the erotic and the pathetic Rasas are born
fajfrhava) of the sentiments of delight and sorrow lespectively ; while,
lead, the other Rasas are made up of them (°ätmaka). Cf. AG, p. 312.

To corroborate this statement, Hemacandra quotes here a famous
L of Dharmakïrti, PV, II, 57 : " Between two people approaching two

5r, the one produced by a jewel, the other by a lamp [without being
eious of what they really are, but] with the idea that it is a jewel, theie
I a difference in respect of causal efficiency, but not a difference of mis-

p cognition. This stanza is also quoted by Mahimabhatta, Vyaktuiveka,
|8 . Casual efficiency, the capacity to produce effects {arthaknyä, artha-

Mijfûkaritvû) is the basic criterion of every fotm of right cognition, and,
| | | refoie, of the real existence of a thing. When, for example, a man
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Fur the rmore , here there is none of the following percep-

t ions :—" T h e actor is really happy " , " Räma is really tha t

m a n " , " T h a t m a n is n o t happy " , " Is this Räma or n o t ?",

" This is similar t o Räma " ,—but ra ther the percept ion r

" This is tha t Räma w h o was happy 1 " . Sankuka himself said :

" (Here) there is nei ther doubt , n o r t ru th , no r error ; the

no t i on wh ich appears is, " Th is is tha t " , n o t " Th i s is really,

tha t " . W h a t sort of an a rgument could disprove an ex-

perience evident in and by itself—an experience wherein, being5,

i t devoid of any contradictory idea, one cannot distinguish

any error ?"

sees a mirage and, on going near it, does not find the water which he ex-
pected to find (and cannot, therefore, drink, wash himself, etc.), his percept
tion is a mistaken one; the water which he has seen is not capable of appea-
sing his desires, of carrying out the functions proper to real water. In
some cases, however, even the mistaken perception is endowed with causal,
efficiency. In the present case, for instance, it allows the observing subject
to find a jewel which is real ; in other terms, it does not delude the expecta-
tions of the perceiving subjects. Even a mistake, observes Dharmaklrti,
if it does not delude the perceiving subject, is a source of right knowledge.
Now, if even a mistaken cognition, observes Sankuka, can be gifted withî
causal efficiency, then it is all the more reason for a reproduced cognition,,,
i.e., the aesthetic cognition, to be gifted with it. The spectators do not,~
in fact, remain deluded by this, but find in the spectacle the fulfilment?
of their desires. s

1) Here Mammata quotes and clarifies at the same time AG. "The per-
ception we have ", he says, " takes the form : " This is Räma ". Like thel
experience one has when observing a horse in a picture, the afore-mentioned
perception is neither valid perception, nor error, not doubt, nor similitudes
These, indeed, take respectively the forms : "This is really Räma", "Rämr
is really this ", " This is Räma " (being, vitiated, in a second time, by the,
perception : "This is not Räma"), " I s this Räma or not" , cc This is
similar to Räma ".
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"Ahhinavagupta^ following his master Bhatta To fa, criticises the

theory of reproduction^ supported by Sankitka.

< 4. This thesis too , my masters say1, is w i thou t intrinsic value

is incapable of resisting a close criticism. Specifically,

| r o m wha t poin t of view, may we ask, was Sankuka saying tha t

ßrasa has the nature of a reproduct ion ? 1. F r o m the po in t

%i v iew of the spectators ' perception, 2, or tha t of actor,

S) or tha t of the critics (vyäkhyätf) w h o analyse the real na ture

^astuvrttd) (of dramatic presentation)—for it has been said tha t

pit is i n fact, the critics w h o analyse in this way2—4. or,

Ifhally, following the opinion of Bharata himself ?

1) The expression " my masters ", observes H e , alludes to Bhatta
f||foj:a (or Tauta), who was the direct master of A.G. and, therefore, lived in
IlÉashrnir during the second half of the 10th century. Bhatta To ta wrote
fj^work of poetry, the Kävyakautuka, on which A.G. wiote a commentary
^Mvarayd) which has not yet been found. The confutation of âankuka,
fgjfVen in the following pages, goes back, therefore, to Bhatta Tota.
^ ; 2) This quotation is taken from the svavrtti of Dharmaldrti to the svär-
^hänumänapariccheda of the Pramänavärtika (cf. supra, p. 5; ed. Gnoli, p.
J39J : vyäkhyätärah khalv evam vivecayanti na vyavahartära^ | te tu svälambanam
^^Mrthakriyäyogyam manyamänä drsyavtkalpyäv arthäv ekïkrtya pravariante |
^Ffjtctical life (vyavahära) is based, according to Dharmaldrti, on the identi-
fication of the thing in se (jvalaksand) with its mental image. The mind
?spper-imposes {drop) on the thing itself the image that it has of it and the
Is^bject believes that he is faced with reality. The difference between the
,j|J|ng itself, which is real, and the illusory character of the mental image
l^hich has been super-imposed upon it, is a theoretical distinction created
fljy.the ' critics ' and ' philosophers ' (vyäkhyätr, tattvacintaka). In confuting
'^hjs concept, A. G. asserts that it is impossible to explain a thing in the
^i%>retical moment by an explanation which contradicts one's awareness
£§? it in the practical moment. In other words, the spectators, while they are
Äkiersed in the Rasa aroused by the spectacle, do not know that they are
faced with an imitation. The fact automatically confutes those who sustain
ftjie theory that there is an imitation. Cf. infra, pp. 40, 41.
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i . T h e first alternative cannot be upheld. Reproduct ion ,

indeed, can be said to be only someth ing perceived by a means

of cognition1 , as, for example, in t he case of a person dr inking

some milk (this act ion being directly perceived by the specta-

tors) , and saying " T h u s did so-and-so drink the wine " . I n

this case, t he action of milk-dr inking reproduces the action of

wine-dr inking. But he re w h a t is i t tha t is perceived in the

actor, which migh t seem to be a reproduct ion of some feeling,

as, for instance, del ight ? This is the problem. His body, the

headwear tha t crowns it, his horripi lat ions, his faltering words ,

the raising of his arms, the wav ing of them, his frowns, h is

expressive glances, etc., certainly cannot be regarded by any-

one as t he reproduct ion of delight, which is a feeling. They,

indeed, be ing insentient2 , being perceived by different organs

of sense3 , and hav ing different substrata4 are thus as unlike

feelings as it is possible to imagine. Consciousness of a re-

produc t ion presupposes, fur thermore, percept ion bo th of the

original and of the copy; bu t none of the spectators has ever

in his life perceived the delight of t he hero , say, Räma. So the

possibility tha t the actor is reproducing Räma is excluded.

" But (someone m i g h t say) wha t is called erotic Rasa, the

reproduct ion of delight , is simply the feeling of the actor, which,

as perceived by the spectators, appears to them in this very

1) The explanation is given a few lines below.
2) I. e. they are not of a mental or spiritual nature.
3) Mental movements are perceived by the internal sense, manah9

mind. All the acts, etc. listed, however, are perceived by the external sen-
ses such as sight, etc.

4) The body, etc. The mental states are based on the mind. M. G,
p 69, comments : tathä hi natavapurâdïnam jadatvam caksurgrähyatvam, rater
ajadatvam manogrähyalvam ca \ pratisïrsakadïnam vapnr adhikarayam, rates
tu mano 'dhtkaratjam itt j
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. f o r m " . T o this opinion, however , w e object : O f wha t , w h e n

^perceived, does this feeling appear t o consist ? Th i s is t he

tj>£oblem. I t may be u rged tha t the actor 's feeling appears t o

the spectators to consist of just those characteristic signs

^(causes, such as women , etc., effects, such as expressive glances,

jïjStc., concomitant elements, such as contentment , etc.) which

«Serve t o render perceptible an ordinary feeling. But lo (we

ej&ply), if this were the case, t he feeling of the actor wou ld be

p e r c e i v e d simply in the form of delight1 , so tha t for your idea

?pf a reproduct ion of del ight there would be n o m o r e place.

1** But (you can perhaps urge) the determinants , etc., are real

!;îti t h e reproduced characters and here , in the actors, unreal " .

iTrue. But, even if these determinants , etc. , are n o t t h e real

^causes, effects, and concomitant elements of t h e feeling of t he

I actor, even if, tha t is t o say, they are fashioned solely by the

power of the poem, t he skill of the actor, etc. , and are thus

^artificial, are they so perceived by t h e specators o r are they

perceived as real ? A n d , if they are perceived as artificial,

| p w would it be possible, t h r o u g h them, to perceive t he feeling

of delight ? I f you say that for this very reason w h a t is per -

ceived is n o t del ight bu t the reproduct ion of delight , this

, w e reply, could only be made by a man of dull wits2 .

1) I.e., there would be a perception of ordinary nature, not aesthetic
^cognition.
%$t*2) Bhatta Tota's reply (set out in the following lines) may be summa-
ïrizçd : Assuming that the Determinants, etc, are perceived as unreal
I or artificial (krtrma), they cannot legitimize the inference of either Delight
ipr an imitation of Delight. From a mistaken or apparent logical reason

(ë. g , a cone-shaped cloud mistaken for a pillar of smoke; the cone-shaped
äoud does not stand in any cause-effect relation to fire, and is thus a mis-

taken logical reason) we cannot infer fire (in this case, mistaken cognition
occur) nor, still less, anything imitating fire (e. g , as A G. says, a
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F o r a t h ing different f rom the usual one can be inferred from

m o r e apparently similar effects, only if the effect, from which

it is inferred is really derived from a different cause and is re-

cognized as such by a person of experience. A n inexperienced

person can infer f rom t h e m the usual cause only. F r o m some

particular scorpions, for instance, it is legitimate to infer that

their cause is cow d u n g ; and the inference, from them, of

another scorpion, as their cause, wou ld be no th ing bu t a false

cogni t ion. But, w h e n the cogni t ion of the logical reason—

e.g., smoke—is erroneous , the inference based o n this apparent

logical reason will itself be invalid. T h e inference from mist

(whether it be supposed by the observer to be smoke, or whether

the latter is aware of its being only a reproduct ion of the t rue

logical reason) of something which is a reproduct ion of fire,

is, n o doubt , unsound . Indeed, a veil of mis t—something

which reproduces smoke and is recognized as a reproduct ion—

does n o t legitimate the inference of a heap of red roses3 namely

someth ing tha t reproduces fire.

heap of red roses). A person of experience can undoubtedly infer from two
things, which to the laymen are apparently the same, the respective causes
of each of them (example : the scorpions. According to tradition there
are two kinds of scorpions, one kind being born from other scorpions and
the other kind from dung) ; but in the present case the logical reason is
nevertheless mistaken or apparent (the determinants, etc., are perceived as
krtrimd) and as such an effect is neither of delight nor of an imitation of
delight. Thus, for a person of experience the inference of something
which imitates delight is impossible. The inference of delight made by an
inexperienced person is a form of mistaken cognition. He. explains :
ay am bhävah prasiddhäd ratilaksanät käranad ratyanukaranam nama käranänta-
ram tatprabhaväs ced anubhäväh syuh | iathaiva ca visesavzda yadi jnäyeran tadä
ratyanukaranalaksanasya vastvantarasyänumänam samanjasam syät \ na caivam,
tat katham iva ratyanukaranapratitth | avisesavidä ca tathävidhänubhäva$arianc
ratir evanumïyate tac ca withy äjnänam eveti \

\ 3 6 1 :
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Even if the actor (it may be urged) is no t himself enraged,

^ he seems so " . T r u e enough, we answer, h e is like some-

ff| |é/who is enraged. But this resemblance is due to a con-

^ ç t i o n of the eyebrows, etc.—in the same way, that is, tha t

^resemblance between a real ox and another ox-like species

p l u e to the shape of the muzzle and so on, w i thou t that ,

jfethis, any reproduct ion be involved. Again, the spectators

ot conscious of this resemblance; the percept ion of the

mec ta to r s , whi le they perceive the actor—it is said—is no t

^ i t hou t the mental state which h e appears to have1 . There -

:, the thesis according to which wha t appears is a reproduct ion

vain discourse only2 .

Fur ther , t o say that the audience has the percept ion :

Tha t is R a m a 5 ' , is n o t correct. F o r if this perception,

vo id of every doubt dur ing the play is n o t stultified later

| some subsequent cognit ion which invalidates i t (bädhaka),

\y is it no t a t rue cognition3 ? And , if it is stultified, w h y

a false cognit ion ? I n fact, however , even if n o invali-

d a t i n g cognit ion does appear, it will be always a form of false

g T h u s , Sankuka's contention, namely, that this is

experience wherein, being it devoid of any contradictory

1) In other words the spectators are not aware of a resemblance bet-
n the actor and the character he represents, but only of the fact that the

cjfcor is immersed in a certain state of consciousness shared also by them.

M. C , p. 71 replaces "*//' nktä väcoyuktih" by "/'// svavacanaviro-

f
J3) M. C , p. 71 simplifies : yac coktam rämo 'yam ity asti pratïtih,

na bädhakodayah tat katham na samyagjnänam, bâdhakodayas cet
na mithyä. II

l%>4) According to £ankuka the aesthetic experience consists of an
Imitation ; therefore, he maintains implicitly that it is unreal,
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idea, one cannot distinguish any error " , is untrue 1 . Fur ther-

m o r e this same perception, namely " This is Räma " is had itj!

o ther actors also and hence of Räma we have only his universal*

aspect2 . N o r can his o ther assertion, " T h e determinants caçf

be recognised t h r o u g h the power of poetry " , be successfully

explained. Indeed, the actor does no t have the perception, " S M

is t he w o m a n I love " , as if, tha t is to say, Sïtâ were a par t of his

o w n real life3. I f it is replied that this is the meaning of the;

w o r d realization, i.e., tha t this is h o w the determinants are madç.

perceptible to the spectators, then we answer that there ought?

more reasonably to be, instead, a realization of the permanent^

state. Indeed, the percept ion of the spectators is concerned, in ^

pr imary sense, principally wi th this and is presented in the form u

" Tha t man (is) in this (feeling) ". T h e pompous analysis of th§

nature of representat ion made by Sankuka by the express ion

" W o r d . . .verbal representat ion " , etc. ,—where h e emphasi&efe

the diversity [both of verbal representation and of the simple

verbal expression]—will be discussed later at t he appropriate '

t ime and place4. Therefore, it is w r o n g to say that from the(

poin t of v iew of the spectators, Rasa is a reproduct ion of theft

permanent mental state. 1

2. N o r again does the actor have this not ion , " I am re*

produc ing Räma or his f ee l i ng" . F o r a reproduct ion, that!

1) Ci supra, p. 32.
2) See Sankaran, op cit , p. 101 : " and hence the conception ot

Räma is only in his universal aspect of a great hero ".
3) The actor does not identify or unite the determinants taken from

the poem with the things which are " causes " in his own real life. In
other words, he does not have the perception that they form part of his
real life.

4) Ch. IX of the N. S, in which A G. discussed it, has unfortunately
îiot yet come to light. Cf. also N. $., chp. XIV.
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.product ion of actions similar (sadrsakaranam) to those of

whose na ture w e have never perceived1 , is n o t

|sible. A n d if you say that the meaning of the te rm re-

on is after-production (pascätkara?iam)> such reproduc-

reply, would extend to ordinary life also2. I t may be

p|> perhaps, that the actor does not reproduce a particular

| r< |ng (ntyata), and that he has only this not ion, " I am repro-

*v " the sorrow of some noble person (uttamaprakrti). But

|V we reply, by what is this reproduct ion performed ? This

problem. Certainly no t by sorrow, since this is absent

Jjhe actor. I t is undoubtedly no t done by tears, etc., for

|%Sf> as has already been said, are of a nature o ther than that

p$$pttow\ Well, it may be replied, then let us say that , in

pç j i c to r , the following perception occurs : " I am reproducing

H I consequents of the sorrow of a noble person " . But in this

cjise again, we observe, which noble person ? If you say " any

| |gbje person, n o matter which " , then we reply that n o person

t be b rought into the mind without a definite idea {yihstatäm

If, on other hand, you say that the actor is reproducing

a w h o should have wept in the manner h e does, then

^ p e r s o n a l i t y (svätmä) also intervenes, s o that the relation of

ggtoduced-reproducmg n o longer exists.5 Besides, the actor

It has not been perceived before. Every imitation presupposes a
>us perception.

In other words, if imitation is felt m this way, there is an imitation
time someone does something which has already been done by some*

else.
| ) Cf. supra, p. 34.
4) Cf. infra, App. I, p. 95.
5) M.C, p. 71 paraphrases : y a evam roditïti cet, tarin svätmänam api
^'nukarotïty äjätam tasjäpi ?odanasadbhäväd"//'/ gahto 'nnkäryänukarttbhavah ||
! they say, there is the notion {he who weeps thus ', then, we reply, we

' assume that the actor is reproducing himself as well (for the actor
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has n o consciousness of carrying out a reproduction. T h e actor's

performance, indeed, takes place only th rough three causes : his

skill in art, his memory of his o w n determinants, and the consent1

of his heart , aroused by the state of generality of the feelings:;

and in vir tue of this, h e displays the corresponding conséquente

and reads the poem wi th suitable accompanying intonation^

{käku) of voice. Accordingly, h e is conscious of this only and

no t of reproducing someone. Indeed, reproduct ion of the deeds

of Räma is different from reproduct ion of the attire of the beloved

being1 . But all this we explained before in the first chapter2 .

3- N o t can it be said tha t there is a reproduct ion from the

poin t of v iew of the nature of things (vastuvrtta) ; for it is im-

possible tha t a th ing of which one is no t conscious, has a real

nature 3 • W e shall explain further in wha t the nature of th ings

consists4 .

4. N o r did Bharata ever say in any passage : " Rasa is the

reproduct ion of a permanent mental state " . Such an asser-:

t ion was never made by h im even indirectly by means of a$

indication. O n the contrary, the various sub-divisions of wo-*

men 's dance (Jasya), t he various musical tempi (tälä) and the,

himself would have to be leally grieving). Thus the reproduced-reproduo
ing îelation would no longer hold ",

1) Cf. A. Bh , p. 37 A person m love, accoidmg to the Indian rhetors,
is sometimes impelled to imitate or repeat every gesture and attitude, etc.,
of his beloved. The aesthetic act has nothing to do with this imitation.
H e , p. 424 : vägvesacesUtath priyasyänukrttr lila.

2) A.Bb.y ch. I, p. 37.

3) I.e., from the point of view of the analysing mind. Cf. L P. K ,
II, p. 179 : satmedanatiraskärtm kä khalu yuktir näma anupapaths ca bhäf<t{

känyä bhavisyati.

4) In the statement of his own thesis.
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ä songs described by Bharata ate an indication of precisely

opposite1 . All this will be explained later at t he end of

t h e chapter o n the sub-divisions of the junctures {samdhyangdf.

«Ehe expression met with in Bharata every n o w and again,

"JDrama is an imitation (of all t he forms of existence in) t he

sç^en islands " , etc., can have also o ther explanations3 . And ,

É even that was a reproduction, t hen w h a t wou ld be t he diffe-

teîice between it and the reproduct ion of the attire, t h e walk,

e t c , of the beloved one4 ?

Other theories

5. Some people say : " T h e p igments—orpiment , etc.—

undoubted ly compose (samyuj) a c o w 5 ' \ N o w if the w o r d

^ c o m p o s e " is unders tood in the sense of " manifest (abhivyaj)",

Üiese people are also in error . F o r w e cannot say tha t min ium,

£ktc, manifest a real {päramärthikä) cow like t he o n e which

migh t be manifested by a lamp, etc. Al l they do is to p roduce

1) They do not imitate anything in ordinary life.

2) N. $-> XIX. Dasarüpa, Haas, 11 : " The Junctmes are the struc-
&&al divisions of the drama, which correspond to the elements of the plot
àïiéthe stages in the hero's realization of his purpose ". The Junctures
Undivided into sixty-four sub-divisions (anga). Cf. Ind. Tè.9 p. 140, etc.

3) N. £ , I, v. 120 : saptadvïpânukaranam näfyam etad bhavisyatt J. In
Hher words, drama can be an " imitation " of all the forms of existence
SCthe world (the expression " the seven islands ", refers to the world with
'Itltoceans, continents, etc,,; cf. A Bh.> I, p. 42 : saptadvïpàbhavanukarana*
É8i>çnatye...). The term 'imitation5 must be interpreted as a " re-telling "
^§gktrtana) and therefore as a " re-perception " (anuvyavasäja).

A) Text and translation both doubtful.

5) A cow painted by a painter is considered concretely as a composition
(ffcdifferent colours mixed together and applied to a given surface.
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(nirvrt) a part icular aggregate (samuhd) similar to a cow. T h e

only object of the image, " I t is like a cow " , is simply this

minium, etc., applied so as to const i tute a part icular arrange-

men t {sammvesd) similar to the arrangement of the l imbs of a

cow. I n the case of the aggregate of the determinants , etc.,

the si tuation is different : this—as we have said—cannot be

perceived as similar to delight1 . T h u s , it is no t t rue that Rasa

is t he reproduct ion of mental states.

Again , o ther people say2 :— Rasa, which is made up of

pleasure and pain, is no th ing bu t an external combinat ion

(sämagri) of var ious elements3—a combinat ion possessing the

p o w e r of generat ing pleasure and pain. This thesis agrees

wi th Sâmkhya's doctrine4 . I n this combinat ion, the determi-

nants take the place of peta ls ; and the consequents and the

t rans i tory menta l states do duty for that which garnishes it.

O u t of it, again, are bo rn the permanent mental states. These,

1) The visual arts are regarded in this passage as being of a different
order from poetry ; the pigments etc , are material things which imitate
a material thing. Very well then, says A.G. ; all the same, it is impossible
that the poetic expression (consisting of determinants, etc., i.e., of material
elements) could imitate a mental movement, which is of a spiritual nature.

2) The followers of this view (their names are unknown to us) based
themselves, according to A G (A Bh , p. 312) on a wrong interpretation
of one stanza of Bharata (VI, 46).

3) The determinants, etc , are external (i e., they are not psychic
states). The elements in question are the determinants, the consequents,
and the transitory states ; the latter are also regarded as external m the
present passage.

4) According to the Sâmkhya, external objects are a modification of
prakrtt, which is made up of pleasure, pain and stupor. The external
objects are, thus, also themselves made up of pleasure, pain, etc. This
conception is empathically confuted by Dharmakïrti, P. V9 II, 268 ff.
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.made up of pleasure and pain, are internal . T h e supporters

p | this thesis maintain tha t expressions such as, " W e shall

htlhg to the state of Rasa the permanent mental s t a t e s / ' etc. ,

Must be unders tood metaphorically, i.e., they are themselves

tha t they are in flagrant contradict ion wi th Bharata 's

T h u s the s tudent is preserved from falling in to e r ror

jf the fact that the mere statement of this thesis displays

garrulously ex ore suo its unsoundness 1 . W h a t use is there in

^ p l y i n g to such people ? Let us rather state the essential

^ p i a t s of the o ther hypothesis , etc., arising ou t of this difficult

p toblem, i.e., wha t is the nature of aesthetic perception.

The vieiv of Bhatta Näydka

6. Again, Bhatta Näyaka says :—Rasa is nei ther perceived

^ratj), no r produced (utpad), n o r manifested (abhtvyaj). F o r if

it^were perceived by the spectator as really present in himself,

e pathetic Rasa he would necessarily experience pain2 ,

such a perception does n o t s tand to reason, because

,, etc., does n o t play the role of a determinant [as regards

lÉà fpec t a to r ] 3 ; because n o memory of his o w n beloved one

doles arise in the spectator 's consciousness (while h e looks at

because [ t h e representat ion of} deities, etc. , cannot

1) According to this theory there is no longer any difference between
and permanent mental states. Its supporters are therefore forced

eive a metaphorical interpretation to all the passages in which Bharata
fii Rasas from permanent mental states.

Thus no one would go to see plays on pathetic, etc., subjects any

3) The spectators are not Râma, etc , so that it is impossible to suppose
lljjat the fortunes of Sîtâ can play the role of determinant in their case.

