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PUBLISHERS’ NOTE

ABHINAVAGUPTA seems to have given the final shape to the philo-
3 His name is familiar to all students of Sanskrit
nd Indian Aesthetics. His fame is still alive and his poetical
‘llosophlcal theories hold ground even today. It is no wonder
h aiesthetxc thought of Abhinavagupta, one of the most profound
't“énest minds that India has ever known, captured the imagination







Preface
Introdnetiont

Appendix I
Appendix YH
General Index

(CONTENTS

[ VII

1X
X111
X1v

23
88
102
107
115






A.Bh.

A.G.

Daiaripa,
,Haas

‘Dasgupta,

~« H,1. Ph,

.De, S.K.

.DIA.

Kane, S.D.V.

KM.
K.P.

LIST OF ABBREVIATIONS AND SYMBOLS

= Abhinavagupta’s Abhinavabharati cf. Preface, p. XIII

= Abhinavagupta,

=Haas, George C. O., The Dasarfipa, A Treatise of Hindu
Dramatwi gy by Dhanamjaya, Columbia University Press,
New York 1912,

= Dasgupta, Surendranath, 4 History of Indian Philosophy,
5 vols., Cambridge 1932-1955.

=De, Sushil Kumar, Studies in the History of Sanskrit
Poetics, Luzac, 2 vols., London 1923, 1925.

=Anandavardhana’s Dhvanyaloka with the Locana and
Balapriya  commentaries by Abhinavagupta and
Ramasgaraka, ed. by Pandit Pattabhirama Sastri,
Chowkhamba, Benares 1940.

= Abhinavagupta’s commentary ( locecna ) on the Dhva-
nyaloha by Anandavardhana.

=Kavr’s edition of the dbhinavabharati, cf. Preface, p. X111,

=Hemacandra’s Kavyanusasana, cf. Preface, p XIII,

=Chandra Bhan Gupta, The Indian Theatre, Motilal
Banarsidass, Banaras 1954,

= Abhinavagupta’s Isvarapratyabhyiiavimarsim, K.STS,
2 vols, Srinagar 1918-1921.

= Abhinavagupta’s I$varapratyabhijiavivitinmarsim, K. S.
T. S., 3 vols, Srinagar 1938-1943.

=Jayaratha, the commentator of the Abhinavagupta’s
Tantraloka

= Journal of the Bihar and Orissa Research Society.

= Journal of Bombay Unwersity.

=Journal of Oriental Research, Madras.

=Dandin’s Kavyadarsa, edited and translated by
O Bohtlingk, Leipzig 1890,

=Kane, P. V., The Sahityadarpaia of Visvanatha ( Paric-
chedas I, 1I, Arthalankaras ), with exhaustive Notes
and the History of Sanskrit Poetics, Bombay 1951.

=Rajasekhara’s Kav)am mamsa, Gaekwad Oriental Series,
Baroda 1916.

=Mammata’s Kavyaprakasa, cf. Preface, p. X v,

[1X']



ABBREVIATIONS

K.S.T.S. = Kashmir Series of Texts and Studies."
Mahimabhatta,= The Vyaktiviveka of Mahimabhatta, ed. with a comm. of
Vyaktiviveka ~ Ruyyaka and the Madhusiidani comm. by Madhusidana
Misra, Chowkhamba, Benares 1936.

M.C. =Manikyacandra, cf. Preface, p. XIII.

N.M. =The Nyayamanjari of Jayanta Bhafta, ed. by Stirya
‘Narayana Sukla, Benares 1936.

N.S. = Natya Sastra, cf. Preface, p. X111,

P = Pandey, cf. Preface, p. xv.

Pandey =Pandey, Kanti Chandra, Indian Aesthetics, Chowkhamba,

Banaras 1950.
Pandey, A.G. =Pandey, Kanti Chandra: Abhinavagupta, an Historical
and Philosophical Study, Chowkhamba, Banaras 1935,

P.TV. = Abhinavagupta’s Paratrimsikavivarana, - K. S. T. S.,
Srinagar 1918.
PJV. =Dharmakirti’s Pramapavartika with a commentary of

Manorathanandin ed. by Rahula Sankrtyayana.
. Appendix to JBORS, vol. XX1V-XXVI, 1938-1940.
PV, svavtti  =MS. .of the commentary by Dharmakirti on the ch. I
( svarthanumanapariccheda ) of his Pramanavartika. This
MS. belongs to Prof. Giuseppe Tucci.

R.T. =Kalhana’s Rajatarangini, ed. by M. A. Stein, Bombay
1892,

S. Ka. = The Sarkhya Karika of I¢varakrspa with the Sankhya
' Tattvakaumudi of Vachaspati Misra, Bombay 1940.
Somananda, =Somananda’s Sivadrsti with the vptti of Utpaladeva,

Sivadysti Srinagar 1934. '

Spandanirpaya = Ksemaraja’s Spandanirpaya, K.S.T.S., Srinagar 1925,
Stavacintamani = The Stava-Chintamapi of Bhatta Narayana with com-
mentary by Ksemaraja, K.S.T.S., Srinagar 1918.
= Abhinavagupta’s Tantraloka, with the commentary of
Jayaratha, K.S.T.S., 12 vols., Srinagar 1918-1938.
Vijianabhairava = The Vijaanabhairava with comm. partly by Ksemaraja
- and partly by Sivopadhyaya, K.S.T.S., Srinagar 1918.

T.A.

V.P. =Bhartrhari’s Vakyapadiya ed. by Carudeva Sastri
‘Lahore 1939.
ZDMG = Zeitschrift der Deutschen Morgenlindischen Gesellschaft.

[ X]



THE AESTHETIC EXPERIENCE
ACCORDING TO ABHINAVAGUPTA






PREFACE

‘This book was first printed in 1956. Since then I have
mever relinquished my researches in the fields of Indian
thetonc and Aesthetics. Some misinterpretations and mis-
‘takes occurring in the first edition have already been corrected
by myself in 1957 in the paper Further Observations on  the
Abbinavabbarati, Bast and West, year VIII, N. 1.——Aptil, 1957
"pp 100-103. This new edition represents, I trust, a great im-
provement in regard to the first one. The Introduction, the
ctitical apparatus, the translation and the notes have been
cornpletely tevised. ‘The basic text of Abhinavagupta, i.c. the
‘commentaty to the famous s77a by Bhartata, VI, after st. 31,
Vibbavanubbavavyabbicirisamyogad rasanispattih, has been supple-
mented by three new texts, viz. the Commentaties on
Napyasistra, 1, st. 107, on Dhvenydloka, 1, st. 18, and II, st. 4.

As to the text I have directly compared the MS of Abhina-
wabharati preserved in the library of Madras (M). References to
the Kavi’s edition of the Abbinavabharati ate to the second edi-
‘tion of it. 'The letters Hc and M. C refer to the viveks of
‘Hemacandra and to the samketa of Manikyacandra respectively.
Although the additions and explanations of Hc do not alter
inlany way the thought of AG., I have not reproduced them
in the text, which I have ttied to set forth such as it was before
the exegetical activity of the gteat jaina scholat.

In so many changes, one thing has remained unchanged in
these ten years : I mean the profound debt of gratitude I owe
;to Prof. Giuseppe Tucci, to whom, now as then, this book is
Qedlcated
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INTRODUCTION
The Natyasastra

1. In India, the study of aesthetics—which was at fist
restricted to the drama—draws its otigin from no abstract or
disinterested desite for knowledge but from motives of a
purely empirical order. ‘The most ancient text that has come
down to us is the NatyaSistra (4th or 5th Century A. D. ?),
asctibed to the mythical Bharata. This is a voluminous collec-
tion of observations and rules concetned in the main with the
production of drama and the training of actots and poets. The
author, or the authors, with a certain sententiousness and ped-
antry typical of Indian thought, classify the vatious mental
states ot emotions of the human soul and treat of their transi-
tion from the practical to the aesthetic plane. ‘The Natyasistra
is a wotk of deep psychological insight. Drama appeals to
sight and heating at the same time (the only senses that are
capable, according to some Indian thinkets, of rising above
the boundaries of the limited “I”’) and is then consideted the
highest form of art. In it both sight and heating collaborate
in arousing in the spectator, more easily and fotcibly than by
any other form of art, a state of consciousness sui generss,
conceived intuitively and conctetely as a juice ot flavout, called
Rasa. This typically Indian conception of aesthetic expetience
as a juice or a taste savouted by the teadet ot spectator should
not surprise us. In India, and elsewhere, sensations proper
to the senses of taste and touch, almost devoid of any noetic
tepresentation, arc easily taken to designate states of conscious-
ness mote intimate and removed from absttract tepresentations
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INTRODUCTION

 than the ordinary one—that is the aesthetic expetience and va-
tious forms of religious ones.

This Rasa, when tasted by the spectatot, pervades and en-
chants him. Aesthetic expetience is, therefore, the act of

- tasting this Rasa, of immersing oneself in it to the exclusion of

- all else. Bharata, in a famous aphorism which, interpreted and
elaborated in various ways, forms the point of departure of all
later Indian aesthetic thoughts, says, in essence, that Rasa is
botn from the union of the play with the petformance of the
actors. “Out of the union of the Determinants—he says
diterally—, the Consequents and the Transitory Mental States,
the birth of Rasa takes place”. What is then the nature of

“Rasa ? What ate its relations with the other emotions and

states of consciousness ? And how are we to undetstand this
word “birth ” ? The whole of Indian aesthetics hinges on
such questions, which have been an inexhaustible source of
polemic matetial to generations of thetors and thinkers, down
to our own days. But, before undertaking an examination of
their various interpretations, let us btiefly expound here the
essentials of the empitical psychology of Bharata.

According to the Natyasistra, eight fundamental feelings,
instincts, emotions ot mental states called bhdava ot sthayibhava® ,
rcan be distinguished in the human soul : Delight (rat),
Laughter (basa), Sotrow (Soka), Anger (£rodha), Heroism (utsiba),
Feat (bbaya), Disgust (jugupsi), and Wondet (vismaya). These

1) The wotd bhiva is made to detive by Bhatata, VII, 342-346, from the
causative of 647, to be, which may be intended in two different meanings,
that is  to cause to be ” (viz. bring about, cteate, etc.) and “ to pervade’
Accotding to the first meaning, that which is brought about are the purposes
of poetty, kavyartha, that is, the Rasas (cf. below, p. 50, n.24). According to
the second meaning these ate so called because they petvade, as a smell,
the minds of the spectatots. The meaning of s#hdyin is petmanent, basic, etc.
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INTRODUCTION

eight states are inborn in man’s heatt. They permanently
exist in the mind of every man, in the form of latent impressions
derived from actual experiences in the present life or
etited instincts, and, as such, they are ready to emerge
into his consciousness on any occasion. In ordinaty life each
feeling is manifested and accompanied by three elements, causes
(&drapd), effects (kdrya) and concomitant elements (Sabakirin).

The causes are the various situations and encounters of life, by
which it is excited ; the effects, the visible reactions caused by
it and expressed by our face, our gestures and 'so on; and the
concomitant elements, the accessory and temporary mental
states accompanying it. These eight bhdvas, indeed, do not
appeat in a pure form. ‘The various modulations of our mental
states ate extremely complex, and each of the fundamental or
permanent states appears in association with other concomitant
mental states, as Discouragement, Weakness, Apprehension
and so on. These occasional, transitory, impermanent states
are, according to Bharata, thirty six. These same causes, etc.,
being acted on the stage ot desctibed in poetty, not lived in
real life, give spectators the particular pleasute to which
Bharata gives the name of Rasa. The fundamental mental
states being eight in number, thete are also eight Rasas, i..,
the Erotic (§77gira), the Comic (bdsya), the Pathetic (karupa),
the Futious (randra), the Heroic (vira), the Tetrible (bhayinaka),
the Odious (b7bhatsa) and the Marvellous (adbbuta). Later
speculation generally admits a ninth permanent feeling,
Setenity (fama); the corresponding Rasa is the Quietistic
(Santa). When they ate not patt of real life but 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 fespectively Determinants
(vibhava), Consequents (anubhava) and Transitory Mental States
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(vyabhiciribbava)*. Of coutse, from the spectator’s point of view,
the consequents do not follow the feeling, as they do in the
ordinary life, but they act as a sort of causes which intensify
and prolong the feeling, brought about by the determinants.
2. Dandin and Bhatta Lollata. Bharata’s text and the afore-
$aid aphorism in particular became, as we have said, the subject
af study and analysis for a whole series of thinkers, each of
iwhom was anxious to contribute to a cleatet understanding of
‘the wotds of the Master. The earliest of these wete, so far as is
‘known, Dandin (7th century) and Bhatta Lollata (9th Cent.),?

1) Thete is no need to insist upon the fact that all these English rende-

Lrings ate far from being satisfying. According to Bharata, VII, 346, the
term wibhava has the meaning of cognition, vyfiana. 'They are so ralled,
because wotds, gestures and the representation of the temperament are
determined, vibhayyate (that is, known, according to AG) by them. The
anubhdva, on their turn, ate so called because the representation, 1n its three
asﬁects, that is, voice, »ac, gestutes, anga, and physical teactions, sattia,
causes (the spectators) to experience (the cotrespondent feeling). I have
followcd here the reading accepted by AG (yad ayam anubbivayats
Mgaﬂga&aﬁvakrz’o bhinayap tasmid anubhivah). ‘The commentary of AG on
this part of the Natyasastra is, however, not available, and there are, of
tl;ls passage, many different readings.
7. 2) Dandin (7th century ?) wtrote the Kavyadarsa (this work may be
consulted also in the translation of O. Bohtlingk, Leipzig 1890). Bhatta
Louata flourished in Kashmir in the 9th or 10th century. He wrote a
QQmmentary, now lost, on the Natyasastra of Bharata. Ksemarija (Span-
d&ﬂiryqya, p. 34) and A.G. (M.V.V., v. 778) quote a Bhatta Lollata who
wtote a commentary (v7##1) to the Spandakiriki of Vasugupta. In my
Bpir}ion, it seems probable that these two Bhatta Lollatas ate one and the
same person ; Bhatta Lollata would, in that case, have lived in the reign
of Avantivarman (856-83 A.D. ; Vasugupta lived under Avantivarman) ot
m ‘the reign of his successot, Sankaravarman This change, also, involves
achanoe in the dates of Sankuka (cf. infra, p. 32, n. 4), who could then no
}Qnget be identified with the poet Sankuka, who was a contemporary of
Ajitipida (eatly 9th century).

<
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INTRODUCTION

who like his great successor, was a Kashmiri and probably a
follower of one of the Sivaite mystical schools flourishing in
Kashmir. According to them, Rasa is simply the permanent
mental state (anger, fear, etc.) raised to its highest pitch by the
combined effect of the Determinants, Consequents and Transt-
tory Mental States. Bhatta Lollata maintains that Rasa lies
both in the represented personage and in the imitating actor.
The actot he says, feels the different bhivas and rasas as though
they belonged truly, or rather petsonally, to him. To the
objection that, being 1t so, the actor would fail to maintain
or follow the tempo and the other dramatical conventions,
Bhatta Lollata answers that, on the contraty, the actor can
manage very well with them by virtue of anusamdhi ot annsam-
dbinat . Anusamdhi—that literally signifies recollection, me-
mory and even something more than this, i.e., consciousness,
awareness, teflection, etc.? and I have tentatively rendered by
< vealisation ’*—is at the same time the power thanks to which
the actor “ becomes > fot the time being the represented ot
imitated petsonage (e.g. Rama), feels himself as Rama, and the
faculty through which he nevertheless does not forget his real

1) Cf ABh,I, p 264 : rasabbavanam ap: vasanireSavasena nate sambhavad
anusamdbibalic ca l1yadyanusaranat 5 cf also Db AL, wmfra 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 followets of Udbhata
(a Kashmtri poet and writer at the court of King Jayipida (779-813),
accotding to whom our perception of the actor as having really bhavas and
Rasas ts an tllusion (drstas tu tatpratyayo nate bhramah , A.Bb , 1, 264).

2) Cf f1. A Bbh 1, 43, where wmwranusamdh: means uncontrolled,
thoughtless.

3) According to some later commentators, the meaning of anusamdbina
1s visualization ot something like that ; cf. fi. Prabhikara, Rasapradipa,
Benares 1925, p 23 : anusamdbinam ca Raviviaksitagyirthasya vasanapa-
tapaya it saksad 1wa karanam ||
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INTRODUCTION

natute of actor. Seemingly, Bhatta Lollata’s theoty does not
cohicetn the problem of how the spectators do relish Rasa.
,3/ Satifuka.—Sankuka, a Kashmiti who lived a little latet
«than Lollata, disagrees! with this view. According to him,
Rasa is not as the ““ ancients *” put 1t, an intensified state butan
timitated mental state. In ordmnary life, the mental state of a
“man is tevealed by the causes which excite 1t, 1.e. the determi-
‘nants; by the visible effects of his feeling, 1.e., the consequents;
and by his concomitant feelings, 1.e., the ttansitory mental
states. 'The successful imitation by the actor of the characters
and their experiences is no doubt, Sankuka says, artificial and
unteal, but is not realized to be so by the spectators, who forget
the difference between the actois and the characters, and in
ferentially experience the mental state of the characters them-
‘selves. 'This experience—which is actually a peculiar form of
Jinference—is, to Sankuka, diffetent from any other kind
.of knowledge. A horse, imitated by a painter, Hemacandra
obsetves, hinting at Sankuka’s theoty, seems to onlookers
‘neither real nor false, and is nothing but an image which pre-
.cedes any judgement of reality or unteality. So faf, so good.
According to Abhinavagupta, the weak point of Sankuka’s
theory is his premise that the aesthetic state of consciousness or
‘Rasa is nothing but the petception of an imitated mental state.

, = 1) Sankuka flourished 1n Kashmir after Bhatta Lollata. It 1s doubtful
whether he should be 1dentified with the poet Sankuka, authot of a poem
called Bhuvanabhyndaya, who accotding to Kalhana (R T , 1V, 705) lived under
the reign of Ajitipida (about 830 AD) In this case, his predecessor,
Bhatta Lollata, can no longer be 1dentified with the commentatot, of the
same name on the Spandakarika, and so his petiod 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 1s
frequently quoted by A G.  On Sankukn, see De, § P, T, p 38 ; Pandey,
A.G., p. 128,

5
i
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This concept of imitation was refuted by Abhinavagupta, as it -
had been before him by his master Bhatta Tauta, the author of -
the Kaw yméaufméa an important work on poetics, now lost.
Theit reasoning is painstaking and acute: the effect of imita-
tion (as when a clown imitates the son of a king) is in fact
laughter and mockery and has no connection with the aesthetic
experience.- The imitation theory is also cleatly contradicted
by cettain atts—dancing, for example—which obviously do
] not» itate anything in real life.

¢ Bbatta Nayaka.—A third thinker who is very important
mvthe history of the doctrine of Rasa is Bhatta Naiyaka, a
Kashmiri of about the first half of the 10th centuty, author
of the lost Sabrdayadarpana'. His critique deals first of all

1) Bhatta Nayaka flourished in Kashmir after Anandavardhana (who
was a contemporary of King Avantivarman, 856-883 A. D.), the author of
the Dhvanyaloka, whom he refutes. Bhatta Niyaka is, therefote, to be
placed atound 900 A.D. It is not, probably, mistaken to identify him with
the Brihmana Nayaka, who lived during the teign of Sasnikaravatman
(883-902 A.D.), and who is mentioned by Kalhaga (R.T., V., 159), In the
LP.V. V., 1IL, p. 96, A.G. quotes a stanza of $aiva inspitation, which he
attributes to Bhatta Niyaka, to whom he gives the title of mimamsakagranih
(the same title is given by A.G., elsewhete, to Kumarila, mimi{@zkapm-
vara). Another stanza of Bhatta Niyaka (taken from a stotra) is quoted by
Ksematija (Spandanirpaya, p. 18). 1 am inclined to think that these two
Bhatta Nayakas wete one and the same petson. The-poetic work of Bhatta
Nayaka was the Hydayadarpapa (ot Sabydayadarpana) whichhas not yet.come
to light. 'The opening stanza of this work, which contains an invocation
to Siva, has been preserved in the A4.Bh., I, p. 5. The fragments of the
poetic wotk of Bhatta Nayaka have been collected by T.R. Chintamani,
JOOR.M., Vol. I, pp. 267-276. On the poetic doctrine of Bhatta Nayaka
and the confutation of the dévani, cf. 'T. R. Chintamani, J.B.U., vol. 17,
patt 2, pp. 267-276. Bhatta Nayaka’s theoty is also stated with few varia-
tions in the Dh.A.L., pp. 180 fl. (infra, p. 107). On Bhatta Nayaka in ge-
netal, see Sankatan, op. ¢iz., pp. 86-88, 102-4 ; Kane, §.D.V/, pp 212-215
Pandey, A.G., pp. 128-130.
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with the word “ birth », used by Bharata ; in what sense, he
asks should the word be understood ? Perception, produc-
tlon and manifestation are facts of everyday life; they have
nothmg to do with the aesthetic fact, with Rasa. Hence the
“teal meaning of “ birth ”, as used by Bharata, cannot be pet-
ceptlon ot production, or manifestation. Theattical pet-
'formance (the actions of actors) of poetry (the words of a
poet) does not make Rasa perceptible, produce it, ot manifest
it. The relation between the practical, or literal meaning, and
the poetic meaning lies in none of these ; rathet, it lies in some-
thl,ng entlrely diffetent from these three facts of everyday life,
namely in ““ revelation ** (bhavand). 'This tevelation, as Abhina-
vagupta says in his paraphtase of the Sabrdayadarpapa is a
speclal power, different from the power of denoting, that
wor.ds assume in poetty and drama. The specific task of this
powet, which as Nayaka says, “ has the faculty of suppressing
the thick layer of mental stupor occupying our consciousness?,
‘is generalization or universalization of the things tepresented
‘ot desctibed. ‘“The Rasa, revealed by this power is then
Aécﬁ'oyed (bbw) through a sort of enjoyment different from direct
expenence from memory etc.” The core of Bhatta Niyaka’s
‘doctrine is precisely this conc/pj;\of generalization—one of the
fmam contributions of Indian aesthetics. The aesthetic state of
.consciousness—whether its material be anger, love, pain, etc.—
ddes not insert itself into the texture of everyday life but is

1) During the aesthetic expetience, the consciousness of the spectatot
;‘is free from all practical desires. The spectacle is no longet felt in conne-
xion with the empirical “I°” of the spectator nor 1n connexion with any
fother patticular individual ; it has the power of abolishing the limited
%personahty of the spectator, who tregains, momentarily, his immaculate
‘being not yet overshadowed by mdya. Moba, stupot, is the specific state
watoused by tamah.
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INTRODUCTION

seen and lived in complete independence of any individual
intetest. The images contemplated on the stage or read in
poetty ate seen by the man of aesthetic sensibility independently
of any relationship with his ordinary life ot with the life of the
actor ot of the heto of the play or poem, and appear, therefore,
in a generalized (sadbarapikrts, sidharap.) way, that is to say,
universally and released from individuality.