4) At the same time, there is no identification of the image of Sïtâ
yith that of his own beloved.
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logically arouse ( in t he spectator ) the state of generality

(sädhärcMfikaraqd) [ required for the aesthetic exper i ence ] 1 ;

because ocean-crossings, etc., [ are extraordinary undertakings,

and t h u s ] fall shor t of generality (sädbäranya)2. N o t it can^

be said tha t w h a t occurs is simply the memory of Räma, as \

endowed of such-and-such quality3 , in so far as the spectator '

has h a d n o such previous experience. Moreover , even if it

is supposed tha t h e is perceived t h r o u g h verbal test imony

(sabda), inference (anumäna), etc., logically there cannot be any

occurrence of Rasa in the audience—just as i t is n o t aroused

by a t h ing perceived t h r o u g h direct knowledge 4 . Fo r o n the '

appearance of a pair of lovers uni ted together , t he mind of;

anyone present ra ther becomes the prey of conflicting feelings s

(shame, disgust , envy, and so o n ) ; and w e surely cannot say^

tha t t h e on looker in such a scene is in a state of Rasa I If, o n

the o the r hand , it is supposed tha t Rasa is perceived as present*

in a th i rd party, t he spectator should be in a state of indifference.

Therefore , i t is n o t possible t o suppose tha t Rasa can be per-

ceived—whether this percept ion be a form of direct experience

o r of memory . T h e same errors may be imputed to the thesis

which maintains that Rasa is p roduced . If it is supposed tha t

Rasa first preexists in a potent ial form (saktirupatvma) and

is later manifested, t h e n the determinants mus t necessarily

1) In this passage Bhatta Näyaka maintains that when the determinants
etc, are deities, etc., they cannot be perceived as ' general ' ; the deeds of
gods are too different ( from human affairs )

2) Supra, Intr., pp. XXI, XXII. This assertion is confuted by A.G.,
infra, p. 58.

3) Heroism, etc.

4) In other words, if Rasa could arise from a simple inference, all the.
more should it arise from a direct perception.
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I l luminate it little by little.1 Besides, the difficulties already

Encountered wou ld recur : is Rasa manifested as really present

ä ü our o w n self or as present in a th i rd par ty ? Therefore,

[four thesis is as follows :) Rasa is revealed (bhävyamäm) by

fâjspecial power assumed b y w o r d s in poet ry and drama, t h e

of revelation (bhävanä)—to be dist inguished from p o w e r

enotation (abhidhä)—consisting of the action of generalizing

determinants , etc. Th is power has the faculty of suppress-

i n g the thick layer of mental s tupor (moha) occupying our o w n

^consciousness : in poet ry it is characterized by the absence of

llpfects (dosa) and the presence of qualities (guna) and ornaments

^ a y ; in drama by the four kinds of representat ion.

, revealed by this power , is t hen enjoyed (bhuj) wi th a k ind

1) This objection repeats, mutatis mutandis, the objection of the Bud-
sts and of the mïmamsaka against the concept ofsphota, which, according
the grammarians {yaiyäkarana)> is a vocality, eternal and without parts,

from the letters and manifested (vyaj) by these. This eternal vocality
the cognition of the meaning. This objection is as follows : is
manifested entirely by the first letter of a word or not ? a) If

\o}a is manifested in its entirety, the letters which come after are unne-
In other words, the first letter would be capable of rendering

the meaning of the whole world, b) If sphota is manifested
ually, then it could no longer be without parts. This second alter-

Itiye is, therefore, in contradiction to the very nature o£sphota. The same
I r o n i n g is applied by Bhatta Näyaka to Rasa and to the words by which
|f(is manifested.

$> This gradual manifestation of the Rasa has also been criticized by
Sàjifcuka, cf. supra, p. 28.

|f^ 2) One classical definition of poetry (He , p. 33) says : adosau sagu-
sälamkärau ca sabdärthau kävyam || " Poetry is word and content with-
defects, possessing qualities and also (but not necessarily) ornaments ",
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of enjoyment (bhoga), different from direct experience,

etc. Th i s enjoyment, by v i r tue of the different forms of

tact be tween sattva and rajah and tamah? is consisting of t f e

1 a) The light of the self, of the consciousness, does not reveal
itself, in the sämsärika existence, in immaculate purity, but is conditioned
by the three constituent elements {guna) of mental substance {buddhi),
light, luminous and pleasant, rajah, mobile, dynamic and painful,
inert, obstructive and stupid. These three constituent elements are ne^ef
present in isolation, but mingled together in unequal proportions. T | p
state of emergence of the element sattva, limpid and mirror-like, coinçi
with a manifestation, always more distinct and evident, of the light an
beatitude proper to the Self—these indeed reflect themselves in sattvai
I.P.V.V., I, p« 150 : sattvam prakasarïipam nirmalanabhahprakhyam saryaèfâ

jaladapatalena iva väranätmanä tamasä samävrtam äste \ taira ca märutasthän^
yam pravrttisvabhävam rajah kriyätmakatayä kr amena tamojaladam apasärajäf}\
nyagbhävayati \\ "Sattva, which is made up of light and is like the immaculatp
ether, is completely enshrouded by tamah, the principle of obstruction,^1

by a blanket of cloud, Rajah, which is made up of action and is, therefore^
imbued with activity, serves as a wind, which, little by little, brushes
dissipates, the cloud-bank of tamah ' \ The three constituent
sattva, rajah and tamah are associated with three states of consciousne^
called, respectively, expansion {vikäsa), provoked by an absjolutCL pie~j
dominance of sattva, fluidity {druti), determined by a contact of satfyjL
with rajah, and dilatation {vistara) determined by a contact öf saftß%
with tamah. '<ik^

The conception of the three gunas, belonging, in particular, to the säaßi
khya andyoga systems, is accepted, without notable modifications, by thgî
whole of Indian thought. \ V;

b) Druti, vistara, and vikäsa are each connected with certain Rasas bjfe
later Indian theorists. Druti is the proper state of consciousness of srngäräft
karuna and sänta ; vistara oivtra, raudra and blbhatsa ; vikäsa, ofhäsya, adbhuia^
and bhayänaka. Cf. Dh. Ä."L<> comm., p. 206. Rajah predominates # i ^
druti, tamah in vistara and sattva in vikäsa. M,G, p. 74 : yadä hi rajasôj
gunasya drutih tamaso vistarah sattvasyätivikäsah tadänim bhogah svarüpam labhatefà

"It h when rajah is in fluidity, tamah in dilatation, and sattva in full
sion that fruition is realized ".
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[ of fluidity {dnitt) enlargement ( vistara ) and expansion

?), i s characterized by a rest ing (vtfrântï) o n one ' s o w n

| | | c i o u s n e s s {samvit\ which due to the emergent state of

^ | ^ is pervaded by beat i tude (änanda) and l ight (u

Ï I) The expression sattvodreka is reproduced almost without change
aata, p. 74 : sattvodrekaprakäsänandamayasamvtdvtsräntisatattvena.

commented upon in several ways. I have followed, in the
gtion, the commentary of Vidyäcakravartin (K. P., Trivandrum San-

s, LXXXVII) : sattvodrekät jau prakäsänandau tanmayyäm sam-
^mßdhivrttirüpäyämjä yoglnäm visräntir vigahtasakalasramä nistarangenä-

tfßatsadrs'ena. M. G, p. 74, comments on : sattvodrekena prakäsafy
änandas tanmaß yä samvit tasyäm visräntih, sä satattvam paramärtho

Referring to Rasa A.G. says in Dh.Ä*L., p. 183, that it is
vvaicitryänMiddhasattvamayanijacitsvabhävanirvrtwisräniilaksanah* The
/definition of the aesthetic experience given by Visvanätha in his

ina, adds nothing to the conception of A.G. and Bhatta Nâyaka.
says :

'sattPodrekäd akhandasvaprakäsänandacinmayah J
vedymtarasparsasünyo brahmäsvädasahodarah ||
lokottaracamatkärapränah katscit pramätrbhih |
päkäravad abhinnatpenäyam äsvädyate rasah j|

a is tasted by the qualified persons (i.e., qui rationem artis intelhgunt).
ded by virtue of the emergence of sattva. It is made up of a full

Hgence, Beatitude and Self-Luminosity. It is void of contact wifh any
||iicwable thing, twin brother to the tasting oibrahman. It is animated

jffifâjtgtàtkâra of a non-ordinary nature. It is tasted as if it were our very
^§J$h- indivisibility ". Cf. the translation of A. K. Coomaraswamy, The

^ßrmahon of Nature in Art, Harvard, 1934, pp.48£L Coomaraswamy
ates camatkära with "lighting-flash ". According to Visvanätha,

Ifs1 fco thing but the mind or inner sense (manah) devoid of any contact
*i$4i$ anc* tamah*
| | | | r } ie terminology used by Bhatta Nâyaka and referred to by A.G,

"y, analogous to that used by Bhoja, m his definition of the sâtian-
n : yadä tu rajastamolesännviddham antaljkaranasattva?n bhävyate ta da

citisaktel? subhaprakäsamayasya sattvasya bhävyamänasyodrekät sänan-
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and is similar to the tast ing (äsvädd) of the supreme brahman1^

dah samädhir bhavet || (Bhojavrtti, I,17). " When the matter of concentration
(bhävanä is commented on by Bhoja bhävanä bhävyasya visayäntarapanhärenaA

cetasipunahpunar nivesanam) is the sattva tinged by the rajah and tamah proper'
to the inner sense, then by virtue both of the subordinate state of the self^
and of the emergence o£sattva, which is made up of bliss and light and is thél.
matter of concentration, that which is called sänandasamädhi occurs ' \ ThisV
passage is also quoted by Pandey, L Aes.> p. 189,

1) Bhatta Nâyaka was perhaps the first to associate aesthetic experi-"
ence with mystical experience. The aesthetic state of consciousness is no,
longer associated with the limited " I " ; during the aesthetic experience
the subject is completely absorbed in the object contemplated, and the wholes
of the reality which surrounds him disappears from his view. The same^
thing, mutatis mutandis occurs in mystical experience ; in this sense, aesthetic"
experience is similar (savidha, sabrahmacänn, sahodara) to experience of theJ

Absolute or of the brahman. Bhatta Näyaka and A. G. (A. G. also acceptai
Bhatta Näyaka's opinion ; Dh. Â.L*, p. 190 : parabrahmäsvädasabrahmacärh^
tvam cästav asja rasäsvadasya), however, do not fail to emphasize the unrmV"
takable characteristics of each. Bhatta Näyaka says (Dh, Ä.L* p. 91) :

vägdhenur dugdha etam ht rasam y ad balatrsnayä \
tena näsya s amah sa syäd duhyate yogtbhir hi yah |

" This Rasa (aesthetic pleasure) is poured forth spontaneously by the
word which is like a cow, for love of her children ; for this reason it is
different from that which is (laboriously) milked by yogins ". Cf. also A.Bb<}
p. 5. On the opinion of A.G., infra, pp. 82-84. Two stanzas which reflecjf
the same idea and which are certainly from Bhatta Näyaka, are quoted
by Mahimabhatta(iP^/^//w^ö), p. 94 (seethe translation in the Introd^
p. XXVI) :

päthyäd atha dhruvägänät fatah sampürite rase |
tadäsvädabharaikägro hrsyaty antarmukhal? ksanam [|
tato mrvisayasyäsya svarüpävasthitau mjafy |
vyajyaU hlädamsyando yena trpyanti yogmah ||

The association between these two states also appears in the affinities!
of the terms which designate them : visränti, nirvrti, lay a, nirvesa, samäpaüifi
camatkära, etc.,

[ 48 ]



THE AESTHETIC EXPERIENCE, ETC

In this exposition, the thesis confuted by Bhat ta Näyaka are

zd even by us—simply because w e do n o t accept t he

of Bhat ta Lollata. T h u s t he errors confuted by Bhat ta

sa have been defiinitely pu t t o death.1

'*As for the rest w e do no t see wha t k ind of enjoyment dis-

| | | iguishable from perception, etc., can exist in the wor ld . If,

I l l y o u say it is tasting (rasanä), we reply that this t o o is a per-

gtpt ion 2 , and is only called by another name o n account of

t l | é particular means {upäjdf by which it is called in to exis-

ig&ce. T h e same th ing happens in t he case of direct percept ion

), reasoning (anumänd), the revealed w o r d {sruti\ analogy

niti\ intui t ion, (prattbhätia)* etc. , each of which takes a

ferent name. Besides, if we do n o t admit tha t Rasa is

|Qduced or manifested, we shall be forced to conclude tha t

either eternal or non-existent : n o th i rd possibility exists,

jain, the existence of an unperceived th ing cannot be affirm-

T h e supporters of Bhatta Näyaka will perhaps reply

the percept ion of Rasa is just w h a t they call the power of

1) Cf. Dh.Ä.L., p. 187. The thesis confuted by Bhatta Näyaka do
Juàdmit the concept of generality; they distinguish between one's own
o p t i o n and somebody else's. Cf. supra, introd., pp. XX ff.

|2) See below, App. Ill, p. 112.
fa*

The determinants, etc.

The term pratibhä, prattbhäna, is used in several senses (cf. Intr.,
LVIII ff. In the present passage, it has the sense of <c an inexplicable

ition as to what may occur in the future, for example, c Tomorrow
brother will come ". It also includes the power of understanding all

of sounds without effort, all that may be communicated by any animal
e world and also the power of having heavenly visions " (Dasgupta,
Ph., V, 127). This particular form of consciousness is discussed by

a, Nyayawcinjarî (Benares 1936), pp. 97 ff.
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br ing ing abou t enjoyment (bhoglkarana)1—consisting in the

states of fluidity, etc. Very well, t hen ! But it is impossible

tha t it should consist solely in these three states. F o r there

exist just as many forms of percept ion—whose nature , accord- \

ing to you, lies in this very power of br inging about fruition—

consist ing of a relish, as there are kinds of Rasa. Besides, the '

cons t i tuent elements, sattva, etc. , can be found set ou t in an

infinite n u m b e r of different ways : one may predomina te a t '

one t ime and another a t another . T h u s it is absurd to limit

t h e forms of relish to only three .

H o w e v e r , if the w o r d " revelat ion " in the expression " t h e

Rasas are revealed by the p o e m " (what Bhat ta Nâyaka says

is : " T h e var ious Rasas—the erotic, etc., are revealed by the

p o w e r of revelat ion " ) , is used in the sense that the p o e m be-

comes the mat te r of a percept ion, wh ich consists of a tasting

made u p of gusta t ion, and which is generated by the determi-

nants , etc., it may be accepted wi thou t any ques t ion .

Again , in the stanza, " Rasa is, it is said, t he a im of poetry

(kävyärthäf i t is an experience (anubhava) consist ing of a tast ing

1) If, says A. G., the expression "enjoyment'5 is understood in the
sense of perception (so that the power of generating enjoyment becomes/
the power of genetatmg the aesthetic perception, the Tasting), it may cer-^
tainly be accepted. In this sense, the power of generating enjoyment be - |
comes the same as that which followers of thzdhvam school call the power of|
evocation (dhvananavyäpära). Cf. tnfra, App. Ill, p. 113. 1

2 a) The expression kävyärtha is borrowed from Bharata, N. £ , VII, |
p. 342 : käyyäitbän bhâvayantïti bhäväh". [The mental states] are called!
bbäva because they bring into existence (bhäv) the aims of the poem "• J
Artha, A G. comments {A Bb , p. 344), m this expression does not carryj
the meaning of sense, something expressed (abhtdheya) but means the fina^
cause, the aim of the poem (arthyanfe prädhänyenety arihäh na tv arthasabdoé

yavàcï) ; in other words, Rasa.

r so i
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, is the matter of cognit ion by a no t ordinary form of cons-

ciousness {parasamvitti), manifested {yyangyd) by the un ion of

determinants, etc., " Bhatta Näyaka apparently considers

as manifested—so that the theory of manifestation is

maintained than discarded1 . By the w o r d " experi-

If&ce" we must really unders tand the object of i t2 .

% But, being it so, wha t is then the t rue na ture of Rasa ?

is enough ! Well , wha t shall we do 3 ?

Four stanzas of intermezzo

7) W h y repeat t ru ths disclosed already in t he t h o u g h t of

predecessor and thus behave as n o one has behaved

before ? This double, serious and evident e r ror will certainly

imputed to me by the audience.

Tireless, the mind of man climbs ever h i g h e r to gaze o n

| m t h . Behold ! This is just the fruit of the doctrines which

h a v e succeeded each o ther on the ladder of t h o u g h t .

I n the beginning, the crossing of the r iver of the knowable

Is , I know, agitated and suppor t less : b u t as we advance

L) Aesthetic experience is associated with the experience of brahman,
Jyith the supreme consciousness, cf. supra p. XXIV.

1) The existence of dhvani is explicitly denied by Bhatta Näyaka (cf.
pp.e passage quoted by Jacobi, 2DMG, 62, p. 296, Pandey, p. 246 ff.)- I n

Some passages, A.G. points out, he seems, nevertheless, to admit its exis-
tence implicitly. In this stanza, Bhatta Näyaka uses, for example, the vttbvyaj
|£tid therefore admits implicitly the theory of dhvani, the sense manifested
f.e., not expressed, that words assume in poetry.

2) That is to say, that Rasa is the object of the afore-mentioned
^experience.

, 3) At this point A. G. interrupts his examination of rejected doctrines
pihh the four following stanzas, which serve as a sort of prelude to the
'exposition of his own thesis.
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doggedly a long this road, we cease to be amazed by built

br idges , city foundat ions, o r anything else.

A rich and fruitful harves t may be culled by posteri ty from

the inheri tance of t h o u g h t left to i t by its predecessors. T h u s

the doctr ines of the sages of antiquity will only be refined by

us he re and n o t refuted.

The correct view

8. Le t us then state w h a t is the t rue na tu re of Rasa purified

of previous mistakes. I t has already been stated by Bharata,

and we shall add n o t h i n g new. F o r h e has said : " T h e

mental states are called feelings because they make us feel the

aims of poe t ry " l . Therefore , Rasa is simply the aim of

poet ry . F o r instance, immediately after the first percept ion

of the literal sense of t h e fol lowing expressions, " T h e y lay b y

n i g h t " , " H e gave i t (seil., the omentum) to the fire2" there

occurs (in a qualified person (adhikarin) characterized by a

certain pragmat ic requirement (arthita) and so on, and possessed

of a keen interest in t he object of percept ion involved) a second

percept ion eliminating the temporal data, etc., contained in the

first.3 Th i s second percept ion consists in a transfer (samkra-

maya), etc. , of the literal sense and is presented in the fo rm: " I

will lay ," " I will g ive " , etc . Accord ing to t h e var ious schools,

this percept ion is called propuls ion (bhävana), command

(vidhi), o rder {niyogd), etc4. N o w , a similar th ing may be said

1) See the literal translation of this quotation at p. 50, n. 2 a.

2) Two quotations taken from revelation (srutï),

3) The past tense of the two expressions in question.

4) In other words, some scriptural sentences (e. g., those quoted)
awaken in the believer the need to give the omentum to the fire himself,
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| 0 happen in the case of poe t ry : there occurs in a qualified

jjsprson a percept ion t ranscending the words of the p o e m .
1 JEbe qualified person is in this case any person w h o s e hear t

ppssesses a spotless power of intui t ion (pratibhänd). I n such

letc. In this sense, their literal meaning undergoes a transformation : the
Ipast tense and the third person, etc., used in these sentences are turned into
%he present tense, etc. There arises in the heart of the believer the form
^of consciousness (pratipatti), " I will give the omentum to the fire ", etc.
Jjbis passing from one sense to another is given the names of propulsion
Mhävana), order and command (vidhi y niyoga). The terms bhävanä, vidhi,
land niyoga are proper to the liturgical speculations of mimämsä (the term
fhjiäväna used by Bhatta Näyaka was probably taken from the terminology
Sof the pürvamlmätnsä). The terms vidhi and niyoga, observes J., T.A.,
Itfp. 167, are used above all by the followers of Prabhâkara ; Kumârila's dis-
ciples prefer instead the word bhävanä. The shift of sense involved, of
tcourse, presupposes the adherence of the subject to the sacred writings,
iji£ desire to attain certain ends, etc. This shift of sense is clearly explained
411 three Slokas quoted byH. C , p. 98 (no doubt taken from a work on
poetics existing prior to A. G., perhaps the Hrdayadarpana of Bhatta

ärogyam äptavän iämbah stutvä devant aharpatim \
syäd arthävagatih purvam ityädivacane jathä ||
tatas copättakälädinyakkärenopajäyate \
pratipattur manasy evam pratipattir na samsayah \\
yah ko 'pi bhäskaram stauti sa sarvo'py agado bhavet \
tasmäd ah a m api s tau mi roganirmuktaye ravi m ||

" In the sentence 'Samba regained his health when he praised the Sun
», etc. there occurs at first the perception of its literal sense, and then

fand on this there is no matter of doubt) there arises in the mind of the per-
ceiving subject a perception which eliminates the temporal data, etc.,
{assumed by the sentence in question. This perception is presented in the
^following form : " Everyone who praises the Sun regains his health ;
so I too will praise the Sun, so as to free myself from disease ". Cf.
&P.V.V., I, p. 24 ; I.P.V., I, p. 27.
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a person hea r ing the fol lowing phrases, " T h e r e he (scil.9 théJ

deer) is now, gracefully by the bending of his n e c k . . . %

" E v e n Umä, d ropp ing the golden karnikära. . .2, " Tfoej

firmness of Hara . . «3, there appears, immediately after the,

percept ion of their literal sense, a percept ion of a different order?

(an inner [manasï] percept ion, consisting in a direct experience

[säksätkära*] which completely eliminates the temporal

1) Kälidäsa, Abhijnänasakuntalä, 1,2 : <e There he {seil the deer) is no\>et*
gracefully by the bending of his neck casting a glance ever and anon at]
the chariot which pursues him, by [the contraction of] the hinder haj |
(of his body) repeatedly drawing himself into the fore [part of his] b o œ
through fear of the descent of the arrow; strewing the road with grass haliM
chewed which drops from his mouth kept open from exhaustion. See fe
by reason of his lofty boundmgs he goes chiefly in the air, and little on the
ground" (Monier Williams, Sakuntalä, Hertford, 1853, p. 9).

2) Kälidäsa, Kumärasambhava, III, 62 : " Even Umä, dropping
golden karnikära flowers which glowed among her black tresses,
bowed her head (while the flowers which adorned them fell from her ear|
before Siva ".

3) Op. cit., Ill, 67 : " The firmness of Hara, even, was somew]
shaken—like the sea when the moon is just about to rise; he cast his eyes
desire towards the face of Umä, towards her lips, red as the fruit
the bimba ".

4) Like to sensations of pleasure, pain, etc., the aesthetic experience i |
an inner or mental perception (mänasapratyaksa), i.e., it is perceived throug
the mind or inner sense. Such a perception is self-knowing {svasamvedan^
siddha). In the A.Bh., p. 291, A. G. observes that the fact of tasti
{äsvädana ; aesthetic perception being conceived as a particular form
tasting) is of a mental order : it differs from the fact of eating, which is;

purely material act (rasanavyäpäräd bhojanäd adhiko yo mänaso vyäpärah
eväsvädanam)* The mind of him who tastes must be ekägra, absorbed in
object of the tasting to the exclusion of all else. On the Contrary,
who eats may be also anyacitta\ he can also think of other things,
Aesthetic tasting is of a non-ordinary nature (alaukika), sut
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|ction, etc., assumed by these sentences. Besides, the young

:, etc., which appears in this percept ion is devoid of its

(yisesa), and at the same t ime, the actor, w h o

the role of the deer], frightens [the spectators] (trä-

* . .showing to be afraid, is unreal (apäramärtlnka). As a

, w h a t there appears is simply and solely fear—fear in

uncircumscribed by time, space, etc.1 This percept ion

fear is of a different order from the ordinary perceptions

%l am afraid, he—my enemy, my friend, anybody—is afraid") ;

fethese are necessarily affected by the appearance of fresh

ntal movements (of shunning, etc.)2 , consist ing of plea-

:e, pain, etc, and just for this reason are full of obstacles

Wd). T h e sensation of the fear above ment ioned, o n

é W n d is the oigan of tasting ; during the tasting the mind must be
ê of all obstacles, devoid, that is to say, of any other sensory percep-
Sj etc. The subject is immersed in a camatkära set apart from any

tion of " self" or " others ". Aesthetic tasting is a c generalised '
|(jeption and free, therefore, of obstacles (in the A.Bb.9 I, p. 291 the

ssion äsvädayanti manasä IV. £ , VI, v. 36, is commented upon in the
owing manner : ä s aman tat sädhärantbhävena mrvighnapraUpatttvasän

indriyäntaravtghnasambhävanäsüvyena svädayanti svaparavivekasünya-
fiftamatkäraparavasä. . .).

In other words, the spectator (and hence the state of consciousness
he is pervaded) is not in the real time and space either of the deer

%& the actor as such. In the aesthetic experience, these two temporal and
lal orders cancel each other out. On the one hand, therefore, the deer,

without any temporal or spatial determination (viz. it is not felt as
.ent of ordinary life but is perceived in a generalized form); si-

', the actor, and hence the impression of fear which he suggests, is
reived as a constituent element of practical life. The state of cons-

sness which does occur is, therefore, unaffected by space and time;
&a generalized permanent mental state, a Rasa.
|)\ " Shunning, etc ", i.e., shunning, accepting and disregarding.
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the contrary, is the mat ter of cogni t ion by a perception devo id

of obstacles (nirvighna), and may be said to enter directly (nivi$)\

in to o u r hear ts , t o dance {vipdrivrff before our eyes : thisf

is the terrible Rasa. I n such a fear, one 's o w n self is neither^

completely immersed (tiraskf) n o r in a state of particular!

emergence (ullikhy, and the same th ing happens wi th the o the r

selves. As a result of this , t he state of generality i n v o l v e ^

is n o t l imited (parimita), b u t extended (vitata)—as happens at§

the m o m e n t in which is formed the idea of the invariable co*H
Vl>

comitance (vyäpti) be tween smoke and fire or, in fact, between^

t rembl ing and fear3. Therefore , this idea to be confronted
1) Vtpanvrt—means to move, to revolve, etc. The use of the wordj

is ancient. It is to be found m Bhartrhari (1,125, ftkä9 p. 125 (ed. of Lahore) §
buddhau vtpanvartate. In the same sense (that is, with buddhau) it is used by^
Dharmakirti and Kumärila also. A.G. comments on the word viparivartqk
mänasya in the following way (I.P.V., II, p. 140) : vicitratvena visvasya bhedä^
bhedätmanä partvartamänasya spandanena sphurato . . .

2) In the first case there would be no aesthetic cognition, but mystical
cognition, characterized by the total absence of discursive thought anœ
distinct apprehensions (yikalpa). In the second case, ordinary discursiv||
cognition would occur. In both these cases, then, the ubhayadesakälatyäga§^
required by the aesthetic experience would be absent. Cf. the Nätyadarpaißjk
by Rämacandra and Gunacandra^, Baroda, 1929, p. 161. For the antithesis
between ätman and para cf. PTV, pp. 71-72 : atra hi madhyamapäde ä
scwisrnutenäparah . . . ättnana eva sravanam syät na parasya...

3) The best explanation of this passage is to be found in
II, 4, 12 : da tu dar sane vyäptigrahanävasthäyäm y avant as taddesasambhävyama^i
nasadbhävah pramätäras iävatäm e ko's au dhümäbhäsas ca vahnyäbhäsasca %
yanaye iva, tävati tesäm paramesvarenatkyam mrtmtam\YL. Ch. Pandey,
vol. III, p. 178. translates : " But, according to this system, at the time]
of forming the idea of invariable concomitance, the images of smoke an^j
fire are common to all perceivers, who can possibly have their existent^
at that place [i.e., in the kitchen, etc.], as according to those who admi|
the existence of an external objective world. For, in relation to these images /̂
the Lord [i.e., Isvara, the unlimited Ego, etc.] has made the subjects one "?
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a real experience1 is nour i shed by the combinat ion of

$LG. observes that the pleasure given by a spectacle increases when there
*** X& l&rge number of spectators. In other words, when each spectator is
^conscious that the spectacle is being seen at the same time by a number of
Ä k people. T. A.y X, v. 85 ff. :

tatha hy ekägrasakalasämäjtkajaneksitam \
nrttam gît am sudhäsärasägaratvena many ate ||
tata evocyate mallanatapreksopadesane |
sarvapramätrtädatmyam pürnarüpänubhävakam \ \
tävanmäträrthasamvittitustäh pratyekaio yadi \
kah sambhüya gunas tesäm pramätraikyam b h avec ca kirn ||
y add tu tattadvedyaivadharmasamdarbhagarbhitam \
tadvastu hskäd prägiüpäd anyadyuktam idam tadä |]

" The spectators who watch, absorbed, a performance of dancing, of
ing, etc., feel that it is a real sea of nectar (J. comments : " anyone,

, can observe that spectacles seen by many people at the same time
a greater pleasure than those which are seen by a single individual).

^% for this reason that those who teach the true nature of performances of
jostling and acting, say that, in these, a real state of identity of all knowing
Ejects lakes place ; this state generates a perception of a full and perfect
|ti$ude (J. comments : pürnarüpeti iyad eva hipürnam rüpamyad vigalitave-

^(tjUfttaratayä tatraivîtianyàkanksatvena parämarsanam nätnd). If the mere
|%>1|$ciousness of what they see on the stage (without, that is, the realization
|giât the performance is seen by other people) were sufficient to satisfy the
^spectators taken one by one, how then can the different state of conscious-
Ijdêès, which arises when they are together, be explained ? And how could
I||4&11 be sustained that a state of identity of knowing subjects exists ?
^^hen, instead, the spectator is aware that the spectacle is seen at the same
tïn|b by all others also, one can say with reason that it appears in a different

from the arid aspect it had before (this spectacle, then, observes J.,
on another nature which generates a very high cumatkära) ". See on

that the Introd., pp, XXXVII ff. In A,G. the expression viiatavyäpti,
occurs elsewhere also, and not always in a technical sense (see fj\ ,

p. 378 ; Bh. G.A.S., pp. 110, 136).
1) The aesthetic perception, ^hich is not dependent on the concepts
reality and unreality, cannot be spoken of as a real experience (that is,
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actors, etc. I n this combinat ion, indeed—in, tha t the

l imit ing causes (niyamahetu), ( t ime, space, t he par t icular ize^

cognizing subject, etc.) o n one side, and those afforded t>||

t he p o e m o n the other , neutralize each o ther and then comple

tely disappear—the afore-mentioned state of generality

readily nour i shed ; so tha t by v i r tue of t he very uni formi ty

(ekaghcmatä1) of the spectator 's percept ion, it being so n o u r i s h e d |

readily nourishes the Rasa in all of t h e m : and this occur^j

because the latent impressions of their minds concord wi th ea.ctf

o ther , t h e minds be ing varied by beginningless latent i

pressions.2

the direct experience, perception of something real, pratyaksa, säksätkärajj
but, A.G. says, it is " like " a real experience {säksätkäräyamäna-=.säksätkära^
kalpa, pratjdksakalpa). See A.Bh, I, p. 43 : the drama is pratyaksakalpänij^
vyavasäyavisayo lokaprasiddhasatyäsatyädtvilaksanatvät. In other terms, th^
aesthetic experience is a direct perception sut generis, free of every relation,
with practical reality, etc. |

1) The word ekaghanatä derives from ghana. " Ghana, from ghan, tqj
strike, hinder, etc., has a primary sense of " dense mass ", implying >a,
condensation of multiple factors without extension in space " (A. K j
Coomaraswamy, The Transformation of Nature m Art, Harvard 1934 p. 209) |
Hence ekaghana comes to mean " dense ", " compact ", (( uniform "|j
etc., in the sense of a state of consciousness which does not allow the mte£^
ference of " obstacles " (vighna). |

2) A.G. replies with this argument to the objection of Bhatta Nayaka£|
according to whom the spectator can identify himself only with a p e r s |
similar to himself but not with a being of a non-ordinary naturç, as B
deity, etc. The identification and therefore the state of generality require
for the aesthetic experience postulates an affinity of nature (latent impxef|
ssions, tendencies, instincts, etc.) between the spectator and the person|
represented. A G. replies to this objection saying that no being (animal!
or deity) exists with which man has no affinity of nature. The samsara isi
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This (form of) consciousness wi thou t obstacles is called

; the physical effects of it, tha t is t o say, t rembling,

•ation, joyful mot ions of l imbs {ullukasana% etc.,

camatkära*. F o r example : " Visnu is still today

state of camatkära : h o w , oh h o w is i t tha t the l imbs

:, which are as beautiful as a piece of the m o o n ,

been taken to pieces by m o u n t Mandara 4 ? " Indeed,

may be likewise defined as an immers ion in an en-

.t {bhogävesah) which can never satiate and is thus

.terrupted {trptivyatirekenäcchinnah). T h e w o r d camatkära,

I* proper ly means the action being done b y a tas t ing

Sject (camatah karanam), in o ther w o r d s , by t h e enjoying

ingless and every man, before being that which he actually is, has
all the other beings as well. The consciousness of the spectator thus
tsses (in other words, is varied by. . .) the latent impressions of all the

ible beings and he is therefore susceptible of identifying himself with
of them. The same concept is expounded in the DhA.L., p. 187 ;
»elow, App. Ill, p. 112.

i ) See the Intr., pp. XLV-XLVI.

1) The tttmullukasanah explained by A. G. {A. Bh.> I, p. 330) gätrasyor-
sählädam dhünanam.

A.Bk, III, ch. XXII, p. 152 : iha cittavrttir eva samveddnabhumau
iam api vyäpnoti || " The mental movements, which are pheno-

of consciousness, are also transmitted to the body and pervade it ".

Unidentified stanza. This is an allusion to the churning of the
The gods and demons took Mount Mandara for a churning stick

parious precious objects were churned from the deep, amongst which
>on and Sri (Laksmî), the goddess of beauty. The aesthetic expe-
of camatkära reappears in the consciousness every time the determi-

its, etc. (the poetic expression), by which it is aroused, are evoked. Cf.
pl , I, p. 37 (App. II). The example offered by A.G. (of Visnu who is
«under the influence of a camatkära) exemplifies this very character of
îetic pleasure.
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subject, h e w h o is immersed in the vibrat ion {spanddf of i\

marvel lous enjoyment {adbhutabhogdf\ I t may be t h o u g h t qfi

ei ther as a form of mental cognit ion (mänasädhyavasäya) consisv |

t i ng of a direct experience3, o r of imaginat ion {satnkalpê^

or of remembrance , which nevertheless, is manifested in M

different manne r t o its ordinary nature . F o r as Kälidäsa?

said : " Often a man, t h o u g h happy, becomes uneasy of minçfc

o n seeing beautiful objects and hear ing sweet musics. SurelyJ

h e remembers in his soul, t h o u g h vaguely, associations of,

former b i r ths deeply implanted in h im 4 " . In any case, h o w - |

ever, i t is a form of percept ion—a percept ion in which wh&fcj

i

1) S panda means movement, vibration, energy, etc. According to the
Saiva schools of Kashmir, consciousness is vibration, the ceaseless force frotiy
which springs all that exists. The modes of discursive thought are the
fruits of the solidification of this first, incandescent principle. This force]
manifests itself in the instinctive motions of consciousness (fear, joy, etc. | |
It is the energy that consents to go from word to word, from thought top
thought. It is the first moment of will (tccha), the initial motion of the)
spirit, which is presupposed by any form of consciousness. The terms;
' heart ' {hrdayd), thought (vimarsa), bliss (änandd), vibration, {sphurattä\
ghrüni)> etc., express the same concept. On consciousness as movement^
etc., see, above all, the Spandakänkä by Kallata, passim ; Somänanda,^
Sivadrsti, p. 11; Î.P.V.V., I, 5, v. 14. In the present case, spania is thçf
movement, the inner rhythm of the aesthetic experience. The aesthetic?
experience is an inner perception like pleasure, pain, etc., and, in thäsf
sense, is not of a discursive order (vtkalpaka).

2) Cf. supra Intr., p. XXXIII.

3) I.e., it is a mental or inner perception.

4) Kälidäsa, Sakuntalä, V, 96. This stanza is quoted by A.G., also
in I.P.V.V., III, p. 252. The disquiet, to which Kälidäsa alludes, is/
observes A.G., an unobjectified desire ; it corresponds to what is, metaphy«^
sically, the desire which induces consciousness to deny its original fullne$&
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3ears (is just a feeling, for instance) delight, consisting of a

F o r this reason, i.e., because it is n o t condi t ioned

1er specifications2, this percept ion is apt to become the

of a relish, and, as such, it is nei ther a form of ordinary

cognit ion, n o r is i t erroneous, n o r ineffable, n o r like ordinary

perception3, n o r does it consist of a super-imposition4 . T o

m^to crumble in time and space, i.e., the änavamala. I.P. V. V., Ill, 252 :
hi bhunjänarüpatä svätmavisränttlaksanä sarvatra icchä | kvacit tu

"mavUräntir bhäväntaram anägür it avise sam apeksya utthäpyate yatra sä icchä
$. ity ucyatej ägüritavilesatäyäm tu käma iti \ ädigrahanäd abhläsamalo yatra

Warn sämänyäkäram api väsanävahsamätrenäste yathäha " bhävasthiräni
tnäntarasauhrdäni " iti : " The fact of being in a state of camatkäray of

on the point of enjoying something (characterised by a rest in one's
^ n Self) is, without any exception, a form of will [the will is the first

tent of Consciousness, before it crystallizes in the forms of the discursive
ition]. Sometimes such a rest in one's own self appears in connexion

i an object in general, without any further determinations ; in this case,
is called * attachment \ At other times it appears in connexion

a determined object and, in this case, there is what is called * love \
word, * etc '., Utpaladeva hints at the maculation of the desire (the

imala, etc.; cf. supra) ; it is obtained when the objectiveness considered
t only idenfinite, but in a state of latent impression (that is, when it is
et developed and appears in a state of potentiality ; the änavamala is

*re an unobjectified desire, akarmakam abhtläsamätram. T.J\, p. 75 :
maculation is an eager agitation consisting in the presumption of

non-fullness, a mere desire without an object, a predisposition
[^future limitations"]. For example : " . . . the associations of former

deeply implanted in him ".
d) In other words, a perception characterized by the presence of a
**&-i«'—^ feeling (delight, anger, etc.)gf g ( g , g , )
Uj By no temporal, spatial, individual, etc., specification. In other
i by no obstacle.

e., a reproduction of it (Sankuka's doctrine).
" As when wrong knowledge follows after the right one is vitiated",

App. I, p. 93.
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conclude w e may say equally well tha t it consists of a state of

intensification1—using this term to indicate that i t is n o t l i m i t e ^

by space, e tc . ; tha t i t is a reproduct ion—using this w o r d toj

mean tha t it is a p roduc t ion which repeats the feelings2; andi

tha t i t is a combinat ion of different elements—this conceptiodj

be ing in terpreted in the l ight of the doctr ine of the vijnänavädinKi

F r o m whichever po in t of v iew it is examined, Rasa is, in anjq

case, simply and solely a mental state which is the mat ter of!

cogni t ion o n the pa r t of a percept ion w i thou t obstacles and>

consist ing in a relish.

The obstacles to the realisation of Rasa

9. I n this connect ion, t he elements which eliminate the]

obstacles are the determinants , etc. Also in the ordinary world^

indeed, t he different words camatkära, immers ion (nirvesa)y relish

(rasanä\ tast ing (äsvädafta), enjoyment (bhoga), accomplishment^

(samäpatti), lysis (Iayd)9 rest (visränti), etc. , mean no th ing but-

a [form of] consciousness completely free from any obstacles]

whatever . N o w , the obstacles to the percept ion in question,;

are-^f) t he unsuitabili ty, tha t is t o say, the lack of ver i s imi l i tude!

b) t he immers ion in temporal and spatial determinat ion^

perceived as exclusively one ' s o w n o r exclusively those of ano^

the r ; c) t he fact of being at the mercy of our o w n sensations of

1) Lollata's doctrine. {

2) Tentatively, I have so rendered the linguistic explanation of anukânê
by bhävänugämitayä karanät. Lit., " to mean that it is an operation tem-
porally following the feelings ". i{

3) See above, p. 41. Well, ̂ ays A.G. here, this theory is also true if i |
is interpreted in the light of tyt vijnänaväda, the idealistic Buddhism, accordj
ing to which everything that exists is pure consciousness or perception!
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sure, e tc . ; d) the defective state of the means of percep-

x; e) t he lack of evidence; J) the lack of some predominant

| | f e t o r ; g) and the presence of doub t .

j Indeed, if one considers the th ings presented as lacking

p | | ve t i s imi l i t ude , he cannot obviously immerse {yinivis) h is

^n&ciousness in them, so that n o rest—no rest, I say, in them—

| i t a k e place. This is the first obstacle. T h e means by which

eliminated is the consent of the hear t which takes place

le v iew of ordinary events1 . W h e n extraordinary inci-

\ have to be portrayed, i t is necessary to choose personages
tV /se names are famous, like Râma, etc., w h o make us give

t o their undertakings—a believing (pratyqyd) indeed,

ly jrooted in ourselves, aroused by the unin ter rupted fame

\fesiddht) which they have enjoyed since antiquity2 . Jus t for

H§;j:eason, it will be said that nätaka*, etc., whose purpose

learning {yyutpatti) and teaching (upadesa) of deeds t rans-

pig the ordinary life,necessarily requires to deal wi th famous

jts and so on . This requirement , however , is absent in

(case of farces {prahasand). But all tha t will be explained

An event of an oidmary character finds a more ready response in the

.tor's heart.

If the same extraordinary events (crossing of the ocean, etc) which
fact, attributed to a legendary figure (Rama, etc ) where referred

ordinary man, they would arouse the incredulity of the spectators.
., p. 331 : rämädes tu tathävidham api carttam pïïrvaprastddhtparam-

Itasampratjujopärüdham asatyatayä na cakästi ||" But when such under-
are referred to Räma, etc., they lose all appearance of falsehood ;

:y are rooted in the spectator's confidence, the cumulative result
uninterrupted fame enjoyed from antiquity by the character in

on ".

Of. p. 64, n. 1.
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at a suitable t ime and place1 , F o r the t ime being t h i s 4 l

e n o u g h .

b) O n e of the principal obstacles regularly occurs w h e n t b ^ l

spectator is at the mercy of the tasting of pleasures, pains, etcjgjjj

inher ing in his o w n person. This obstacle consists in the appeJfP

ranee of o ther forms of consciousness, due variously to fh j |

fear of be ing abandoned by the sensations of pleasure, e t ç |

t o concern for their preservat ion, t o a desire t o procure othe

similar sensations, t o the desire t o get r id of them, give the

open expression, h ide them, etc. E v e n w h e n someone p e r |

ceives pleasures, pains, etc. , as inher ing exclusively in othej

persons , o ther forms of consciousness inevitably arise in

(pleasures, pains, menta l s tupor , indifference

1) AM , ch. XVIII. The appropriate subjects for the ten kinds ^ Ç
play are described and commented upon in N.S., XVIII. Nätaka
plays on elevated subjects. Dasarüpa, Haas, p. 4 : " The ten chief
ties (of drama) are : the Nätaka, the Prakarana, the Bbäga, the
the Dima9 the Vyäyoga, the Samavakära, the Vîthi, the Anka (=1
känka), and û&Ibamrga". Cf. Ind. Tb., p. 139 ff. In the A.Bb., p.
A. G. makes the general remark : na ca vartamänacantänukäro yukto \
tatra rägadvesamadhyasthatädmä tanmaytbhäväbhäve prît er abhävena vyutpatUr
abhävät^vartamänacante ca dharmädikarmaphalasambandhasya pratyaksatve prayim
vaiyarthyam | "It is not fitting to imitate an event of actual life; for *iû
this case the spectator would be affected by passions (hatred, partisanships
indifference, etc ) [extraneous to the aesthetic experience] and would thuf
be unable to identify himself with the event represented. Pleasure
thus absent, instruction would be absent as well. Besides, in the case
an actual event, the relation between the action (its merit etc.) and the fru
which result from it is discerned by direct expeiience , it is, therefore, use
to set it on the stage ".

The word imitation (amtkära) must be understood in a broad
Teaching or knowledge is an accessory aim (prayojana) of art; its princïj
aim is aesthetic pleasure (prtti, änatida etc ) Cf. App. Ill, p. 114.

[ 6 4 ]



AESTHETIC EXPERIENCE, ETC.

which naturally consti tute an obstacle. T h e means of

this obstacle are the so-called theatrical conven-

%^{nätyadharmtf•, which include a number of things n o t

in ordinary life, as, for instance, t he zones (kaksyâ)

mg the pavil ion {tnaydapd) the stage (rangapltha), t he var ious

of women ' s dance, the various dialects (bhäsä), used,

^ and last bu t n o t least, also the different dress of the

e headwear , etc.—by which they h ide their

i d e n t i t y . However , this is revealed to the spectators

the preliminaries (purvaranga), (see the stanza :

best n o t t o insist t o o m u c h o n dance and song " ) ,

as in t he initial presentat ion (prastävanä), defined

stanza : " T h e actress, o r the j es te r . . .2 " Indeed,

| p resence of the afore-mentioned elements eliminates the

t i o n : this particular individual in this particular place,

particular moment , feels pain, pleasure, etc. Th i s eli-

The term nätyadbarmiCÜ.S., VI, v. 25 , XIII, v. 70 ff.) refers to all
$|>ecific expedients, etc, of the theatre (scenery, costumes, traditional
ju t ions , etc.)» Cf. Ind Tb , p. 15 and Lokadharm and Nätyadharmh by
^ghavan, i n ) O.K., Madras, vol. VII, pp.359-375, vol. VIII, pp. 57-74.

[/The " preliminaries " (pjjrvaranga) include the whole body of rites,
i, etc., celebrated at the beginning of the play. They end with
etion stanza, nändt. There is a risk of distiacting or boring the

hy a long-drawn-out performance of these rites. Bharata himself
Éids that they should not be too much insisted on (iV./., V. 165-

. , It is best not to insist too much on ritual dances and songs
very reason that if the songs, the instrumental music and the dances

formed far too long, the actors as well as the spectators will get tired
and, m this case, they will not be able to seize, with all their evidence,

and the mental states which will be represented "). The nändt

vare immediately followed by the " prologue " (prastävana), giving
of the play, of the author, etc. The prologue generally consists

,^logue between the producei of the play and an assistant (pänparsvika) ;
;t|er may be replaced by an actress, by the jester, etc.
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minat ion takes place in so far as in the theatrical performance^

there is o n the one h a n d the negat ion of the real being of tH§|

actor , and on the other—since t h e spectator 's consc iousness

does n o t rest entirely o n the represented images1—there is

rest o n the real being of the superimposed personage 2 ;

that , as a result of all this , there is eventually just a negaikj

b o t h of the real being of the actor and of the real being

t h e character h e is playing. Indeed, even if dances such

äsinapätbya, puspagan4ikäz> etc., are n o t seen in ordinary life, 4 ;̂

cannot be said that they do n o t exist at all—for it is undeniably

tha t they exist in some way4.

1) Here the reading is uncertain ; see the Cnt. App. I *ead ^
sasamvitvisräntivaikalyena and take pratibhäsa as image, etc., that is, the H&
presented images. ^

2) In other words, the character of Râma, etc., who is super-impose
to the real being of the actor. I

3) Dasarüpa, Haas, 99 : " The tenfold enumeration of the sub-division^
(anga) in the Gentle Dance (läsja ; I translate : women's dance) runs a$
follows : the Geyapada (Song), the Sthitapäthja (Recitation by one starlet^
mg?) the Asmapäfbya (Recitation by one seated), the Puspagandikä, the?
Pracéedaka, the Tngüdha, the one called Samdhava, the Dvigüdha, the Utta^
mottamakü) and the XJktapratyukta (Amoebean Song) ". /*

Each of these terms is defined by Bharata, N. £, XIX, w . 119-135^
The dance, A.G. remarks, does not imitate anything in real life but is 4J
self-subsistent creation, free from any practical aim It is the natural ejcgj
pression, through the movements of the limbs, of a given state of mind/"
A Bh , I, p. 21 , nartanam nittamgätränäm angopängänäm viläsena ksepo na /£
kenactt kartavyämsena \ The dance of Siva is the natural expression of hf|
complete and perfect bliss, free of all obstacles (ntrvära—mrvighna) : sank&*%

rasyeva bhagavaiah panpürnänandanirhharibhütcidehoccala iäntaramrvärasundarä-<\
kärasya. . . , A.Bh , I, p. 21. ^

4) Thus, even if the character represented is a negation of the acto%
as such and of the real character represented by the actor, it cannot be saic|
that lie does not exist, that he is a nonentity , his existence in fact is a datum*«
of one's own consciousness.
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T o conclude, all this system of relative and connected

tgers has been adopted by Bharata, m so far as by v i r tue of

State of generality produced, it p i omo te s the gusta t ion of

All this will be clarified in the chapters which explain

dances, etc.1 and so for the t ime being, it is of n o

we strive after it. A n d thus we have explained the way

.ate this obstacle, consist ing of the percept ion of

tporal, etc., data as inher ing exclusively in one 's own

on or in o thers .