The drama performed or the poem tecited has the power
to raise the spectatot, for the moment, above his limited ego,
his practical interests, which in everyday life, like * a thick layer
of mental stupot ”’, limit and dim his consciousness. ‘Things
and events that in practical life when associated with “ 17, with
“ mine ”, repel or grieve us, are felt as a source of pleasure—
the aesthetical pleasure or Rasa—when they are described or
represented aesthetically, that 1s, when they are generalized
or contemplated universally!. This conversion of pain into

1) Generality (s@dbaranya) 1s the principal charactet of aesthetic ex-
petience. The events and facts of which the determinants, etc., consist
are 1ndependent of any relation with any particular 1ndividual and of any
particular association. ‘The situation represented, says Mammata, 1s
independent of the following spectfications : ““ This concerns me *; *“ This
concerns my enemy >, ““ This concetns a person who 1s indiffetent to me ”’,
“This does not concern me ” ; ““This does not concern my enemy ”,
“This does not concern a person who 1s indifferent to me . Generality
1s thus a state of self-indentification with the 1magined situation, devoid of
any practical 1ntetest and, from this point of view, of any telation whatso-
ever with the limited Self, and as 1t 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, sortow and anger
which pervade ordinary life appear 1n a completely different manner 1n the
aesthetic state of consciousness The witnessing of a scene of otdinary
life (e g, a love scene) necessatily atouses tn the spectator a cettain series
of feelings (anger, envy, disgust, etc ) ptopottionate to the closeness of the
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INTRODUCTION

a sott of pleasure is proved, Niayaka holds, by the fact that, as
depicted on the stage, sights and events painful in themselves
do not repel us ; on the contraty, we enjoy them. Rasa, the
aesthctlc expetience revealed by the powet of revelation (bbi-
vand), is not noetic in charactet, is not a petception, but an
expetience, a fruition (bhgga). This fruition is characterized
by a state of lysis (/ys), of trest into our own consciousness,

ties which bind him to the protagonists of the scene in question. It may
be that heis completely indiffetent to the actors in the scene and also to the
act which they petform;in this case he will be in a state of indifference
(taéa.rtbja) which also s at the very opposite pole of the aesthetic expetience,
which is characterized by just an active patticipation (anupravesa) of the
cognizing subject in the event represented. The same scene teptesented
‘on the stage is, on the contraty, devoid of all particular associations and
free from any extraneous intetference (vighna)—anger, disgust, etc. The
spectator is without any pragmatic tequitement, any of the interests (destre
for gain, etc.), by which otdinary life is characterized. He is immetsed in
the aesthetic expetience to the exclusion of everything else ; the task of
generalization carried out by the poetic exptession breaks the battier of the

Ilmltcd “I” and eliminates in this way the interests, demands and aims
assoclated with it.

o

« 1) Visranti, rest, denotes the fact of our being absorbed in something,
immerged in it, to the exclusion of every othet thing(vigalitavedyantaratayi),
*without, that is, having any mental movement, any extraneous desite (1n
other words no obstacle, v7ghna), which comes to break into that state of
‘w‘;consciousness. In aesthetic language, vufranti denotes, at the same time,
the fact of being absotbed in the aesthetic object, and the sensation of
pleasure sui generis which accompantes that state of consciousness. In
‘the $aiva metaphysics vifranti denotes the repose of everything that exists
in the “ I (everything that exists 1s teposing in the consciousness, but the
.consciousness does not tepose in any other thing different from itself, it is
}:reposed in itself) and, implicitly, the repose of the limited I in the cons-
= ciousnessin its otiginal fullness. The terms “solution” (nirvr:), “lysis” (o) a),
concentration(samipatts) etc , express the same concept(cf fra, p.62). They
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the pervasion of consciousness by bliss and light : it belongs
to the same order as the enjoyment of the supreme brabman.
This last conception is very interesting, and even at first glance
cleatly reveals its kinship with certain religious schools of
India, which must have influenced him, if only indirectly.
Brabman—Bhartthari said more than four centuries before
Bhatta Nayaka—is nothing but the ovetcoming of the knots of
“I” and of “mine”. Not enough. The same idea of 2
conversion of the things of reality (according to Nayaka, in the
aesthetic moment they appear, as it were, under another aspect)
is to be found, applied to the mystical rather than to the aesthetic
experience in some Buddhist schools. In religious experience
the world of reality is not suppressed but is seen otherwise.
“If it be true (the Buddhist Vasubandhu says) that things ate
unreal, lacking that substantial reality consisting 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 ” (Vimsatikd, 10). The nature of things is
inexhaustible and they reveal more and more modes of being,
corresponding to the beholdet’s varying states of conscious-
ness. Reality, in this sense, may be the matter of a revulsion
(pardvrtts), of a sort of sudden reinterpretation through which
it is revealed under a new aspect: the painful and restless
flow of history, the samsira, appears to the saint as ineffable
quiescence, mirvipa. ‘This conception, as will be seen, will

recut ftequently 1n the works of the fzz24 schools of Kashmir. Conscious-
ness manifests and illuminates everything. The appeating of all things
presupposes the existence of Consciousness, which is, 1n this sense, light
(prakita).

On the concept of beatitude (dnanda), see infra p. XLII-XLV.

1) Vikyapadiya, 1, 5 (comm.), ed. e.f. : mamabam ity abamkiragranthi-
samatikramamatram brahmanah prapiih.
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bc criticized and at the same time developed by Abhinavagupta.
The final transfiguration of pain, it is true, is as if anticipated
and foreshadowed in the aesthetic experience (this, like the
mystical experience, transforms reality, converts the very
language, which magically reveals a new sense that exists side
ﬁ vside with the practical meaning), but one must not forget
%‘at while the mystical expeﬂence is perfect fullness, in which
t ferots of “I”” and “ mine ” are already completely undone,
gg»the aesthetic experience the process of undoing has only just
bcgun In it, the history, the pain has not yet entirely lost its
weight; it is still present, ready to break out 1n all its violence.
The poet’s fullness is not that of the saint. “That fresh outlook
of poets—declates Anandavardhana—whose activity succeeds
imenjoying Rasas all, and that learned outlook which proceeds
ggwatds probing the truth of objects verily—both of them we
havq ttied to utilize in figuring out the wotld, so long that have
hmome exhausted in the attempt. O Lozd sleeping on the sea,
Wg never obtained in any of these, Happiness comparable to
&gﬂyotwn for Thee'.” Aesthetic en]oyment itself is veined by
at.obscure untest. “ Often 2 man ”, says Kalidasa in a stanza
quted by Abhinavagupta, “in the act of admiring in happiness
bedutiful shapes or listening to sweet sounds, feels in himself
@kﬁen disquiet. Does he, pethaps, recall, inhis soul, affections
ng past lives, deep within his spitit without his knowledge® ?”
@Lh;e disquiet to which Kalidasa alludes, is, observes Abhinava-
pta an unobjectified desire; it cortesponds to what is,
metaphysmally, the desite which induces consciousness to deny
its’ Ongmal fullness and to crumble in time and space®.

1) Dh.A., 111, 43 (comm.). T have reproduced here the translation of
o Krishnamootthy.

2) See below, p. 60.

1) See below, p. 60, n., 4.
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The religious and the aesthetic experience spring from the
same soutrce, ‘This is the tenotr of two stanzas, almost cet-
tainly by Nayaka, quoted by Mahimabhatta, a thetot of the
11th century : “ Dramatic petformances and the music accom-
panying them feed the Rasa in all its fullness; hence the spec-
tatot, absorbed in the tasting of this, turning inward, feels
pleasure through the whole petformance. Sunk into his
own being, he forgets everything (pertaining to practical life).
There is manifested in him that flow of inbotn pleasure, from
which the yogins draw their satisfaction ..

Another problem explored by Bhatta Nayaka is the didactic
value of poetty. Differing from the current opinion that drama
and poetry should instruct while they entettain, Nayaka main-
tains that instruction is completely secondary and that what
really matters is the inttinsic value of the wotk?. The two
approaches are reconciled by Abhinavagupta, who says, in
brief, that the aesthetic expetience in so fat as it nourishes out
sensitivity has also a didactic value®.

K Anandavardhana. ‘These ate the outlines of the de-
Véfopment of Indian aesthetics toward the end of the 10th
century, as Abhinavagupta, who was one of India’s greatest
thinkers, has transmitted them. A Kashmiri like his fore-
runners, Abhinavagupta unified the scattered voices of earliet
philosophers into a masterful synthesis, embracing philoso-
phical speculation and mysticism as well as aesthetics. But,
before turning to him, we ought to go back in time and pre-
cisely at the epoch of Avantivarman (855-83), king of Kashmir.
At the court of this king, there lived a gtreat thetor and philo-

1) See below, p. 48.
2) See below, App. III, p. 114,
3) See below, App. III, p. 114,
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§opher indeed, by the name of Anandavardhana. In a justly
fh}nous book, on which Abhinavagupta was to comment a
ﬁcentury and half later, called the Dhvanyiloka (““ Light of Re-
wsqnancc ”?), Anandavardhana reached certain conclusions which
‘were accepted, with some rare exceptions, by all later Indian
ﬂietors The starting point of his speculation is the difference
between ordinary and poetical language. The philosophy of
language has very ancient roots in India, and in various epochs
lts _problems have been dealt with by diverse and radically
d:lff@rmg schools; yet Indian thinkers, both Buddhist and Hindu,
‘ate in substantial agreement on one point—the instrumental
vand transitive nature of ordinary speech. Language is essen-
tlally pragmatic: the words we use exist in so fat as they setve
*nge putpose, and after we have used them they cease to be.
They, Buddhists hold, ate powerless to grasp the living reality
,“Qg thlngs they deal with the general, which is simply an image
“E)f qthlngs an image out of focus, so to speak, and ultimately
:Elgte%l What is then this new nature or dimension, that speech
é,s ﬁmes in poetty ? And from what is it derived ? Accotd-
mgxfto another Kashmiri rhetor, Udbhata, flourished in the
Stﬁ century, the essence of poetical language was the secondary
gﬁrhmetaphoncal function of the words'. The poetical speech—
hg;must have thought—at the very expense of the practical
valuc enriches itself with vatious proceedings—rhymes,
ﬁgures invetsion—conceived as useless in a purely functional
i@v guage, but essential in the poetical one. One of the most
nggportant elements of these figures of speech, differing from the

modcs of practical language dominated by a direct way of ex-
pressmn, is undoubtedly the secondary function of words.

&

k1) See, on all that, R. Gnoli, Udbbata’s Commentary on the Kayyalamkara
f%Bbawaba, Roma 1962, of which I have reproduced hete some passages.
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This and nothing but this will then be the vety life of poetical
language, in antithesis with the practical one. Anandavatdhana
disagrees. The secondary function does not necessarily imply
poetty. Actually, all language is metaphorical. The soutce
of poetry must then be another sense or value that is assuted
by words, altogether different from the primary (i. e., historical
ot literal) and the secondary one. “ Poetical meaning is diffet-
ent from conventional meaning. In the wotds of great poets it
shines out and towers above the beauty of the well-known
outer parts even as charm does in ladies ” (Dhvanyiloka, 1, 4).
This new sense—the poetical sense—irreducible, as it is, to the
literary one, cannot however do without it, but is, as it were,
supported by it. “‘The poetic meaning ”, he says,
““is not understood by a mere learning in Grammar and
Dictionary. It is understood only by those who have an
insight into the ttue essence of poetry. This meaning, and
that rare word which possesses the power of conveying it,
these two must be studied carefully by those who wish to
become true poets. Just as 2 man interested in perceiving
objects (1n the dark) directs his efforts towards secuting the
flame of a lamp since this is a means to realise his end, so
also does one who is ultimately interested in the poetic
meaning first evince interest in the conventional meaning.
Just as the putport of a sentence is grasped only through the
sense of individual words, the knowledge of the poetic
sense is attained only through the medium of the literal
sense. 'Though by its own powet the word-import con-
veys the sentence-import, just as it escapes notice once its
purpose is served, so also does that poetic meaning flash
suddenly actoss the truth-petceiving minds of cultured
critics, when they are indifferent towatds the conventional
meaning. To conclude, connoisseurs give the name of
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“ resonance ” (dhwani) to that patticular sort of poetry in
which both the conventional meaning and the conventional
. word ate subordinate * (Dhvanyiloka, 1, T-13).

A truly poetical wotd or exptession is that which cannot be
«f@phced by other wotds, without losing its value. Poetty
ﬁlg&ows no synonyms. This poetic meaning of words, which
coeglsts patadoxically, with the historical ot literal meaning—
{g.s Maheévarananda a philosopher of the 13th centuty, points
Ruthtands in relation to the other powers of words just as
«ﬁ:ee;lom does to men’s other capacities and activities. The name
bﬁ which it is known, is resonance (dhvani) or suggested, mani-
fested sense (pyasigys). Rasa is nothing but it. Poetic words
make manifest, suggest it unexpectedly and without any noti-
cs:able bridge?. The theoty of Anandavardhana, which we

11) I have quoted here the ttansl. of K. Krishnamootthy.

:+12) When we read a poem we become, as it wete, simultaneously awate
r_pﬁ,ﬁgthqllasas viz. the sentiments not practically experienced but aesthetically
mﬂtcmplated that it suggests. ‘The temporal sequence between the cognx-
tinns of the expressed and the suggested sense would be noticeable only in
c#sa the suggested sense were opposed to the expressed one ot similat to it,
tha]:qs, on the same footing. See D4. A., 1II, 33: * But this temporal se-
ﬁ)lenCe in the two function of sounds cannot be noticed when sentiments
(l,g,,ijasas) are suggested; because sentiments ate neithet opposed to the
«€xpressed sense nor appear as stmular to the other senses; they are not capable
Qg being conveyed by aught else and all their accessories work together
y}l@}ightmnv——qulckness ” (transl. cited above). The concept of alakgya-
ké’f’&m and the necessity of admitting it has been expounded at length by
Aganda(vardhana himself, Db. A., III, 33. I cite hete some words of P.
’Séaléry (Variéié, Premaére Lecon du Cours de Poétigue, ed. cit., p. 1356):

j c;;phqueral un jour comment cette altération se matque dans le language
dg,s poétes, et qu'il y a un langage poétique dans lequel les mots ne sont
ph;s le mots de P’usage pratique et Iibre. Ils ne s’associent plus selon les
rii“émes attractions; il sont chargés de deux valeurs simultanément engagee
€t d’lmportance equivalente: leur son et leur effét psychique instantané
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have expounded in its essentials here, is one of the greatest
conttibutions of India to the aesthetic problem, and it deserves
even now all our attention. One of the most sensitive ctitics
of our times, Paul Valéry, more than ten centuries later, ideally
connects himself to him. “La poésie”, he says,

“est un art du langage. Le langage, cependant, est une
ctéation de la pratique. Remarquons d’abord que toute
communication entre les hommes n’a quelque certitude que
dans la pratique, et par la vérification que nous donne la
pratique. Je vous demande du feuw. Vous me donne3 du feu : vous
m’avez compris.

Mais, en me demandant du feu, vous avez pu prononcet
ces quelques mots sans importance, avec un certain ton, €t
dans un certain timbre de vorx—avec une certaine inflexion
et une certaine lenteutr ou une certaine précipitation que
j’al pu remarquer. J’ai compris vos patoles, puisque, sans
méme y penser, je vous ai tendu ce que vous demandiez, ce
peu de feu.

Et voici cependant que laffaire n’est pas finie. Chose
étrange: le son, et comme la figute de votte petite phrase,
revient en mot, se répéte en mot ; comme st elle se plaisait en
mot ; et moy, J"aime 4 m’entendre la redire, cette petite phrase
qui a presque perdu son sens, qui a cessé de servir, et qui
pourtant veut vivte encote, mais d’une tout autre vie. Elle
a pris une valeur; et elle I'a priseaux depens de sa signifuation
finie. Elle a créé le besoin d’étre encore entendue... Nous
voici sut le bord méme de I’état de poésie. Cette expétience
minuscule va nous suffire 2 découvrir plus d’une Vérité 1

1) P. Valery, Vauridli, Powsie ef Pensée Abstraie, pp. 1324-25 (La
Pleiade, Paris 1957)
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And again :

“La poésie n’a pas le moins du monde pour object de
communiquet 2 quelqu’un quelque notion déterminée,—a quoi
lﬁ prose doit suffite. Observez seulement le destin de la prose,
comme elle expite 4 peine entendue, et expire de I'tte,—
Cest-a-dire d’étre remplacée dans Vesprit attentif par une idée
ou figure finie. Cette idée, dont la prose vient d’exciter les
,cz)nditions nécessaries et suflisantes, s’étant produite, aussitot
les moyens sont dissous, le langage s’évanouit devant elle.
(est un phénoméne constant dont voici un double contréle ;
notre mémoire nous répéte le discours que nous n’avons pas
compris. La répétition répond 2 lincomptéhension. FEl
nous signifie que Pacte du langage Wa pu Saccomplr. Mais au
fc0ntralre et comme par syméttie, si nous avons compris, nous

yféommes en possession d’ expnmer sous d’autres formes I’idée
-que le discours avait composée en nous. L’acte du langage
%&aécomph nous a rendus maitres du point central qui commande
la mult1pl1c1te des expressions possibles d’une idée acquise. En
"immme le sens, qui est la tendance a4 une substitution mentale
-uniforme, unique, résolutoire, est ’objet, la loi, la limite
dﬁemstence de la prose pure.

~ " Toute autte est la fonction de la poésie. Tandis que le
Efqnd unique est exigible de la prose, c’est ici la forme unique
;qul ordonne et survit. C’est le son, c’est le rythme, ce sont
~Ie-s tapprochements physiques des mots, leurs effets d’induction
ﬁu"’leur influences mutuelles qui dominent, aux dépens de leut
pj;opnete de se consommer en un sens défini et certain. 11
Taut donc que dans un poéme le sens ne puisse I’emporter
vsu;f la forme et la détruire sans retout; c’est au contraire le
i:é’tour la forme conservée, ou plutdt exactement reproduite
comme unique et nécessaire expression de Iétat ou de Ia
pgnsee qu’elle vient d’engendrer au lecteur, qui est le ressort
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de la puissance poétique. Un bean vers renait indifiniment de
ses cendres, il redevient,—comme Peffet de son effet,—cause
harmonique de soi-méne .

Let us now listen to some lines of the great commentator
of the Dhvanyiloka, Abhinavagupta:

“ Aesthetical expetience takes place, as everyone can notice,
by vittue, as it were, of the squeezing out of the poetical wotd.
Persons aesthetically sensitive, indeed, read and taste many
times over the same poem. In contradiction to practical means
of petception, that, theit task being accomplished, ate no more
of any use and must then be abandoned?, a poem, indeed,
does not lose its value after it has been comprehended. The
wotds, in poetty,must therefore have an additional power,

the conventional meaning to the poetic one is unnoticeable®”.

“What some people say, namely that a phrase would then
come to have many different meanings, is due solely to their
ignorance. A sentence—they say referring to otdinary strumental
language—which has been pronounced once and the meaning
of which has already been petceived by fotce of convention,
cannot lead one to perceive two different meanings. The subject,
indeed, cannot remembet, at the same time, several mutually
contrasting conventions; and if, on the other hand, these
conventions are not contrasting, the meaning of the sentence
remains, then, one. Nor can it be admitted that the different

1) Variété, Commentaire dy Charmy, p. 1510 (ed. cit.).

2) This is a quotation from the Vikyapadiya, 11, 38. Apatt from
Bhartrhari, the practical purpose of language has been discussed at length
and with an admirable penetration by Dharmakirti in his Pramagavarttika,
especially I, 92 ff. Dharmakirti’s wotk 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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mcamn gs are perceived one after the other, because the words,
,,éftcr they have made one meaning perceptible and have thus
”Cf:a.sed to be efficacious, have no longer any powet to render
%erceptlble any other meaning. And even if the phrase is
apronounced a second time, the meaning remains invariably the
%ame the convention and the context being the same. Should
ySOmeone object that a sentence canlead one to petceive ano-
ther meaning, independently of the one petrceived through
ﬂqonvennon and context, it can be replied that, then, there is no
fonger any fixed relation between word and meaning; and
that one falls thus into the countetsense, described in the stanza:
f%‘u‘ "Thetefore, what reason can one adduce for the fact that, on
heating the phrase : ‘ He who desires Heaven, must offer the
fire-sacrifice ’, one does not perceive the meaning ‘he must
cat dog-flesh > ?’*  Moreovet, there would be no limit to the
‘number of possible meanings and a general state of uncer-
fainty would exist. ‘The fact of admitting that a sentence can
haye several meanings is thus a fallacy.

fa: “The case of the poetical word is however different. Here,
ndeed the aesthetical exptession, etc., once perceived, tends
o become itself an object of aesthetic expetience and one has
&herefore no ulterior application of conventions. Aesthetic
cogn1t1on is not, in fact, the same as the forms of perception
@opcr to a didactic work, namely “I am commanded to do
this”, “I want to do this”, and “Ihave done what Ihad to
do”. Such forms of petception tend, in fact, to an extrinsic end,
gﬁcccssive to them in time, and are thus of an ordinary, practical
nature. In aesthetic experience, what happens is, instead, the
h;rth of the aesthetic tasting of the artistic exptession. Such an
expenence just as a flower born of magic, has, as its essence,

1) This is Pramanavarttika, 1, 318 (ed. cit.).
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solely the present, it is correlated neither with what came be-
fore nor with what comes after. This experience is| therefore
different both from the ordinary experience and from the re-
ligious one’.”

Apart from some modern intuitions, of which Paul Valéty is
perhaps the most penetrating and brilliant interpretet, in ordef
to find something similar in the western linguistical exegesis,
one must turn to the conception—in the West connected with
the holy scriptures—of a sensus historscus vel literalss, different from
the sensus spiritualis, qui, howevet, super ltteralem fundatur et
enm supponit?  Some passages of the Scriptures, if literaly
taken, are absurd and meaningless. They must therefore have
another sense. Every word of the Scriptures has, as 2 point
of fact, a hidden or spiritual sense.®* The main difference
between India and the West 1s based on the fact that with us
this conception—which goes back to the Alexandrine school
and especially to Origines—has remained testricted to the
theological speculation. Had it been developed in a literaty
ditection, we would have had a sort of counterpart to the con-
ception of Anandavardhana. Notwithstanding the undeni-
able differences, these two conceptions have, however, as a
common foundation, the intuition that both the poetical lan-
guage, and, in another sense, the religious one, do not exhaust
themselves in their transitive value, but, using the very words
of Paul Valéry, survive to comprehension.

1) Locana, 1, 21 (ed. of Benates, pp. 158-160).

2) St. Thomas, Summa Theologica, 1, 1, 10.