Again, h o w can any one w h o is overpowered by his o w n

Ippiness , etc., make his consciousness rest on someth ing else ?

lavoid this obstacle there have been adopted var ious means

|>e used at suitable times and places, such as music, vocal

instrumental , well-decorated halls, well-accomplished

p t e s a n s , and so on2 . I n vi r tue of the afore-mentioned

of generality these expedients—phonic, etc. ,—are such

>|o be enjoyed by all the spectators and possess such a charm-

) /power (yparanj) that even an unaesthetic person {ahrdajd)

es l impidity of hear t and becomes " possessed of hear t ' \

| | p ed i t has been said, " poetry is visible o r audible3 " .

f) Moreover , if the means of percept ion are absent, percep-

^itself will also naturally be absent.

4

•} N.f.9 XIX, ff.

The term pada after mandapa is not clear to me, and it is not
;esènted in the translation.

., I, v. 11. The empirical division of aesthetic beauty into visible
dible is not unfamiliar to Indian thought. Only sense-data taken

hearing and sight can be tasted independently of any association
Le ego, in a generalized way (sadharanïkrtd). The other senses

solely in one's own Self (svättnany etocchahnät ; P.T.V., p.
., ajre unable to break the barrier of the limited <e I "•
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é) E v e n if there may be such verbal testimonies and i

ferences, as t o p r o v o k e an evident perception, perceptio

however , does n o t rest (in them), because there is, in it,

expectancy of the certainty p rope r to direct experience, wh i

consists in an evident perception1 . F o r as Vâtsyayana

said : " All valid knowledge depends u p o n direct experi^f

ence2 " . I t is wel l -known, indeed, tha t a th ing which h i | J

been directly perceived, cannot be p roved to be otherwise b j^

any n u m b e r of inferences and verbal test imonies. I n c a s d |

like the imaginary circle of fire created w h e n a burnin

stick is swiftly revolved, o u r knowledge is disproved only b

a m o r e powerful direct percept ion. This is qui te an ordinä

process. Therefore , t o remove these t w o obstacles, ther

are—consecrated by t radi t ion—the four modes of repre^

sentation, furnished wi th the styles {vrttïf^ t he local usages^

}
1) " Even though—thus A. Sankaran, op. cit., p. 106, paraphrase!

this passage—there may be clear and unmistakable verbal testimony and
inference, we do not completely rest content with the knowledge derive^
therefrom ; for therein is lacking that perceptual cognition which alone*
makes for clear, direct and definite knowledge ". With A. Sankaran, ÏJ
have read here, sphutapratïtikausabdalingasambhave 9pt. Should I have pre||
ferred the reading asphufa, the translation would have been : " Even i^
there may be verbal testimonies and inferences—«which, as a rule, do*
not provoke an evident perception—" etc.

2) Nyäyasütra, Vätsyäyanabhäsya, I, I, 3 : sä (A. G. reads saw a) iyan%
pramitih pratyaksaparä \

3) The Styles (yrtti) are four in number : kaihkî, sattvatï, arabhatï and?
bhärati. Dasarüpa, Haas, p. 74 : " The Gay Style {kaisikf) (is to be used|
in (expressing) the Erotic Rasa ; the Grandiose Style (sâttvatï) in (express,?
ing) the Heroic Rasa ; the Horrific Style {arabhatï), on the other hand, in
(expressing) the Furious and Odious Rasa ; The Eloquent Style (bhärati);
everywhere ". On the vrtti see The Vrttis, by V. Raghavan, /.O.R.jj
Madras, vol. VI, pp. 346 ff. ; vol. VII, pp. 33 ff.
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*0$vrtti)l
9 and the realistic representat ion {lokadharmtf. Re-

Su**
| t ) The local usages (pravrtti) are four in number : ävantt, däksinätyä,
Ät" _ idbt, päncälf, Cf. N . £ , VI, v. 26, 27 ; XIII, v. 37 and prose, pp.

| | | ^ 0 7 . Ind.Th., p. 16 : " Local usages regarding costumes, languages,
and professions differ in the different countries of the world,

^are the pravrtti or local colours in drama ".

For the best explanation, see A.Bh., I, 292 : tatra ye svabhävato
alamukurahrdayäs ta eva samsärocitakrodhamohäbhiläsaparavasamanaso na

I tesäm tathävidhadasarüpakäkarnanasamaye sädhäranarasanätmaka-
§fa0grähyo rasasamcayo nätyalaksanah (G : °laksana°) sphuta eva J ye tv

rwbfrütäs tesäm pratyaksocitatathävidhacarvanäläbhäya natädiprakriyä svaga-
%p3akkädisankatahrdayagrantMbhanjanäya gftädiprakriyä ca muninä

Mcitä I " In this connexion, the mind of thos»e who have by nature
J | t s like an immaculate mirror is not at the mercy of the desires, anger,

•stupor proper to sämsärika existence (that of everyday life). The mere
tbf hearing the play read is sufficient (in itself, independently of any

to induce in them with the greatest clearness the perception of the
5 Rasas which animate it ; this perception consists in a Sampling

aated by a generalized Tasting. To make this Tasting (which needs a
P*6ct perception) available to people who ate deprived of this faculty,

ata has, on the one hand, explained the discipline of the actors, etc.,
. the other—to cut the knots of the heart obscured by Anger, Sorrow,

^inherent in one's own Self—has explained the discipline of vocal music,
Representation (and therefore drama in general which is founded

^Representation) consists of a form of direct perception, is an adhya-
tya (mental cognition, etc. ; also vyavasäya, anuvyavasäya, cf. App. I)

| t | j is l ike the direct perception {säksätkärakalpa, pratyaksakalpa). A.Bh.,
150 : abhinayanam hi cittavrttisädhäranatäpattipränasäksätkärakalpä-

'Säyasampädanam |" Representation arouses a mental cognition which
Se a direct perception; it consists in causing the generalization of mental
cements ' \ A.Bh., XXII, 148 : vighnasambhävanävihlnasakalasädhärana-

f0aßhavasäksätkärakalpädhyavasäyasampattaye sarvesäm prayoga ity uktam \
^ i ^ s a i d that the acting (prayoga=parsadi prakatfkaranam, A.Bh., I, 16)
me four forms of Representation aims just at arousing a mental cognition,
tfjph is like a direct perception. It consists of a generalized state of evi-
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presentat ion, indeed, is a different operat ion from that ,p|?

inference and verbal tes t imony; and, as we will expound latsäS

on, i t is a lmost equal t o direct perception.

f) Does there exist a m a n whose consciousness rests on a n ^

t h i n g of a secondary order (apradhäna) ? Indeed, such a p e r c e j | |

t i on wou ld find n o rest in itself and would thus run (anudhßj^

automatically towards the predominant th ing . This is the *easof||

w h y the Permanent State only can be the object of Tas t ing | §

because, I say, t he Determinants and the Consequents , whic l | j

are insentient (jada)y and the Trans i tory Mental States, w h i d i | |

t h o u g h n o t insentient, nevertheless are necessarily d e p e n d i n g

o n the Permanent States, are all equally subordinate1 , Now^j

a m o n g the var ious sentiments, some are conducive to the end§!

den ce common to all the spectators and devoid of every possible obstacle 'V
Drama is the object of cognition by an anuvjavasâja (about this word cfil
App. I) which is like a direct perception, A.Bh., I, 43. *•

1) Cf. Dh.Â.L., p. 177 : taccarvanäpi cittavrttisv eva paryavasattt^
rasabhävebhjo nädhikatn carvanïjam [ " The Tasting of the Determinants,^
etc., necessarily terminates in the mental movements; thus, apart from the
bhäva (the matter of the Rasas) there is nothing else which can be tasted. (

A.Bh., I, p. 268 : sa cajadj apj anantavibhävätmä tathäpi sarveßm jœda^
näm samvidi tasjäs ca bhoktari bhoktrvargasja capradhäne bhoktariparjavasänäe,
näjakabhilhänabhoktrviiesasthäjicittavrttisvabhävah | "Though [drama, etc.}
is constituted by a infinite number of determinants, etc., all the elementsJ
which compound it, rest, however, in the consciousness (the permanç&t
mental state). This rests in the enjoying subject (the limited enjoying*
subject, the practical Self) and the whole of the enjoying subjects rest, in]
their turn, in the principal enjoying subject [the generalized knowing sub-*"
ject]. Therefore, we may say that drama consists in a permanent meataK
state of a particular enjoying subject, called an actor, etc. ". Such a mentajf
state, continues A.G. is unique, generalized, devoid of the notions "own 'V
" of others ", etc. and, therefore, it pervades also the spectators : ata eva
sâdharanïbhûtataya sämäjtkam api svätmasadbhävena samävesajanti . . ,

[ 7 0 ]



THE AESTHETIC EXPERIENCE, ETC.

§Ü£life1 : these are the predominant ones. T o specify, del ight

^ c o n d u c i v e to pleasure, and to the forms and profit connected

husangi) wi th i t . Anger , in people in which it p redominates ,

Jconducive to profit—but can also end in pleasure and merit .

§ergy ends in all three, merit , etc. Eventual ly, another

.ent—consisting above all in the disgust aroused by the

pjhwledge of reality2—is the means of l iberation. These four

f i tmen t s only are the p redominan t ones. E v e n if they are

it to be found in a predominant posi t ion all four together ,

p i t he emergence of one of t hem naturally postulates t h e

^ord ina t ion of the o ther three, nevertheless someone of

is always p redominan t in each drama, so that all of

i are clearly recognised as being, in tu rn (that is, one in

According to a pan-Indian conception, human life is motivated by
purposes : käma, artha, dharma, and moksa. Kama is pleasure and
' Artha is material property (economics, politics, etc., are directed to

^fulfilment of this end). Dharma embraces moral and religious duty,
i is the liberation or redemption of the soul fiom the flow of exis-

; ; it is theparamärtha, the supreme purpose of man. For an excellent
|3pnt of the four artha, see H. Zimmer, Les Pth/osophtes de l'Inde, Payot,
J*35 ff. The principal forms of consciousness {sthäytbhäva) are those

\L are necessary to the fulfilment of these purposes ; they are delight
täte anger (krodha), energy (utsäha), and serenity (sama). The end of

" tispleasure ; however, through pleasure, it can bring us to the achieve-
|fof profit and right action (Bharata, NJ,, XVIII, v. 72 ff., distinguishes

kinds of Erotic Rasa, kämasrngära, arthasrngära, and dharmasrngära).
i and Energy are associated with artha and dharma respectively, but

|nbf them may also contribute to the realization of all three purposes
$.yï.L., p. 309 : vïraraudrayos tv atyantavtrodho 'pi nästt | samänam
ica dharmärthakämärjanopayogttvam). Spiritual Freedom is the fruit

jrenity.
; characteristics of this sthäyivbhäva are discussed by A.G. in the

i, pp. 333-42. Abhinava Gupta's text is edited with a commentary
Raghavan, The Number of Rasas, Adyar, 1940.
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this drama and the other in another one), equally predomi-§

nant . Moreover , if th ings are more closely examined, all fou£ |

of t hem will be seen t o be present in the same drama, isfe

var ious passages, in a pre-eminent posi t ion.

I n this connect ion, all these Rasas are dominated by p l ea -

sure (wkhd), for the essence of the closely dense {ekaghand)f

l ight consist ing of t h e gusta t ion of o u r o w n consciousness, dsr

beat i tude2 . Indeed, in ordinary life also, women , even

they are immersed in the compact {ekaghand) gusta t ion of

form of consciousness called sorrow, find rest in their

1) Uniform, without obstacles (pighna).
2) The intimate essence of consciousness or the " I ", according to^

the saiva is beatitude. The absence of beatitude and suffering are due to &")
need, privation, or desire for something separated from the Self. BeatitudeJ
is the absence of this desire, the resting in oneself to the exclusion of everjj-*;
thing else. The " I " contains all things; everything that exists arises from J
its unconfined liberty. It cannot be the seat of any deprivation and
desire nothing but itself. Aesthetic experience is the tasting of one's owialj
consciousness and, therefore, of one's own essential beatitude» In this, j
sense, Rasa is single. This Tasting is coloured (anuranjtta, rusttd) by latent?
impressions (väsanä, samskärd) of the mental process of Delight, etc., aroused/
by the determinants, etc., i.e., by poetic expression. From this point of.
view the plurality of the Rasas is due to the diversity of the vibhava (v?beäya{j<
bhedam rasabhede hetutvena sücayatu . ,A.Bb.9 I, p. 290). Cf. AM., I, p. 292^
asmanmate tu samvedanam evänandaghanam äsvädjaU \ tatra kä duhkhä\(
sankä I kevalam tasyaiva citratäkarane ratisokädiväsanävyäpäras tadudbç*,
dhane cäbhinajädtvjäpärah \ " According to us, that which is tasted %
consciousness alone which is saturated with beatitude. This fact exclude^!
therefore, any suspicion of pain. This consciousness which h single dr?
itself, is nevertheless differentiated by the operation of the latent traces ofrl
delight, sorrow, etc., which are awakened by the operation of the Coose^
quents, etc. (abhinûya—anubhava). For the nature of this *' colouring *f^
infused into the consciousness by the feelings of delight, etc., cf.
p. 82, n. 4.
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jbeart, for this very sor row consists of, and is animated by, a

£|st wi thou t obs tac le^ . Pain, indeed, is simply and solely an

gijsence of rest. This is precisely the reason w h y the disciples

Jö£ Kapila, in explaining the activity of rajab, say tha t the soul

§|f^pain is mobili ty {cäncalydf. All the Rasas thus consist

^ b e a t i t u d e . But some of them, o n account of the objects

;by which they are coloured3 , are no t free from a certain touch

.._M/bitterness; this happens , for example, in the Hero i c Rasa.

jfebï this consists of, and is animated by, precisely the firm en-

durance of misfortunes.

*?> T h u s delight, etc., occupy a pre-eminent posi t ion. Laugh -

:|&£, etc., on the o ther hand , also occupy a pre-eminent posi t ion,

,0i account of the fact that these—whose determinants are easily

access ible to all type of people—possess an extremely h igh

^power of winn ing the hear t (uparanjakatvamy. F o r this very

|geason, laughter , etc., a ie mostly to be met wi th in people

4) The concept is as follows : women, even when they are being bitten,
l^ctatched, etc., by then lovers (and therefoie experiencing pain) find in the
fpain itself the fulfilment, the realisation of all their desire: " they rest in
*%£}$ hearts " or consciousness to the exclusion of everything else. There-
%&£e, this pain is pleasure, beatitude. Pain occurs only when the conscious-
p|&s finds no rest in what it contemplates, is not totally absorbed in the
object of contemplation, i e, when it desiies something different fiom the
| W g m which it is and from what it is. These desires, etc., which interrupt

tfye homogeneity and compactness (ekaghanata) of consciousness, are the

pgbia, the obstacles.
| v The same concept occuis in the Pratâparudrîya (Madras, 2nd, Ed.,
J931), comm , p. 209 : sambhogasamaye strtnäm cidharadamsanädau kriri-
madufrkhänubhävasttkäravad aträpy upapatUh ||
* 2) Cf. S.Kä., 13.

^ 3) The Detenninants, etc.
' 4) I.e., they are widely diffused, easily make an impression on tbe
consciousness.
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of inferior na ture {anuttamaprakrti). Eve ry man of low

laughs , grieves, is afraid, tends to despise others , and is astoij

shed at t he poores t a t tempts at a fine saying. All the sa:

even these depend o n delight, etc., and as such may be of h e i |

in a t ta ining the ends of man 1 . T h e division between the

types of drama is itself based o n the different posit ions occu

by these menta l states. All this will be explained later. X

menta l states of pe rmanent na ture are solely these nine.

deed, every creature f rom its b i r th possesses these niiie formï

of consciousness. I n fact, o n the basis of the principle t h a | |

all be ings " ha te to be in contact wi th pain and are eager

taste pleasure 2" , everyone is by na ture pervaded by sexual^

desires [del ight] ; believes himself to be superior to others , whorqg

h e is thus led to deride [laughter] ; grieves w h e n he is forcée

to pa r t f rom w h a t h e loves [sorrow] ; gets angry at the cause

of such separation [anger] ; gets fr ightened w h e n he

himself powerless [fear]—but still is desirous of overcoming the^j

danger which threatens h i m [heroism] ; is attacked, w h e n judg*

ing a t h ing to be displeasing, by a sense of revulsion directëcfcl

just towards this ugly object [disgust]; wonders at the s igh#|

of extraordinary deeds done by himself o r others [astonisl$§j

m e n t ] ; and, lastly, is desirous of abandoning certain t h i n g | |

[serenity]. N o l iving creature exists w i thou t the latent im|f

pression of these sentiments. Al l w e can say is tha t some

t h e m predomina te in some people and others in o thers , ancl

tha t in some people they originate from the usual causes

in o thers f rom causes different f rom the habi tual . T

only some sentiments are able t o p r o m o t e the ends o |

1) The Comic, Pathetic, Marvellous and Terrible Rasas depend on
Erotic, Furious, Heroic and Odious Rasa«? respectively.

2) Unidentified verse.
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and, as such, they are r ight ly the object of teaching2 .

| current division of men in to m e n of elevated nature , etc. ,

;ermined by the different posi t ion occupied by these senti-

i s . O the r sentiments, as weakness, apprehension, etc.3, o n

^dther hand , can never possibly be manifested if t he corres-

ent determinants do n o t exist : so, for example, a muni

^"practises rawyana^h immune from weakness, indolence,

.ess, etc. Even in one in w h o m , by v i r tue of the deter-

ants5, these are present, they regularly disappear w i thou t

i j ing any trace of themselves w h e n the causes o f manifesta-

cease8. Heroism, etc., o n the contrary, even w h e n they

^arently disappear after their tasks are completed, do n o t cease

Remain in the state of latent impressions—for o ther forms of

:pism, concerning o the r tasks, remain intact. Indeed, as

i has said, " T h e fact tha t Caitra is in love wi th one

does no t imply tha t he is ou t of love wi th the o thers "9

T h u s these t ransi tory sentiments be ing, so t o say,

leaded o n the thread of t he permanent one , appear and dis-

1) Only the nine Permanent Mental States are able to contribute to
Realization of the four ends of man. The Transitory Mental States do
gfhave this-faculty. Cf. H. G, vtveka* p. 139 (no doubt a quotation

L A.G.) : ay am ca nirvedah svayam purusärthastddhaye vä utsäharatyädivat,
Ijintänuranjanäya häsavismayädivan na prdbhavatity atyantamukhapreksitväd

hicäry eva \\
2)A The object of the play is to illustrate and teach the means of realiza-

% of the four ends of man.
The Transitory feelings.
Rasäyana (the science of art, of the rasas, or of vegetable juices, etc.)

>re or less, the Indian equivalent of alchemy."
I.e., by virtue of the presence of their causes.

|6) I.e., without remaining in the state of latent impressions.
£7) Yogasßtra, Vyäsabhäsya, 2, 4. Caitra stands for any name whatever. The

«fife quotation is used in the I.P. V. V., II, p. 178 ; cf. supra, Intr., p. XLIL
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appear an infinity of t imes. I n some sense, they are like

beads of crystal, glass, magnet , topaz, emerald, sapphire,

which filling the thread o n which they are threaded n o matiifj

if red, blue, etc.1—so as to be set rather far apart from

other and cont inuously changing their posi t ion, d o no t

it is t rue, trace of themselves on this thread, but , all the sat

nour ish the ornamenta l composi t ion made by it2; and, bek

themselves var ious , and varying in t u rn the permanent threa

let i t n o d o u b t appear at intervals, in its nudity, though , at

same t ime, they affect it by their polychrome reflections—tt$|

reflections I mean of the t ransi tory jewels : it is for this v e r $ |

reason tha t these sentiments are called " transitory " . W h e e l

tha t is t o say, someone says, " This is a form of weakness ",$$

is na tura l t o ask : by w h a t is it p r o v o k e d ? This questiopj'

shows up precisely the instability of this mental m o v e m e n t

But in the case of the expression, " Räma is full of heroism ! ' |

one does n o t ask for the cause. T h e determinants (the ele |!

ments which awaken the mental states) are limited, therefore^

t o b r ing ing to actuality the permanent sentiments (del ight^

heroism, etc.) corresponding respectively to their nature—J

1) These still allow the thread of the permanent mental state to appeœ
here and there. For a similar image, see A.Bh , I, p. 340 : viralombhitaratnM^
tarälamrbhäsamänasitatarasütravat. . . The colours (red, blue, etc ) of t |
thread allude to the sthäyibhäva. The various Rasas are each one associât
by Bharata with a different colour (the Erotic with green, the Comic wïti
white, the Pathetic with ash-grey, the Furious with red, the Heroic
orange, the Terrible with black, the Odious with dark blue, and the Mar?
vellous with yellow).

2) In other words, they are the ornamental elements of the threap
Bhr=zpus, nourish ; cf. the often-quoted stanza (e g., Kävyapradtpa, comm.|
p. 61) :

sraksütrabhäväd anyesäm bhävänäm anugämakah \
na tiroihïyate sthäß fair as?u pusyate par a m ||
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;they do this by infusing into them their o w n colour ing ,

fèft w h e n their corresponding determinants are absent, i t

t b e said tha t the permanent sentiments are non-exis-
M ) f o r it has been said tha t these, in the state of latent im-

dons, are present in all beings. O f t he t ransi tory senti-

its, however , w h e n their corresponding Determinants are

ait, n o t even the names remain—all this will be explained

extensively at the suitable t ime and place.1

ISuch a refutation of the subordinate elements has been made

JljBharata also t h r o u g h the descript ion of the permanent

lents , in t roduced by the words : " W e shall n o w br ing

permanent sentiments to the state of Rasas2 " . Th i s

gjggfciption follows o n the definition of the general marks and

s the particular ones.

fg) T h e consequents , the determinants and the t ransi tory

its considered separately are in n o definite relation t o

^specific permanent sent iment; for, e.g.,, tears, etc.3, may

, ou t of bliss, some disease in the eye, etc. , a tiger4, may

J p i s e anger, fear etc., and, as we know, weariness [srama],

llxiety (cintä\ etc.5, may accompany many permanent feelings,

t in the ch. VIII of the A.BL (which has not yet come to light).
yV.£ VI, prose after v. 50 (in a note). In this sentence, Bharata

implicitly that only the sthäyibhäva (i.e., the elements of principal order)
>t the vibhäva ztc, are brought to the state of Rasa. The general
on {sämänyalaksand) begins with the sutra : vtbhävänubhävavyabhcä-

fogäd rasanispattih. The particular definition (yisesalaksaya) consists
description of the characters of each Rasa. Cf. Î.P.V.V., I, 57.

I, 300 : ye sthäymo bhävä loke cittavrttyätmano bahuprakärapansramapra-
iihandhanakartavyatäptabandhäbhidhäyinas tän apt näma rasatvam visrän-
>atünatvenopadesadtsänvesyämäh j
Tears are consequents.
The tiger is an example of a determinant.
Weariness, etc., are the transitory mental states.
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as f.i., heroism, fear, etc. But the combinat ion of these le3

ments has an unmistakable signification. Thus , where f ^ |

death of a close relation is the determinant, wailing, s h e d 4 |

tears, etc., t he consequent, and anxiety, depression {dai%

etc., t h e t ransi tory feelings, t hen the permanent senti:

cannot b e o ther t han Sorrow. Therefore, considered {\

a possible) arising of doubt , combinat ion is used, just t o

m o v e this obstacle,

The nature of Rasa

10. Rasa, in this connexion, is just that reality (arthd)\

which t h e determinants , t h e consequents and the transit^

feelings after hav ing reached a perfect combinat ion (sat

yoga), relation (sambandhd), conspirat ion (aikägrya)—where

will be in t u rn in a leading o r subordinate position-—in the

of the spectator, make the mat ter of a gustat ion cons i s t ing!

a form of consciousness free of obstacle and different from"

ordinary ones. This Rasa differs f rom t h e permanent fe<

consists solely in this state of gustat ion and is no t an objeci

t h i n g (slddhasvabhävdf\ lasts exactly as l ong as the gustati

and does no t lian on any t ime separate from it.2 T h e dejbi

minants , etc., (which consist of garden, expressive

feelings of contentment (dhrti), e t c . ) , t ranscend on their

the state of causes, etc., as these are unders tood in ordinary

The i r function consists solely in t h e fact tha t they colour (i

consciousness of the spectator) ; this function is called vihhäVi

1) I.e., it is not an already realized, self-subsistent thing which J
exist independently of this tasting. Rasa is simply the particular fo
of perception called tasting. Cf. infra, p. 85.