3) On the scriptural exegesis in the West one may now consult the
beautiful book by H. de Lubac, Hustoire et Esprit, L'intellsgence de ’Ecriture
d’aprés Origéne (Par1s 1950). This conception has been sucessively examined
by the same authot 1n the three volumes, Exdgése-Méditvale, Les Quatre Sens
de I’Ecriture, Patis, 1959-61.
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., 6. Abbinwagnpta. With the only exception of the Dhvanya-
loka, the theoties put forward by Lollata, Saskuka and Nayaka
ate known to us through the pen of Abhinavagupta. Abhi-
navagupta, son of Narasimhagupta, alias Cukhula, was born
in'Kashmir duting the second half of the 10th century, of an
llusttious brahmin family. His wotks in the field of aesthetics
?“ére two, namely, the Abhinavabharatz, which is a commentary
on the Natyasastra and a commentary on Anandavardhana’s
‘Dhvanyiloka. 'The commentaty on the Kivyakantuka of Bhatta
Tota, who was his direct master in poetics is now lost. The
g[{a’wla,éam‘u,éa itself has not come down to us. The com-
tnentary on Anandavardhana’s Dhvanyiloka constitutes one of
the most important works of the dbvanz school, which Abhi-
pava played a leading role in developing. He accepts and
;erlaborates the core of Bhatta Nayaka’s aesthetic 1deas, that 1s,
%;he concept of generalization, but he rejects Nayaka’s concepts
?f the aesthetic expetience as fr}ﬁtion rather than as knowledge,
and of assumption by poetic wotds of the power of revela-
tion'. According to Abhinavagupta, in whose view the
dbvani and the Rasa schools ate indissolubly merged, Rasa 1s
flot revealed, but suggested, ot manifested, as Anandavardhana
Was wont to say. Aesthetic gustation is nothing but a percep-
jdcion sur generss, differing from all others.

I Rasa is unique?. The division into eight or nine Rasas
cottesponding to the permanent mental states (according to
Anandavardhana and Abhinavagupta there 1s indeed a ninth

" 1) See below, pp. 49-51.

- 2) ABh., 1, p.271: cka eva paramarthato tasab. A.G. says in anothet
passage (A Bh., I, p. 267) that all the vatious Rasas derive from one ‘great
Rasa’ only. On the unicity of Rasa, cf. also V. Raghavan, The Number of

Jligm, pp. 175-9.
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mental state, Quiet, and then a ninth Rasa, the Quietistic)
has only an empitical value. .“ We think ”, he says, “ that what
is enjoyed is consciousness itself, all full of bliss. What sus-
picion of pain may be here ? The feelings of delight,’ sortow,
etc., deep within our spirit, have only one function, to vary
it, and the representation’s function is to awake them'.”> * The
aesthetic expetience ”, we have seen in a passage pteviously
quoted, “ just as a flowet botn of magic, has, as its'essence,
solely the present, it is cortelated neither with what came before {
not with what comes after ”. These lines are very important.”
The state of universality required by Bhatta Niyaka not only
implies the elimination of any measure of time or space, but
even of any patticular knowing subject. Bhatta Lollata’s
question, where lies the Rasa, whether in the actor or in the
teptesented character, for Abhinava is quite nonsensical.
“The Rasa ”, he says, “does not lie in the actor. But where
then ? You have all forgotten and I remind you again (of
what I have already said). Indeed, I have said that Rasa is
not limited by any difference of space, time and knowing
subject. Your doubt is then devoid of sense. But what is
the actor ? 'The actor, I say, is the means of the tastmg, and
hence he is called by the name of « vessel ”. The taste of wine,
indeed, does not stay in the vessel, which is only a means
necessary to the tasting of it. The actor then is necessary
and useful only in the beginning?”. This elimination of the

1) ABh., 1,292 : asmanmate samvedanam evanandaghanam ;asvadyite |
tatra ka dubkhisankad | kevalam tasyaiva citratikarane mtz.r’okadwa.wﬂa-
yyaparab | tadudbodhane €abbmq}'zzdzv]apamb | :

2) ABb., I, 291 : ata eva nate na rasah | katra ;arlyz[ pm;;r;,;,/o
na(na) bodhyate | uktam hi deSakalapramatrbbedaniyantrito rasa m | keyam
asanka| nate tarbi kim | asvidanopayal | ata eva ca patram zl_y weyate |

v
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singular knowing subjects —that is, of the “ practical ” pet-
sonalities of the spectators, different each from the other—is
succeeded by a state of consciousness, a “ knowing subject ”
Whlch is, unique, “ generalized ”’, not circumsctibed by any
determmatlon of space, time, etc. 'This conception goes deep
into the doctrines of the philosophical school, followed by
Abhmava According to it, the differences between the various
“‘,Nego are illusory. Actually the “I” or consciousness is
unique. The so-called Buddhist Idealism (vij#ianavada), accotd-
ing'to wh1ch reality is consc1ousness but the vatious individua-
lmes or “ mental series ”’, sam?ina, are different each from the
other is, to the Saiva, clearly contradicted by the fact that a
thing appeats in the same way to mote subjects that see it in
the same place and time. In othetr wotds, two or mote sub-
]ects that see the same thing are in the same psychic condition,
that is, they form a single knowing subject. “ When mote
sub]ects—szud Utpaladeva in a wotk now lost—ate awate of
a-given thing, f.e., a vessel, in the same place and time, then
ﬁbout this thing, they come to make up an unity?””’. This
state of unity, of coutse, is not permanent, and, at a cettain
po;nt the various limited “I’s , that came to constitute an
upique “I7, again separate themselves The responsible
element of these unions and separations is nothing but the
Lord the liberty of consciousness itself.

.This state of unity, which, in various degrees, occuts in

ia_ b1 patre madydsvadal | api itn tadupiyokab | tema premukhamitre
m;‘opzy/oga ity |

1) This passage, botrowed from the lost 7742 on the Pratyabhijiizkarika,
has been quoted by Jayaratha in his commentary to Tantriloka, X, p. 67 :
M”l tam ghatadim artham ekadelavyavasthitah pramitirch semam scmredvo-
W:zﬂﬂs tavaty amse tadaikyam npayinti |
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otdinaty life also, is specially evident when we are assisting,
f.i., to a petformance or during cettain religioust\s\eremonies
(f. i., the tantric cakras), which must be celebrated in common.
In these assemblies, the distinction between one’s owinSelf
and the Self of other people, which 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 powetrful than the preced-
ing separated individualities. “The consciousness”, says
Abhinavagupta in the Tantrdloka, which consists of, and is
animated by, all things, on account of the difference of bodies,
enters into a state of contraction. But, in public celebrations,
it returns to a state of expansion—since all the components are
reflected in each other. The radiance of one’s own conscious-
ness in ebullition (7.e., when it is tending to pour out of itself)
is reflected in the conscioushess of all the bystandets, as if in
sO many mitrots, and, inflamed by these, it abandons without
effort its state of individual contraction. For this vety reason,
in meetings of many people (at a performance of dancers, sin-
gets, etc.), fullness of joy occuts when every bystander, not
only one of them, is identified with the spectacle. The cons-
ciousness, which, considered separately also, is innately made
up of beatitude, attains, in these circumstances—during the
execution of dances, etc.—a state of unity, and so entets into
a state of beatitude which is full and perfect. In virtue of the
absence of any cause fot contraction, jealousy, envy, etc. the
consciousness finds itself, in these circumstances, in a state
of expansion, free of obstacles, and pervaded by beatitude.
When, on the other hand, even one only of the bystandets does
not concentrate on the spectacle he is looking at, and does not
shate, therefore, the form of consciousness in which the
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other spectators are immersed, this consciousness is disturbed,
as at the touch of an uneven surface. 'This is the reason why,
during the celebration of the czkra, etc., no individual must be
allowed to entet who does not 1dent1fy himself with the cere-
:monies and thus does not share the state of consciousness of the
‘celebrants ; this would cause, in fact, 2 contraction of the cons-
“ciousnesst .

'These conceptions pose again a problem, namely, which is
the relation between the aesthetic and the mystical experience.
We have seen that Bhatta Nayaka likened them each to othet.
Abhinava, while accepting, on the one hand, the solution put
fotwatd by Bhatta Niyaka, did not fail, on the other, to show
up cleatly the boundary lines which separate the state of mystical
rconsciousness from that of aesthetic consciousness. Religious
etpenence he argued, marks the complete disappearance of all
Qolanty, the lysis of all dialexis in the dissolving fite of God :
:Sun, Moon, day and night, good and evil ate consumed in the

1) Tantraloka, XXVIII, vv. 373 I, :

Samvit sarvitmika debabbedid ya samkucet tu si |
melake *nyonyasanighattapratibimbad vikasvard ||
ucchalannijarasmyoghal samvitsn pratibimbitah |
babudarpanavad diptah sarvayetapy ayatnatab ||
ata eva nritagitaprabbyrtan babuparsads |
Yah sarvatanmayibbave hlddo na tv ekakasya sap ||
anandanirbbard samvit pratyekam si fathatkatim |
nrttadan visgye prapta pirpanandatvam asnute ||
irsydsfgyadisamkocakdiranabhavato ’tra s |
vikasvard nispratigham samwid anandgyogini ||
atanmaye tn kasmimscit tairasthe pratibanyate |
sthaputasparfavat samwid vijatiyatayi sthite ||
ata$ cakrarcanddyesu vijatiyam atanmayam |
naiva pravefayet samvitsamkocananibandhanam ||

See below, pp. 56, 57.
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ardent flame of consciousness. The knots of “I* and “ mine ”
are, in it, completely undone. The yogin remains, as it wete,
isolated in the compact solitude of his consciousness, far beyond
any form of discursive thought!. In the aesthetic experience,
however, the feelings and the facts of evetyday life, even if
they are transfigured, are always present. In respect of its
proper and irreducible character, therefore, which distinguishes
it from any form of ordinary consciousness, the aesthetic ex-
petience is not of a discursive ordet. ' On the other hand, as
regatrds its content—which is nothing but ordinary life purified
and freed from every individual relationship—the aesthetic
consciousness is no different from any other form of discur-
sive consciousness. Att is not absence of life—every element
of life appeats in the aesthetic expetience—but it is life itself,
pacified and detached from all passions.? Further devotion
(which is a preliminary and unavoidable moment of religious
expetience) postulates the complete abandon of the subject
to the object of wortship, God, Paramesvara,® who, although
being immanent and consubstantial, according to Abhinava-
gupta, with the thought which thinks Him, becomes in the re-
ligious moment as if transcendent to it and separate from itt.

1) See below, pp. 56 and 82; and I.P.V.V., III, pp. 350-1.

2) A Bb., I, p. 340 (cf. Raghavan, p. 104) : fatra siwrvarasinan S$inta-
praya evisvadah, visayebhyo viparwritya ||

3) The bhakts, religious devotion, is paramesvaravisayavaivasyasama-
vesarijpa (LP.V. V., 1, p. 25). Cf. p. 82, n. 4, below.

4y In the very moment that thought (vimarsa, samyiz, etc.), which, in
reality, is nothing but subject, becomes the object of thought ( z.¢., when
it is taught, meditated upon, etc.), it transforms itself 1nto the images of Ego
(abam), Self (atman), Consciousness (sarvid), God (Ivara, Paramesvara, Swa),
etc. ‘This concept is fully developed and discussed in the LP.7.V., and
in the LP.V., 1, 5, /. 15-17. Cf. also the LP. V.1, I, pp. 55, 56,
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'The purpose of the yogin is to identify himself with this
ttanscendental object. Religious devotion implies therefore
;a constant drive towards an end which 1s outside it and, as
tsm:h is the very antithesis of the aesthetic expetience, which
is perfect self-sufficiency.

In every way, whatever the difference between them may
.be, they spting from the same source. Both ate charactetized
by a state of consciousness self-centered, implying the suppress-
i‘Qn of any practical desire, and hence the merging of the
%suhject into his object, to the exclusion of everything else. The
;}ppeatance on the hotizon of consciousness of desires, of practi-
C@Zl needs, destroys ipso facto the unity of the aesthetic or of the
mystlcal experience. Something is shattered, something cracks
“3w1th1n us, and extraneous, dispersive elements penetrate~ the
507 scalled “ obstacles ”, vighna, born of the ego’s distutbing
~mﬂuence The aesthetical and mystical bliss, in this sense,
ms nothing but a state of independence, of liberty from any
g&&gtaneous solicitation and hence of rest, of lysxs’ ” in out
an Self. On this hand, the concepts of rest ““lysis ”’, tasting,
gustatlon and bliss, are strictly connected. But let us now listen
go [Abhinavagupta himself :

‘1) The vsghna, obstacles, are all the extraneous elements which break
Lhé unity of a state of consctousness (desites for gain, worry of all kinds,

e) The same conception is met with 1n connexton with religious ex-
;pemence The v1ghna ate defined in the LP. V.V, 1, p. 18 : vighnants vilum-
p anti Rartavyam 1t vighnih adhyatmikilayo’ navadhanadosidayas triwvidhopaghatah
Mdadbzrtbatam: ca devativisesdh | © The obstacles obstruct or hinder what
Jog}e does, this is why they are called obstacles. They ate of three kinds
(m,hprent in the petceiving subject, etc.) : lack of attention, etc. The
ﬁmmttxes whtch preside over them are also called obstacles . Their

mCLpal source is lack of attention (anavadhina), i e., the absence of a total
igggt of the whole being on the object of petception.

12) See above, pp. XXXVIII, XXXIX.
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“ What we call bliss is nothing but a full illuminatiofi of otie’s
own being, accompanied by a form of cogitation which per-
vades all one’s own nature, one’s own Self. Let us.consider,
for instance, a man limited by his patticular incomplete ego,
defiled and contracted by the body and so on, and let us suppose
that he feels a sense of vacuity in his body and is then hungry.
Longing for food, that is, for something distinguished from
himself, will actually occupy all his mind ; and therefdfe since
the self-cogitation of which we have spoken, does not occur
in him in all its fullness, he is, as it wete, devoid of bhss bliss
consisting in the self—cogltauon Now let us suppose that the
belly of that very man becomes full of food. Obviously, in
this case, the previous state of unfullness, consistifig in the
emergence of vacuity, will cease to exist. Soon after, how-
ever, he will begin to have new longings (he will desire to em-
brace women, etc.), that, until that moment, wete in 2 state of
latent impressions, because, as Patafijali has said, “ the fact that

" Caitra is in love with one woman does not imply-that he is out
of love with the othets ”, etc. Owing to this very contact
with other desites, such a bliss is then incomplete and, there-
fore, it is not the supreme bliss. In fact, according to the
~ principle that, ¢ in the union one fears the future sepatation’,

and ¢ one thing breeds the longing for anothet >, how can it be
a source of happiness ? ’, the forms of bliss Wh1ch we can enjoy
in practical life are unable to cut off completely the desite of a
thing distinguished from one’s Self and this is Why they are
incomplete bliss. ~ As to the part ¢ bliss> which is in them, its
deterrninant element s, however' as before the afore-sald self-
Sald E L?t us give-a pralse to Siva | All the forms of bliss
which may be found hete in these three worlds, ate only his
dtops, belonging to him, a vety ocean of bliss. (Stavacintimayi,
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e 61) Which ate these kinds of bliss ?  One of them, for in-
,stance arises while we are tastmg a sweet flavour, etc. 'The man
4wh0 is, as it is said, ¢ enjoying’, is in a state of consciousness
quite different from the one of a hungry man who eats up his
fgod greedily. }Ie tests within himself. Tn othet words, what
in'such a state is predominaft, Is~Hot the exterior reality, but
,xhe knowing subject. A further form of pleasure, different from
athe former and devoid of any extrinsic alteration, is tasted
When one, either through a poem or a drama, etc., is plunged
im some Rasa, as the Erotic one, and so on. meg to the
‘absence of any possible obstacle (longing for earning, etc.),
‘th1s pleasure is different from the forms of bliss of practical life,
mand just because it is devoid of obstacles, it is called Tasting,
Dchbatlon Lysis, Petception, Rest in the nature of the know-
}ng ‘subject. The so-called aesthetic sensibility, the fact of
abemg possessed of heart is caused by this very predominance
aQE ‘the heart! that is, of thought (which gives it its very

1) Not everybody, A.G. observes, has the intrinsic capacity to taste
@ bcm Individuals possessed of aesthetic senstbility are called possessed of
%1 att, 'those who have the consent of the heatt (sabrdaya, hrdayasapwada-
{ hak). 'The fact of being possessed of heart is defined in the following
é,y (Db A L p 38) yesam /émgmﬂmzlaﬂabbjammmd w.f/m’zbbz/te manomu-

yo rfbo /ard@/amg;zmq’z tasya bhavo rasodbbava) |

Sariram vyapyate tena Suskam Rastham ivagning ||
i“The faculty of self-identification with the events represented [the
;Deterrmnants, etc.,] demandsthat the mirrotr of the mind should be made
g:ompletcly clear, by means of repeated acquaintance with and practice of
Boetry. The possessed of heart, those who possess the consent of thelr
©Own hearts, are they who have this faculty. For it has been said : the
fastlng of that which finds the consent of the heart arouses the Rasa. 'The
body is pervaded by it, as dry wood by fire > . The mind and heart must
Jﬁﬁ mitrot-like (visada, vimald), teady to teceive all the images which are
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name), and, at the same time, by a sort of indifference to the
patt “light”’, which consists and tests in the knowable—which
however continues to exist. The mental movements that are
made the matter of such a Tasting are the nine Rasas. They
are devotd of obstacles and consist of a Sampling. The so-
called supremé—bigs, the lysts, the wonder, is thetefore nothing
but a tasting, that 1s, a cogitation in all its compact density, of
our own liberty, This libetty is realsssima (that is to say, not
metaphorical) and insepatable from the very nature of cons-
ciousness. We must not, however, forget that in the tasting
of a juice of sweet flavour, etc., thete is, between this bliss and
us, the separating scteen, so to say, of the exterior reality. In

teflected tn them * vimalamukurakalpibhiitanyjabrdayah, A Bh, p. 37. In
the T A, III, 200, AG says :

tathd hr madhure gite sparSe vi candanidike |

madhyasthyavigame yasau hrdaye spandaminati ||

anandasaktih sawoktd yatah sabrdayo janab |

“ When the eats are filled with the sound of sweet song or the nostrils
with the scent of sandal-wood, etc, the state of indifference (non-patticipa-
tion, impetsonality, etc ), disappears and the heart 1s invaded by a state of
vibration (spandamainata, for the significance of the tetm spanda, cf. p. 60,
n 1) Sucha state 1s precisely the so-called powet of beatitude, thanks to
which man ss © gifted with heart’ . According to the fawa of Kashmir,
heart 1s consciousness 1tself, thought, beatitude, etc. /

Elsewhere (A4 Bk, II, p 339), A G. says that poetic sensibility 1s the
faculty of entering into 1dentity with the heart of the poet (Ravibrdayatadat-
myapatiyyegyatd). Of coutse, people whose natute 1s  gentle (sukumira)”
will have a greater feeling for erotic poetty, people of bolder natute will
hetotc poetry, etc. Every individual has a particular nature (tendencies,
innate 1nstincts, beginningless 1oot desites, vdsani), according to which he
will feel himself more drawn to some poets than to othets. Senstbility ”
(sabrdayatv.) also plays an important role 1n religious experience, but 1n this
case we may not talk of aesthetic sensibility, the more cottect term being
teligious sensibility, cf. P.T V., p. 45 ff.
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poetty, in drama, and so on, this screen is actually missing,
but it remains in a latent state. Also in these forms of limited
bliss, however, those people whose hearts are carefully devoted
to cancel the part which performs the function of a screen,
succeed in reaching the supreme bliss. ¢ Supreme bliss 7, it
has been said, “may even take place, disclosed by drinking and
eatingl,”

The aesthetic and the mystical state of consciousness ate not
only chatacterized by a patticular hliss ot tepose. According
to Abhinavagupta and his school, they are accompanied by a
sense of wonder ot surprise. The word expressing this wonder,
i.e. camatkira is frequently to be found, in its ordinaty, non-
technical sense of surprise, amazement, in Indian literature.
“It appeats to me”’—observes V. Raghavan®—“that originally
‘the wortd camatkira was an onomatopoeic wotd referring to
the clicking sound we make with our tongue when we taste
something snappy, and 1n the course of its semantic enlarge-
tments, camatkara came to mean a sudden fillip telating to any
feeling of a pleasurable type ”. The first to use this term 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 ‘1’
1s concetved as a nucleus of energy, nourished by the images offered 1t by
the senses. ‘These must be, as 1t were, saturated and concentrated 1nto a
unique point. Saturation and concentration imply each other. They
atise when the senses are absotbed 1n 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 Trntrasara (Abhinavagupta, Essenga
des Tantra, Totino 1960), Introd , passim, and the Appendix No 3, whetein
I have translated the pp. 45-52 of the Pardt1imsikainatana.

2) Some Concepts of the Alankara Sastra, Adyar 1942, p. 209.
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technical sense was probably Utpaladeva, who was the master of
the master of Abhinavagupta.! This word is indeed unknown
to the fathet of the Pratyabhijfii school, Sominanda, and in
Anandavardhana it occuts once only, used in its ordinary sense,
without any technical connotation, Its occuttence both in the
Yogavasistha (cf. the exptession cittacamatkira, which Dasgupta
HIPA, p. 236 translates ‘self-flashing of thought’) and in the
Agnipurapa is of no great significance, because these works are
both later than Utpala and may be even than Abhinava. The
tetm camatkdra was used, no doubt, by Bhatta Niyaka, but
ptobably, as appears from a passage of the Hydayadarpana
quoted by Abhinava®, not in its technical meaning ; and
anyhow, he was later than Utpala. In the Spanda School
(Vasugupta, etc.) an idea very like to that expressed by
camatkdra is conveyed by the wotd vismaya, astonishment.
The yogin is penetrated by astonishment. The yogic stages
are astonishment®. The general idea undetlying these words
(compare, in this connection, also the Pali and buddhist term
samyega) is that both the mystical and the aesthetic experience
imply the cessation of a world—the otdinary, histotical wozld,
the samsira—and its sudden treplacement by a new dimension
of reality. In this sense the two are wonder or surprise. A
parallel of this idea of a kind of wonder which fills the soul
in front of the beautiful or of the scared, exists in the western
thought also. We find it in Plato and especially in Neoplato-
nismus. “Souls”, Plato says, “ when they see hete any likeness

1) See, f.1., the commentary to the S wadystt, 1, 8, Swastotravals, p. 41.
2) Locana, comm. on II, 1.

3) See Swasittra, 1, 12 : vismayo yogabhiimika. According to the M.V.V.,
II, 99, the yogin 1s srsmayavistab.
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of the things of that other world, are stticken with wondet,
Jenifreorar and can no longer control themselves > (Phaidros,
'2508). Accoiding to Proclus, this sense of amazement,
«em‘b;’ «¢, accompanies both the beautiful and the sacred.