2) Cf. D&.A.L., supra, Intr., p. XXXIV.
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etc1. T h u s , these take t he name, of a non-ord i -

| | character , of determinants , etc.2 and this denominat ion

expressing their dependence on the latent traces left

^ c o r r e s p o n d i n g preceding causes, etc.3 T h e particular

of the various determinants will be explained later4,

^ope ra t ion of the determinants, etc., presupposes, of course,

\ t spectator, in the course of his ordinary life, has no t

t o make a close observat ion of t h e characteristic

(effects, causes and concomitant elements) of o ther

Î'S mental processes, in o ther words to deduce the one

other . [ But let us re turn to Rasa. This is, as w e

i, different from the permanent sentiment ] and it can-

I The determinants, properly speaking, awaken in the spectator the
iltraces of the mental movements corresponding to their nature. Aes-

exjperience or Rasa is coloured by these latent traces. The exact
ig oîvibhâvanâ, etc., is explained by Visvanâtha as follows, S.D., Ill :

m rafyäder vihfeya äsvädänkuranayogyatänayanam \ anübhävanam
?asya ratyädel? samanantaram eva rasädirüpatayä bhävanam \ samcäranam

^fasyaitasya samyak cäranam | In other words, according to Visva-
vibhävana is the first manifestation of the germination of Rasa ;
ma is the gradual corroboration of the Rasa which is on the point

; and samcärana (which is not mentioned by A.G.) is the intensi-
consolidation of the Rasa. Samcärana according to Visvanâtha,

^specific operation of the vyabhtcänbhäva (samcäri—vyabhicäri)* The
these three stages is due, of course, to the necessity of allotting

,c functions to the vibhäva, etc. Rasa is, in reality, single, and its
station does not have earlier and later stages. This division is of a

s didactic nature.
In so far as they are different from ordinary causes.

fflThe determinants, etc. arouse the latent traces of the mental process
Relight, etc., provoked by ordinary causes. They, thus, demand the

çe of these traces and depend upon them.
p j\T.$.> VII ; Abhinava Gupta's commentary on this chapter has not

|£pme to light.
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no t absolutely be maintained, as Sankuka did, that wha t is

Rasa is simply a permanent sentiment, b rough t to o u r

ledge by the determinants , etc., and that , because this is*

object of a relish, it takes the name of Rasa1. For , if t h î*

were so, w h y should Rasa no t exist also in everyday life ? %

if an unreal t h ing is capable of being the object of relii

real t h ing has all the more reason to be capable of it . Thus , |

legitimate t o say that the perception of a permanent

state consists in an inference; bu t we certainly cannot rigfi

say that Rasa is also of this nature . This is the real reasi

w h y Bharata has made n o ment ion in the sütra of the w<|

" permanent s e n t i m e n t " ; o n t h e contrary, the ment ion

wou ld have been a source of difficulties4. Such expressiç

as " T h e permanent sentiment becomes Rasa5", are due '

1) Rasa, says A. G., does not consist in the inference (in infe:
cognition) of someone else's mental state (in which case it would Ü.
cognition of a discursive order, savzkalpa) but is a personal experieric
the spectator identifies himself with this mental state and lives it himsl
This observation is aimed at Sankuka, who maintained that Rasa is simp|
permanent mental state deduced by the spectators by means of the de|j
minants, etc., and that the mental state perceived in this way is nothing *
an imitation by the actor of the permanent mental state of the character^
represents.

2) Therefore, the imitated permanent mental state is unreal.
3) I.e., Sankuka's reason is not the real one ; cf. supra, p. 31.
4) Bharata did not say " The production of Rasa is provoked

union of the permanent mental state (of someone else, i.e., the charaîçf
represented), with the determinants, the consequents, and the trans
Mental Movements ". If he had, Rasa would simply be a perceptior
someone else's permanent mental movement.

5) Bharata says sometimes (cf. e.g., N . £ , VI, prose after v. 50
note) that the Permanent Mental State becomes Rasa ; such expressifs
A.G. remarks, are only due to the " correspondence (analogy, etc.) "•
the next note.
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correspondence (aucitya) only. Th i s correspondence, t o

iepify, is due to the fact that the very same th ings which were

sly considered t o be causes, etc., related t o a given

anent sentiment, n o w serve to realize t he gustat ion, and

thus presented in the form of determinants , etc1 . W h a t

of a Rasa is there indeed, in the inference of an ordinary

.timent ? Therefore, t h e tast ing of Rasa (which consists

| camatkära different f rom any o ther k ind of ordinary cogni-

' ) differs from bo th memory, inference and any form of

.ary self-consciousness2. Indeed, he w h o possesses the

.t traces of the ordinary inferential processes, does no t

| | r e h e n d a young woman , etc.3, as if h e were indifferent t o

but , by vir tue of his sensibility—which quality is con-

in a consent of heart—, h e rather apprehends her ,

ou t moun t ing o n the steps of memory, inference, etc. , as

perged in a gustation, suitable to an identification (with this

g woman, etc.), which is, so to say, the sp rou t of the tast ing

|Easa, about to appear in all its fullness. Th i s gustat ion,

., is no t already born in the past, from some o ther means

Dh.A.L*, p. 89 : soke ht sthäyibhäve ye vibhävänubhäväs tatsamucitâ
ptis carvyamänätmä rasa ity aucityät sthäyino rasatäpattir ity ucyate \
sa is simply the tasting of the mental movement, corresponding, for

e, to the determinants and the consequents of the mental state of
. The expression: cCthe permanent mental state becomes Rasa",

%i^ solely, therefore, by correspondence ".

\ Forms of " ordinary self-consciousness " are, e.g., pleasure,
etc.

f A young woman " is a determinant ; "etc." here includes the
Sequents and the transitory mental states.

^ Impersonally, Tätasthya or madhyasthya, indifference, is the exact
gsite of annpravesa, personal or active praticipation.
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of knowledge, so that it is, now, a form of memory 1 ; ̂  nc

is it t h e fruit of the operat ion of ordinary means o f cognitif)

(direct perception, etc.) ; b u t it is aroused solely by the c ö m | l | |

na t ion [samyogd) of t he determinants, etc., which , as w e -ha | f

said, are of a non-ordinary nature .

This gustat ion is dist inguished a) from percept ion of

ordinary sentiments (delight, etc.) aroused by the o r d i |

means of cogni t ion (direct perception, inference, t he reveale

word , analogy, e tc . ) ; b) from cognit ion wi thou t active i

cipation (tatastha) of t he t hough t s of others , which is p*Pp§

t o the direct percept ion of the yogins 2 ; c) and from the poj

pact (ekaghana) experience of one 's o w n beati tude, wKich1

proper t o yogins of h igher orders (this percept ion is immacula |

free from all impressions [uparäga] der iving from exter

things).3 Indeed, these three forms of cognit ion, bei

in due order {yathäyogam) subjected to the appearance o £ ot>

tacles (practical desires, etc.), lacking evidence and at ^

mercy of the (adored) object4, are deprived of beauty (saundarya^

1) Cf. Dh. A. L., infra, App. H, p. 104.

2) Telepathy, the knowledge of other people's minds, is one of
yogin powers (Yogasutra, III, 19: pratyayasya paracittajnänam ; this
quoted and commented by A.G. in 7.P. V., I, 2, 4, 5). This ^
observes A.G., is of an order entirely different from the aesthetic experien|g|
In it, in fact, the distinction between one's own self and the self of othc|ä
(svaparavibhäga) continues to exist, while the aesthetic expeiience postula||É
the generalization of the mental states and therefore the suppression of éygl
limited self.

3) Abhinava Gupta alludes, in this passage, to the highest degree ü j |
mystical experience which is free of any trace of ordinary things. \ ! | | f

4) Mystical experience involves the annihilation of every pair\o|/
opposites ; everything is reabsorbed in its dissolving fire. Sun and moog^;
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o n the contr ary, because of t he absence [ of sensations of

, pain, etc. ] as inher ing exclusively in our o w n per-

. day, beautiful and ugly, etc., no longer exist in it. The limited
| |if/is,completely absorbed into Siva or Bhaifava, the adored object ;
||ie|^thïng vanishes from the field of consciousness. Aesthetic experience,
| ^ K e other hand, requires the presence of the latent traces of delight, etc.,
(iipused by the operation of the determinants, etc.). In other words,
iti|eTiaesthetic experience presupposes a pre-constituted knowledge on the
SaÄ^of the spectator, of the psychic reactions, etc., which are normally
f^;t)efore a given situation. This knowledge is, in part, innate (it forms,
piatfis, an integral part of human nature) and is, in part, acquired through

e experience of one's own reactions and one's own observation of the
Ions of others.

^ A e s t h e t i c experience, Rasa, manifested by a poetical description of a
fjwà^fol woman, is, for example, coloured by the mental state of delight,
f^liich is aroused by the description itself. Such a mental state is supposed
Jt^preexist in the spectator in a latent state, in the form, that is, of samskära
f^päsanä. The Determinants which manifest aesthetic experience awaken,
Implicitly and of necessity, these latent traces also.

SrfMnn^ beauty5 the pleasantness proper to the aesthetic experience are due
colouring of these mental processes ; cf. A.Bh. I, p. 290. laukikät

upärjanädivighnabahuläd jogipratyayäc ca visayasvädaiünyatäparusäd
'ffhksanäkärasukhaduhkhädivicitraväsanänuvedho^

' bhunjate budhäh. . . [ " Aesthetic enjoyment consists in the tasting
own consciousness; this tasting is endowed with extreme pleasant-

ness (beauty), which it obtains from a contact with the various latent traces
jpj; pleasure, pain, etc. It differs both from ordinary perception, which is
ï&àl of obstacles (pragmatic requirements, etc.), and from the perception of
êieKyogins, which is not free from harshness, on account of the total lack
JQ£any tasting of external objects ". Thus by comparison with the aesthetic
Experience, the compact homogeneity (ekaghanatä) of mystical experience
possesses a certain harshness. Its pursuit, that is to say, calls for uncommon
force and energy (cf. the concept of vîra> hero). Aesthetic experience, on the
vÇlJier hand, is easily attained. It is particularly suitable to people endowed
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son, of an active part icipation in o u t o w n $d£(svätmänupravt$3^

of the absence [ of t he afore-mentioned sensations ] as i

exclusively in o ther persons, and the immersion (ävefa) infj

latent traces of ou r o w n sentiments of delight , etc., r e awakeö |

by the corresponding determinants , etc., which are generalizeA

because, I say, of all these causes, the appearance of obstad

is impossible.1 A n d all this has been said over and p j

again.

F o r this reason (afa eva) the determinants are no t the catp

of the product ion (nispetti) of Rasa; otherwise, Rasa shc}i|

cont inue t o exist even w h e n they n o longer fall unde r JQQ||

nit ion. N o r are they the cause of its cogni t ion {jnapttf^

with a € gentle mind ' (sukumäramati). In the DkA.L., p. 51, A.G.
Rasa in the following terms : sabdasamarpyamänahrdayasamvädasundarav&h
vänubhävasamucitaprägvinivistaratyädiväsanänurägasukumärasvasamvtdänandaf
nävjäpärarasamyarüporascth | " Rasa is tasted through the act of tasting
beatitude of one's own consciousness. This tasting is pleasant (and notpar^
as in mystical experience) in that the consciousness is coloured by the lat^j
traces of the mental states of delight, etc., pre-existing (in the minds oîj$
spectators). Such traces are aroused by the corresponding determinantsk
consequents, which—pleasant (beautiful, etc.,) by virtue of the consent
the heart—are afforded by the words ". Cf. Dh.A.L.ß. 81 : anubb3$$
bhävävabodhanottaram eva tanmaßbhavanqyuktyä tadvtbhävänubhävocitacittavfjl
väsanänuranjitasvasamvidänandacarvanägocaro 'rtho rasätmä sphuraty eva. . . t\ l

1) This passage has been somewhat modified and enlarged by fi
candra (see the critical Apparatus) : " Here, on the contrary, because
absence [of sensations of pleasure, pain, etc.] as inhering exclusively
our own person, we are not at the mercy of the [adored] object ;
of an active participation in our own self [and] the absence [of the
mentioned sensations] as inhering exclusively in other persons, there is ||<|
lack of evidence ; and because of the immersion in the latent traces of
own sentiments of delight, etc., reawakened by the corresponding
nants, etc., which are generalized, there is no possible
obstacles *\
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e, they would have t o be included a m o n g the means

iowledge (pratnänd), because Rasa is no t an objective

\7(siddha), which could function as a knowable object,

it, then, that is designated by the expressions, " deter-

mts etc. ?" W e reply to this quest ion that the expressions

îrminants etc. " do no t designate any ordinary th ing , bu t

tf serves to realize the gustat ion (carvanopayogï). Does

such th ing appear elsewhere ? But the fact that it does

t bccur elsewhere, we reply, can do no th ing bu t s t rengthen

|{ thesis of their non-ordinary character. Does the taste

le rasa oi pänaka perhaps occur in molasses, peppers , etc.,

£ which, however , it consists) ?] T h e case is perfectly

| n l i o g o u s . " But (someone migh t say) in this way Rasa is n o t

|S-pbject of cogni t ion (apramejd) " T h a t is wha t really occurs,

| | e teply and suitably. Rasa, indeed, consists solely of a tast ing

Ijnclhas &ot the nature of an object of cognit ion, etc. " But h o w

do you th ink that the expression which Bharata uses in

| e sütra can be justified when he says : " T h e p roduc t ion of

(rasanispatti) " ? This expression, we reply, must be

lerstood in the sense of a product ion no t of t he Rasa, bu t

See the N . £ , 287 ff. The example of pänaka is to be found fairly
in Indian philosophy. Cf. for example, N.M., p. 341 : eva m
o 9nja eva väkyärthah pänakädivat, yathä pänakam sarkaränägakesa-

^rihäntaram eva yathä ca smdürahantälaläksädtbhyo 'rthäntaram
çitram, yathä va sadjarsabhagändhäradhaivatädibhyo ''rthäntaram eva gräma-

tathä padebhyo väkyam, padärthebhyo väkyärthah \ " The meaning of a
Ltence differs from the meaning of the words (as happens with pänaka,

Just as pänaka is different from sugar, spice, pepper, etc., just as a
Siting is different from minium, orpiment, lake etc., or as a piece of music

aijifferent from the various notes of which it is composed, so is the meaning
$im phrase different from the meaning of the words "•
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of the tast ing which refers t o the Rasa (tadvisayarasana)*

wise, if t he expression " T h e produc t ion of Rasa " is

s tood in the sense of a product ion of a Rasa whose subsis

is exclusively depending o n the said tasting, ou r thesis %

be set by any difficulty1. Besides, this tast ing is neithe

fruit of the operat ion of the means of cognit ion no r

means of action. O n the o ther hand, it can be said

itself, it is no t ascertained by any means of aknowledge (a

nika), for its real existence is an inconfutable da tum of ou r f |

consciousness {svasamvedanasiddhd). This tasting, moreç

is, n o doubt , solely a form of cognit ion, bu t a form of cog^il;

different f rom any o ther ordinary perception. This differ

is due t o the fact tha t t he means of it, tha t is, the detei

etc., are of a non-ord inary character. T o conclude

is p roduced by the combinat ion {samyogd) of the Determix^

etc., is t h e tast ing (rasana)\ and the Rasa is the non-ore

reality, which is the matter of this tasting. This is the

and pu rpo r t of the sütra.

All this may be summarized in the following way : in*

first place, t he identi ty of the actor as such is concealed V ]

tiaras, headwear, etc. ; in the second place, the idea that

Râma, etc., aroused by t h e power of the poem, neverthe

does n o t succeed in imposing itself u p o n the idea of the acf<|J

for the latent traces of the said idea are strongly impressed^

the spectator 's minds . F o r this very reason, the spect

is no longer l iving either in the space and t ime of Räma, a l l
jk

1) I e , this expression might lend itself to interpi etation in the set]
that Rasa is something different from the act of cognition by which it
known, so that it would be an object of cognition. A.G.'s reply to J
objection is that Rasa is the perception itself, and that the word Rasa
not denote anything distinct frofn the perception by which it is known*
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j

ijn the space and t ime of the actor as such. Acts of horr ip i -

îqn, etc., which have repeatedly been seen by the spectator

É: course of everyday life as indexes of delight , etc., serve,

S case, to make k n o w n a delight, etc., uncircumscribed

| the r t ime or space. I n this delight, just because h e possesses

I p a t e n t traces of it in himself, the Self of the spectator also

| | i y e l y participates. F o r this very reason, this delight is

|p |6 ;e ived neither wi th indifference, f rom the outside, n o r as if i t

gwere l inked wi th a particular [ungeneralized] cause—for in

case, intrusion by pragmatic requirements, interests or

g n ^ etc., would occur—, nor again as if it exclusively be longed

K>Ha defined th i rd person—for, in this case, sensations of plea-

uçe, hatred, etc. would occur in the spectator1 • T h u s , the

Rasa is simply the feeling of delight—a feeling, however ,

is bo th generalized and the object of a consciousness,

ich may be either single or develop consecutively2 .

afe task of generalization is carried out by the determinants ,

71) Cf. supra, Intr., p. XXII, n. 1.
^2) In the case of a play, long poem, etc. various moods of the soul

jjjpcui n alternation with each other (Delight, Sorrow, etc ) ; in the case of
| short poem there is generally speaking only one dominant motif.
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Commentary on N.S., I , st. 107 (A. Bb.t I , p p .

nanu caivam apy asmatprsthe k im etad yojitam ity^j

naikäntato ytra bhavatäm ^ devänäm cänubhävcinam

trailokyasyäsya sarvasya nätyam bhävänuklrtanam

ayam bhävah | na yusmatprs the kenacid etad yojiti

5 deväsurasya bahir yathäsvastham avasthänam | atreti

na deväsuräijäm ekäntenänubhävanam ] naiva t e '

kenacit prakärena [ tathä h i tesu na tattvena dhïh

sädrsyena yamalakavat [ na bhräntatvena rupyasmrtipurys

suktirüpyavat J näropena s a m y a g j n ä n a b ä d h ä n a n t a r a ^ t h l

10 jnänarüpava t 2 ] na tadadhyavasäyena gaur vahïka itiv%t|

notpreksyamänatvena candramukhavat J na ta tprat ikr t i tvl

citrapustavat | na tadanukärena gurusisyavyäkhyäheväkaväl j

na tätkälikanirmänenendrajälavat | na yuktiviracitatadäbhä§a

tayä hastaläghavädimäyävat | sarvesv etesu paksesv asä

lg ranatayä drastur audâsïnye rasäsvädäyogät { kaves ca nijr|

tavarnanïyaniscitatve kävyasyaiväsampatter anaucityävarjar

yogät [ laukikamithunadrsïva sämsärikaharsakrodhänvaj

täpatter* ubhayadarsanäkulatayä5 mukhyadrstau 6 p r ayok t rd r s t ^

anusamdhisampat tyabhävät 7 [ kirn tarhy etat ] äha trdi

20 kasyeti \ etad uk t am bhavati 1 ?

S i
1 Hantara* G : ^nantaram M || 2 mithyäjnänarüpavat : mithyäjninf

rüpam G : mithyäjnänarupyam M || 3 gaur vahïka itivat M : gaur vahtk
G II 4 °npajîtapatter G : ^navjttayäpntter M (corrected in a second
into °nvajitatäpatter | 5 °darsanäkulatajä : ^darsanaku (corrected i
(sic) latqyâG : ^darsanckïïlatayaWL || 6 mukhyadrstau G : mukhaJrstaui^n
7 amisamdhisampattyabhävät is a doubtful correction of mine i ta
sampattya (corrected into dvisamvtttyd) bhävät G: skandhisampattjabhävät Ifi

[ 88 ]



'M af

"THE AESTHETIC EXPERIENCE, ETC.

te rämädayo na kadäcana pramânapatham ava-

t e* yadägamena varnyante tadä tadvisesabuddhir 2 yady

^ ^rämäyanapräyäd ekasmän mahäväkyäd ullasati ta thäpi

tmänatayaiva visesänäm sambhävyamänärthakriyäsä-

Lyätmakasvälaksanya3paryavasänän na ca tesäm var tamä- 5

:y u p a g a t ä 4 tävad visesabuddih | kävyesv a p i 5 hçdaya eva

Ü S ä d h ä r a n i b h ä v o v ibhävädmäm jätah j taträpi ka thämätre

Qibhävah sambhavati yady api tathäpy ' evam ye

i tesäm etad bhavati ' i t iväkyavad ranjanätisayäbhävän

l^ ld t tavr t t i r 6 nirnayagatä bhavat i | kävye t u gunälam- 10

^|ïàmanoharasabdasarïre iokot tararasapränake 7 hrdayasamvä-

n imagnäkär ikä 8 tävad bhavat i cit tavrtt ih | kirn t u

pratyaksasäksätkärakalpä tatra na dhï r u d e t i 9 |

ïjè t u päramärthikam kimcid adya me kr tyam bhavisya-

|evambhütäbhisamdhisamskäräbhävät sarvaparisatsädhä- \ 5

|apramodasäraparyantavirasanädaranlyalokottaradarsanasra -

| |,n^yogï bhavisyämityabhisamdhisamskäräd ucitagïtâtody-

|glj;vanävismrta10säipsärikabhävatayä vimalamukurakalpï-

|^u |ani jahrdayah sücyädyabhinayävalokanodbhinnapramo-

ll^Qkatanmayïbhavah päthyäkarnanapäträntarapravesavasät 20

" l^u tpanne desakälavisesävesänälingite samyanmithyäsam-

IPpambhävanädijfiänavijneyatvaparämarsänäspade rämarä-

Igädivisayädhyavasäye tatsamskäränuvrtt ikäranabhütatatsa-

^^hfdyavas tu rüpag i t ä todyapramadänubhavasamskärasüc i t a -

avataran \ te : avatäryante G : avatar ay aste M || 2 °buddh'r G :
3 °svälaksanya° : osâlaksanya® G : °sya/aksanya° M || 4 upa-

; | G : avagata (perhaps corrected into apagatä) M || 5 kävyesv äpi hrdaya
" {(prdaya eva corrected from hrdayam eva) G : kavyetyavihrdayadeva M [|
fttavrttir (corrected from cittavrtter) G : cittavrtter M \\ 7 lokottara-

G : lokottararasam prânate M 11 8 nimagnäkärikä G : nimagnä-
an M [I 9 udeti G : tiàayati M |j 10 °carvanävismrta° G : °varnanâc
mrta ° M |
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samanugatataduktarüparämädhyavasäyasamskära eva ^ i

pancasair divasaih sacamatkaras^adîyacari tamadhyapravistasvl^

tmarüpamat ih svätmadvärena visvam tathä pasyan p r a t y e | |

kam sämäjiko desakälavisesanäparämarsena " evamkärinä

5 idam " iti liiiâtmaka2vidhisamarpaka3samvijjâtïyam $

samvidvisesaranj akam4prâna vallabhäpratimam5 rasas väda6sahac|ff,

raramyagitätodyädisamskäram7 rasänubhavavasena8 hrdayifg

bhyantaranikhätam tata evotpumsana9satair api m l ä n i m a | |

t r a m apy abhajamänam bhajams ta t tacchubhäsubhaprepT|
1 0 säjihäsäsatatasyütavrttitväd eva subham äcaraty asubhanlf

samujjhati j

idänim upäyasamvedanäläbhät tad idam anukirtanam^,

anuvyavasäyaviseso nätyäparaparyäyah j nänukära iti bh rami^

tavyam anena | bhändena räjaputrasyänyasya v ä n u k r t ä v \ ° |

^5 anyädibuddher abhävät tad v ika ranam 1 1 iti p r a s i d d h a m j

häsamätraphalam madhyasthänäm | yadabhipräyena m u n i ^

vaksyati " paracestänukaranäd dhäsas samupajäyate "12 j

ta tpaksyänäm 1 3 t u tad eva dvesäsüyänuvrttyä1 4diphalam jj

tadbuddhyaiva h i daityänäm hrdayaksobhah e v a m b h ü t ä ^
2 0 vayam upahäsabhäjanam iti | upahasyatâbhïravas ca nivar-

tante ta tah | na tüpadesena | nanv evam tävatä niyatänukäro

mä b h ü t | anukärena tu kirn aparäddham | na kimcid

asambhaväd r te | anukära iti h i sadrsakaranam | tat kasya j .

1 sacamatkäras : sacamathara* G,M || 2 Unätmaka* G (corrected
from lïdhâtmaka0) : lïdhàtmakcP M || 3 °samarpaka° : Qsamarpitam G :
*samarpakam M |J 4 °ranjakam : °ranjaka° G,M | 5 *prattmam : *prattma*
G,M || 6 rasäsvääa0 G : rasäsväde M || 7 ^samskäram : samskära G,Mj|
8 rasänübhavasena G (corrected from rasävasena) : rasa.. .vasena M \[
9 tpumsarufi M : *tpunkha* G | l ü nyasya vänukrtäv (corrected from
vänukrte) G : njäsjaväganukrtellL || u tad vikaranam : tad dh vikaranc\m~A

(coriected from vikaranam) G : tad dhi käranam M || 12 N.£.9 VII, 10 j
13 tatpaksyänäm M : tatpaksiyänäm G \\ u °nuvrUj° (corrected from;
Htvrttf) G : *mvrttf M ||
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tävad rämasya | tasyänanukäryatvät | etena pramadä-

bhävanäm anukaranam paräkr tam | na ci t tavrt t ïnâm

^ £ a k r o d h ä d i r ü p ä n ä m | na hi na to rämasadrsam svätmanah

flôkam karoti | sarvathaiva tasya taträbhävät | bhäve

tjananukäratvät | na cânyad vastv asti yac chokena sadrsam 5

?|yat I anubhâvâms tu karoti | kirn tu sajatîyân1 eva J na t u

itatsadçéân | sâdhâranarupasya kah kena sadtsyatthas

ï|t | tilokyavartinah | sadtsatvam tu na visesatmanâ yauga-

I j a d y e n o p a p a d p t e kadäcit | k tamena niyata evänukt tah

sämänyätmakatve k o ' nukäräirthah | tasmäd aniya- 10
2 nätyam ity api na bhramitavyam j asmadupä-

^dhyäyakfte kävyakautuke *py ayam eväbhipräyo mantavyah I

|!ha tv aniyatânukaro ?pi | tenânuvyavasâya3viéesavisayïkatyam

jnätyam | tathä h y ähäryavieesädinä n iv t t te taddeeakäla-

^aitramaitfadinataviéesapratyaksâbhimâne viâesaleéopakt a- 15

| n e n a ca vinä pmyaksäpravr t t e r ä p ä t e 4 fämädisabdasyätro-

Jpayogât ptasiddhatadafthatayädataniyacaritaväcakasyäsambhä-

|ranämätfaniräkaranenänuvyavasäyasya pratyaksakalpatä , 5

^hfdpgitädyanusyütatayä camatkärasthänatväd dhfdayä-

| iupraveâayogyatvam, abhinayacatustayena svarüpapracchä- 20

| î anam, prastävanädinä natajnänajasamskärasäcivyam, tena

^anjakasämagnmadhyänupfavistena pracchäditasvasvabhävena

^räkpravrt ta laukikapratpksänumänadi jani tasamskärasahäyena 6

Ijatajnänasamskäfasacivena htdayasamvädatanmayibhavana-

sahakärinä ptayoktfä dtsyamänena yo 'nuvyavasäyo janyate 25

^ukhaduhkhädyäkäratattaccittavfttifüsita7nijasamvidänandapi:a-

skäsamayo ?ta eva vicitro fasanäsvädanacamatkäfacatvana-

ï-c- 1 sajätiyän G : jättyän M |l 2 tasmäd anityata* G : tasyäyata M |
ß Huvyavasäya : °nuvyavasäjavat G,M | 4 *ipyäte : °äyäte G, M |
:« pratyaksakalpatä : pratyaksakalpanätyt G : pratyaksakalpanäM. ||
\s Qtanmayïbhavana0 : Qtanmayfbhävanä° ^G,M || 7 O r Ä ° .' ^rüparusitcfi
{Q ijruparûpifa0 M )|
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nirvesabhogädyaparaparyäyah, tatra ya avabhäsate vastt»?

tan nä tyam |

tac ca jnänäkäramätram äropi tam svarüpam 2 sämäayätma

tatkälanirmitarüpam cänyad v ä 3 kimcid astu | n â t r â p j

5 ta lekhanenätmano darsanäntarakathäparicayaprakafifiaphale

prakr tavas tuni rûpanavighnam âcarantah sahrdayän k h e d a y ä m f {

tasmäd anuvyavasâyâtmakam kïr tanam rüs i tav ika lpasamy^

danam nätyam | tadvedanavedyatvät | na t v anukaran^ |

r û p a m j yadi t v evam mukhyalaukikakaranänusäritayjj

10 c nukaranam ity ucyate tan na kascid dosah | sthite vas tu t a

bhede sabdapravrt ter avivâdâspadatvât | etac ca yathavasa|î

ram vitanisyata ity ästäm tävat | yatas cedam nanukaranaçgL{

ta to yat kaiécic codi tam tad anavakâsam I

1 vastu G : ysfuM || 2 svarüpam G : svarûpam.. .M |) 3 cänyad vâi
G : cänyatbä* M |
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" But h o w is it that this bu rden (viz. the defeat) has been

Imposed o n our back P"1 T o this quest ion the au thor replies :

f- Here, by no means, is there a representation of you and the gods

£ # . £ , I . v . 107 a).

ij T h e sense intended in this verse is that n o b o d y has imposed

i p c h a burden o n your back. Both the demons and the gods

($tay outside, at ease. Here , that is, in t he Nâtyaveda anyway,

Jhose w h o are seen are n o t the real demons and the gods . A s

to them, indeed, there arises nei ther the idea of reality, n o r of

similitude, as in the case of twins ; n o r of illusion, as in the

gase of the illusion of a piece of mother-of-pearl , preceded by

Jçnowledge of a piece of silver ; n o r of super-imposit ion, as

iwhen w r o n g knowledge follows after vi t iat ing the r ight one ;

Jfior of identity, as w h e n one says c this peasant is a cow ' ;

\ipt of a poetical fancy, as w h e n the m o o n is fancied as the face

jrf the night , etc. ; n o r of copy, as in the case of a painted model ;

hot of reproduct ion, as in the case of the counterfeit re -

presentat ion of the instruct ion impar ted by a teacher t o his

gtudents ; n o r of sudden creation, as in magic ; n o r of an appea-

rance effected by tricks, as in sleight of hand , etc. I n all these

cases, indeed, there is a lack of generalization so that the on -

1) According to N.S., vv. 99-106, Drama has not been instituted by
!j3rahmä to cast an unfavourable light on the demons (Daitya, Vighna
>etc), but to represent impartially acts and ideas both of gods and demons,
pemons have no reason to be afraid of it and to spoil the dramatic per-
pprmance. Here the objector is a hypothetical dattya and the " burden'*
Is the defeat of the demons by the gods, which was the argument of the

dramatical production. ( sceN. £ , vv. 54 ff).

[ 9 3 ]



R. GNOLI

looker , be ing consequent ly in a state of indifference, will ao t

logically be able to be pervaded by the relish of Rasa.

if the poe t aims at a too specific (niyata) subject-matter,

will n o t be accomplished, and h e will no t be able to avoi

fault of impropr ie ty (anaucitya).1 Fur ther , as it happeùs

sight of a pair of lovers uni ted together , t he mind

will ra ther became the prey of the ordinary, actual €ee

of delight, rage, and so o n . 2 Eventual ly, (we may here

tha t whenever the mind of the spectators is t roubled by ^

sight of t w o different individuals, viz. the represented personage

and the actor, t he (necessary) unification (anusamdhi) between;

t h e m cannot take place.

W h a t is t h e n drama ? T h e au thor answers :

Drama is the re-narration of the things of all the three worlds (JSf* «£,

I, v . 207 b ) .

T h e sense in tended in this verse is as follows.

personages, i.e., Räma, etc., have never come d o w n into

pa th of o u r means of knowledge . N o w , w h e n they are s^

cribed in t he scriptures there is n o doubt , it is t rue, tha t tfiej

Rämäyana-l ike narra t ions , tha t is to say, these unique gre&§3

sentences,3 g ive rise t o the idea of the individual essengsl

1) See, on the idea of aucitya, V. Raghavan, Some Concepts of the Alamkäfd^
$ fair a, Adyar, 1942, pp. 194-257. "Proportion and harmony"-^-says Y |
Raghavan, ib. p. 208— "form an aspect of Aucitya, which is propriety, a4ap|

ej

§

|
tation, and other points of appropriateness. From the point of view of the
perfect agreement between the parts and the chief element of Rasa, ftongL
the point of view of this proportion and harmony, I think, Aucitya can jbgj
rendered m English into another word also viz., * Sympathy *, which u%
word in art-cnticism means e mutual conformity of parts".

2) See supra, p. 44.
3) " The principal clause and the subordinate clauses which are mutually

connected together by expectancy, consistency and proximity formj|
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(gisesa) of each of them. This idea, however , is no t contrast ing

with the concept of generalization and its presence causes

|hç tefore n o difficulty. T h e individual essences, indeed,

amount to a real individuality (svälaksayya), possessed of a

corresponding causal efficiency (arthakriyä), only w h e n they are

.contemporary wi th us—which contemporanei ty , in this case,

does n o t exist.1 Th is state of generalization of t he déter-

minants, etc., arises even in poems p rope r and, in this case, i t

penetrates directly in to the heart . E v e n then, a l though the ge-

neralization can occur in mere tales (katha), nevertheless there

\mqhäväkja, when they serve a single purpose " (K. Kunjunni Raja, Indian
\Theories of Meaning, Adyar 1963, p, 161).

1) a) The perception of the particular names and shapes of Räma, etc.
(therefore of their qualifications of time, space, etc.), does not involve that

cannot be perceived in a generalized form. A personality, etc , in-
^ itself into our practical life (develops, so to say, its causal efficiency)

$#ly when it is contemporary with us, i.e., connected with the present and
therefore with the practical interests, etc., of our own Ego. When these
personalities are not contemporary, they cannot develop their natural
causal efficiency. In the aesthetic perception, they are independent from

fthe concepts both of reality and non-reality, and are thus perceived as
^generalized ". In this sense, their particularity (viksd) is not contrasting
WÎtl̂ i the concept of generality.
i, \ b) In this context, svälaksanya is simply a synonym of svarupa, one's
own form or shape, one's own peculiar nature, hence individuality, etc.
Syähksanya is commented on by A.G. m this way in the DhA.L.9 p. 538.
The causal efficiency {arthaknyä ; on this concept, cf. p. 31, n. 7 ) in the

ysfinse of practical or pragmatical functionality belongs to the real individua-
lity (i.e., contemporary with the spectator) only. The generalized image
tbf the aesthetic experience has no practical efficiency, i e , does not insert
itself in practical life. The concept of causal efficiency in connexion with
;;the one of individuality (in the sense of a particular essence contrasting with
|Ëe general essence, the sämänjalaksana) has a Buddhist origin and, freely
interpreted, became part of the common philosophical vocabulary,
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lacking a great impressive feeling (ranjana), as in t he case of

the sentence, ' Such and such a th ing happens to them \ r h o d f

such and such a th ing ' ) , the corresponding state of m i n d " | |

n o t well decided. I n poetry, o n the contrary (and let us feS

member here tha t the body of poet ry is made u p of w o r ä |

embellished by qualities and figures of speech, wi th Rasa as4£l

life, t h e Rasa of a non-ordinary na ture ) every state of mfnfl

is, so t o say, completely immerged, thanks to a consent of hearlf

This idea, t o be confronted wi th a k ind of direct perception' o |

experience (pratyaksasäksätkärakalpa) does no t arise, however , |

every person [who is hear ing o r reading a poem] .

I n drama this difficulty does n o t arise.1 T h e na ture of i l

may be resumed as follows. Firstly, in drama there is the

absence, wi th in us , of the in tent ion : ' Today I mus t do sonif-

th ing practical ' and the presence, in its place, of the i n t en t ion? !

' T o d a y I am going to enjoy sights and sounds of a n o n - o r d i n a ï |

na ture deserving of at tention, which will arouse, at the end, sM

sensation of d i sgus t 2 and whose essence is a generau£çfc|

pleasure shared by all the spectators. T h e relish of suitable

vocal and instrumental music makes then the spectator fo rgf i

about his practical existence (scfnsärikabhäva), and, his h e a r |

consequently be ing tu rned as clear as a spotless mir ror h e be-;

comes capable of identifying himself with the mental states^

1) Some individuals whose aesthetic sensibility (consent of the heart|
etc.) is poor, need visual illustration of what is suggested by the powef
of the poem; such visual illustration (consisting of the actors, etc.) contri»
butes to bring about the immersion of the spectator in the events représente^
to the exclusion of everything else. \

2) In other words, at the end of the performance and therefore of thf
state of pleasure caused by it, there is no such sensation of disgust, as acco " -
panies all ordinary pleasures.
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Kjjjp£ sorrow, delight, etc., sprung from the sight of the gestures

Ifid of the other species of representation. Listening to the

^c i t a t i on makes the spectator enter in to the life of a character

Efferent from himself, and, as a result, there grows up in h i m

AvÇognition whose object is Räma, Rävana and so on. Th i s

cogni t ion is n o t circumscribed by any limitation of space and

jime, and is free from all those forms of t h o u g h t concerning

which is the matter of knowledge, which is either mistaken,

cj | uncertain, or probable, etc. T h a t is no t all. T h e spectator

jj& accompanied by the impressions of this cognit ion (whose

abject was Rama, etc.) and then by a k ind of camatkära for

àeveral days.1 These impressions are evidenced, in their

it jni, by other ones, deposited within h i m by the direct percep-

t ion of the various pleasure-producing th ings—women, vocal

instrumental musics—which accompanied the performance,

last impressions are the very cause of the continuation of

the first ones. But let us rever t t o t he spectator. His o w n

self continues to be merged in the represented exploits, and

th rough it, h e goes o n seeing everything in this l ight. Th is

Impression of the vocal and instrumental musics and of the o ther

^delightful things—that , as we have seen, accompany the relish

jpf Rasa, are n o t to be compared to [the pleasure given t o us by

|b.e sight of] ou r beloved one, and colour the consciousness in

'% special way—gives bir th , wi th in h im, t o a k ind of injunction

suitable t o be expressed by the optat ive mode , tha t is : ' Such

and-such a th ing (must happen) to those w h o do such-and-such

a th ing \ This injunction is free of every spatial and temporal

specification. T h e afore-mentioned impression by vi r tue of

1) Cf. Mrcchakafikä, III, 5 : y at \saiyant virate 'pi gttasamaye gacchäm
érnvann iva | " To tell the truth, although the song is ended, T seem to hear
it as I walk ".
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the Rasa-experience, remains deeply fixed in the heart , l ikç ;

arrow, in such a way that by n o possible effort can it be

let alone extracted.1 Thanks t o it, t he desires of

the g o o d and abandoning the bad are constantly present ii

mind of the spectator, w h o accordingly does the g o o d

avoids the bad.

N o w then, as there is n o awareness of ( the actor

means, the meaning of the te rm re-narration, found in the

is a particular re-perception (the word " drama " is bu t Ü synonj |x:

for i t) , and no t a reproduct ion. We deserve n o t to be-dece iv |p

by the latter. When , indeed, a prince o r some other personag<£j|

reproduced in jest, t he spectators do no t have the idea t l j | |

the actor is some one other , etc. Such a performance is k n o ^ f

indeed, as a " deformat ion " , and, as such, gives rise to n o t h i n g

b u t laughter in t he onlookers . This was just the p u r p o s e : g |

Bharata, w h o said : ' Laugh te r arises from a reproduct ion; Q |

o t h e r people 's actions (N.S., VI I , 10) \ I n the r e p r o d u ç | | |

personages , o n the o the r hand , this mimicry gives rise to f e | | |

ings of ha t red , indignat ion and so on . T h e agitat ion of heaifj

in t h e D e m o n s was caused, indeed, by this very

' W e h a v e thus become a vessel of der i s ion 2 / The i r

t ion t o o [from spoiling the drama] is caused by this fear \oj

becoming an object of deris ion and no t by the teaching (|ä§

Brahma) .
c Well \ someone migh t say, c let me even admit that

is n o t a reproduc t ion of specific th ings ; however , of

1) A similar expression is to be found in the I.P.V*V., I, p.
prastddhisatapürne ßvaloke kasyacit käcid eva prasiddhih " lïneva pratibimi
iikhiteväntarnikhäteva ca (Mälatimädhava, v. 10) " /// nyäyena hrdayabhit'takp
utpätanasatair api hrdayam anunmülya näpasarpati \\

2) Cf. supra, p. 6.
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r e p r o d u c t i o n tout cour guil ty ?' T o this quest ion we answer

that , surely, it is guilty of no th ing , wi th the only exception of

a logical impossibility. T h e w o r d reproduct ion , indeed, means

the product ion of similar th ings . But similar to w h o m ?

Surely, not to Rama, etc., because it is no t possible to reproduce

him. And , by this very argument , t he reproduct ion, too , of

his particular determinants (women, etc.) is refuted. Fur ther ,

even his state of mind, as, f.L, sorrow, anger, etc. T h e actor,

indeed, does no t produce , wi th in h im, a sor row similar t o that

of Rama, because such a sor row is totally absent in h i m ; and, if

it were actually in him, it would n o more be a reproduct ion .

N o r , again, is there some o ther th ing which may be similar t o

the sor row of Räma. c Perhaps ', some migh t say, € the con-

sequents h e produces are similar t o those of Räma \ But t o

this quest ion t oo we answer tha t they are n o t similar, b u t of

the same species. As to a universal th ing (sädhäragd), c o m m o n

to all the three worlds , 1 wha t is, in fact, the sense of this

term * similarity '—similarity t o w h a t 2 ? Similarity, indeed—

similarity to a particular th ing—cannot ever take place simul-

taneously; only a specific th ing may be reproduced, and tha t

also only gradually. W h a t is then the sense of reproduct ion ,

as t o a generic th ing ? Therefore, w e deserve n o t t o be de-

ceived by this theory viz., that drama is a reproduct ion of n o n

specific th ings . This is wha t our master in tended t o say in his

Kävyakautuka too , and not , surely, tha t d rama is a reproduc t ion

of n o n specific th ings .

Drama is then a mat ter of cogni t ion by a special form

pf re-perception (anuyyavasaya). I n the first place, indeed,

1) And therefore simultaneously present in all individuals.
2) Consequents are a universal reality, common to all people.
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thanks to garments , make-up and the o ther forms of repteaen

tation, the presumpt ion to be confronted with the direct

ception of a particular actor (Caitra, Maitra, etc.) and of

part icular space and t ime ceases to exist ; in the second pi

since direct percept ion cannot take place wi thou t at least

min imum of particularization, recourse is had to such

as "Rama, etc. T h e fact tha t these are the names of

personages eliminates indeed the possibility that one

declaims their exploits deserving of at tent ion might provokej

in the spectators the hindrance of unverisimilitude. OwingV

t o all this , this re-perception is l ike a form of direct pe r cep t ion !

Fur ther , because the scene represented, being accompanied bf*

pleasure-giving vocal musics, etc., is a source of camatkära, ij:|

is possessed of a natural suitability to penetrate in to the hear | r

Again , t he four forms of representat ion hide the t rue identi ty

of the actor. Eventually, t he prologue, etc., give to spectators

the [constant] impression that they have to do wi th an actof*

T h e actor, be ing seen, arouses, then, in the spectators, a re-

percept ion (called, too , tasting, sampling, camatkära> r e l i s h

immersion, enjoyment, etc.), which, t hough consisting in tlje

l ight and bliss of o u r o w n consciousness, is still affected by

various feelings, and is therefore varied. Drama is only wha t

appears in this re-perception. I n this connexion, the actor is '

immerged in the afore-said colouring combinat ion (of deter-

minants , e tc . ) ; his real ident i ty is h idden ; he possesses mental

impressions arising from direct, inferential and o ther forms of

ordinary percept ion which have occurred in the pas t ; h e Is

provided wi th mental impressions of the awareness of being an

actor, and h e partakes in creating the identification of the spec-

tators wi th the representation, and that t h rough their hear t ' s

consent. But let us revert to wha t appears in the aforemen-

t ioned re-perception. This may equally be considered either as
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an inner image of our o w n knowledge, or as a generic super-

imposed image, or again as a sudden creation, o r even as some

other th ing. Anyway, we have n o intent ion of bor ing here

our sensible readers with these discussions, removed from the

çjhief subject-matter. They, indeed, would only amount to

showing off our acquaintance with o ther systems, and to be a

Mndrance to the subject under discussion.

T o sum up, drama is only a * narrat ion ' (kJrtam), made up of

a fe-perception, a form of consciousness affected by discursive

cognitions (; üsitavikalpasamvcdand)—it is, indeed, thus per-

cfeived—and not a form of reproduct ion. If, however , you

say that it is a reproduction, in the sense that it follows the

^ p r o d u c t i o n " of real, ordinary life, there is n o fault. Once

facts have been clearly determined, words do no t deserve t o be

a source of disagreement. But we will expound that later.

For the t ime being, this is sufficient.
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Commentary o n Dh. A., I, 18.

As to poetry, which conveys the determinants and the cc

quents, there is n o possible appearance of any element ^

could p rovoke the unsuitability of the primary meaning^; r l g | |

therefore, there is in this sense little r oom for metapl^&J

" B u t " — s o m e o n e might a rgue—what has it to do wi th / / ' 1 "

suitability ? T h e nature of metaphor has indeed been de

as follows. " T h e metaphor is said to be t he apprehension $

sense connected wi th the sense directly expressed 2 . Nowjff

poetry, we see that the Rasas are connected wi th the d e t e t n ^

nants, the consequents etc., which are directly e x p r e s s ^

indeed, the determinants and the consequents are r e s p e c t i v e

the causes and the effects of Rasas, and the transitory $Uiß

co-operate wi th t h e m " . Y o u r objection, I reply, does notstajgjj

to reason. If it be r ight , indeed, when , thanks to the

1) See, on the nature of the metaphor, the study of K. Kunjunnî Raf̂
op. «V.,pp. 229-273. " The three essential conditions—he says, pp. 231-32^
generally accepted by the later Älamkärikas as necessary in /aksä
transfer are (a) the inapplicability or the unsuitability of the primary
ing in the context, (b) some relation between the primary and the
referent of the word, and (c) sanction for the transferred sense by poppî#l
usage, or a definite motive justifying the transfer. Of these three condition
the first two are accepted by all writers ; but the motive element justifying
the use of a metaphor which has not received the sanction of establfsEe|
usage is not stressed by the earlier writers; even later writers belongingJ|
the other school of thought are not interested in the motive element ft
laksaqa ; it is only the literary critics who give great prominence to î t4 |

2) Kumärila, Tantravärttika, I, 4, 23. See on all that, R.
Udbhatcfs Commentary on the Kävyälamkära of Bhämaha, Roma 1962,
XXXIV-XXXV.
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^smoke ' , the smoke has been apprehended, there wou ld arise

also the idea of fire, just effected by the afore-said me taphor ;

jttxd again, from fire, there would arise the idea of removing

^oldness, and so on, so that words could n o more have any

piked meaning» O n the o ther hand, if you answer to this,

paying that , since the w o r d ' smoke ' is reposed in its o w n sense,

4t§ power cannot actually extend t o fire and so on, then the

|x>Asequence of your argumentat ion is one only, namely, that

seed of the metaphor is t he unsuitability of the pr imary

, because, only if this is present, t he afore-said repose

of a w o r d in its o w n sense can be lacking. N o w , in t he con-

v e y i n g of the determinants, etc., there is n o element which can

provoke the unsuitability of the pr imary meaning.