*“ The beautiful, he says in the Theologia Plotonca, _ is
mppearmg with wonder pe? IkaMifews pawwdusvor, and 1nc1tes
"% all the things towards itself through desite and wonder.””
111 the same work we read eventually that “we are incited
towatds the beautiful with wonder and emotion ” and that
“tthe soul, seeing the invisible, as it were, rejoices itself,
admlres its appearing, and is astonished at it. And as the mys-
’t;cs in the most saint religious rites, before the mystical visions,
are stricken with wondet, so, among the intelligibles also, the
‘beautiful appeats in advance, before the communion with the
goéd and strikes with wonder them who ate seeing.?”

"+ According to Abhmavagupta and his school, this wonder
qs present, in a broader sense, in every form of life, it is like
,consmousness itself, the element which distinguishes cons-
\cg,oqsness ot spitit from inanimate matter. Aesthetic sensibi-
htyr, as Abhinava says, is nothing but a capacity of wonder
mqrc elevated than the ordinary one. An opaque heart does
hcg wondet, non obstupescit. ‘The appearance of the beautiful
‘does not atouse in it any shock (&sobba) or wonder.?

L 1) Theologis P/atmzmv, Frankfurt, 1608, # 51 :

25 ¢ rav*w ndvra 0k walov ket ExmAifews dwvecyéipov. . . ysr emlr&ews‘
;hagvoyevov.
12) Ibd, p 151 :

wpoS' 08 70 kaddy ped exmAnEewS kot I(‘lVY‘O’c(Dg erezpopeﬁa 70 airopprro;
%Qwﬁaﬁgwav&z eBOUaa ( Sel. goxn ) Xazpez kat araz'ac 70 ¢auev mz gnrdyrar
me,,qa adtd kol won'ep b rdis arzwraraz? z‘eZeratS n'po @Y pJa‘mm)u
0agégatwv ernlr&s‘ Ty puouyeuwu, oUTw 57 xav 7618 vorrozS‘ o TS
T ,}lxmﬁou petovalas o kdAdoS npodarvipsyoy sxrbyrz'ef 7008 apwvz'a?, kTA.
Q;‘}) Paratrimikavivarana, p. 49.
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While the aesthetic experience, which concetns the spectator
first of all, was receiving so much attention, Indian thought
did not neglect to examine the creative moment, in which the
poet gives life and breath to his work. 'The chief thinkets to
study the nature of the birth of a work of poetty wete Ananda-
vardhana and Bhatta Tota and later Abhinavagupta, his direct
disciple.

“In the boundless samsira of poetry ”—writes Ananda-
vardhana—* the poet is the true and sole Creator (lit., Praja-
pati) ; as it pleases him to cteate, so the whole is transformed.
If the poet is petvaded by Rasa in his poem, the whole wotld
will be suffused by Rasa. But if he be void of emotion, the
wotld too will be void of Rasa. A good poet, by virtue of his
independence, freely designs even insentient objects to act as
sentient ones and sentient objects to act as insentient ones'”.
The same comparison with the Creator, Prajapati has also been
reproduced by Abhinavagupta. ¢ Like the Creator ”, he says
in the Abhinavabhirati, 1, 4, ““ the poet creates for himself a
wotld according to his wish. Indeed, he is amply endowed with
the power of creating manifold, exttaordinary things, otigina-
ting thanks to the favour of the Deity, the Supreme Vocality,
called pratibha®, and continually shining wihin his heart .
The poet is at once he who sees (the seet, 757) and he who is able
to express in wotds that which he sees. ‘The famous stanzas by
Bhatta Tota quoted by Hemacandra, KavyanvSisana, p. 379,
state vety cleatly that the poet must have this double quality
and bear quotation. “It has been said that no non-seet can be
desetvingly called a poet, and one is a seet only by virtue of his

1) Dh.A., III, 43.
2) On this term, see below, p. 49, n, 4 and J. Gonda, The Vision of the
Vedic Poets. 'The Hague 1963, pp. 318-48,
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“vision. Vision is the power of disclosing intuitively the reality
fun,derlymg the mamfold matenals in the world and their as-
ggécts. To be termed a ““ poet ” in the authoritative texts it is
*’ehough to be possessed of this vision of reality. But in every-
ﬁéa;ty speech the wortld accords that title to him alone who posse-
is‘égs vision as well as expression. Thus, though the first poet
fz,,a,, Vilmikr) was highly gifted with enduring and cleat vision,
*flc was not hailed as a poet by people until he embodied it in a
s@cscnptlve work', Rasa belongs, in reality, to the poet
f,fglonc ; it is nothing but his “ generalized ”” consciousness.
&%ﬁﬁ: activity of the actor ”’, says Abhinava in the 4bhinava-
%élgamz‘z 1, 294, is depending on the poem and it is rooted
in.the generahzed consciousness of the poet. Rasa, in reality,
,i§: nothing but this consciousness. The spectator also, in the
T;mcgmmng, is enchanted by this petception. The determinants,
gtc,, are perceived by him only at a later time, thanks to a sub-
i’scquent analysis. ‘This is the purpose of Bharata. Thus, as
g:ﬁgagrds the dramatic performance, the poem or the mind of the
Spectator, the root is only this, viz., the Rasa which lies within
;he poet. 'This is, as it were, the seed. The poet is, indeed,
mﬁgpmparable to the spectator, for, as Anandavardhana said,
#if the poet is pervaded by Rasa, etc. (see above, p. XLVIII).
:T?he poem, for its patt, is, so to say, the tree. The activity of
e actor, that is, reptesentation, etc., is, as it were, the flower,
gand the tasting of the spectatots, the fruit. ‘Thetefote, all is
%@cwaded by Rasa?.”” Rasa fills the poet entirely with itself,

1) See also Gonda, op. cit., p. 338.

2) ABh., 1, p. 294 :  Ravigatasidharagibbitasamvinmiilas ca kiayyapurah-
mIo natayyaparab | saiwva ca samwit paramarthato rasah | simajikasya ca tatpra-
ﬁgya vasikriasya pascid apoddbarabuddhyd vibbavadipratitir iti prayojanam |
naje kayye samayikadhiyi ca tad eva milam bijasthaniyah kavigato rasab | kaver b
mq/zéaﬂ/{ya eva | tata evoktam Syugari cet Ravip 1tyads anandavardhanicaryenal
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and is spontaneously translated into poetic exptession, like a
liquid which ovetrflows a vase—*“ if a pot is not full, it cannot
overflow ”—ot like the natural manifestation of a state of mind
(intetjections, exclamations, etc.)'. In othet wotds, artistic
creation is the ditect ot unconventional expression of a feeling
ot passion ‘ generalized ”, that is, freed from-all-distinctions
in time and space, and therefote from all individual relationships
and practical interest by an inner force within the poet himself,
the cteative or artistic intuition, prafibbd. ‘This state of
consciousness expressed in the poem, etc., is transferred to the
actot ot the reciter, and to the spectator. All three—poet, actor
and spectatot—, in the serene contemplation of the wotk of
art, form in reality a single knowing subject, merged togethet
by the same sensations and the same purified joy?. 2~

The use of the tetm pratibba in Indian poetics is vety old,
and, before Abhinavagupta, we find it in various authors of
treatises on poetics, as, f.i., Bhimaha (7th century), Dandin
(7th century) and Vamana (8th century). Accotding to these
authorities, pratibha is, in brief, a sott of unborn genius, ima-
gination or quick-wittedness, etc. conceived as the ptimaty
cause of excellence in literary art?, as the very seed of poetry?,
This intuition, to Rajadekhara (9th century) is not limited to the
poet, £avi. According to him, the word pratibhi has the double
sense of creative imagination, genius, inspiration, R&drayitri

tato vrksasthiniyam Ravyam | tatra puspadisthiniyo *bhinayadigyaparah | tatra
phalasthaniyah samipkarasisvida | tena rasamayam eva vifvam |
1) Locana, comm. to I, 5.

2) Cf, f.i., the verse by Bhatta Tota, quoted by A.G., (Locana, comm.
onl, 6) : nayakasya kaveh Srotul samano *nubbavas tatah |

3) Cp. Bhimaha, Kayydlamkara, 1, 5, and Dandin, Kavyadarsa, 1, 103.
4) Cp. Vamana, Kavyilamkira, 1, 3, 16 : kavitvabijam pratibhinam.

[z]



INTRODUCTION

?mz‘zbba and of aesthetic sensibility, here conceived in the
‘terms of an active power which permits the manifestation of
Basa bhavayitr? pratibha*. All these descriptions of pratibha,
?however were superseded by the definition laid down by the
,master of Abhinava, Bhatta Tota. ‘ Intuition ”, he says,
;@f*form of intuitive consciousness, praj#ia, wh1ch is an inex-
.hausuble soutce of new forms. It is by virtue of this intuition
,Lalone that one deserves the title of ‘poet’, of one, that is, who
3513 skilful to express?””. This definition of prasibhi came to be
accepted and quoted in later times by almost all of the Indian
brhetoncmns Abhinava himself did not add vety much to it
and limits himself to stress the fact that prafzbbi does not
xgxhaust itself in the poetical intuition, but is, in a broadet
mense the same consciousness, the same Self,

‘e« In the majority of men it does not succeed in liberating
w,tself from the chain of relationships and practical intetests
“which condition and constrict it, but, in the poet, it butns
i:%;ith a purtfied light—to shine out finally in all its fullness
g@ the intuition of the saints®

l"
f k“l) Cp. Rajasekhara, Kayyamimamsa, pp. 12-14.

; 2) This stanza was a part of the Kavyakantuka, a work not extant now.
It is quoted, with some variants, by many writers, either anonymously ot
wmennomng the source by name. Cf. f.1. Hemacandra, p- 3; Manikya-
candra, p. 7. The text runs as follows :

Ppragiia navanavollekbasalini pratibhi mata |
tadanupragandjwadvarpananipugah kavip ||

3 This concept 1s expressed in the T.A4., XI, pp. 60-62 (cf. M.V.V,
yv. 1031 onwatds) :

Jyatha yathd cakrtakam tadripam atiricyate |
tathd tatha camatkiratiratamyam vibhavyate I
adyamayiyavar pantarnimagne cottarottare |

samRete plrvapiirvamiamayjane pratibbabbidab ||
adyodrekamabattve’ p1 pratibhatmant nisthitah |
dhrivam kavitvavakirivasalitam yanti sarvatah ||
yavad dhimani .ramketam,éam,éa/aﬂojjbzle |
vifranta$ cinmaye kim kiw na vetts na Rarot: ca ||

[ ]



INTRODUCTION

In brief, artistic intwition is a particulat hypostasis of uni-
versal or total intuition, that is to say, of consciousness as a
force which creates and continually renews the Universel.

After Abhinavagupta, the study of aesthetics continued
in India up to the present day, but without recerving much
creattve stimulus. Anandavardhana, Bhatta Niyaka, Bhatta
Tota and Abhinava are still the most charactetistic exponents
of this subject and their thought, although at times uncertain
and ingenuous, reaches, with the latter, conclusions which are
still valid today and even relatively novel to western thought.
‘The conception of art as an activity and an independent spiritual
expetience, freed of practical intetests, which the intuition
of Kant petcetved for the West, was alteady, in 10th century
India, an object of study and controversy. Poetry, said
Anandavardhana and Abhinavagupta is inextinguishable : it
exists and will exist for ever. Like love, it has kindled and will
continue to kindle the hearts of men with new and pulsing
lifez; it 1s an essential and independent part of human nature
and the poets, who will never cease to tap its soutce, far from
exhausting it, only purify and enrich it with new and ever-
changing experiences?,

1) Anandavatdhana (DA.A, p. 91) says that poetic intuition is a parti-
cular form of pratibhi (pratibhavisesam). A.G.s comment (Dh.A.L., p.
92) 1s

pratibha apiirvavasiunirmanaksama prajiia | tasya visego
rasavesavaisadyasanndaryam kayvyaksamatvam ||
The concept of pratibha is 1dentified 1n fazva metaphysics with that of con-
sclousness as Creative emission (szsarga); cf., p. es., T.A., V., p. 432 :
o« wisarganandadbiraya | sikiam tad eva sad viSvam Sasvad navana-
v@yate ||
2) Dh.A.L., p. 540.
3) Dh.A, pp. 545-6.

[ L ]



TEXT

[4. Bh., I, pp. 274-287]



evam kramahetum abhidhiya rasavisayalaksanasitram zha
 vibhavinubhivavyabhicirisamyogad rasanispattth > | atra
~bhattalollataprabhrtayas tavad evam vyacakhyuh | vibhi-
Vadlbhlh samyogo ’rthit sthayinah, tato rasanispattih | tatra
v1bhavas cittavrtteh sthayyatmikdya utpattau kiranam | anu-
“bhivi$ cana rasajanyd atra vivaksitdh, tesim rasakiranatvena
ganananarhatvat api tu bhavanam eva ye nubhavahl vyabhi-
,carina§ ca cittavettyatmakatvad yady api na sahabhavinah
}sfh Zyini, tathdpi visanitmateha tasya vivaksita | dgstinte
p1 vyafijanidimadhye kasyacid visanatmakatd sthiyivad anya-
_syodbhutata vyabhicirivat | tena sthiyy eva vibhavanubhava-
dibhir upacito rasah | sthayl bhavatv' anupacitah | sa cobh-
vayor api anukirye ’nukartary api cinusamdhinabalad iti® |
¢ cirantaninim caiyam eva paksah | tathd hi dandina svilam-
<kiralaksane bhyadhdyi  ratih $ragiratim gata ripabahulya-
yogena >3 iti,

ity aruhya' parim kotim kopo raudritmatim gatah |
jtyadi ca |
Y etan neti $riSankukah® | vibhivadyayoge sthayino linga-
bhavenivagatyanupapatteh, bhivanim purvam abhidheyata-
‘prasangat, sthitada§ayim laksanintaravaiyarthyat, mandatara-
tamamadhyasthyadyanantyapatteh, hisyarase sodhatvibhiva-

2 Ybhavaty G, M; tv Hc 13, 2 sa cobbayor apy anunkirye ’nukartary
qgi canusamibanabalid 1t1 G, M, the text of Hc is here somewhat enlarged,
m cobbayor api mukhyayi vrttya ramadiv annkdarye *nukartar ca nate ramadsri-
Zzatgﬂmamd/mﬂabalad 1 1117, 3 KAD, 11, v. 281, prak priter darseta seyam
@tz,b Srngaratam gata | rijpababulycyogena tad idam rasavad vacah|| ¢ KAD.,
1L,.v. 283 22y drubya (Bohtlingk’s ed.) : adbirubya G : arubya M, corrected
in a second hand into adhirubya : aruhya ca Hc || ®From this 1. to 1,14
;Ekhe text has been freely paraphrased and enlarged by Hc ||

[ 3]
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prapteh, kimavasthisu dadasv asankhyarasabhavadiprasangit,
$okasya prathamam tivratvam kilit tu mandyadatréanam,
krodhotsaharatinim amarsasthaityasevavipatyaye hrasadar-
$anam iti vipatyayasya dt§yamanatvic ca | tasmad dhetubhit
vibhavakhyaih karyai§ canubhavitmabhih sahaciririipai$
ca vyabhicatibhih prayatnirjitataya krttimair api tathanabhi-
manyamanait anukattrsthatvena lingabalatah pratiyamanah
sthayl bhiavo mukhyarimadigatasthiyyanukaranariipah, anu-
karanarfipatvad eva ca namantatena vyapadisto rasah |
vibhava hi kavyabalid! anusamdheyah, anubhaviah $iksatah,
vyabhicatinah krtrimanijanu*bhavitjanabalit | sthayi tu kavya-
balad api nanusamdheyah | ratih $oka ityadayo hi $abda
ratyadikam abhidheytkurvanty abhidhanatvena, na tu vacika-
bhinayariipatayavagamayanti | na hi vig eva vicikam api tu
taya nirvittam, angair ivingikam | tena |
vidaveneva jaladbih Sokah krodhena piyate® |
iti | tatha |
Sokena  krtastambbas®
tathd sthito yo ’navasthitikrandaib* |

ityevamadau na $oko ’bhineyo ’pi tv abhidheyah |
bhiti  patito likhantya®

v kapyabalid He : kapyabali G,M || 2 Untiaced soutce ; the first
two padas have been given by Hc and read as follows, vivrddbatmapy
agadho *pr duranto’ ps maban aps | 3 krtastambhas He : krtab stambbah
G, M ||* yo ’navasthitikrandath G : yo ’vasthitikrandath M : yena vardhiti-
krandarp Hc. The two last padas of this stanza, whose soutce I have not
succeeded in identifying, ate given by Hc and tead as follows, 4rdaya-
sphutanabbayartas  roditum (2., Ortarr arditum) abhyarthyate sacwaib ||
5 This is Harsa, Ratnavali, 11,11 ; the complete stanza runs as follows,
Dbbiti patito Likbantyas tasyi baspimbusikarakananghab |svedodgama wa karatu
lasamsparSid esa me vapusi ||

[ 4]



THE AESTHETIC EXPERIENCE, ETC.

1ty anena tu vakyena svirtham abhidadhati udayanagatah
hsukhatma ratih sthayibhavo ’bhiniyate na tlicyate| avagama-
maéaknr hy abhinayanam viacakatvid anyi | ata eva sthiyipa-
”’dam stitte bhinnavibhaktikam api munind noktam | tena ratir
*“anu,knyamana $rigiara iti taditmakatvam tatprabhavatvam ca
iymktam | arthaktiyapi mithyajfidnad drsta'| na catra nattaka
%Va sukhiti pratipattih, napy ayam eva rima iti, na capy
‘ayam na sukhiti, napi tamah syid vi na vayam iti,> na capi
tatsadréa 1ti ® | yah sukhi rima asiv ayam iti pratitir astiti]
f:i:ad‘ iha |
 pratibhiti na samdeho na tattvam na viparyayab |

dbir asdv ayam ity asti ndsiv evdyam ity api ||

virnddhabuddhyasambbedid ® avivecitasamplavah ® |

Juktya paryanmymyeta sphurann anubbavab kayd || iti |

tad idam apy antastattva$inyam na vimardaksamam ity
fupadhyayaw | tatha hy anukaranariipo rasa iti yad ucyate tat
1) kim simajikapratityabhiprayena, 2) uta natabhiptiyena,
@ kim va * vastuvrttavivecakavyikhyatrbuddhisamavalamba-
fnena yathihur ¢ vyakhyatarah khalv evam vivecayanti®” iti,
4,4) atha bharatamunivacaninusirena |

j«t 1) tatrddyah ® pakso ’samgatah | kimcid dhi pramane-
mopalabdham tad anukaranam iti $akyam vaktum | yathi
yam asau suram pibatiti surdpananukaranatvena payahpinam
g;pratyaksavaloknam pratibhati | itha ca natagatam kim tad

1 Hc adds here one stanza of Dharmakirti, PV, II, 57, mmzpradz}ba-
gbmbbdjor manibuddhyabhidbavatoh | mithydjianavisese pi viseso’ rthakriyam
ghrgztz i 2 nap: ramah syid vi na vayam 1t2 G, Hc : omitted 1n M ||
wféftcr kim tn Hc adds samyanmithyasamsayasadsSyapratitibhyo vilaksana
g‘zérm‘z/ragadz@'qyma I 4tad GM ; yad Hc || 5 O)yd, ﬂgyammbbedad Hec:
"’bﬂda’bzmmbbedad G, M| ¢ %amplavah G, M. Y%plavah  Hc ||
? upadhyayih G : upadhyayah M : bhattatotah He | 8 ThlS 1s Dharmakirts,
PV Svavytty, p. 39 (ed. Gnoly) || °zatradyah He, M : ddyah G ||

[5]
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upalabdham yat sa ity anukaranatayi' bhatiti cintyam |
taccharfram tannistham prati§irsakidi romaficakagadgadikadi *
bhujaksepacalanaprabhtti 3 bhriksepakataksidikam ca na rate$
cittavrttiripatayanukiratvena kasyacit pratibhati | jadatvena
bhinnendtiyagrahyatvena > bhinnidhikaranatvena ca® tato
’tivailaksanyat | mukhyamukhyivalokane 7 ca tadanukatana-
pratibhdsah | na ca timagatim ratim upalabdhap@irvinah
kecit | etena rimdnukarf nata ity api nirastah pravidah |
atha natagatd cittavettir eva pratipanni sati ratyanukirah
$§rigiara ity ucyate tatrdpi kimatmakatvena sa pratiyata iti cin-
tyam | nanu pramadadibhih kiranaih kataksadibhih katyaih
dhttyadibhi§ ca sahacaribhit lingabhitair ya laukiki katyarapa
karanariipa ® sahacaririipa ca cittavettih pratitiyogya tadatma-
katvena sa natacittavettih pratibhati | hanta tathi ratyakarenaiva
si pratipanneti dare ratyanukaranatavicoyuktih | nanu vibha-
vidayo ’nukirye paramarthikd, iha tv anukartari na tatheti
videsah | astv evam, kim tu te vibhavidayo ® ’tatkaranatatka-
ryatatsahacararfipd api kavyadiksidibalopakalpitah kttrimah
santah kim kftrimatvena samijikair gthyante na vi | yadi
grhyante, tadi taih katham rater avagatih | nanv ata eva tat
pratiyamanam ratyanukaranam | mugdhabuddhe ** karanan-

1 yat sa 1ty anukaranatayd Mc, p. 69 (Hcin a note) : sadannkaranataya
G, M : yad ratyannkaranatayid Hc : yad amnkaranatqya P, p. 417 ||
2 romaficaka® G, M 1 romifica® Hc || 8 04/ana® He @ %alana® G,M ||
Ccuttavritirijpateyd G, M ¢ cuttavrttarfipiya Hc || ® bhinnendryyagrabyat-
tena represented 1n He, 1s posstbly a later addition, and it 1s, as such, bracke-
ted both in G and M (1n a second hand) || 6 ¢z is omitted by Hc ||
7 Perhaps the otiginal reading was mukhyavalokane only, and Camukhya®,
bracketed both 1n G and M and absent in Hc, is a later addition ||
8 kgranarifpi G,M : omutted by He || ® fe vibhavadayo He : te hs vibhavi-
dyo GM | 2 mugdhabuddbe : ratyanukaranabuddbeh Riragam G, M
nongdha S ddbeh He ||

[ 6]



THE AESTHETIC EXPERIENCE, ETC.

taraprabhave hi kirye sudiksitena ! tathijiidne vastvantara-
syanumanam tavad yuktam | asudiksitena ® tu tasyaiva pra-
siddhasya karanasya | yatha® vricikavidesid gomayasyaivanu-
?“ninam viedcikasyaiva * tat param mithydjfianam | yatrapi li-
nga]nanam mithya tatrapi na tadabhisinuminam yuktam ® |
na hi baspad dhumatvena jiatad anukarapranbhasamanad
gpl lingat tadanukarinumanam yuktam | dhiminukiratvena
hijfisyaminan nihirin nagnyanukirajapapufijapratitir ¢ drsta |
*nany akruddho ’pi natah kruddha iva bhati | satyam,
kruddh“na sadréah | sadtSyam ca bhrukutyadibhir gor?
1va gavayena mukhadibhir 1ti naitavatdnukirah kadcit | na
»cgpx samdjikanim sadrSyamatir ast1 | simajkinam ca na
bhavasunya nartake pratipattir ity ucyate | atha ca tada-
nukirapratibhasa itt nktd vacoyuktih | yac coktam rimo
Jyam ity asti pratipattith, tad ap1 yadi tadatve’® tiniécitam
taduttarakalabhavibidhakavaidhuryabhave katham na tattva-
manam syt | badhakasadbhive va katham na mithya-
]nanaml vastavena ca vrttena badhakanudaye ’pi mithya-
1nanam eva syat | tena V1ruddhabuddhyasambhedad 8 ity
gsat | nartakantate ’pi ca® rimo ’yam it1 pratipattir asti |
gﬁataé ca rimatvam simanyarfipam ity ayatam | yac cocyate
V;bhavah kavyad anusamdhiyante tad api na vidmah |
na "hi mameyam sitdi kicid 1ti svatmiyatvena pratipattir
atasya | atha samajikasya tatha pratitiyogyah kriyanta ity
1 Y %rabbave hi karye susiksitena tatha jiane Hc (but yiidte for jiane) :
‘fgmbbawm hi karyesu $ksitena na tathi jiiane G, M || 2 asusiksitena Hc,
G astussksitena M || ® yathd G, Hc : tatha M|l % vrécikagyawa G 2
mgﬂ,ézzg/awa vd Hc : vrseskas cawa M || 5 na.. ynktam : aynktfam
ayuktam  GM || © Yapapuija® He @ Yapapugpa® G,M ||
T Lor Hc :ganr GM || 8 faditve *timiscitam (the avagraha added by me)
M,G (tadatrets (vi) miscitans)  laaatve niseitam He || 9 Obﬂdd/y/amg;;bbe(ﬁt
Hc : %uddhisambbedit GM | 10 °pz ca G,M : ¢a omutted by Hc ||

| [ 7]
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ctad ! evinusamdhanam ucyate, tathi sthdyini sutarim anu-
samdhinam syit | tasyaiva hi mukhyatvena asminn ayam
iti samajikdnam pratipattih | yas tu? vag vacikam ityadina
bhedibhidhinasamrambhagarbho 3 mahiyan abhinayatiipata-
vivekah krtalh sa uttaratra svavasare catcayisyate | tasmat
samajikapratityanusirena sthayyanukaranam rasat ity asat |

2) na cipinatasyettham pratipattih tAmam taccittavrttim
vinukaromiti | sadt$akaranam hi tivad anukaranam anupala-
bdhaprakstind ® na S$akyam kartum | atha paScitkaranam
anukaranam, tal loke ’py anukaranitmatitiprasakti | atha
na niyatasya kasyacid anukirah, api tattamapraksteh $okam
anukaromiti,® tarhi keneti cintyam | na tavac chokena tasya
tadabhavit | na caSrupatadinid $okasyinukirah, tadvailak-
sanydd ity uktam | iyat tu? syat, uttamaprakrter ye $oka-
nubhivis tdn anukaromiti | tatripi kasyottamaprakfteh |
yasya kasyacid iti cet, so’pi viSistatim vini katham buddhiv
aropayitum Sakyah | ya evam rodititi cet, svitmipi madhye
natasyanuptavista iti galito ’nukiryanukarttbhivah | kim
ca natah Siksavadit svavibhivasmaranic cittavrttisidhirani-
bhivena hrdayasamvadat kevalam® anubhavin pradaréayan
kavyam ucita® kakuprabhstyupaskiarena patham$ cestata ity
etivanmaitre ’sya'® pratitit'* na tv anukiram vedayate |
kiantavesanukaravad dhi na rimacestitasyanukirah | etac ca
prathamiadhyiye *pi datSitam asmabhih2 |

1 otad G,M : etdvad Hc || 2 yas ty 2 yar tn GM || 8 Ogarbho :

0garbha® G,M || 4rasa GM : rasa Hc || 8 Oprakriing G,He @
Oprakrtinam M || 8 anukaromits Hc : annkerots G,M || 7 {yat tu
G,M : yat #n He || 8 kevalamy G,M : kevalin Hc || 9 weita Hc,
M : #pacita® G | © etavanmatre ’gya GM :  etavanmitrasya Hc ||
W pratitir G, Hc : pratilun M| 2 Cf. ABh, 1, p. 37 (énfra,
App. I, p. 98) I

[ 8]
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3) niapi vastuvrttinusarena® tadanukaratvam, asamvedya-
minasya? vastuvittatvinupapatteh | yac ca vastuvrttam tad
datdayisydmah® |
223‘" 4) na ca munivacanam evamvidham asti kvacit sthiy-
yanukaranam rasd iti | * ndpi lingam atrarthe muner upala-
I?hyate | pratyuta dhruviginatilavaicittyalasyangopajivanam
nirdpanadi viparyaye lingam iti samdhyangadhyayante vita-
hisyﬁmah 1]« saptadvipﬁnukaranam 57 ityadi tv anyathapi
éakyagamamkam iti | tadanukare ’pi ca kva namantaram
kantavesagatyanukaranad 6

yac cocyate varnakair haritaladibhih samyujyamina eva
gaur ityadi, tatra yady abhivyajyamina ity artho ’bhipretas
tad asat | nahi sindaradibhih paramarthiko gaur abhivyajyate
P,gadlpadlbhlr iva, kim tu tatsadréah samihaviSeso nirvartyate |
taeva’hi sindaradayo gavavayavasamnive$asadrSena samni-
Yedavidesenavasthitd gosadrg iti pratibhasasya visayo naivam
vx.bhavadlsamuho ratisadrdatipratipattigrahyah | tasmit bhi-
X@aukarmam rasi ity asat |

) <yena tv abhyadhayi sukhaduhkhajanana$aktiyuktd visaya-
gamagn bahyaiva simkhyadr$a sukhaduhkhasvabhavo rasal |
‘asyam ca simagtryim dalasthiniyd vibhavah, samskaraka
‘anubhavavyabhicarinah, sthayinas tu tatsimagrijanya antarah
Stkhaduhkhasvabhava iti | tena * sthdyibhavan rasatvam
ppanesyamas ” ityaddav upaciram angikurvata granthaviro-
ﬁham svayam eva budhyaminena disanaviskaranamaukha-
i:tyat" pramaniko janah' pariraksita iti kim asyocyate | yat tv

Y pastuyrttanusirena G,Hc @ vastutvanusarena M || % asapwedyaminasya
He:  amusapvedyaminasya GM. || 3 Cf. infra, p. 00| ¢ Cf. ABb, 1II,
ch. XIX| ® NS, I, v.120 | © %unkarangd : Cnwkaranidan G,M ||
@bﬁa eva Hc: ate ewa G, M| 8 NS, prose after v. 45|
9 "mat/kbar;)at Hc: Ymarrkbyat G, M || 10 pramamko  janah GM :
pmwamka/aﬂab Ilc ||
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anyat® tatpratitivaisamyaprasangadi tat kiyad * atrocyatim |

bhattandyakas tv 3ha | raso na pratiyate, notpadyate,
nabhivyajyate | svagatatvena hi pratitau karune duhkhit-
vam syat | na ca sa pratitir yuktd sitider avibhavatvit,
svakantasmrtyasamvedanat, devatidau sidhiranikaraniyogy-
atvat, samudrollanghanader asadhiranyit | na ca tadvato®
rimasya smrtit anupalabdhatvat | na ca $abdinuminadibhyas
tatpratitau lokasya sarasatd yukta ! pratyaksad iva | nayaka-
yugalakavabhise hi pratyuta lajjadjugupsasprhidisvocitacitta-
vittyantarodayavyagrataya ki sarasatvakathipi syat® | tan
na pratitir ¢ anubhavasmrtyadiripa rasasya yukta | utpattdv
api tulyam etad disanam | $aktirGpatvena puirvam sthitasya
paScad abhivyaktau visayatjanataratamyapattih | svagata’-
paragatatvadi ca parvavad vikalpyam | tasmat kavye dogi-
bhavagunilamkaramayatvalaksanena, nitye caturvidhibhina-
yaripena nividanijamohasamkatatanivaranakirini ® vibhava-
disadharanikaranatmanabhidhito dvitiyenam$ena bhivakatva-
vyapatena bhavyamano * raso ’nubhavasmrtyadivilaksanena
rajastamo’nuvedhavaicitryabalad  drutivistara ® vikasatmani
sattvodtekaprakasanandamayanijasamvidvidrantilaksanena pa-
rabrahmasvadasavidhena bhogena param bhujyata iti® |

1 yat tv anyat tat® Hc : yat tv atyantam nah GM || 2 tat kiyad He :
tat kim yad GM || % fadvato G, M : fattvato Hc| 4 sarasatd
guktd He i sarasatd prayukia  G,M (for sarasatd p: yukia ?) | 5 ka
satasatyakathaps syat Hc i Rasarasatvamathipisyat G,M || ¢ Before Zan
na pratitir, etc. He adds the following sentence, paragatatvena tu pratitan
tatasthyam eva bhavet | 7 svagata® Hc, M : svagatatva® G || 8 %samkata-
tanwdranakaripa He @ “samkatakiring G,M, equally possible || 9 Oustara®
G,M : %ustara® He | 2 After bhujyatait: He adds the words yat sa evaba,
followed by two stanzas, sutely borrowed from the lost Hydgyadarpana,
abhidha bhavand cinya tadbhogikrtsr (alia lectio, fadbhogikrtam) eva ca | abhi-
dhadbamatam yate Sabdirthalamkyii tatah || bhavanabbavya eso *pi Srngiradigano
matah (alia lectio, bz yut) | tadbhogikrtarijpena vyapyate siuddhiman nara} ||
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P

tatra  plrvapakso ’yam bhattalollatapaksanabhyupaga-
mid eva nabhyupagata iti taddisanam anutthinopahatam
eva | pratityadivyatiriktad ca samsire ko bhoga iti na vid-
mah | tasaneti cet, sipi pratipattit eva, kevalam upiyavai-
laksanyin nimintaram pratipadyatim, dar§aninumiti$ru-
tyupamitipratibhanadindmantaravat |  nispadanibhivyakt-
‘dvayanabhyupagame ca nityo va ’san® Vva rasa iti na trtiya
‘gatih syit? | na capratitam vastv asti vyavahire yogyam? |
athocyate pratitit asya ¢ bhogikaranam, tac ca drutyadisvard-
pam®| tad astu, tathipi na tivanmatram | yavanto hi rasis
tavatya eva rasanitmanah ¢ pratitayo bhogikaranasvabhavih |
gunanam 7 cingingivaicitryam anantam kalpyam iti ka tri-
tveneyatti |

bhivanabbiavya eso *pi Srigaradigano bi yat® |
iti tu yat ® kivyena bhivyante rasi ity ucyate, tatra vibhava-
dijanitacarvanatmakasvadaripapratyayagocaratapidanam eva
'yadi bhavanam tad abhyupagamyata eva | yat tiktam |

bhavasamyojandyyangyaparasamvittigocarap |
< dsvddandtmanubhavo rasah Ravyartha weyate ™ ||

ES

. Ysan Hc :’sad GM || 2 gatih syat Hc : gatwr agim G :
gaim agpam M || % asts wyavahare yofyam G,M : astatdyyavabirayoyam
Hc || 4 pratitir aspa Hc : pratitir itz tasga G @ pratitsr 1t: ragya (for
rasasya ?) M, which reading is equally possible || 8 drutyddisvariipam
Hc : bhityadisvariipam GM. || © rasandtmianah G, M : rasitmanah He ||
 gunanam G,M : thisis explained by Hc by sat#viddigupanim || 8 %gano b:
yat He + %gano bhayat G (cotrected into bz yat), M || 9 121 t# yat Hc :
itiyat G,M || ° This stanza is quoted in this form in the 1)yaktiviveka,
ps 67 (read parasapwitts® for parisamvitts®). Both in G and M we read
in the first pada samwedanakhya (cotrected into Samvedanikhyayi in G),
‘which is quite nonsensical. Hc quotes a different stanza : samsargidir
Watha $astra ekatvat phalayogatal | vakyarthas tadvad evitra Srigaradi raso
matal || iti tad asmikam abbimatam eva ||

@
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iti tatra vyajyamanatayi vyangyo raksyate! | anubhavena ca
tadvisaya iti mantavyam | nanv evam katham tasatattvam |
astam, kim kurmah |
amndyasiddbe kim apirvam etat
samyidvikase *dhigatigamitvam |
ittham svayamgrahyamaharbabetu-
dvandvena kim diisayita na loka) |
*drdhvordbvams drubya yad arthataitvam
dhih pasyati Srantim avedayanti|
Dhalam tad ddyaih parikalpitinam
vivekasopanaparampardnim |
citram nirdlambanam eva manye
prameyasindhan® prathamavatiram |
tanmargalibbe sati setnbandha-
purapratisthadi na vismayaya ||
tasmadt satam atra na disitani
matani tany eva tu Sodbitini |
phrvapratisthapitaygjandsn
milapratisthaphalam dmananti |
tarhy ucyatim pariSuddhatattvam?® | uktam eva munina,
na tv aparvam kimcit | tathd hy zha “ kavyarthin bhivayan-
titi bhavah* * iti tat kdvyartho rasah® | yathi hi * ritrim
dsata®’’, ““tam agnau pradat”” ityadav arthitadilaksitasya-
dhikarinah pratipattimatrdd atitivraprarocitit prathamapra-
vettad anantaram adhikaivopattakalatiraskarenaiva ¢ dsai®’

Yrakgyate G (in the first ed.) : Jaksyate G: labhyate M (corrected into
laksyate) || 2 pramgyasindban : prameyasiddban G, M || 3 parisuddbatattvam
GM : parisuddbam tattvam Hc | * The entire quotation is kayarthan
bhavayantiti bhavah (NS, prose at the beginning of ch. VII) || 5 Hc
paraphtases Zasmar Rayyartho rasab || 8 ritrim dsata G: rétrir dsate M.
Untraced soutce | 7 Tuittiriya Samhita, 2, 1,1 | 8 dsai : aste G
(corrected into dse), M ||

[12]



THE AESTHETIC EXPERIENCE, ETC.

‘pradadini’ ityadirapa samkramanadisvabhava yathidar§anam
bhivana'vidhiniyogadibhasabhir  vyavahtta  pratipattih,
fﬁthaiva kivyitmakid api $abdid adhikarino *dhikasti prati-
pattih | adhikaT catra vimalapratibhana$alihrdayah | tasya ca

gﬂvabhangabhuamam’ ? iti “ umiapi nilalaka® >’ iti ¢ haras
tu kimcit ¢ ityadivakyebhyo vikyarthapratipatter anantaram
minasi siksatkiritmika apahastita® tattadvakyopattakaladivi-
bhagi tavat pratitir upajiyate | tasyam ca yo mtgapotakadir
bhati tasya vi§esaripatvabhavad bhita iti trasakasya® parama-
rthlkatvad bhayam eva param de$akilidyanilingitam, tata
eva bhito ham bhito *yam $atrut vayasyo madhyastho vetya-
dlpratyayebhyo duhkhasukhadikrtahinadibuddhyantarodaya-
‘niyamavattayd vighnabahulebhyo vilaksanam nirvighnapra-
jfiz‘ftig:cﬁhyar;n siksadiva hrdaye niviSamanam’ caksusot iva vipa-
‘tivattamanam bhayinako rasah | tathavidhe hi bhaye natmaty-
-antatiraskrto ® na viSesata ullikhitah | evam paro ’pi| tata eva
na parimitam eva sidhiranyam api tu *vitatam, vyaptigraha
iva dhimagnyor bhayakampayor eva va| tad atra siksatka-
riyaminatve pariposika natadisimagti, yasyim vastusatim
Kivyirpitinim ca defakalapramatridinam niyamahetinim
anyonyapratibandhabalad atyantam apasarane sa eva sadhi-
fa;;a,gibhivah sutaram pusyati | ata eva sarvasamaijikinim® eka-

L bhavand : pratibhdvand M (cotrected in a second hand into prazibha-
Mawma) pratibhiabbavand G. In my opinion prati is simply a note by
some readet who has not undetstood the expression yathidarianam,

‘which was later incorporated in the text || % Kalidasa, _Abbirfanasa-
kuﬂtala, I, 2|| 3 Kaliddsa, Kumdrasambbava, 111, 62 || ¢ Kailidasa,
Vibid., III, 67 || 5 apabastita® Hc, M (but cotrected in a second
L;xand into apah.sita®): apabasita G || © trisakasya He, G: grabakasya
M I 7 niviSamanam Yc, G: nidbiyamanam M || 8 atyantatiraskyto
*GM atyanta omitted by Hc |  ? sarvasimdjikanim G,M i sima-
“ikandn He ||
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ghanatayaiva' pratipatteh ? sutaram rasapariposiya sarvesim
anidivasanavicitrikrtacetasim visandsamvadat | si cavighni
samvic camatkarah | tajjo ’pi kampapulakollukasanadir vika-
ra§ camatkirah | yatha
ajja vi hari camakkai
kaba kaha vi pa mamdarena dalidim ® |
camdakalikamdalasac-
chabdim lacchiim amgdin ||
tathd hi sa ca teptitvyatirekenicchinno bhogavesa ity ucyate |
bhufijinasyidbhutabhogaspandivistasya camatah karanam®
camatkira iti | sa ca siksitkirasvabhivo minasidhyavasiyo
vi samkalpo vi smrtir vi tathatvenasphuraty ® astu | yad 3ha |
ramyani viksya madburams ca niSamya Sabdan
paryutsukibbavati yat sukbito ’pi jantub |
tac cetasd smarati ninam abodbapirvam
bhavasthirani jananantarasauhydani |

ityadi | sarvathi tavad esdsti pratitir, asvadatmi yasyam
ratit eva bhiti | tata eva viSesantarinupahitatvat si rasaniya
satf na laukiki na mithya nanirvicya na laukikatulyi na tada-
ropadiripa | esaiva copacayivasthistu’ de$adyaniyantranit |
anukiro ’py astu bhavanugamitaya® karanat | visayasamagry
api bhavatu vijiidnavidavalambanit | satrvathi rasanitmakavi-
tavighnapratitigrihyo bhava eva rasah | tatra vighnipasiraki
vibhavaprabhrtayah | tathd hi loke sakalavighnavinirmukti
samvittir  eva  camatkaranirveSarasanisvidanabhogasama-

Y ekaghanatayawa G, M (cotrected in a second hand from ekaghanataiva):
ekaghanataiva Hc || 2 pratpatteh Hc, M: G suggests pratipatish ||
3 daliim GM: kaliaim He || 4 sa ca trpti® (sa vd trpts® ?): sa catrpts®
G,M || 5 camatah karapam : ca manapkaranam G, M || S tathitvendsphuraty
M : tathatvena sphuraty G : tathatvenisphuranty He || 7 %asthastn He
Yasthasu G,M || 8 bhavanugamitaya G,M: anngamitayi Hc ||

[14]



THE AESTHETIC EXPERIENCE, ETC.

pattilayavisrantyadiSabdair abhidhiyate | vighna$ casyam 1) pra-
tipattav ayogyatd * sainbhivanavitaho nima 2) svagatatva -
.patragatatvaniyamena de$akilaviesive$ah 3) nijasukhidiviva-
Sibhavah  4) pratityupayavaikalyam 5) sphutatvabhivah
6) apradhinati 7) sam$ayayoga$ ca | tathi hi
1) samvedyam asambhavayaminah samvedye samvidam
‘nive$ayitum ® eva na $aknoti | ka tatra vi$rantir 1ti prathamo
‘“vighnah | tadapasirane hrdayasamvido lokasamanyavastu-
vjfisayah | alokasaiminyesu tu® cestitesv akhanditaprasiddhi-
janitagadharadhapratyayatprasarakiri  prakhyataramadinama-
dheyaparigrahah | ata eva nthsiminyotkarsopade$avyutpatti-
prayo;ane natakadau prakhyatavastuvisayatvadt niyamena niti-
‘payisyate ® | na tu prahasanidav itis | tac ca svdvasata eva
vaksyama ity astam tavat |
~ 2) svaikagatinam ca sukhaduhkhasamviddm asvade yatha-
sambhavam tadapagamabhirutayi va tatpariraksavyagrataya va
tatsadi$arjiisaya va tajjthdsaya va tatpracikhyapayisaya va
tadgopanecchaya va prakirintarena va samvedanintarasamud-
gama eva paramo Vighnah | paragatatvaniyamabhajam api
z §gkhaduhkhanam samvedane niyamena svatmani sukhaduhkha-
ohamadhyasthyadlsamwdantarodgamanasambhavanad avasy-
uambhaVI vighnah | tadapasirane ” “ karyo natiprasango ’tra®”’
<1tyad1na purvarafganigiihanena® prastavanavalokanena 9 ca
.yq natariipatadhigamas tatpurahsarah ' prati§irsakadind tat-

A svagataiva® GM : svagata® Hc || 2 mwesayitum Hc, M vinwesayitum
Gw Ur 874G, Hc : omitted by M || ¢ %dtdhapratyaya® G,M: riidhacati-
hﬁmzjya_yao Hc || ° mripayisyate GM (ABb, II, ch. XVIII) : mirdgpyate
Hq | ¢#1Hc: wa GM || 7 tadapasarane Hc : tadapakirape G
?adapméamm M| &NS,V,v.165| ? Before pirvaranginigithanena
;[;Iq adds parvaraigavidhim pratz, which looks like a pida of the NS ||
mBefore prastavanavalokanena Hc adds nati vidisako vapr (NS, XX, v. 30
ﬂ;' );n‘z laksita® || B tatpmapsaral G,M: tatpurahsara® Hc ||
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pracchidanaprakiro ’bhyupayo ’laukikabhisidibhedalasyinga-
rangapithamandapagatakaksyadiparigrahanatyadharmisahital |
tasmin hy! asyaivatraivaitathy eva ca sukham dubhkham veti
na bhavati pratitih | svatiipasya nihnavid rapantarasya cito-
pitasya pratibhasasamvidvidrantivaikalyena svatiipe viéranty-
abhavit satyatadiyaripanihnavamatra eva paryavasanit | tathi
hy asinapathyapuspagandikadi loke na drstam | na ca tan na
kimcit, kathamcit sambhavyatvad iti sa esa sarvo munini
sadharanibhavasiddhya rasacarvanopayogitvena parikaraba-
ndhal sama$rita iti tatraiva sphutibhavisyatiti tad iha tivan

‘nodyamaniyam | tatah sa esa svaparaniyatativighnipasirana-

prakirc vyikhyatah |

3) nijasukhadivivasibhiita§ ca katham vastvantare samvi-
dam viSramayed iti tatpratyahavyapohaniya pratipadarthani-
sthaih  sadhdranyamahimna  sakalabhogyatvasa*hisnubhih
$abdadivisayamayair * itodyaganavicittamandapapada®vida-
gdhaganikidibhir uparafijanam samiétitam yenihrdayo ’pi
hrdayavaimalyapraptya sahrdayikriyate | uktam hi * drsyam
Sravyam ca ¢’ iti | ’