A t this point , someone migh t perhaps u rge that t h e appre-

h e n s i o n of the feelings of delight, etc. , immediately follows the

/apprehension of the determinants , etc., just as the idea of fire

immediately follows the percept ion of smoke, and that , being

I t "so, there is little room, in this case, for a power inherent in

^words. But, instead of answering to this objection, I will

)J?ose a quest ion to this clever logician, w h o knows so well t he

* jaature of perception, and it is t he following : D o you th ink

the apprehension of Rasa is merely t h e apprehension of

feelings of some o ther person ? Y o u d o no t deserve t o

into such a mistake. I n this case, indeed, the said appre-

h e n s i o n wou ld be bu t an inference of t he feelings p roper to

fetich and such people ; wha t sort of a Rasa could it t hen possess ?

p u t the tast ing of Rasa, which is made u p of a non-ordinary

Xmmatkära and is animated by the gustat ion of the determinants ,

, g t c , p roper to poetry, cannot certainly be so contemned as to

|t>e placed o n the same level as the ordinary processes of memory ,

inference, etc. Rather, t he t ru th is that h e whose hear t possesses

| t he latent traces of the ordinary inferential process from the
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effect to the cause, etc., does no t apprehend the determinalj lf

and so on, as if h e were indifferent; being instead at t he ^ ^ |

of his o w n sensibility—which quality is also called consent

heart—, h e rather apprehends them wi thout moun t ing on ; | j _

path of memory, inference, etc., as if merged in a gus ta t ié |

suitable t o an identification (with t he determinants , etc.),

is, so t o say, the sprout of the tast ing of Rasa, about to a p p | ^

in all its fullness. This tast ing, again, is n o t already b l |

in the past, from some o ther means of knowledge , so that

now, a form of memory ; no r is it arisen n o w from some o

means of knowledge, for as to a non-ordinary th ing , the direct

perception, etc., are devoid of any power . Hence , theva&i

pressions 6 determinant ' , etc., are of a non-ordinary n a t u t ^ f

for as Bharata himself has said : " T h e w o r d ' de t e rminan t !

is used for the sake of clear knowledge " \ I n everyday U I |

they are called causes, no t determinants . T h e te rm c c o n l É

quent ' is, it too , non-ordinary. c Because the representat ion ***-«

Bharata says—" by means of words , gestures and t h e te taj

petament , makes one experience (the mental states) it is culm

" consequent " 2. This experiencing, p rovoked by the

quents , is no th ing but an identification with the said

I n everyday life, they are called effects, n o t consequçnjli

Therefore, just wi th this view in mind, namely, tha t we do o i l

apprehend a feeling of others , Bharata has made n o m e n t i o l

of the permanent mental states in the sütra : " O u t of the uiûcîtï

of the determinants, the consequents and the transitory meutaï

states, the bir th of Rasa takes place ? \ O n the contrary, t t e

1) N X VII, prose after st. 3.
2) HJ., VII, prose after st. 4.
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îention of it would have been a source of difficulty. Such

ressions as " T h e permanent menta l state becomes Rasa "

due to correspondence only—because, tha t is t o say, t he

ges ta t ion arises, beautiful as it is, thanks to the trace, latent

I p t h i n us, of the feeling correspondent to the determinants and

t h e consequents ; and because in wordly life, in the stage, tha t

^ o f the knowledge of the feelings of others—a knowledge ,

| i t us say, truly indispensable as regards the consent of hear t—

Jljre are able to apprehend the permanent feelings of delight, etc.,

iotû th ings as gardens, brist l ing of t h e hairs , and so on . T h e

isi tory mental state, is n o doub t a feeling, but , since it is en-

|yed in so far as it is entirely dependent o n the principal one ,

è is reckoned by Bharata amongs t the determinants and the

Consequents1.

Therefore, the c b i r th of Rasa ' , ment ioned in the sütra,

j be intended as the bir th of a re l i sh ing 2 —which relishing

§( a sort of immersion in a gustat ion, appearing as superior to

| | 1 the o ther ordinary feelings of delight, etc., that may be aroused

| | y different causes, as, f.L, meet ing with a friend, and appear

| o develop gradually. This gustat ion, therefore, is only a

[manifestation, n o t a revelat ion—which is the opera t ion of the

Igieans of knowledge—, and no t even a p roduc t ion—which is t h e

oration of the means of action.

" But "—at this point someone migh t a r g u e — " if this gusta-

|tfon is neither a cognit ion n o r a product ion , then w h a t is

| | t ? " But we reply—have we no t said that this Rasa is of a

^on-ordinary nature ? Wha t are, then, these determinants ?

1) The mention of it, therefore, gives rise to no difficulty.
2) If we take literally the expression of the sütra, the result would be

ihat the Rasa is no more a non-ordinary reality. The birth indeed, requires
ilfpme means of action, and these, as such, are of an ordinary nature.
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Are they revealing causes or p roduc ing causes ? W e re j

to this quest ion that they are nei ther reveal ing n o r p rodudf

but only someth ing which serves to realize the gus ta t io l i

Does any such t h ing appear elsewhere ? But for the ve ig

reason w h y it does no t appear w e say tha t it is of a n o n - o r d i t i | | i

nature . But (someone migh t say) in this way Rasa is n o t £| |

object of cogni t ion (aprameya). Let us admit it, w e reply—

what of i t ? For , since f rom its gustat ion, pleasure

instruct ion derive, wha t o ther do you desire ? But, you

say, it is no t ascertained by any means of knowledge .

unt rue , w e reply, because its real existence is an unconfat&bte

da tum of our o w n consciousness ; besides, this gustat ion Is

only a particular form of knowledge . And that is enough!

Therefore, the said Rasa is of a noa-ord inary nature—so that,

even alliterations of harsh or soft sounds can be s u g g e s t i m

of it, t hough they are of n o use as t o meaning. Here , then*

there is no t even the shadow of the metaphor .
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Commentary o n Dh. A., I I , 4 .

N o w , Bhatta Näyaka says 1 .—If the Rasa were perceived as

present in a th i rd party, the spectator should be in a state of

^difference. O n the o ther hand , the poem—which , f.i.,

bl ight describe the story of Räma—does no t make the reader

f||) perceive it as really present in h im, because that would imply

Njais admission, namely that there is a bir th of Rasa in his

fpwn self. N o w this bir th does no t stand to reason, because

^ ï t â does no t play the role of a determinant as regards the specta-

t o r . " But " —someone may perhaps say—<e that which causes

J^er to be a determinant is t he general idea of loverness, which ,

fsliared by her , is the cause of the awakening of the latent im-

p res s ions . " But — I reply to this objec t ion—how can tha t

^happen as regards a description of deities, etc ? Fur the r , n o

^memory of his o w n beloved one does arise in t he spectator 's

J consciousness (while h e looks at Sîtâ). Again it is possible that

the construct ion of a br idge on the ocean and the o ther deter-

minants of this kind, p roper to some extraordinary personages

k s Râma and so on, may become general ? N o r it can be said

that what occurs is simply the memory of Râma, as endowed of

.heroism, etc., in so far as the spectator has had n o such pre -

vious experience. E v e n assuming that he is perceived t h r o u g h

"verbal test imony (sabda), there cannot be any bir th of Rasa,

just as in the case of a pair of lovers uni ted together , perceived

th rough direct knowledge. Moreover , according to the thesis

which maintains tha t Rasa is produced, the bir th of the Pa the t ic

1) See, on the exposition of Bhatta Näyaka's theory, supra, Introd.,
f. XX, ff.
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Rasa wou ld make the perceiver t o experience pain, and,

quently, h e wou ld go n o m o r e to pathet ic r e p r é s e n t a t i f ! ?

Therefore, tha t is n o t a p roduc t ion and no t even a manifestai

t ion. Indeed, if it is supposed that a Rasa—£ i., the E r o i i t

one—first pre-exists in a potential form and is later man i fes t â t

then (the determinants mus t necessarily) i l luminate it lïttlif

by little. Besides, t he difficulties already met wi th wou ld recWs,

is Rasa manifested as really present in our own self, o r as presggt;

in a th i rd par ty ? Therefore , Rasa is nei ther perceived, "nçc

produced, n o r manifested by the poem. T h e t ru th is t h a t î t f c

poetic w o r d is different from the o ther ones. Th is happq$y||

thanks t o three distinct powers , which are so to speak, its

{amid) : tha t is t o say, t h e power of denotat ion, which, g|

as its object, the expressed sense ; the power of revelatiq%

which has , as its object, t he Rasa ; and the power of bringing

about enjoyment, which has , as its object, t he individuals w h p

are possessed o f hear t . I f in poe t ry there were, indeed, p i f |

power only, i.e., t he power of denotat ion, wi thout the o t h e t

ones, wha t a difference w o u l d still remain between the f

ornaments , as alliteration, etc., and the treatises illustrating^

t h e m ? A n d toge ther wi th the ornaments the various s t y l ^

also wou ld result useless. And , again, wha t would be th$

purpose o f avoiding cacophony, etc ? Therefore, there is jgS

second power , called ' revelat ion of Rasa' , thanks t o which tbfi

language of poet ry is different f rom any other . This poweff

the so-called revelation, p rope r t o poet ry is no th ing bu t t l f |

faculty of generalizing the determinants . Once the Rasa h a |

been revealed, there is t he enjoyment of it. This enjoyment^

which is different from any o ther k ind of perception, as direct^

knowledge and memory, consists of the states of fluidity, e n |

largement and expansion, is characterized by a resting, by \

lysis, in our own consciousness, consti tuted by satttva a n d
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äjtjtermixed with rajah and tamah, and is similar to the tast ing

of the supreme brahman. T h e chief member of poet ry is

îpnly this, quite perfect. T h e so-called instruct ion has only a

Secondary place.

This is only one of the theories. T h e critics indeed do

€iot agree about the t rue nature of Rasa. Indeed, some of t hem

Isay that, in the first stage, we have only a permanent state of

[mind, which , being later nour ished by the transi tory states of

/mind, etc., is experienced as Rasa. This Rasa, they add, is

'perceived as really present in the reproduced personage only ;

#nd, being displayed in the theater, is called " theater-rasa " 1 .

»This theory is criticized by others in the following way. W h a t is

indeed, they say, the sense of this intensification of a state of

inind by another one, as regards a mental state, which naturally

^develops in a succession ? Surely, nei ther astonishment, n o r

sorrow nor anger, etc., are seen to g row more intense wi th t ime !

Therefore, your thesis, viz. tha t Rasa is [perceived as really]

present in the reproduced personage, does no t stand t o reason.

I f you, on the o ther hand, say it is in the reproducing actor,

obviously he could no t follow the t empo, etc.2 If, finally,

you say t h a t 3 it is in the spectators, wha t a camatkära wou ld

still subsist ? O n the contrary, in front of a pathet ic scene,

the spectators would necessarily feel in pain. Therefore, this

thesis is no t sound. Which is t hen the r ight one ? Here ,

because of the infinitude of gradations, n o reproduc t ion of a

defined (niyata) permanent feeling must be m a d e 4 ; this , besides,

would be purposeless, because at the sight of this excessive

1) This is Bhatta Lollata's theory. Cf. supra, Introd., pp. XVII ff.
2) Cf. supra, p. XVIII.'
3) Namely, The Rasas and bhävas.
4) That is, characterized by a particular stage.
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particularity, the spectators wou ld remain indifferent, so

there could no t be any useful teaching. T h e t rue nature

Rasa is therefore the following. W h e n the dete:

the consequents and the transi tory states are joined tog<

with reference to a permanent state of mind, devoid of (

'defined stage {aniyatävasthätmaka\ there arises a percent

different from memory, viz. " This is Rama w h o was happ

This perception has , as its object, the permanent feeling, is'$ä

u p of a tast ing, is ult imately founded o n the reproduc ing ac

and is to be found in theater only. Rasa is n o t h i n g bu t

I t does no t require any separate suppor t , but , o n the cöüttagjpj

the spectator is tas t ing it in t h e actor, w h o is c o n s i d e r e d ^

identical wi th the reproduced personage. This is, in b r | f | |

the nature of aesthetic experience. Therefore, Rasa lies in** *

theater x only, no t in the represented personage, e t c . 2 .

Some others say : " T h e image of t he permanent state^

mind appearing in the reproducing actor is p roduced by J

assemblage of the different forms of representat ion, etc.,

as the image of a horse , appear ing o n a wall, is p roduced

the various pigments , as orpiment , etc. This image is tasfc|||

by a perception of a non-ordinary nature , named also samplirig|

and is therefore called R a s a . T h e meaning of the express ié^

' theater-Rasa ' , is then ' the Rasas which are caused by t î ï |

theater \

According to others , Rasa is no th ing bu t the who le of tHq

determinants and the consequents , supplied by a p a r t i c u l | |

assemblage, connected wi th determinate latent impressiot|$;

suitable to the permanent state of mind—which is the o b j e c |

of the acting of the afore-mentioned determinants and

1) That is to say, in the natas, actors, only.
2) This the theory of Sankuka.
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| g c h a r a c t e r i z e d by an intimate relish o r lysis.

Acco rd ing to this theory, the Rasas, are no th ing bu t the drama,

others say tha t Rasa is the mere determinant or , again,

£:mere consequent ; according to o thers i t is no th ing b u t t h e

ent state of mind ; o thers say tha t it is the t ransi tory

ia l state ; to o thers , it is a combinat ion of these ; o thers say

ft i t is the si tuation to be reproduced ; and others , finally,

,t i t is an aggregate of all that . But e n o u g h of these lucu-

b ra t i ons J

l ^ ' X h e afore-mentioned Rasa occurs in poe t ry also, which , in

^ h é place of the realistic representa t ion and of the theatrical

I n v e n t i o n s , possesses the natural and the extraordinary m o d e

^ s p e e c h . 1 T h e combinat ion of the determinants , etc. , by which

produced, is, in poetry, afforded by words of a non-ord inary

, endowed with the qualities of clearness (prasanna),

{madhurd) and powerfulness (pjasvln). E v e n if i t be

a b that in poet ry the Rasa-perception is someway differ-

ier t from drama, because of the means which are different,

S i e process, however , is the same.

| p 3 e i n g it so, these faults concern the prima facie v iew only,

Étf, according to it , percept ion is subjected to the dist inctions

I p o p e r to oneself t o o thers , etc. A n y h o w , n o mat te r which the

| | e s i s is, Rasa results t o be a perception. This is unavoidable .

deed, the existence of an unperceived th ing , as, for instance,

|& goblin, cannot be affirmed. T h e fact tha t this percept ion

Uncalled by the names of relish, tast ing, o r enjoyment ,does n o t

IjBpount to any difficulty. W e k n o w indeed tha t t he direct

"Ipgnition, the inference, the tradit ion, the in tui t ion, the super-

n o r m a l experience, under their different names—caused by the

different means which manifest them, are equally bu t forms

1) Onùitsvabhavokti, etc., see V. Raghavan, Some Concepts of the Alamkära
Sästra, Adyar 1942, pp. 92-116.
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of percept ion. N o t h i n g then forbids us to admit tha t theiî

occurs in the case of Rasa also, for the very reason tti

means by which it is manifested, viz. t he combinat ion t j

determinants, etc., assisted by the consent of hear t and spl

are of a non-ordinary nature . T h e use of the express

' T h e Rasas are perceived \ is just like the one ' the p o i

is being cooked \ T h e Rasa, indeed, is merely perce

T h e relishing is only a part icular perception. This p e r c e | ^ ?

in drama, is different from an ordinary inferential percept" *

yet, in the beginning, this is required, as a means. Likewif

the afore-said perception, in poe t ry , is different f rom t h e ot

verbal perceptions ; yet, in t he beginning , these are requir |

as a means.

Therefore, the prima facie views are p u t t o death. Buj:l

you say tha t the exploits of Râma, etc., do n o t earn the conss

of heart of everybody, that , I answer, is a great mark of

ness ! Everybody 's mind is indeed characterized by the

various latent impressions; for as it has been said, " A s

desire is permanent , these are beginningless " , and, " O a

ground that the remembrances and the impressions are

geneous there is an unin ter rupted succession of latent impr

ions, even if they are separated by bir th, space, and t i m e 1

Therefore, it is established that Rasa is perceived. This

ception, in its turn , presents himself in the form of a relishing

This relishing is p roduced by a new power , different frc

the power of denotat ion, which the expressed sense and

expressing words come to possess, tha t is the power of t i

of suggestion. T h e so-called power of br inging about e n j o j | |

ment, p roper to poetry, according t o you, consists^ a c t u a l l y

of this power of suggest ion only, and has , as its object, t h ^

Rasa. T h e o ther power also, vizy the power of effectuatiofff

1) Yogasutra, IV, sütras 10 and 9.

[ 112 ]



THE AESTHETIC EXPERIENCE, ETC-

| s actually based on the usage of appropriate qualities and

|p |naments . W e shall explain it diffusely. I t is no th ing new. O n

| | ; e other hand, if you say that poet ry is effecting the Rasa,

p|)£n you, by this very statement, resuscitate the theory of p r o -

duction. Besides, this power of effectuation can be proper

i ther to the poetical words only, because, if the express sense

ö ^ n o t known, the afore-said power cannot logically exist;

p o r to the express sense only, because, this being conveyed

i | |y other words , it does not longer exist. We, o n the contrary,

Jjftaintain tha t this power of effectuation per ta ining to the

tjtwo of them, as it is confirmed in the stanza : " Tha t k ind

jjgf poetry, wherein cither the sense of the w o r d suggests the

p t tp l i ed meaning " , etc..1 Fur ther , the effectuation-process

?|let us here remember) is endowed with three dist inguished

Shirts, tha t is, the means, the necessary measures, and the end,

CJTherefbre, if we make the power of manifestation correspond

|tQ the means, t he appropria te qualities and ornaments to the

?|iecessary measures, and the Rasas to the end, produced by the

lefiecting poem, it is quite clear that the power of suggest ion will

icorrespond to the first part , viz. the means. T h e enjoyment,

| în its turn, is no t produced by the poetical word , bu t by this

| i on -o rd ina ry power of suggest ion only, t h r o u g h the suppress-

Pn of our thick pall of mental s tupor and blindness. Th is

ijoyment consists, according to you, of the states of fluidity,

Iftnlargement and expansion, is called also " tast ing " , and is of

p non-ordinary nature. In other words , hav ing once established

that Rasa is suggested, the afore-mentioned power of b r ing ing

1) Dh.A., I, 13. " That kmd of poetry, wherein either the (conven-
tional) meaning or the (conventional) word renders itself or its meaning
llfondary (respectively) and suggests the Implied meaning, is designated
by the learned as dhvam or c Suggestive poetry * ". (Translation of K.'
iknshnamoorthy, ed. cit).
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about enjoyment is, i t t oo , fatally established, T h e

indeed, is identical wi th the camatkära^ arising from t h e

experience itself. Fur ther , as the consti tuent elements st

etc., can be found set ou t in an infinite member of di:

ways, according to the predominance of the one or the o;

it is absurd to limit the forms of tast ing to fluidity, etc.,

As to the theory, according to which the tast ing of Ras

similar t o the tast ing of the supreme brahman^ w e have n o

to object. Moreover , the teaching to be derived from

is different from the injunctions and instructions imparted^

religious treatises and historical narratives. H o w e v e r , p

them, w h o maintain that poet ry produces at the end a tead

which differs from usual analogy, viz. " as Rama, so I " ,

consists in an enr ichment of o u r o w n power of intuition—^

instrument which allows the tast ing of Rasa—, we have noi

to reproach.1 Therefore, this is definitely e s t a b l i s h ^

namely, that Rasas are manifested and are tasted t h r o u g h a

ception.

1) See, in this connexion, the A.BL, I. p, 41: nanu
deêam karoti, netyäha, kintu buddhim vivardhayati, svaprattbhäm evam fäariißf}
vitaratt || Elsewhere (Dh.A.L., p. 40) A.G. says that the principal eleménè îj|j
not knowledge (for in that ease there would be confusion with worksî ^
ethics and historiography) but pleasure (prtti, änandd). The pleasure!*
knowledge, both sm generis, aroused by poetry are not distinct from *£
other but are two aspects of the same thing (na caite prïfovyutpattï bhmnarB
eva> dvayor apy ekavisayatvät, Dh.A.L., p. 336).
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f XLIX.
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adbhutabhoga, cf. Marvellous en-
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Aesthetic pleasure, prlti or ananda,

59*, 641.
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Ajitâpïda, XVII2, XIX1.
alaksyakrama, XXIX2.
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XXVI, XXVII, XXVIfl, XXIX,
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anubhâvanâ, 79.
anukara, cf. Imitation.
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anulârtana, cf. Re-telhng.
anumâna, cf. Inference.
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Realisation.
onusamdhi, cf. Unification.
anusmtti, cf. Recollection.
anuttamapraki ti, cf. Inferior nature.
Anuvyavasaya, 603.
Anxiety, arthacinta, 29].
Anxiety, cmfô, 77, 78.
apahasita, cf. Vulgar laughter.
apâramârthika, cf. Unreal.
arabhatl ( vrtti} cf. Horrific stvle
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Arrangement, samnivesa, 42.
artha, cf. Material property.
artha, cf. Reality.
arthacinta, cf. Anxiety.
arthakrîya, cf. Causal efficiency.
arthitâ, cf. Requirement.
Artificial, k\trima, 29.
Artistic intuition, pratibhô, 4.
Assistant, pôripTirsvika, 659.
Astonishment, vîsmaya, XLVL
âsvâdana, cf. Tasting.
atihasita, cf. Excessive laughter.
ätrnan, cf. Self.
aticltya, cf. Correspondence.
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avagamanaÊakti, cf. Power of com-

munication.
Avantï (pravitti ) , 691.
Avantivarman, XVII2, XX1,

XXXI.
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bala, cf. Power.
Beatitude, Tinanda, XXIII1, 47.
Beauty, saundarya, 82.
Benediction stanza, rcänc//, 652.
Bhairava, 821.
Bhämaha, L, 103J.
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BhZna, 641.
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XLIX, 25,272, 28, 281, 291,
316, 33, 40, 41, 422, 502, 52,
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Bhartrhari, XXIV, XXXïl2, 561.
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Bhatta Lollata, XVII, XVII2,

XVIII, XIX, XIX1, XXXV,
XXXVI, 25, 26 \ 263, 27, 28,
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XXIII, XXIV, XXVI, XM$
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Bhatta Tota, XXXV, XLVffl, yÇ

LU, 33, 331, 352. ^
bhâ\a, cf. the matter of Rasa.
bhâvanâ, cf. Propulsion.
bhmcrnâ, cf. power of revelation.^
bhävyamöna, cf. Revealed.
bhaya, cf. Fear. X
bhayânaka, cf. Terrible Rasa,
bhoga, cf. Enjoyment,
bhoga, cf. Fruition.
bhogïkarana, cf. Bringing about

enjoyment.
Bhoja, 47 l a.
Bhojavitii, 47 )a.
Bhuvanäbhyudaya, XIX1.
bibfrctsa, cf. Odious Rasa.
Bliss, ânanda, 601.
Brahma, 9 3 \ 98.
brahman, XXIV, 115.
Brähmana Näyaka, i.e., Bhatta,,

Näyaka.
Bringing about enjoyment, bhogU'

karana, 50.
buddhi, cf. Mental substance.
Buddhist, XXIV, XXVII, 9 5 \
Buddhistic Idealism, VijMnaväday

XXXVII.
camatkâra, cf. Wonder.
camatkara, 54*, 59, 59é, 62, 81^

97, 100, 104, 114.
cïmcalya, cf. Mobility. 3
Capacity to produce effects, artha*«

kriyâkâritva, 317.
Casual efficiency, arthakriya, 31,

95,9s1.
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Cause, kârana, XVI.
f cintâ, cf. Anxiety.
cittacamatkâra, cf. Self-flashing of

thought.
Clearness, prasanna, 111.
Cognition, jnapti, 84.
Cognition, xijnana, XVII1.
Combination, sornyoga, 25, 82, 86.
Comic Rasa, hcisya, XVI, 28, 761.
Command, vidhi, 52, 524.
Compactness, ekaghanatâ, 731.
Conscious effort, prayatna, 29.
Consciousness, samvid, XL4, 34,

47, 5L
Consequent, anubhaxa, XVI, 25,

26, 29, 39, 42, 70, 72*, 77, 78,
104, 110.