4) kim ca pratityupdyanam abhave katham pratitih |

5) asphutapratitikiri§abdalingasambhave ’pi na pratitis
vi$ramyati sphutapratitiripapratyaksocitapratyayasakanksatvat |

~yathdzhuh ““sarva. ceyam pramitih  pratyaksapard® ” iti|

svasiksatkrta agamanumanadatait apy ananyathabhavasya
svasamvedanat | alitacakridau saksitkarantarenaiva balavata
tatavadhiranad ¢  iti laukikas tivad ayam kramah | tasmit
tadubhayavighnavighate ’bhinaya lokadharmivittipravsttyupas-

1 tasmin by G,M 1 tasmin bi saty He || 2 mayair Hc : Smayibhir G
(corrected into ®mayair), M:|| 8 %pada® GM : omitted by Hc ,“;f
¢ NS, L v. 11| ® Ny@asiitra, Vatgdyanabbigya, 1, 1, 3 (the edited text -
gives si for sarva) || ® tadavadbirandt G, M: tatpramityapasarapit He ||
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.ketah  samabhisicyante | abhinayanam hi sasabdalingavyipa-
‘tavisadséam eva pratyaksavyapirakalpam iti niScesyimah? |
6) apradhane -ca vastuni kasya samvid viSramyati | tasyaiva
/pratyayasya ® pradhinantaram praty anudhavatah svatmany avi-
‘$rantatvat | ato *pradhanatvam jade vibhavinubhavavarge vya-
bhlcanmcaye ca samviditmake ’pi niyameninyamukhapreksini®
sambhavaun tadatitiktah sthayyeva tatha ¢ carvanapatram | tatra
purusarthamsthah kascit samvida iti pradhinam | tad yatha fatih
lgamaﬁtadanusang1dharmarthan1§'gha, krodhas tatpradhinesv arth-
anisthah kimadharmaparyavasito ’pi, utszhah samastadharmadi-
patyavas1tas tattva]nana]amtamrvedaprayo pi bhivo ¢ mokso-
“paya iti tavad esim pradhanyam | yady api caisim apy anyonyam
gunabhavo sti tathapl tatpradhane * rapake tattatpradhanam
bhavatltl ripakabhedaparyayena sarvesaim pridhinyam esim
1aksyate] adurabhagabhlmvxstadrsas tv ekasminn api rapake
prthak pradhanyam| tatra satve 'mi sukhapradhanih svasamvi-
ccarvanarfipasyaikaghanasya prakiasyanandasiratvit | tathi hy
-ekaghanadokasamviccarvane *pi loke sttilokasya 1 htdayaviéra-
‘ntir antardya$anyavisrantiSariratvit | avirantirGpataiva ca dub-
kham | tata eva kapilair duhkhasya cificilyam eva prinatveno-
ktam rajovettitim vadadbhir ity anandaripatid satvarasinim |
klm tuparafijakavisayava$at kesim api katukimnisti sparfo vira-
lsycva” | sahi kleéasahxsnutadlprana eva | evam tatyadinam pra-
dhanyam | hasadinam tu satiayam sakalalokasulabhavibhavata-

Lt ABb, 11, chapp. VIII f£. || 2 pratyayasya G,M: pratyeyasya He ||
‘3 ‘{prek,rmz He, M: Ssagpreksini G || ¢ zathd G,M : omitted by Hc ||
5 kama® i kimah G,M (in M } bracketed in a second hand) : kawe
HC | ¢ %rdyo’ pi bhavo (see V. Raghavan, Bhoja, p. 00) : %prayo

wlfb(mo GM : Samas ca Hc || 7 tatpradhane M: ‘Ptattaipradbine G,
}Ic I 8 zattatpradbinam G,M: tatpradhinam He || 8 Orizs GM :
”dr.s‘a He || ™ swrilokagya G,Hc: ’sti lokasya M || 1 yirasyera Hc:
pviragya G.M ||
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yoparafijakatvam iti pridhanyam?®| ata evﬁnuttamaprakrtisu

o 204 bahulyena hasidayo bhavanti| pamatapriyah * satrvo ’pi hasati

Socati bibheti paranindim adriyate alpa®subhisitatvena ca sat-
vatra vismayate | ratyadyangataya tu pumarthopayogitvam api
syad esam | etadgunapradhanabhavakita eva ca dasaripakadi-
bheda iti vaksyamah | sthayitvam caitdvatim eva| jata eva hi
jantur iyatibhih samvidbhih patito bhavati | tatha hi
dnpkhasamSlesavidves sukbdsvidanasidarah® |

iti nydyena sarvo riramsaya vyaptah sviatmany utkargamanitayi
param upahasann abhistaviyogasamtaptas taddhetusu kopa-
parava$o *$aktau ca tato bhiruh kimcid asjijisut* apy anucitas-
vastuvisayavaimukhyitmakatayakrantah kimcid anabhistata-
yabhimanyaminas tattatsvakartavyatdaréanasamuditavismayah
kimcic ca jihasut eva jayate | na hy etaccittavrttivasanastinyah
prani bhavati | kevalam kasyacit kicid adhika cittavrttih kacid
and, kasyacid ucitavisayaniyantrita kasyacid anyatha | tat kacid
eva purusirthopayoginity upadedya | tadvibhagakrtas” cottama-
prakstyadivyavahirah | ye punar ami glani$ankaprabhstaya$ ®
cittavyttiviesds te  samucitavibhavabhivdj janmamadhye
’pi® na bhavanty eva | tatha hi rasiyanam upayuktavato
muner 1 glanyilasya§ramaprabhrtayo nottisthanti' | yasyapi
vi bhavanti vibhavabalat tasyapi hetupraksaye ksiyamanah
samskaradesatim tavan'? nava$yam anubadhnanti | utsahadayas'®
tu sampiditasvakartavyataya pralinakalpa api samskaraSesatim

1 pradbanyam He, M i (na) pradhinyam G| 2 alpa® GM : svalpa®

Hc || 3 Untraced soutce | ¢ dryyisur G,M : possibly, #ygisur ||
S anuweita® G ¢ c1ta® M || 8 Opakartapya® G,M ¢ Osvaparékartavya®
Hc || 7 tadvbhiga® Hc: tadvmbhiva G (coirrected into tadvibbiga®), M ||

8 glaniiankaprabhriayas G,M: dbriyadayas 1lc | 9 ’pi G,M : omitted by
Hc|l 1 muneh G,M : omitted by Ilc || Wnozsisthanti G,M: na bhavanti Hc ||
2 tapan G,M : omitted by He || 8 utsabadayas G,M : ratyadayas He ||
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THE AESTHETIC EXPERIENCE, LTC.

%hgtivartante kartavyintaravisayasyotsihider 1 akhandanit |
ﬁyathaha patafijalih “na hi caitta ekasyam striyim rakta ity
Ma,nyasu viraktah *” ityadi | tasmat sthayitGpacittavrttistitrasyita
maml vyabhlcarmah svitminam udaydstamayavaicittya$ata-
nsahastadharmanam pratilabhamina  raktaniladistitrasyGtavi-
;;calabhavombhana3sambhav1tabhanglsahasragarbhasphatlkakaca—
@;amaka‘*padmaragamarakatamahan1lad1mayagolakavat tasmin
8 utre svasamskaravaicitryam amvesayanto ’pi tatsGitraketam upa-
i irasamdarbham bibhratah svayam ca vicitrirthah’sthayisttram
ca vicitrayanto ’ntarintari$uddham api sthayisiitram pratibha-
1szwa.kaéarn upanayanto ’pi piirvaparavyabhicariratnacchaya-
’E:abahmanam avadyam dnayantah pratibhasanta iti vyabhicarina
ucyante | tathd hi glino’yam ity ukte kuta iti hetupra$nenis-
thiyitisya siitfyate® | na tu rima utsihadaktiman ity atra
hetupra$nam zhuh | ata * eva vibhavis tatrodbodbakih santah
svarGpoparafijakatvam vidadhini ratyutsihider ucitinucita-
tvamiattam avahantgs | na tu tadabhive sarvathaiva te nirupa-
khyih, visanitmani sarvajantiinim tanmayatvenoktatvit |
vyabhicitinam tu svavibhivabhive namipi nistiti vitanigyate
caitad yathdyogam vyikhyavasare? | evam apradhianatvanira-
sah sthayinitiipanayd ®  “ sthayibhavin rasatvam ®” ityanayi
‘samanyalaksanadesabhiitaya viSesalaksananigthaya ca ketah?® |

w T) tatrinubhavanam vibhavinim vyabhicitindm ca prthak
sthayini niyamo nasti, baspader anandiksirogidijatvadar$anid

1 kartavyantaravisayasyotsabider G,M vastyantaravisayasya ratyader He ||
};ﬁz Yogasiitra, V)ydsabbisya, 2, 4 || 8 Siralabbivombhana® (see, on this
wpassage, R. Gnoli, Further Observations, p. 102) : %iralabbaro(go) palambhana
f G : viralabhivo bhana M ||+ %bbramaka® G : bhramaka M || 5 vicitrar-
«\hlﬁalz s vacitrartha® GM || € Ssthiyitasya sitryate He : sthiyi tagya sifeyate
”{,, : sthayi tagya sitryante || 7 Abb, ch. VII || 8 Ymripapayi He, M:

SCuiripandyim G| ° CE. supta, p. 9, L 23 || 10 &rtap G\M: muning

ptal He |

i

4%
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vyaghtide$ ca krodhabhayadihetutvat $ramacintadet utsaha-
bhayidyanekasahacaratvivalokanat! | simagt tu na vyabhi-
cirini | tatha hi bandhuvini$o yatra vibhavah paridevitastu-
pitidis tvz anubhiva$§ cintadainyadi§ ca vyabhiciti, so
*vadyam $oka eveti® | evam samdayodaye S$ankatmakavigh-
nasamaniya samyoga upattah |

tatra lokavyavahite kiryakiranasahacaritmakalingadar-
$ane ¢ sthayyitmaparacittavrttyanumanabhyasapitavad adhuna
tair evodyanakatiksadhrtyadibhit® laukikim kiranatvadibhuvam
atikrantair vibhavananubhivanasamuparafijakatvamatrapranair
ata evalaukikavibhavadivyapade$abhagbhih pracyakaranadira-
pasamskaropajivanakhyapanaya vibhavadinimadheyavyapade-
$yair bhavadhyaye ’pi vaksyaminasvariipabhedair® gunapra-
dhanataparyiyena samajikadhiyi samyagyogam sambandham
aikigryam va’saditavadbhir alaukikanirvighnasamvedanitmaka-
carvanigocaratim nito ’rtha$ carvyamanataikasaro na tu siddha-
svabhivas titkilika eva na tu carvanatitiktakilivalambi sthi-
yivilaksana eva rasah | na tu® yatha $ankukadibhir abhyadhi-
yata “sthayyeva vibhavadipratydyyo tasyamanatvid rasa
ucyata” iti * | evam hi loke ’pi kim na rasah, asato ’pi hi
yatta rasanlyatd syat'® tatra vastusatah katham na bhavisyati |
tena sthayipratitir anumitirdpa vicya, ' na rasah | ata eva
sitre sthayigrahanam na krtam | tat pratyuta S$alyabhiitam
syat | kevalam aucityad evam ucyate sthayl rasibhiita iti |
aucityam tu tatsthiyigatatvena karanaditayd prasiddhanim

Y %alokandt | samagriti na vyabhwcaripi Hc i %alokana. . .yyabhicaripi
G,M || 2w GM. :ca Hc|| 3 oka evetz He, M: Soka eve (va ve)
B G| 4 Oarfane G,M : ®arfanaga® Hc || 5 Ohrtyadibhir Hc :
Oyiksadibbir G,M || © ABh, ch. VIL|| 723° GM :¢a Hc| 8 na tu
Hc : nann G (cotrected into na t#), M || ® ##i GM : omitted by Hc ||
10 gat G,M. (deleted in a second hand) : omitted by He || ™ »dgys He
pragya (corrected into prapys) G : prapya (cottected into pracyd) M ||

[ 20 ]
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adhund carvanopayogitayd vibhavaditvivalambanit | tathd hi
Alauk1ka01ttavrttyanumane ka rasatd | * tenalaukikacamatkaratma
“tasasvadah smrtyanumanalaukikasvasamvedanavilaksana eva |
“tathi hi laukikeninumanena samskrtah pramadadi na titas-
thyena pratipadyate, api tu hrdayasamviditmakasahtdayatva-
ibalat parnibhavisyadrasisvidankuribhaveninuminasmrtyadiso-
‘pinam anaruhyaiva! tanmayibhavocitacarvaniptinatayi | na
‘¢a si carvand pranminintardid yenadhunia smrtih syat | na
‘catra laukikapratyaksadipramanavyapiarah | kim tv? alaukika-
‘vibhivadisamyogabalopanataiveyam catrvani | si ca pratyaksi-
" numinagamopamanadilaukikapramanajanitaratyadyavabodhatas
‘tatha yogipratyaksajatatasthaparasamvittijfianat sakalavaisayiko-
paragasunyasuddhaparayoglgatasvananda1kaghananubhavac ca
f*\VlSlsyatc etesim ® yathayogam  atjanadivighnintarodaya’-
~titasthyasphutatvavisayave$avaivasyakstasaundaryavirahit | atra
‘ ‘tu svitmaikagatatvaniyamisambhavin svinuprave$it paragata-
;rtfvamyamabhavzlt5 tadvibhavidisidhiranyavasasamprabuddhoci-
tam]aratyadwasanavesavasac ca na vighnintarddinim sam-
xbhava ity avocima bahudah | ata eva vibhavadayo na nispatti-
k}etavo rasasya, tadbodhipagame ’pi rasasambhavaprasangiat |
~nap1 jiaptihetavah, yena praminamadhye pateyuh, siddhasya
‘kasyacit prameyabhiitasya rasasyabhavat | kim tarhy etads
vibhavidaya iti | alaukika eviyam carvanopayogi vibhavadi-
fvyavahirah | kvinyatrettham drstam iti ced bhiisanam etad
“asmakam * alaukikatvasiddhau® | panakarasisvido ’pi kim
Yo anaruhya He (see infra, p. 00, 1. Oalso) :druhya G,M || 2 Rimtv He,
G : kim ca®M(correctedinto kzmtv ina second hand) | 2 efesim G,Hc:
;gtdsim M| 4 %aya® : %gyat G,M. This passage has been paraphrased
sby Hc in the following way : yathdyogam arjanadwighnintarodayena titas-
‘thyabetnkasphutatvena visayivesavaivayena ca sanndaryavirabit | 5 Hc adds
Ja visaydvesavaivasyam aftet sambhavat and tatasthydsphutatvam aftet paraga-
‘tatvaniyamabbavat | © etad Hc : etad dbi GM | 7 etad asmikam
GM : asmikam etad Hc || 8 %iddhan G, He : %siddbeh M ||
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gudamaricidisu drsta iti saminam etat | nany evam 1aso
"ptameyah syit, evam yuktam bhavitum arhati, rasyataikaprino
hy asau na prameyidisvabhivah | tathi sitte nispattir iti
katham | neyam rasasya, api tu tadvisaya'rasandyah | tannispattya
tu yadi tadekayattajivitasya rasasya nispattir ucyate na kaécid ®
atra dosah | si ca rasani na praminavyaparo na karakavya-
parah, svayam tu niprimaniki svasamvedanasiddhatvit | rasani
ca bodhatfipaiva, kim tu bodhintarebhyo laukikebhyo vila-
ksanaiva, upiyinim vibhividinim laukikavailaksanyit | tena
vibhivadisamyogid rasani yato nispadyate tatas tathividha-
rasanigocaro lokottaro ’rtho tasa iti titparyam siitrasya |
*ayam atra samksepah | mukutaprati§irsakadini tivan nata-
buddhir acchidyate | gadhapriktanasamvitsamskaric ca
kavyabalintyaminipi na tatra rimadhir viSrimyati| ata evo’-
bhayadeéakilatyagah | romificidaya$ ca bhiiyasd ratipratitika-
ritaya drstis tatrdvalokitd deSakiliniyamena ratim¢ gama-
yanti| yasyim svitmapi tadvasanivattvad anupravistah | ata
eva na tatasthataya ratyavagamah | na ca niyatakiranatayi,
yenirjanibhisvangidisambhivand | na ca niyataparatmaika-
gatatayi, yena duhkhadvesadyudayah | tena sidhiranibhita
samtinavrtter ekasya eva va samvido gocatibhiita® ratih
§rngirah | sidharanibhivani ca vibhavadibhir iti |

1 tadyisaya® GM : fedvisaydyi He || 2 na kasesd G,M @ Zan na kascid

Hc || 8 ata eva G,M : tata eva He || 4 ratim He, M & tatra ratim G|
3 gocaribbitta He,M i gocarabhiitd G ||

[ 2]



TRANSLATION






TRANSLATION

Bharats’s sitra

1. After explaining the teason for the foregoing succession’,
‘Bharata states the s#/7a defining the nature of Rasa : “ Out ov
the combination (sezz)9gs) of the Determinants (vibhiva), the
Conscquents (anubbava) and the Trans1tory Mental States (vya-
Dhicirin), the birth of Rasa takes place 7.

The interpretation of Bhatta Lollata, etc.

2. This stitra has been explained by Bhatta Lollata, etc., inthe
following way :—The birth of Rasa takes place out of the
‘combination of the permanent mental state—implicit in the
sfitta—with the determinants, etc. More precisely, the determi-
fiétnts are the cause of the birth of the feeling, which consti-
tutes the permanent state of mind. "The consequents intended
by Bhatata are not, obviously, those which arise from the
tasas—for they cannot be considered as causes of rasa®—, but
the consequents of the states of mind only. Even 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 not absent, but remains in a state of

1) N. 5., vi, vv. 1-33.

2) Rasa will also produce cettain effects in the spectators—it will make
‘them mutter in fear, make their hair stand on end etc. ‘These effects (lit.,
COnsequents anubhiva) cannot, of coutse, be consideted as the causes of
,}Rgsa The causes of Rasa can only be the effects of the permanent mental
‘states.

9 [ 25 ]
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latent impression'. In the example? too, some flavourings
appear in a latent state, like the permanent state, and othets in
an emergent state, like the transitory states. Rasa, therefore,
is simply a permanent state, intensified by the detetminants, the
consequents, etc.; but, had it not been intensified, it is only
a permanent state. This state is present both in the person
reproduced and in the reproducing actot, by virtue of the
power of realization (anusamdhina)®. ]

1) Itis a general principle of Indian thought that two forms of cogni-
tion cannot occut simultaneously (cf. Nydyasitra, 1, 1, 16). To avoid a
contradiction of this tule, Bhatta Lollata remarks that thete is nothing to
ptevent the assumption that the permanent mental state is presented in
the state of a latent imptession (samskdara, vasand). 'The wotd samskira
“ means the impressions (which exist sub-consciously in the mind) of the
objects experienced. All our experiences whethet cognitive, emotional ot
conative exist in a sub-conscious state and may undet suitable conditions
be reproduced as memory (smrti). 'The wotd visani (Yogasiira, IV, 24)
seems to be a later word. . .It comes from the root “yas” to stay. Itis
often loosely used in a sense of samskara, and in V)ydsabhagya they are identi-
fied in IV, 9. But vasana generally refers to the tendencies of past lives
most of which lie dormant in the mind. Only those appear which can find
scope in thislife. But samskdras ate the subconscious states which are being
constantly generated by experience. Visanis ate innate samskiras not
acquited in this life ” (Dasgupta, H. I. Ph., I, p. 263).

2) The example occurs in N. S, just after the mentioned sttra. “Ts
there any example ?  Yes, it is said that as taste, rasa, results from a com-
bination of various spices, vegetables and other atticles, and as six tastes,
rasa, ate produced by articles such as raw sugat, spices and vegetables, so
the permanent states, when they come together with various other states,
attain the quality of rasa (7. ¢., become tasa) . I have here adopted, with
some changes, the translation of Manomohan Ghosh, The Natyasastra, .
Calcutta 1951.

3) Cf. the Inttod., p. XVIIL The text of Hemacandra is here somewhat
enlarged ; it runs as follows :  This state is present in both the person

[ 26 ]
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This view, again, is the same as that of the ancients. Dandin,
fér example, in his definition of the ornaments?, said that in
assocmnon with a numbet of othet elements, the feeling of
dehght is transformed into the Erotic Rasa (§77gdra) ”, and * on
teachmfr its extreme height, the feeling of anget is transformed
into the Futious Rasa (rundra) ”, etc.

The interpretation of Sankuka and his criticisms of Bhatta
Lollata’s view.

3. This interpretation, says Sankuka, is unsound. Why ?—
«@). Because, without the determinants, etc., the permanent mental
‘state cannot be known, for the detetminants, etc., ate the cha-
tactetistic signs, i.e., the logical reasons (/i7iga) by means of
Whlch knowledge of itis made possible®. 5) Because, if the

mproduccd and in the teproducing actot, in the petson reproduced (Rama,
tc ) in the ptimary sense (mukhyayi vrttyi) and in the teproducing actor by
ydrtue of a recollection of the nature of Rima, etc.”

- To sum up, according to Bhatta Lollata Rasa is a petception of the
Qermment mental state of the character represented by the actor. This
{t@q)fzbbam, 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
the Agnipurina ; cf., for example, ch. 339, sl. 4 :

abhiminad ratis s@ ca pariposam  wpeynsi |
vyabhicaryadisaminyat  Srigira iti  giyate ||

1) Cp.  The Introduction, p. XVIL. The otnaments, alamkira, ate
figutes of speech.

2) Hete Hc. adds : na bi dbimam vind dbaradbarintabstho  vabnir
amgamjmz‘e | ¢ If thete wete no smoke, the fite which is within a mountain
Spuld not be petceived . Hence the interpretation of Lollata, who in-
tended the siitra, as if Bhatata had said : °“ Out of the combination of the
permanent mental state with the determinants ’, etc., does not stand to
teason.

[ 27 ]
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thesis of Lollata is right, Bharata should fitst have expounded
the permanent states and only afterwards the Rasas’. ¢) Because,
the second definition of the determinants, etc. in their state of
full development, (put forward by Bhatata in connexion with
Rasas, which according to Bhatta Lollata, - ate nothing but
permanent mental states), would become a useless waste/of
wotds®. d) Because, every feeling would come to be subdivided
into an infinity of different gradations, weak, weaker, weakest,
indifference, etc®. ¢) Because, there would no longet be six

varieties of Comic Rasa (basya)*. f) Because, in the ten states
of love (kama) thete would be an infinite npmber of mental

1) Ifit were true that the petmanent mental states exist before the Rasa,
why is it that Bhatata explained first Rasa (IN. S, Chap VI) and aftcrwards
(N. §., chap. VII) the mental states ?

2) If, as Lollata says, Rasa is no mote than an intensified pcrmancnt
mental state, why should Bharata have taken the trouble to explain the
Determinants of this mental state twice ovet, once in'connexion with.itin
its non-intensified state (IN. §. chap.VII) and once again in connexion with
it in its intensified state (. . chap. VI) ? It is illogical to explain the.
causes of the same thing twice ovet, once when it is not far from its nascent
state and once when it has teached its full development. H.C. clarifies :
na cotpattan padirthanim karayam abhidbiya pusyatam pupas tadutpattikiragam
abhidbatavyam, vaiyarthyipatte ||

3) In other wotds, if, as Lollata says, the Rasa is nothmg but a feelmg.
intensified, “then, as intensity admits of many degrees, similarly there ought
to be different grades in the Rasa realized * (Sankaran, 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 ComicRasa into six vatieties, made
by Bharata, would be wrong (#4:d., p. 99). As to the six qualities of laught-
et cp. Bharata, VI, pp. 314-16. They are slight smile (.f/mta), smile (basita),
gentle laughter (vihasita), laughter of ridicule (upaba;zta) vulgar laughter -
(apabasita) and excessive laughter (atibasita). The  renderings adopted are
those of Manomohan Ghosh, op. cit.
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states and of Rasas’. g) Because we see that what happens
is just the contraty, in the sense that sorrow (oks) is at first
intense and is seen to grow weaker with time, and that in the
f?ffeelmgs of anget (krodba), heroism (utsiha) and delight (rati) a
‘diminution is met with when the indignation (amarsa), firmness
(n‘bzmya) and sexual enjoyment (sevd) are absent.

Therefore, Rasa is simply a permanent state of mind, and,
;more precisely, the teproduction (anukarana) of the permanent
state of mind propet to the person reproduced—Riama, etc.;
and just because it is a teproduction, it is called by a dlfferent
word that is Rasa. 'This reproduced mental state is perceived
by means of three kinds of elements, viz., causes, here called
by the name of determinants, effects, that is, the consequents,
and accompanying elements, constituted by the transitory states
of mind. Though these causes, etc., are brought into existence
by the conscious effort (prayatna) (of the actor), and are thus
artificial and unreal (,ém‘rmez) yet they are not realised to be so.
This permanent state is perceived (and this perception is
aroused by the characteristic signs already referted to) as lying
in-the reproducing actor.

.~ 'The determinants, indeed, can be realized (anssamdha)
thtough the power (bala) of poetty, the consequents through the
skﬂl ($iksa) of the actor, and the transitory mental states through
*the actot’s ability to present his own artificial consequents. But

1) In the Etotic Rasa there ate, accotding to Bharata, (XX, vv. 154-6)
tcn stages ; now, if each of them should have diffetent grades according to
thelr intensity, thete would then be endless varieties under that Rasa and
feehng alone. Cp. Sankaran, op. cit., pp. 99. The aforementioned ten

‘astages of love(kama) ate: longing (abhilisa), anxiety (arthacinta), recollection
(mwmrz‘z) enumeration of the loved one’s merits (gupakirtana), disttess
(adz/ega), raving (vilipa), insanity (unmada), fever (vyadhi), stupot ( jadati),
tand death (marana). Cf. Dasaripa, Haas, p. 132.
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the permanent state cannot be realized, even through the power
of poetry’. The words “ delight ?, “ sotrow ”, etc., as it is
to be expected from expressing words, ate, indeed, only able
to turn the feeling of delight, etc., to which they refer into an
expressed thing, but they are not able to communicate (avagan)
it [in its fullness], as if they were forms of verbal representation
(vacikabhinaya). Tor verbal representation does not consist
merely in words, but rathet in what effect the wotds produce;
in the same way gesticular representation (d7igikibhinaya) does
not consist metely in the movement of the limbs but in the
effect which this movement produces. In the following
stanzas, the feeling of sorrow is not an object of representation
but simply of verbal expression :

“ Great, deep, wide, and unbounded, the ocean is nevet-

theless drunk by underwater fires: in the same way, sottow

is drunk by anger®”

Again :

“ He is paralysed by sorrow, motionless in this state, so that

he is begged imploringly to move by his companions, who,

filled with the fear that tears their hearts, increase their

lamentations >3,

Examples may be multiplied. But the following stanza :

“This multitude of droplets, fine rain of tears falling

1) The meaning appeats to be that the permanent state can be ascet-
tained only 1ndirectly, through an inferential process. The determinants,
etc., on the other hand, are realized, ascettained, directly.That is why
the word “ permanent state ” (sthayibhava) is not mentioned in the satra.

2) Unidentified stanza.
3) Unidentified stanza. In both stanzas the wotd “ sorrow ” occurs,.
Thus, in them sortow is in the state of verbal expression,
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while she painted, produces on my body the effect of a
Perspiration botn from the touch of her hand'”,
&gifhe same time that it expresses what is its own sense?,
%zg;esents rather than expresses verbally?, the permanent
dental state of delight consisting in a form of pleasure (s#£ba)
Qper to Udayana*. Representation (abbinayana), indeed, 1s
gﬂgthmg but a power of communication (avagamanasakss)—this
ggawer differing from the one of verbal expression. Precisely
ibi; such reasons, Bharata did not mention at all the word
Pe:rmanent mental state ” in the siitta, not even in a different
nammancal case®. Thus the Erotic Rasa is simply the pet-
nent mental state of delight imitated; so that [what Bharata
zasal;d namely] that Rasas are made up of the permanent feelings
W ate botn of them is quite appropriate to®. It is found
ﬁ%twhermore that even mistaken cognition is, sometimes, not
lgmhout causal efficiency (arthakrya’).

i‘é’i*"
¥as

1) Harsa, Ratnavali, 11, 11.

2) Le., 1ts literal meaning.

-Q) The word ““ delight” does not occut in this stanza.

;14) The chief charactet of the Ratnavali,

f,‘.::r) In the genitive, cf. supra, p. 25.

#6) According to Bharata, the erotic and the pathetic Rasas are born
Tf@h ébbava) of the sentiments of delight and sotrow 1espectively; while,

ead the other Rasas ate made up of them (%azmaka). Cf. AG, p. 312.

T} To cotrobotate this statement, Hemacandra quotes here a famous

niza of Dharmakirts, PV, II, 57 : ““ Between two people approaching two

h;s, the one produced by a jewel, the other by a lamp fwithout being
G )ﬁous of what they really ate, but] with the 1dea that it 1s a jewel, thete
$ a difference 1n trespect of causal efficiency, but not a difference of mus-
@:}gﬁﬁg cognition. This stanza is also quoted by Mahimabhatta, Vyaksiweka,
m@Z& Casual efficiency, the capacity to produce eflects (arthakriya, artha-
fafigfméarzim) is the basic criterion of evety fotm of right cognition, and,

%etcfme of the real existence of a thing. When, fot example, a man

[31]
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Furthermore, here there is none of the following petcep-
tions :—* The actor is really happy ”, “Rama is teally that
man ”, “ That man is not happy », “Is this Rama ot not ?”,
“This is similar to Rama”,—but rather the petception :
“'This is that Rima who was happy*””. Sankuka himself said :-
“(Here) there is neither doubt, nor truth, not error; the
notion which appears is, “ ‘This is that”, not “ 'This is really.
that . What sort of an argument could disprove an ex-’
petience evident in and by itself—an experience whetein, being:
it devoid of any contradictory idea, one cannot distinguish
any etrotr ?”

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 percep-:
tion is a mistaken one; the water which he has seen is not capable of appea-
sing his desires, of catrying out the functions propet to real water. In
some cases, howevet, even the mistaken perception is endowed with causal,
efficiency. In the present case, for instance, it allows the obsetving 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, obsetves Dharmakirti,-
1f 1t does not delude the petceiving subject, is a soutce of right knowledge.
Now, if even a mistaken cognition, observes Sanikuka, can be gifted with:
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.

1) Here Mammata quotes and clarifies at the same time AG. *“The per-'
ception we have ”, he says, * takes the form : « This is Rima . Like the;
expetience one has when observing a hotse in a picture, the afore-mentioned.
petception is neither valid perception, not etror, not doubt, not similitude.-
These, indeed, take respectively the forms : “This is really Rama”, “Rama-
is really this *, ¢ This is Rama ”’ (being, vitiated, in a second time, by the.
petrception : ““This is not Rima ”’), “Is this Rima or not”, ¢ This is

similar to Rima ”.
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Abbinavagupta, following bis master Bhatta Tota, criticises the
theory of reproduction, supported by Sarkuka.

4. This thesis too, my mastets say", is without intrinsic value
and is incapable of fesisting a close criticism. Specifically,
from what point of view, may we ask, was Sankuka saying that
Rasa has the natute of a reproduction ? 1. From the point
gf view of the spectators’ perception, 2. or that of actor,
3, ot that of the critics (yakhydrr) who analyse the real natute
@an‘ﬂm‘m) (of dramatic presentation)—for it has been said that
#it is in fact, the critics who analyse in this way*—4. of,
ggmlly, following the opinion of Bharata himself ?

1) The expression ““ my masters ’, observes Hc., alludes to Bhatta
#I“ota (ot Tauta), who was the direct master of A.G. and, therefore, lived in
égKashmlr during the second half of the 10th century. Bhatta Tota wtote
ma work of poetry, the Kayyakantuka, on which A.G. wiote a commentary

(vwam/m) which has not yet been found. The confutation of Sankuka,
ﬂgleen in the following pages, goes back, therefore, to Bhatta Tota.

: 2) This quotation is taken from the svavy##i of Dharmakirti to the svdr-
fbammamzparmbeda of the Pramapavirtika (cf. supra, p. 5; ed. Gnoli, p.
ﬂagj vyakhyatarah kbaly evam vwecayanti na yyavabartarab | te tu svilambanam

gqribakryqyogyam mamyamand drfyavikalpyav arthav ekikrtya pravartante |
gPracucal life (»yavabara) is based, according to Dharmakirti, on the identi-
ﬁqatlon of the thing w se (svalaksapa) with its mental image. The mind
“super-lmposes (@rop) on the thing itself the image that it has of it and the
fb]ect believes that he is faced with reality. The difference between the
J;hmg itself, which is real, and the illusory character of the mental image
t&Wthh has been super-imposed upon it, 1s a theoretical distinction created
by,the critics > and ‘ philosophers * (»yakhyaty, tattvacintaka). In confuting
th£3 concept, A. G. assetts that it 1s impossible to explain a thing in the
,;theoretlcal moment by an explanation which contradicts one’s awareness
‘of it in the practical moment. In other words, the spectators, while they are
1mmetsed in the Rasa aroused by the spectacle, do not know that they are
fqged with an imitation. ‘The fact automatically confutes those who sustain
fhe theoty that there is an imitation. Cf. 7nfra, pp. 40, 41.

‘\ 4
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1. The fitst altetnative cannot be upheld. Reproduction,
indeed, can be said to be only something petceived by a means
of cognition, as, for example, in the case of a person drinking
some milk (this action being directly perceived by the specta-
tors), and saying ““ Thus did so-and-so drink the wine ”. In
this case, the action of milk-drinking teproduces the action of
wine-drinking. But hete what is it that is petceived in the
actor, which might seem to be a teproduction of some feeling,
as, for instance, delight ? ‘This is the problem. His body, the
headwear that crowns it, his horripilations, his faltering wotds,
the raising of his arms, the waving of them, his frowns, his
expressive glances, etc., certainly cannot be regarded by any-
one as the reproduction of delight, which is a feeling. They,
indeed, being insentient?, being petceived by different organs
of sense?, and having different substratat are thus as unlike
feelings as it is possible to imagine. Consciousness of a re-
ptoduction presupposes, furthermore, perception both of the
original and of the copy; but none of the spectators has ever
in his life perceived the delight of the hero, say, Rama. So the
possibility that the actor is reproducing Rdma 1s excluded.

“ But (someone might say) what is called erotic Rasa, the
teproduction of delight, is simply the fecling of the actor, which,
as perceived by the spectators, appears to them in this very

1) The explanation 1s given a few lines below.

2) L e. they are not of a mental or spiritual nature.

3) Mental movements are perceived by the internal sense, manap,
mind. All the acts, etc. listed, however, ate petceived by the external sen-
ses such as sight, etc.

4) The body, etc. The mental states are based on the mind. M. C,,
p 69, comments : Zathd hi natavapuradinim jadatvam caksurgrahyatvam, rater

ajadatvam  manogralyalvam ca | pratisirsakidingm vapur adbikarapam, rates
tu mano dhikaragam 1t |
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form . To this opinion, howevet, we object : Of what, when
:perceived, does this feeling appear to consist ? 'This is the
ngoblem. It may be urged that the actot’s feeling appeats to
the spectatots to consist of just those characteristic signs
'(causes such as women, etc., effects, such as expressive glances,
,zﬁtC concomitant elements, such as contentment, etc.) which
serve to tender petceptible an otdinary feeling. But lo (we
gxeply) if this were the case, the feeling of the actor would be
"Percewed simply in the form of delight?, so that fot yout idea
‘of a reproduction of delight there would be no mote place.
# But (you can perhaps utge) the determinants, etc., are real
#in the reproduced characters and here, in the actors, untreal .
+Ttue. But, even if these determinants, etc., ate not the real
scauses, effects, and concomitant elements of the feeling of the
‘actot, even if, that is to say, they ate fashioned solely by the
_powet of the poem, the skill of the actot, etc., and are thus
fart1ﬁc1al are they so petceived by the specators or ate they
percewed as real ? And, if they are petceived as artificial,
hpw would it be possible, through them, to petceive the feeling
of delight ? If you say that for this very reason what is pet-
celved is not delight but the reproduction of delight, this
answet, we teply, could only be made by a man of dull wits®.

1) ILe., thete would be a petception of ordinary nature, not aesthetic
,cognition.
74..2) Bhatta Tota’s reply (set out in the following lines) may be summa-
1tized : Assuming that the Determinants, etc, ate petceived as unreal
sér artificial (&r¢rima), they cannot legitimize the inference of eithet Delight
f,or an imitation of Delight. From a mistaken or apparent logical reason
{e g » 2 cone-shaped cloud mistaken for a pillar of smoke; the cone-shaped
éloud does not stand in any cause-effect relation to fire, and is thus a mis-
?aken logical reason) we cannot infer fire (in this case, mistaken cognition
wpuld occut) not, still less, anything imitating fite (e. g, 2as A G. says, a
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For a thing different from the usual one can be inferred from
mote appatently similat effects, only if the effect, from which
it is inferred is really detived from a different cause and is re-
cognized as such by a person of expetience. An inexperienced
petson can infer from them the usual cause only. From some
particulat scotpions, for instance, it is legitimate to infer that
theit cause is cow dung ; and the inference, from them, of
another scorpion, as theit cause, would be nothing but a false
cognition. But, when the cognition of the logical reason—
e.g., smoke—is erroneous, the inference based on this apparent
logical reason will itself be invalid. The inference from mist
(whether it be supposed by the obsetver to be smoke, or whethet
the latter is aware of its being only a reproduction of the true
logical teason) of something which is a reproduction of fire,
is, no doubt, unsound. Indeed, a veil of mist—something
which teproduces smoke and is recognized as a reproduction—
does not legitimate the inference of a heap of red roses, namely
something that reproduces fite.

heap of red roses). A person of experience can undoubtedly infet from two
things, which to the laymen are apparently the same, the respective causes
of each of them (example : the scotpions. According to traditton there
are two kinds of scorpions, one kind being born from other scotpions and
the other kind from dung) ; but in the present case the logical reason is
nevertheless mistaken or appatent (the determinants, etc., are petceived as
kririma) and as such an effect is neither of delight nor of an imitation of
delight. ‘Thus, fot a petson of expetience the inference of something
which imitates delight is impossible. The inference of delight made by an
inexperienced person is a form of mistaken cognition. Hc. explains :
ayam bhavap prasiddhdd ratilaksanat kiranad ratyanuRarapam nima Rarapinta-
ram tatprabbavas ced anubhavip synp | tathaiva ca visesavidi yad: jidyeran tadi
ratyannkaranalaksanasya vastvantarasyinumanam samafjasam $Yat\ na caivam,
tat katham iva ratyannRaranapratith | avisesavidi ca tathavidbannbbivadarsane
ratir evinumiyate tac ca mithydianam eveti |
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S Bvenif the actor (it may be urged) is not himself entaged,
li he seems so . True enough, we answer, he is like some-
é who is enraged But this tesemblance is due to a con-
ﬁ;action of the eyebrows, etc.—in the same way, that is, that
resemblance between a real ox and another ox-like species
g%’ﬁue to the shape of the muzzle and so on, without that,
y.this, any reproductlon be involved. Again, the spectators
faxgeﬁenot conscious of this tesemblance; the perception of the
ectators, while they perceive the actor—it is said—is not
{gthout the mental state which he appeats to have'. There-
wgﬁaxc, the thesis according to which what appears is a reproduction
%2 vain discourse only2,

"Further, to say that the audience has the petrception :
i*That is Rama ™, is not correct. For if this perception,
g’gfsévmd of every doubt duting the play is not stultified later
by some subsequent cognition which invalidates it (bidhaka),
%ﬁy is it not a true cognitions ? And, if it is stultified, why
«:is it not a false cognition ? In fact, howevet, even if no invali-
@atmg cognition does appear, it will be always a form of false
%oogmuon* Thus, Sankuka’s contention, namely, that this is
iffan experience whetein, being it devoid of any contradictory

1) In other wotds the spectators are not awate of a tesemblance bet-
L‘;xretm the actor and the character he represents, but only of the fact that the
iactor is immersed in a certain state of consciousness shated also by them.

9) M. C., p. 71 replaces “iti rikta vacoyukssh™ by “its svavacanaviro-
”"’“déqﬁ »?

/3) M. C., p. 71 simplifies : yac coktam ramo ’yam ity asti pratitih,
gglfatmpz Jads na bidbakodayah tat katham na sampyagiiianam, badbakodayas cet
&égggbam na mithya. ||

M«:»A) According to Sankuka the aesthetic experience consists of an
%tatlon therefore, he maintains implicitly that it is unreal,
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idea, one cannot distinguish any error ”, is untrue’, Furthet;
mote this same petception, namely “ This is Rima * is had in
other actots also and hence of Rima we have only his umversal
aspect?. Not can his othet assertion, “The determmants catt
be recognised through the power of poetty ”, be successfully,
explained. Indeed, the actor does not have the petception, “ Sita
is the woman I love ”, as if, that is to say, Sitd wete a part of his-
own teal lifes. If it 1s replied that this is the meaning of the,
wotd realization, i.e., that this is how the determinants are made:
petceptible to the spectatots, then we answer that there ought:“
mote reasonably to be, instead, a realization of the permanent
state. Indeed, the perception of the spectatots is concetned, ina,
primaty sense, principally with this and is presented in the form :.
“ That man (is) in this (feeling) . The pompous analysis of the:
nature of reptesentation made by Saskuka by the expression,
“ Wortd. . .verbal representation ”, etc.,—where he emphasizes;
the diversity [both of verbal teptesentation and of the simple
vetbal exptession]—will be discussed later at the appropriate:
time and placet. Therefore, it is wrong to say that from thei
point of view of the spectators, Rasa is a teproduction of the
permanent mental state. "

2. Not again does the actor have this notion, “I am re-.
producing Rima or his feeling”. Fotr a teproduction, that'

1) Cf supra, p. 32.

2) See Sankaran, op cit, p. 101 : “ and hence the conception of,
Rima is only 1n his universal aspect of a great hero ™.

3) The actor does not i1dentify or unite the determinants taken from
the poem with the things which are “ causes ” 1n his own fteal life. In
other words, he does not have the petception that they form part of his
real life.

4) Ch. IX of the N. S, 1n which A G. discussed it, has unfortunately
not yet come to light. Cf. also N. S, chp. XIV.
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‘19 a.production of actions similar (sadzsakarayam) to those of
g ‘conc whose natute we have nevet perc:exved1 1S not

pgsﬂale. And if you say that the meaning of the term te-

production is after-production (pasdzkarapan), such reptoduc-
d:mﬂﬂwe teply, would extend to otdinary life also?. It may be
gald‘%perhaps that the actor does not reproduce a particulat
gbemg (n1yata), and that he has only this notton, “I am repro-
ducmg the sorrow of some noble person (#ttamaprakyts). But
thegl, we teply, by what is this reproduction petformed ? This
13:»;11@ ptoblem. Certainly not by sorrow, since this is absent
m Ihe actot. It is undoubtedly not done by teats, etc., for
xhese as has alteady been said, ate of a nature other than that
of sorrow3 Well, it may be teplied, then let us say that, in
i:b,e actot, the following perception occurs : ““1 am reproducing
;he consequents of the sotrow of a noble person ”. But 1n this
case again, we obsetve, which noble person ? If you say “ any
A ble person, no matter which ”, then we reply that no petson
g:fn be brought 1nto the mind Wlthout a definite 1dea (vsz5tatim
ﬁzﬂd) . If, on other hand, you say that the actot 1s teproducing
?‘@pérson who should have wept in the manner he does, then
Jug personahty (svatma) also intervenes, so that the relation of
Z%p;oduced—reproducmg no longer exists.5 Besides, the actot

¢1) It has not been percetved before. Every imitation ptesupposes a
Zprevious petception.

Ekg‘w%@ In other wotds, 1f imitation 1s felt 1n this way, there 1s an imitation
zgg%:ry tiume someone does something which has already been done by some-
%q&clse

3) Cf. swpra, p. 34.

4;) Cf. 1nfra, App. I, p. 95.

5) M.C, p. 71 paraphrases : ya evam roditits cet, tarbi svatminam apa
g@wfa ‘mukarotity @ditam tasyapi 1odana sadblavid i1 Galto *nukdryanukartyDhavap ||
M they say, there 1s the notion “he who weeps thus ’, then, we reply, we
ggzignm.:yst assume that the actor is reproducing himself as well (for the actor

[ 3]
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has no consciousness of cartrying out a reproduction. The actot’s
petformance, indeed, takes place only through three causes : his
skill in att, his memoty of his own determinants, and the consent
of his heart, aroused by the state of generality of the feelings;
and in virtue of this, he displays the cottesponding consequents
and teads the poem with suitable accompanying intonations
(kdkn) of voice. Accordingly, he is conscious of this only and
not of reproducing someone. Indeed, reproduction of the deeds
of Rama 1s different from reproduction of the attire of the beloved
being!. But ail this we explained before in the first chapter®.

3. Not can it be said that thete is a reproduction from the
point of view of the nature of things (vastavrtta); fot it is im-
possible that a thing of which one is not conscious, has a teal
natute® . 'We shall explain further in what the nature of things
consists®.

4. Not did Bharata ever say in any passage : “Rasa is the
reproduction of a permanent mental state ”. Such an assef-
tlon was never made by him even indirectly by means of an
indication. On the contrary, the vatious sub-divisions of wos
men’s dance (/isya), the various musical tempi (Z7/s) and the

himself would have to be 1eally grieving). Thus the reproduced-reproducs
1ng telation would no longer hold ”.

1) Cf. A.Bb,p.37 A personinlove, accotding to the Indian thetors,
1s sometimes 1mpelled to 1mitate or repeat every gestute and attitude, etc.,
of his beloved. The aesthetic act has nothing to do with this imitation.
Hc, p. 424 : vagvesacestitath priyasyinnkrisr lila,

2) A.Bbh., ch. I, p. 37.