Conspiration, aikagrya, 78.
Constituent elements, gtm#, 461a.
Contentment, <#*//*, 78.
Conventional meaning, XXV11I.
Correspondence, aucitya, 81.
Creative inspiration, kârayitn pra-

tibha, L.
Creator, Prajäpati, XLVIII.
Critics, vyakhyaU, 33.
Daitya, 941.
Dâksinâtyâ {pravitti ), 691.
Dandin, XVIÎ, XVlP, L, 27.
DaiarOpa, 29 l , 422, 641, 663.
Death, mar ana, 29 \
Defects, dosa, 45.
Defined, niyata, 109.
Delight, ratf, 29, 352, 711 , 73, 74.
Demons, 98.
Depression, dainya, 78
Determinant, vibhäva, XVI, XLIX,

25, 26, 27, 283282, 29, 35, 35',
38, 42, 4 2 \ 44, 45, 51, 594,
62, 70, 72^, 73, 733, 76, 77, 78,
79 l ,80, 81, 82,84, 86, 87, 100,
102, 103, 104, 105, 110, 111,
112.

Devoid of obstacles, nirvighna, 56.
dharma, cf. Moral and Religious

duty.
DharmaUrti, XXXII2, 377, 332,

42, 561.
dhiti, cf. Contentment.
dhruvTi, 40.
dhvananavyûpara, cf. Power of evo-

cation.
dhvani, cf. Resonance.
dhvani, cf. Suggestive poetry.
Dhvanyäloka, XX1, XXVII,

XXV11I, XIX, XXXV.
Dialect, bhäsa, 65.
Dilatation, vtstara, 46 a, 47.
Dima, 64 \
Direct expenence, säksätkcira, 54.
Direct perception, daisana, 49.
Direct perception, pratyaksasdk-

satkcirakolpa, 96.
Disgust, jugupsa, XV, 74.
Distinct apprehensions, vikalpa,

562.

Distiess, uhega, 29 \
dosa, cf. Defects.
Drama, 41.
druti, ci. Fluidity.
Effects, karya, XVI.
Ego, aham,XL4.
ekaghanatâ, cf. Compactness.
Elements of principal order, sthn-

yibhava, 11l.
Eloquent style, bhârati vitti, 683.
Emotions, Bhâva (or sthâyibhâva),

XV.
Energy, utsciha, IV.
Enjoyment, bhoga, 46, 501, 62.
Enumeration of the loved one's

meiits, gunahrtana, 29 \
Erotic Rasa, sffigci a, XVI, 27, 291,

316, 34, 6 8 \ 711, 761, 87.
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Excessive laughter, atihasita, 284.
Expansion, vikâsa, 46 l a , 47.
Expérience, anitbhâva, 50.
Extended, \itata, 56.
External combination, samagrî, 42.
Extraneous interference, vfghna,

XXII1.
Fame, prasiddhi, 63.
Farce, prahasana, 63.
Fear, fcAajtf, XV, 74.
Fever, vyâdhi, 29 \
Firmness, sthairya, 29.
Fluidity, drw/i, 461a, 47, 50.
Form of consciousness, pratipatti,

524.
Fruition, i/iöga, XX1II.
Furious Rasa, raudra, XVI, 27,

683, 761.
Gay style, kaiiikï vitti, 6 8 \
Generality, sädhäranya, XXII1, 44.
General definition, scmanya-lar

ksana, UK
General essence, sâmanya-laksana,

951.
Gentle laughter, \ihasita, 28*.
Gentle mind, sukumaramati, 82'.
Gestacular representation, uhgi-

klbhinaya, 30.
Gestures, ahga, XVII1.
ghûrnî, cf. Vibration.
God, Paramesvara, XL, XL4 .
Goddess of beauty, $n, 594.
Grammarian, Vaiyakarana, 45.
Grandoise style sattvaü y nil, 683.
gwmz, cf. Constituent elements.
guna, cf. Quality.
Gunaeandra, 562.
gimakïrtana, cf. Enumeration of

etc.
Hara, 54.
Harsa,31 !.

hasa, cf. Laughter.
hasita, cf. Smile.
hâsya, cf. Comic Rasa.
Heart, htdaya, 601.
Hemacandra, XIX, XLVIIIfxi

263,317 ,84\ ^ . ' g ^
Heroic Rasa, vira, XVI,

761.
Heroism, ntsaha, XV, 29,
Historical world, samsara,
Horrific style, arabhatl
ht daya, cf. Heart,
Hrdayadarpana ( i.e.,

' darpana \XX\ XLVI,
icchâ, cf. Will.
Idealistic Buddhism, vijnandy&d

62\
Ihamrga, 641.
Imagination, samkalpa, 60.
Imitation, anukarana, 413 , 64 l .
Imitation theory, XIX. ;
Immersion, nirvesa or avesa,1§

84. • ; 1
Immersion in an enjoyment,, hh

Impressions, uparaga, 82.
Impressive feeling, ranjana,
Impropriety, anaucitya, 94.
Indifference, Tatasihya or

yasthya, 64, 814.
Indignation, amarsa, 29.
Individual essence, v/tefa, 9<
Individuality, svälaksanya, {-
Ineffable quiescence,

XXIV. " :',$«
Inference, anumana, 44. /c ,ï
Inferior nature, anuttamaprakrfï^

74. ; ^
Initial presenîaticn, prastcncrék

65. " î |
Inner perception, mlnasapratya^i

ksa, 603.

nirvarjiî
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Inner sense, manah,47u.
Insanity, unmäda, 2 9 \
Intonation, kaku, 40.
Intuition, jmatibhâna, LI, 49, 53. ,
Intuitive consciousness, prajha,

LI.
Invariable concomitance, vyapti,

56.

Isvara, cf. Unlimited Ego, or God.
Jadaîcf, cf. Stupor.
Jayapïda, XVIII1.
Jayaratha^XXVIl1 .
jnapti, cf. Cognition.
jugupsä, cf. Disgust. „
Juncture, samdhyahga, 41, 412 .
Kaisikï ( vrtti ) , cf. Gay style.
kaksyä, cf. Zones.
kâku, cf. Intonations.
Kalhana, XIX1, XX1.
Käiidäsa, XXXV, 541, 60, 644.
Kalîata, 601.
käma, cf. Love.
Kama, cf. Pleasure.
Kant, L1I.
Kapila, 73.
karana, cf. Cause.
kârayitrï pratibha, cf. Creative

inspiration.
kärya, cf. Effects.
karma, cf. Pathetic Rasa.
Kashmir, XVII2, XIX1, XX1,

.XXIII1, XXVI, XLI111, 33 \
601.

kathd, cf. Tales.
Kävyädafäa, XVII2, L*.
Kavyakautuka, XX, XXXV, LI2 ,

3 3 \ 99.
Kävyalahkcira ( of Bhämaha ),

XXVII1, L3, 1022.
Küvyalankcra ( of Vämana ), L*.
Kuvyamïmâmsâ, LI1.

Kavyanusasana, XLVIII.
Kavyapradipa, 762.
Kavyärtha, cf. Aim of poetry.
kâvyârtha, cf. Purpose of poetry.
kïrtana, cf. Narration.
krodha, cf. Anger.
Ksemaraja, XVH2, XVIII, XX1.
ksobha, cf. Shock.
Kumarasambhava, 542.
Kumärila, XX1, 52*, 56 \ 1022.
laksanU, cf. Transfer.
Laksmï, 59.
fô^a, cf. WomenVdance.
Latent impression, vcisana or

samskara, XVI, 2 6 \ 722.
Laughter, to^, XV, 73, 74.
Laughter of ridicule, upahasita,

284.
fe^a, cf. Lysis.
Learning, vyutpatti, 63,
Liberation, moksa, 711.
Light, ^rafeitf, XXIII1, 47.
Limited, par imita, 56.
Limiting causes, niyamahetu, 57.
/mgß, cf. Logical reasons.
Local usages, pravrtti, 68.
Locana, XXXII2, 'xXXIV1 .
Logical reasons, lihga, 27.
lokadharmï, • cf. Realistic repre-

sentation.

^Lollata, i.e., Bhatta Lollata.
Longing, abhilasa, 29 l .
Love, kama, 28, 29L.'
Lysis, laya, XX11I, XXIII1, XLI,

62.
Maculation of desire, cnavamala,

604.
madhura, cf. Sweetness.
mädhyasthya, cf. Indifference.
Maheévarânanda, XXIX.
Mahimabhatta, XXVI, 317, 47 ib.



120 GENERAL INDEX

M'ilatimaâhava, 981.
Mammall, XXII1, 321, 471*.
manah, cf. Inner sense.
manoh, cf. Mmd.
rwinasâdhyavasâya, cf. Mental cog-

nition.
manasapratyaksa, cf. Inner per-

ception.
mandapa, cf. Pavilion.
Mandara, 59, 59e.
Manifested, vyangya, 51.
Manifested sense, vyangya.XXIX.
Mcnikyacandra, LI2.
marana, cf. Death.
Marvellous enjoyment, adbhuta-

bhoga, 60.
Maivcllous Rasa, albhuta, XVÏ,

761.
Material property, fl/7/wr, 711 .
matter of Rasa, bhâva, 701.
mäyä, XXI1.
Means, upüya, 49.
Means of knowledge, pramäna,

85.
Memoiy, sw/f/, 26!.
Mental cognition, mänasädhya-

vasaya, 60, 603, 69 !.
Mental perception, manosapiatya-

ksa, 544.

Mental Series, santäna, XXXVII.
Mental stupor, moha, XXII, 45.
Mental substance, buddhi, 46 l a.
Mïmâmsaka, 45.
Mind, manah, 343.
Mobility, cancolya, 73.
wote, cf. Stupor.
moksa, cf. Liberation.
Moral and Religious duty, dhatma,

711.
Micchakatika, 97.
mukhyavftti, cf. Primary sense.

Musical tempi, cf. Tâla.
Mystical cognition, 562.
/T/ir/J, cf. Benediction
Narasimhagupta,

x x x v . fc

Narration, kirtana, 101.
Nätaka, 63, 641.
Nature of things, vastuvitta, 4f.|
Ncityadarpana, 562.
nâtyadharmî, cf. Theatrical 3t

ventions.
Nâiyasâstra, XIV, XV, 263. ̂
Nätyaveda, 93.
nirvana, cf. Ineffeblç ^ ^
nitveia, cf. Immerssion.
ninighna, cf. Devoid of obstacle«!
nirviti, cf. Solution.
nispatti, cf. Production.
niyamahetu, cf. Limiting causçs>fî

niyatay cf. Defined.
niyata, cf. Particular being.
niyoga, cf. Order.
Noble person, uttamaptafati, 3fgÇ
Non-ordinary nature, 54*.
Nyâyamaïïjarï, 494.
NyayasTttra, 2 6 \ 682.
Objective thing, siddha, 85.
Obstacle, v/gW, XXIII1, XE1J

XLI1, 55, 582, 624, 64, 6774V

Odious Rasa, bïbhatsa, XVI,*68?i
761,

ojosvin, cf. Powerfulness.
Order, niyoga, 52.
Ornaments, ahmkeira, 271, 45,.
panaka, 85.
Pahcali (pravttti), 69x.
paramurlha, cf. Supreme purpose,
pârmârthika, cf. Real.
Paramesvara, cf. God.
parasamviîtiy cf. Consciousness. *
parävttti, cf. Revulsion.
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parimita, cf. Limited.
parïpârsvika> cf. Assistant.
Particular being, niyata, 39.
Particular definition, cf. viseso-

; laksaqa, 112.
Particularity, Visesa, 55, 95.
Patafijali, XLÏI.
Pathetic Rasa, karuna, XVI, 316 ,

43, 7 6 \ 107.
Pavilion, mandapa, 65.
/Perfect combination, samyagyoga,

7*.
Permanent, sthyayï, XV1.
Permanent feeling* 77, 110.
Permanent mental movement, 844.
Permanent mental state, sthayi-

bhöva, 26, 27, 301, 31, 38, 40,
42, 43, 4 3 \ 7 5 \ 80, 805, 106.

Permanent participation, anupra-
vesa, 8 I e .

Personality, svatma, 39.
Philosophers, tathacintoka, 332.

; Poetical meaning, XXVÏIÏ.
Power, fcfl/a, 29.

APowerfulness, ojasvin, 111.
JPower of communication, avct-
i gamanasakti, 31.
Power of denotation, cf. abhiâha,

I 45.
(Power of evocation, dhyananavya-

para, 50 \
Power of revelation, bkcnanc, 45.
Plato, XLVI.

^Pleasure, kama, 71 \
Pleasure, prlti or ananda, 114.
Pleasure, s A ? , 31, 72, 1151.
Prabhäkara, XVIIP, 524, 641.

i Practical existence, samsTmka-
bhâva, 96.

Practical life, vyavahâra, 332.
jprahasana, cf. Farce,

Prajapati, cf. Creator.
Prakarana, 641.
prakâsa, cf. Light.
Prakrti, 42*.
prajnâ, cf. Intuitive consciousness.
Prakaéa, cf. Light.
pramana^ cf. Means of knowledge.
Pramänavärttika, XXXII2, 332.
prasanna, cf. Clearness.
prasiddhi, cf. Fame.
prastavanâ,cî. Initial presentation.
pratapatudrïya, 731.
pralibhd, cf. Artistic intuition.
pratibhä, cf. Supreme Vocality.
pratipotti, cf. Form of Conscious-

ness.
Pratyabhijnâ-kânkâ, XXXVII1.
pratyaksasakptkïirakalpo, cf. Di-

rect expeiience.
piavitti, cf. Local usage.
prayatna, cf. Conscious effort.
prayojana, cf. Accessory aim.
Preliminaries, pür\arcnga, 65.
Primary sense, mukhyo v/Jti, 263.
Principal forms of consciousness,

sthayibhavo, IV.
prïti, cf. Aesthetic pleasure.
Production, nlspütti, 84.
Production of actions similar,

sadtsakarana, 39.
Production of Rasa, rasa-nhpatii,

85, 86.
Propulsion, bhavana, 52, 524.
Purpose of poetry, kävyärtha, XV1.
Pürvannmämsä, 524.
pûrvaranga, cf. Preliminaries.
Qualified person, adhikorin, 52,

53.
Quality9 gww, 45.
Quiet, &WW, XXXVI.
Quietistic Rasa, 5£m/<7, XVI,

XXXYL
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Râjaâekhara, L, Ll1.
Rama, XVIII, 263, 32, 34, 37, 38,

40, 43*, 44, 583, 63, 632, 66\
76, 86, 9 5 \ 97, 9?, 100, 107,
110, 112, 114.

Râraacandra, 562.
Râmâyana, 94.
rangapïtha, cf. stage.
ranjana, cf. Impressive feeling.
Rasa, XIV, XV, XVI, XVIII, XX,

XXI, XXV, XXIX, XXXV,
XXXVJ, XLVIII, XLIX, 25,
263, 28, 29, 33, 38, 42, 43, 44,
444, 49, 50, 52, 54*, 58, 62, 67,
692, 72, 73, 76 \ 77, 772, 78,
79, 7 9 \ 80, 80 \ 81,84, 85,86,
8 6 \ 94, 96, 102, 103, 104,105,
1C6, 107, 108, 109, 110, 111,
112, 113, 114.

rasanâ, cf. Relish.
rasanâ, cf. Tasting.
rasanispatîi, cf. Production of

Rasa.
Rasapradîpa, XVIII3.
Rasâyana, 75*.
rati, cf. Delight.
RatnâvaU, 31 \
vaudra, cf. Furious Rasa.
Rävana, 97.
Raving, vikalpa, 29 \
Real, paramârthika, 41.
Real nature, vastiivttta, 33.
Realisation, anusamdhi, XVIII.
Realistic representation, loka-

dharmï, 69.

Reality, artha, XX1V, 78.
Realization, anusamdhâna, 26.
Reasoning, anumana, 49.
Recollection, anusmrti, 291.
Relation,,sambandha, 78.
Religious devotion, bhakti, XL3.

Relish, rasanc, 62,
Re-perception, anuvyavasayß,

99, 101.
Representation, abhinaya^W^l
Reproduction, anukarariQ1f2S
Requirement, arthitn, 52.
Resonance, dhvani, XXIX.
Rest, visranti, XXIII1, 47f$
Re-telling, anukïrtana, 413<
Revealed, bhavyamana, 15- J
Revealed word, sruti, 49.
Revelation, bhävana, XXI, >

50.
Revelation, sniti, 52.
Revulsion, parâvrtti, XXlYu
sabda, cf. Verbal testimony.
sâdharanya, cf. Generality.
Sahityadarpana, 47 l a.
Sahrdayadarpana, XX, XXI.
sahf-dayatva, cf. Sensibility.
îSaiva schools, 601.
Sakuntalâ, 60é.
ißmöf, cf. Serenity.
samagrl, cf. External combinat!
samanyalaksßna, cf. General^

nition.

samâpatli, cf. Accomplishment^
Samavakâra, 64 \
Samba, 524.
sambandha, cf. Relation.
Samcôtana, 79x.
samdhyahga, cf. Junctures.
samkaîpa, cf. Imagination.
Sâmkhya, 42, 42*,46 la.
samkramanâ, cf. Transfer.
samnivesa, cf. Arrangement
samsara, cf. Historical world
sâmsârikabhava, cf. Practical ^ |

perience.
samsârika existence. 46 l a.
samskâra, cf. Latent
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samuha, cf. Aggregate.
samvid, cf. Consciousness.
samyagyoga, cf. Perfect combi-

nation.
samyoga, cf. Combination.
Saikaravarman, XVII2, XX1-.
Sankuka, XVII2, XIX, XIX1,

XXXV, 27, 317, 32, 33, 37,
374, 38, 4 5 \ 61 s , 80, 803. 8 1 \
HO2.

Jânta, cf. Quietistic Rasa.
santâna, cf. Mental series.
saitva, 115.
Sâttvati ( vrtti )., cf. Grandoise

style.
saundarya, cf. Beauty.
Self, mman, XL4.
Self-flashing of thought, dttar

camatkora, XLVI.
Self-knowing, svasanivedanasiddha,

544.
/Sensibility, sahrdayatva, XLIII1.
Serenity, iama, XVI, 71 \
sevay cf. Sexual enjoyment.
Sexual enjoyment, sevä, 29.
Shock, ksobha, XLVII.
siddha, cf. Objective thing,
éiksâ, cf. Skill.
Similitude, 321.
Sltä, 38, 43, 43 s , 107.
Éiva, cf. God.
Öiva/542, 82 l.
äivadrsti, XLVI1, 601.
éivastotrâvalï, XLVl1.
Éivasûtra, XLVI4.
Skill, iiksa, 29.
Slight smile, smita, 284.
smita, cf. Slight smile.
Smile, hasita, 284.
5"m///, cf. Memory.
soka, cf. Sorrow.
Solution, nirvrti, XXIII1.

Somânanda, XLVI, 601.
Sorrow, soka, XV, 29, 74.
spanda, cf. Vibration.
Spandakärikä, XIX1, 601.
spandamänatä, cf. State of vibra-

tion.
Spaninirqaya, Bhatta Lollata quot-

ed, XVII2, Bhatta kâyaka
quoted, XX1.

Spanda school, XLVL
Sphoia, 45.
sphurattci, cf. Vibration.
srama, cf. Weariness.
3rï (Laksrnï), cf. Goddess of

beauty.
srngâra, cf. Erotic Rasa.
Stage, rafigapîtha, 65.
State of Indifference, tatasthya,

XX11I,
State of vibration, spandamanata,

XLIII1.
Stavacintcirnaniy XL1I.
sthairya, cf. Firmness.
sthâyï, cf. Permanent.
Sthäyibhäva, 761.
sthäyibhäva, cf. Elements of prin-

cipal order.
sthäyibh'äva, cf. Emotions.
sthüyibhäva, cf. Principal forms of

consciousness.
Stupor, ;Wßtö, 291.
Stupor, moha, XXI1.
Style, vrttu 68, 683.
Suggestive poetry, dhvani, 113.
sukha, cf. Pleasure.
sukumciramati, cf. Gentle mind.
Sun God, 524.
Supreme purpose,paramartha9lll.
Supreme Vocal ity, pratibha,

XLVIII.
svâlaksanya, cf. Individuality.
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Svârthanumanopariccheda, 332.
svatmâ, cf. Personality.
Sweetness, madhura, 111.
Tales, kathâ, 95.
tamah, XXI1.
Tantraloka, XXXVII1, XXXVIII.
Tantrasâra, XLV.
Tantravartika, 1022.
Tasting, asvada, 48, 50 \ 544, 62.
Tasting, rasariü, 49, 86.
tütasthya, cf. State of indifference.
tattvacintaka, cf. Philosophers.
Teaching, upadesa, 63.
Terrible Rasa, bhoyanaka, XVI,

56, 761.

Theatrical conventions, mine
dharmï, 65.

Thought, vimarsa, XL4, 601.
Three constituent elements, gunasy

46 l a .
Transfer, ldksanä, 1021.
Transfer, satpkramana, 52.
Transitory feelings, 78.
Transitory mental movement, 804,

8 K
Transitory Mental State, vyabhi-

caribhâva, XVI, XVII, 25, 29,
42, 751.

Transitory state, 26, 110.
Transitory sentiments, 77.
Udayana, 31.
Udbhata, XVIII1, XXVII1, 1022.
udvega, cf. Distress.
ullukasana, 59, 592.
Umä,.54,
Unaesthetic person, ahtdava, 67.
Unification, anusamdhi, 95.
Uniformity, ekaghanatci, 58.
Unlimited Ego, 563.
unmada, cf. Insainty,
Unreal, aparamarthika, 55.

upadesa, cf. Teaching.
upahasita, cf. Laughter of ridiciriâl
upamiti, cf. Analogy.
uparâga, cf. Impression.
upâya, cf. Means.
Utpaladeva, XXXVII, XLVI,
utstiha, cf.-Heroism or Energy.
ntsipikcmka, 64 \
uttamaprakfti, cf. Noble person.
vac, cf. Voice.
vâcikTibhinaya, cf. Verbal re

sentation.
vaiyäkorafa, cf. Grammarian.
Vôkyapadïya, XXIV1, XXXII2.
Vämana, L.
vös*™, cf. Latent Impression.
vastuvttta, cf. Nature of things.
Vasubandhu, XXIV.
Vasugupta, XVII2, XLVI.
Vätsyäyana, 68.
Vâtsyïïyanabhâsya, 682.
Verbal representation, v a ^

naya, 30. * j
Verbal testimony, sabda, 44, IOT^
vibhâva, cf. Determinant.
vibhävana, 78, 791,
Vibration, spanda, 60.
Vibration, sphuratta or ghïirnï, 60\
vï<#», cf. Command.
Vidyäcakravartin, 47 l a .
vighno, cf. Extraneous interference;!
vighna, cf. Obstacle.
vihasito, cf. Gentle laughter.
vijnana, cf. Cognition,
yijhanavada, cf. Buddhistic Idea-;

hsm.

Vijüanavädm, 62,
vikalpa, cf. Distinct apprehension.
vikalpa, cf. Raving.
vikâsa, cf. Expansion.
vimarsa, cf. Thought.
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vira, cf. Heroic Rasa,
vismaya, cf. Astonishment.
vismaya, cf. Wonder.
visera, cf. Individual essence.
visera, cf. Particularity.
lisesalaksana, cf. Part cuiar defi-

nition.
Visnu, 59.
visrTnti, cf. Rest.
ùstara, cf. Dilatation.
Viévanâtha, 47 l a, 79 \
vitata, cf. Extended.
VïthU 641.
Voice, vâc9 XVII1.
v/tt/, cf. Style.
Vulgar laughter^ cpahosita, 284.
vyabhicâribhïna, cf. Transitory

Mental State.
vyâdh, cf. Fever.

vyukhyfflt, cf. Critics.
vyaktiviveka, 317, 47 lb.
v}Wg}0, cf. Manifested sense.
vyäpti, cf. Invariable concomi-

tance.

Vyâsabhâsya, 2 6 \ 757.
v)ovahZro, cf. Practical life.
Vyayoga, 64!.
vyutpotti, cf. Learning.
Weariness, srama, 77.
Will, /ccte, 601.
Women's dance, feya, 40, 663.
Wonder, vismaya, XV.
Wonder, camatkara, XLV.
YogaSBUa, 26 \ 757, 822, 1121.
Yoga system, 46 l a .
Yogartisistha, XLVI.
Zones, kaksyd, 65.