3) Le., from the point of view of the analysing mind. CE L P. V.,
10, p. 179 : samnedanatiraskiripi ki khaly yukisr nima annpapattss ca bhisa-
mapasya kanya bhavisyats.

4) In the statement of his own thests.
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dhrava songs desctibed by Bhatata are an indication of precisely
the opposite’, All this will be explained later at the end of
the chapter on the sub-divisions of the junctures (samdyasiga)®.
‘The expression met with in Bharata every now and again,
“Drama is an imitation (of all the forms of existence in) the
sq:Ven islands ”*, etc., can have also other explanations®. And,
1? even that was a reproducnon then what would be the diffe-
tefice between it and the reproduction of the attire, the walk,
etc., of the beloved onet ?

Other theories

5. Some people say : “The pigments—orpiment, etc.—
undoubtedly compose (samym) a cow®”. Now if the word
““compose >’ is understood in the sense of *“ manifest (abbivyar)”,
these people are also in etror. Fot we cannot say that minium,

‘etc., manifest a teal (paramirthika) cow like the one which
xﬁight be manifested by a lamp, etc. All they do is to produce

1) They do not imitate anything in ordinaty life.

2) N. 8., XIX. Duafarfjpa, Haas, 11 : “ The Junctutes ate the struc-
tural divisions of the drama, which cotrespond to the elements of the plot
andf the stages 1n the hero’s realization of his purpose”. The Junctures
ate«divided 1nto sixty-four sub-divisions (aznga). Cf. Ind Th., p. 140, etc.

3) N. S, 1, v. 120 : saptadvipinukaranam natyam etad bhavigyats | In
other words, drama can be an  “ 1mutation > of all the forms of existence
in'the world (the exptession “ the seven islands ”, refets to the world with
4ts oceans, continents, etc.,; cf. A Bh., I, p- 42 : saptadvipabhivinnkarapa-
zipe nitye. . .), The term ‘imitation’ must be interpreted as a * re-telling ”
{annkirtana) and therefore as a “ re-perception ” (anupyavasiya).

#4) Text and translation both doubtful.

5) A cow painted by a painter is considered concretely as a composition
of.different colours mixed togethet and applied to a given sutface.
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(nirvr#) a patticular aggregate (samiha) similat to a cow. The
only object of the image, “It is like a cow ”, is simply this
minium, etc., applied so as to constitute a particulat atrange-
ment (samnwess) similar to the arrangement of the limbs of a
cow. In the case of the aggregate of the determinants, etc.,
the situation is different : this—as we have said—cannot be
petceived as simular to delight!. Thus, it 1s not true that Rasa
is the teproduction of mental states.

Again, other people say® :— Rasa, which is made up of
pleasure and pamn, 1s nothing but an external combination
(sdmagri) of various elements*—a combination possessing the
power of generating pleasute and pain. This thesis agtees
with Samkhya’s doctrinet. In this combination, the determi-
nants take the place of petals; and the consequents and the
transitory mental states do duty for that which garnishes it.
Out of it, again, are born the permanent mental states. These,

1) The visual arts are regarded 1n this passage as being of a diffetent
order from poetry : the pigments etc, ate material things which imitate
a matetial thing. Very well then, says A.G. ; all the same, 1t is impossible
that the poetic exptession (consisting of determinants, etc., i.e., of material
elements) could 1mitate a mental movement, which 1s of a spiritual nature.

2) The followers of this view (their names are unknown to us) based
themselves, according to A G (A Bb, p. 312) on a wrong interpretation
of one stanza of Bharata (VI, 46).

3) The determinants, etc, ate external (1e., they are not psychic
states). ‘The elements 1n question are the determinants, the consequents,
and the transitory states ; the latter are also regarded as extetnal in the
present passage.

4) Accotding to the Samkhya, extetnal objects are a modification of
prakrts, which 1s made up of pleasure, pain and stupor. The external
objects ate, thus, also themselves made up of pleasute, pain, etc. ‘This
conception 1s empathically confuted by Dharmalirti, P. I/, II, 268 f,
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made up of pleasure and pain, ate internal, The supporters
of this thesis maintain that expressions such as, “ \X’e shall
brmg to the state of Rasa the permanent mental states,” etc.,
‘fust be understood metaphorlcally, ie., they are themselves
awate that they are in flagrant contradlctlon with Bharata’s
text. Thus the student is preserved from falling into etror
T:tyf the fact that the mere statement of this thesis displays
gartulously ex ore suo its unsoundness!. What use is there in
xcplymg to such people ? Let us rathet state the essential
pomts of the other hypothesis, etc., arising out of this difficult
problem, i.e., what is the natute of aesthetic petception.

The view of Bbatta Nayaka

6. Again, Bhatta Niyaka says :—Rasa is neither petceived
(prati), not produced (#/pad), not manifested (abbiwyey). Fot if
itswere petceived by the spectator as really present in himself,
.dfiithe pathetic Rasa he would necessarily expetience pain?.
Again, such a perception does not stand to reason, because
Sitd, etc., does not play the role of a determinant [as regards
the spectator]® ; because no memoty of his own beloved one
does arise in the spectator’s consciousness (while he looks at
S?gﬁ)4; because [the representation of] deities, etc., cannot

1) According to this theory there is no longer any diffetence between
Rasas and permanent mental states. Its supporters are therefore forced
£ glve a metaphorical intetptetation to all the passages in which Bharata
dlstmgulshes Rasas from petmanent mental states.

) Thus no one would go to see plays on pathetic, etc., subjects any
mote.

3) The spectatots are not Rama, etc, so thatitis imposstble to suppose
sthat the fortunes of Sita can play the role of determinant in their case.

4y At the same time, thete is no identification of the image of Sita
with that of his own beloved.
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logically arouse (in the spectator) the state of generality
(sadbarawikarana) [ tequited for the aesthetic expetience]';
because ocean-crossings, etc., [ are extraordinary undertakings,

and thus ] fall short of generality (sddbaranya)®. Not it can,
be said that what occuts is simply the memoty of Rima, as.

endowed of such-and-such quality?, in so far as the spectator”
has had no such previous experience. Moteovet, even if it
is supposed that he is petceived through verbal testimony
($abda), inference (anumina), etc., logically there cannot be any
occurtence of Rasa in the audience—just as it is not aroused
by a thing petceived through direct knowledge’. For on the
appeatance of a pair of lovers united together, the mind of;
anyone present rather becomes the prey of conflicting feehngs‘
(shame, disgust, envy, and so on) and we surely cannot say
that the onlooker in such a scene is in a state of Rasa | If, on’
the other hand, it is supposed that Rasa is perceived as present:
inathitd party, the spectator should be in a state of indifference.

Thetefore, it is not possible to suppose that Rasa can be pet-
ceived—whethert this petception be a form of direct experience
ot of memoty. The same etrors may be imputed to the thesis

which maintains that Rasa is produced. 1If it is supposed that

Rasa first preexists in a potential form ( Szktiripatvena) and.
is later manifested, then the determinants must necessarily

1

1) In this passage Bhatta Nayaka maintains that when the determinants
etc., are deities, etc., they cannot be perceived as ° general ’; the deeds of
gods ate too different ( from human affairs)

2) Supta, Intr., pp. XXI, XXII. ‘This assettion is confuted by A.G.,
infra, p. 58.

3) Heroism, etc.

4) In other words, if Rasa could atise from a simple inference, all theﬁ
mote should it arise from a ditect perception.
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;é;luminate it little by little* Besides, the difficulties already
*mcountered would recur: is Rasa manifested as teally present
a;n our own self or as present in a third party ? Therefore,
{our thesis is as follows :) Rasa is revealed (bhdvyamand) by
;a "special powet assumed by words in poetry and drama, the
power of revelation (bhavand)—to be distinguished from power
mf denotation (abhidhi)—consisting of the action of generalizing
«xthe determinants, etc. 'This power has the faculty of suppress-
ung the thick layer of mental stupot (moba) occupying our own
iconsciousness: in poetry it is charactetized by the absence of
»;glefects (dosa) and the presence of qualities (guza) and otnaments
(alamkiray* ; in drama by the four kinds of reptesentation,
:Rasa, revealed by this powet, is then enjoyed (bh#) with a kind

s
A

¢

1) This objection tepeats, mutatis mutandis, the objection of the Bud-
idhists and of the mimamsaka against the concept of sphota, which, accotding
:gggthc grammatians (wzyfa,éammz) is a vocality, etetnal and without parts,

Istmct from the letters and manifested (zy47) by these. This eternal vocality
mﬁses the cognition of the meaning. This objection is as follows : is
*}j)})am manifested entirely by the first letter of a word or not? 4) If
: og‘a is manifested in its entirety, the letters which come after ate unne-

ssary In other words, the first letter would be capable of rendering

ceptlble the meaning of the whole world. 2) If sphota is manifested

ﬂually, then it could no longetr be without parts. This second altet-
ggtlve is, therefore, in contradiction to the very nature of sphota. ‘The same
utc;tsonmg is applied by Bhatta Nayaka to Rasa and to the wotds by which
;tfls manifested.

LJA I

s+ This gradual manifestation of the Rasa has also been criticized by
§ankuka, cf. supra, p. 28.

f”” 2) One classical definition of poetty (Hc., p. 33) says : adosan sagu-

mw Sdlamkarau ca Sabdirthan kavyam | ‘ Poetty is word and content with-
‘out defects, possessing qualities and also (but not necessarily) otnaments ”,
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of enjoyment (bbo%z) different from direct expetience, siemor ";
etc. This enjoyment, by virtue of the different forms of cofi& 3
tact between sattva and rajah and famah,* is consisting of th@

1 a) The light of the self, of the consciousness, does not reveag
itself, in the sdmsarika existence, in immaculate purity, but is condltloﬂpd?
by the three constituent elements (guza) of mental substance (brddbi), .ratim,
light, luminous and pleasant, rajah, mobile, dynamic and painful, famg
inett, obstructive and stupid. ‘These three constituent elements are nev )
ptesent in isolation, but mingled together in unequal proportions. Th@
state of emetgence of the element sa#fva, limpid and mirror-like, c01nc1de.s»
with a manifestation, always mote distinct and evident, of the light andi
beatitude proper to the Self—these indeed teflect themselves in mtz’w.,;
LP.V.V., 1, p. 150 : sattvam prakisarijpam nirmalanabbahprakbyam .rarz}a#a‘
Jaladapatalena iva varapdimand tamasa samdvrtam aste | tatra ca marm‘a.rz‘baﬂ «:
yam pravyttisvabbivam rajah kriyitmakatayi kramena tamojalcdam apamnyutzﬁ
nyagbhavayati || ““Sattva, which is made up of light and is like the 1mmaculate;
ethet, is completely enshrouded by zamab, the principle of obstrucuon,_:_"q
by a blanket of cloud, Rajap, which is made up of action and is, thereforgl,‘
imbued with activity, serves as a wind, which, little by little, brushes away;:
dissipates, the cloud-bank of famah . The three constituent elcments,
sattva, rajah and tamop are associated with three states of consc1ousness
called, tespectively, expansion (vikdsa), provoked by an absolute pfer:
dominance of sattva, fluidity (drnti), determined by a contact of .mifv’ci{;
with rajap, and dilatation (vistara) determined by a contact 'of mm/m

with zamab. g
The conception of the three gupas, belonging, in patticular, to the ;a”;.f

&hya and yoga systems, is accepted, without notable modifications, by thea
whole of Indian thought. . 5

b) Drati, vistara, and vikdsa ate each connected with certain Rasas’ b)tk
later Indian theorists. Dru#iis the propet state of consciousness of sr;zgamw
karupa and $anta ; vistara of vira, raudra and bibbatsa ; vikasa, of hasya, adbbﬂfa“
and bbayanaka. Cf. Db AL., comm., p. 206. Rajah ptedominates m«
druti, tamah in vistara and sattva in pikisa. M.C., p. T4 : yada bi ra_/a.ro
gunasya drutih tamaso vistaral sattvasyitivikisah tadinim bhogal Svarffpam labbafer
“Itis when rajaj is in fluidity, Zamapin dilatation, and satrva in full expatie}
sion that fruition is realized .
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states o of fluidity (druti) enlargement (vistara) and expansmn
ﬂzéa; , is charactetized by a resting (vifranti) on one’s own
iousness (samvif), which due to the emergent state of

;4,». f

+is'pervaded by beatitude (dnanda) and light (prakasa),

1 %) The exptession saffvodreka 1s teproduced almost without change
b V;(\Evfﬁ@mata, p- 74 : sattvodrekaprakisinandamayasamwidvisrantisatativena.
It-ha ,been commented upon in several ways. I have followed, in the
Ms‘létlon, the commentary of Vidyacakravartin (K. P., Trivandrum San-
if %eries, LXXXVIL) : sattvodrekit yan prakisinandan tanmayyam sam-
Samadbivyttirfipdyam ya yoginam visrantir vigalitasakalaSrama nistararigena-
_.g.f“ ‘tatsadrsena. M. C., p. 74, comments on : satfvodrekena prakisah

A Jga anandas tanmayi ya samvit tasyam viSrantil, s@ satattvam paramdrtho
14 a tathd. Referting to Rasa A.G. says in Dh.A.L., p. 183, that it is
ggmvazfzz‘r;yaﬂumddbamllmm@/zmzjaczmab/mmﬂzrﬂrz‘wmani:/ﬂk,mﬂala The
u 5 definition of the aesthetic experience given by Viévanitha in his
?Wdarpam, adds nothing to the conception of A.G. and Bhatta Nayaka.
%’iﬁi%{mtha says :

‘sattvodrekad akbandasvaprakasianandacinmayab |

‘vedyantarasparsasiinge brabmasvidasabodaral ||

Dokottaracamatkiraprapab kaiscit pramatrbhib |

svakaravad abbinnatvendyam Gsvadyate rasab ||
! "é}x is tasted by the qualified persons (i.e., g#i rarionem artis intelligunt).
%?ta’ggyted by vittue of the emergence of satfva. It is made up of a full
¢ qnce, Beatitude and Self-Luminosity. It is void of contact with any

knowable thing, twin brother to the tasting of brabman. It 1s animated
maz‘/éara of a non-ordmary natute, It 1s tasted as if 1t wete out very

‘ gi@tés m//mt/éam w1th “hghting—ﬁash”. According to Vis$vanitha,

1 M&z : yczdzz ty 1a]a.flama/emm/z'zdti/}z/m antapkarapasattvam bhanyate tada
aﬂa; citifakleh Subbuprakisamayasya sativagya b/mq)m;/aﬂag'odre,éaf Sanat
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and is similar to the tasting (dsvida) of the supteme brabman'.

dah samadhr bhavet || (Bhojavrtts, 1,17).  “ When the matter of concentration
(bhavana 1s commented on by Bhoja bbavani bhavyasya vm_zydntaraparz/zirem:
cetasi punal punar niveSanam) is the sattva tinged by the rajab and tamah propet
to the inner sense, then by virtue both of the subordinate state of the self};
and of the emetgence of sa##va, which is made up of bliss and light and is the,
matter of concentration, that which is called sgnandasamadhi occurs . 'This.
passage is also quoted by Pandey, I. Aes., p. 189.

1) Bhatta Nayaka was perhaps the first to associate aesthetic expeti-’
ence with mystical experience. The aesthetic state of consciousness is no.
longer associated with the limited “I” ; during the aesthetic expetience
the subject is completely absorbed in the object contemplated, and the whole:
of the teality which sutrounds him disappears from his view. The sameI
thing, mutatis mutandss occurs in mystical experience ; in this sense, aesthetic’
expetience is similat (savidha, sabrabmacirin, sabodara) to experience of thetv
Absolute or of the brabman. Bhatta Nayaka and A. G. (A. G. also accepts;
Bhatta Nayaka’s opinion ; DA A.L., p. 190 : para17ra/mdwidambmbmam‘ri—?
tvam castay asya rasasvidasya), howevet, do not fail to emphasize the unmis-"
takable characteristics of each. Bhatta Nayaka says (Db A.L. p. 91) :

vagdhennr dugdha etam bt rasam yad balatrsuaya |
tena nisya samab sa $yad duhyate yogibhir 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 1s (labotiously) milked by yogins . Cf. also A Bb.,
p. 5. On the apinton of A.G., wfra. pp. 82-84. Two stanzas which reﬂeci:
the same idea and which are certainly from Bhatta Nayaka, are quoted
by Mahimabhatta (Vyaktwiveka), p. 94 (see the translation in the Introd.-
p. XXVI]) :

Dpathyad atha dbruvaginit tatah sampirite rase |
taddsvadabbaraikagro brgyaty antarmukhal ksanam ||
tato mirvigayagyasya svarfipavasthitan nyah |

vyapyate hladanigyando yena trpyants yoginah ||

The association between these two states also appears in the afﬁmucs‘a
of the terms which designate them : rafranti, nirvrti, laya, nirvesa, mmapam;

camatkara, etc.,
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. In this exposition, the thesis confuted by Bhatta Nayaka are
as;cepted even by us—simply because we do not accept the
@}es}m of Bhatta Lollata. Thus the errors confuted by Bhatta
Niyaka have been defiinitely put to death.!

“As for the rest we do not see what kind of enjoyment dis-
gngulshable from petception, etc., can exist in the world. If]
%swou say it is tasting (rasand), we teply that this too is a per-
g@j:tlonz and is only called by another name on aecount of
ﬁx;e particular means (#pgya)® by which it is called into exis-
&qt;ce. The same thing happens in the case of direct petception
gzwmmz) teasoning (anunmana), the revealed word ($r4#), analogy
?@ﬁcmzz‘z) intuition, (pratibhina),* etc., each of which takes a
Merent name. Besides, if we do not admit that Rasa is
fxoduced or manifested, we shall be forced to conclude that
Eims either eternal ot non-existent : no third possibility exists.
g%&aln the existence of an unpetceived thing cannot be affitm-
gdm The supporters of Bhatta Nayaka will perhaps reply
ithat the perception of Rasa is just what they call the power of

1) Cf. Dh.A.L., p. 187. The thesis confuted by Bhatta Niyaka do
%}Qadmu the concept of generality; they distinguish between one’s own
gﬁceptlon and somebody else’s. Cf. s#pra, introd., pp. XX f.

%2) See below, App. III, p. 112
‘3) The determinants, etc.

,«A) The tetm pratibhd, pratibhina, is used in several senses (cf. Intr.,
PRCXLVIIL f. In the present passage, 1t has the sense of * an inexplicable
;;intultlon as to what may occur in the futute, for example, ¢ Tomottow

brother will come ”. It also includes the power of understanding all
%}%ﬂc{s of sounds w1thout effort, all that may be communicated by any animal
zzlg;;;he world and also the powet of having heavenly visions ” (Dasgupta,

.ka V, 127). ‘This particular form of consciousness is discussed by
%fwanta, Nydyamasjari (Benares 1936), pp. 97 ff.
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btinging about enjoyment (bhogikarana)—consisting in the
states of fluidity, etc. Very well, then | But it is impossible
that it should consist solely in these three states. For there
exist just as many forms of perception—whose natute, accotd-
ing to you, lies in this very power of bringing about fruition—

consisting of a relish, as there are kinds of Rasa. Besides, the
constituent elements, satfva, etc., can be found set out in an

infinite numbet of different ways : one may predominate at’
one time and another at another. Thus it 1s absurd to limit

the forms of felish to only three.

Howsver, if the wotd “ revelation ” in the expression “the
Rasas are revealed by the poem ” (what Bhatta Nayaka says
is : “ The various Rasas— the erotic, etc., are revealed by the
powet of revelation ”’), is used in the sense that the poem be-
comes the matter of a perception, which consists of a tasting
made up of gustation, and which is generated by the determi-
nants, etc., it may be accepted without any question.

Again, in the stanza, ““ Rasa is, it is said, the aim of poetry
(kavydrtha): it is an experience (anubbava) consisting of a tasting

2»

1) If, says A. G., the expression “enjoyment” 1s undetstood 1n the
sense of perception (so that the power of generating enjoyment becomes’
the power of genetating the aesthetic perception, the Tasting), it may cet 5
tainly be accepted. In this sense, the power of generating enjoyment be-i %
comes the same as that which followets of the Jhvan: school call the powet ofg
evocation (dhvananavyapira). Cf. nfra, App. III, p. 113. :

2 a) The exptession kayartha ts bottowed from Bharata, N. 5., VIL#
p. 342 : kayyaithan bhivayantits bhavah . [The mental states] are calledv
bhava because they bring into existence (bhav) the aims of the poem .
Artha, A G. comments (A4 B}, p. 344), 1n this expression does not carry’s
the meaning of sense, something expressed (abhidheya) but means the ﬁnak}‘

cause, the aim of the poem (arthyante pradhanyencty arthah na tv arthasabdos
*bhidheyavici) ; 1n other words, Rasa.
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and is the matter of cognition by a not ordinary form of cons-
crousncss (parasamyitti), manifested (vyasigya) by the union of
the determinants, etc., ” Bhatta Niyaka apparently considers
Rasa as mamfested——so that the theoty of manifestation is
:Zl;ather maintained than discarded’. By the word * expeti-
,»gnce we must really understand the object of it2.
fé But, being it so, what is then the true nature of Rasa ?
“That is enough | Well, what shall we do® ?

Fonr stangas of intermeggo

7) Why repeat truths disclosed alteady in the thought of
qut predecessor and thus behave as no one has behaved
l:éefore ? 'This double, serious and evident error will certainly
de imputed to me by the audience.

“?‘ Titeless, the mind of man climbs ever higher to gaze on
gg:uth. Behold ! This is just the fruit of the docttines which

have succeeded each other on the ladder of thought.
In the beginning, the crossing of the river of the knowable
is, I know, agitated and supportless: but as we advance

) Aesthetic experience is associated with the experience of brabman,
‘with the supteme consciousness, cf. supta p. XXIV.

1) The existence of dhvani is explicitly denied by Bhatta Nayaka (cf.
ghe passage quoted by Jacobi, ZDMG, 62, p. 296, Pandey, p. 246 ff.). In
;some passages, A.G. points out, he seems, nevertheless, to admit its exis-
J.ehce implicitly. In this stanza, Bhatta Ndyaka uses, fot example, the verbyyaj
,md thetefore admits implicitly the theory of dhvanz, the sense manifested
f.e., not exptessed, that words assume in poetry.

q 2) That is to say, that Rasa 1s the object of the afore-mentioned
iexperience.

, 3) At this point A. G. interrupts his examination of rejected doctrines
*‘wuh the four following stanzas, which serve as a sort of prelude to the
‘exposition of his own thesis.

'
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doggedly along this road, we cease to be amazed by built
bridges, city foundations, or anything else.

A ftich and fruitful harvest may be culled by postetity from
the inheritance of thought left to it by its predecessors. ‘Thus
the doctrines of the sages of antiquity will only be refined by

us here and not refuted.

The correct view

8. Let us then state what is the true natute of Rasa purified
of previous mistakes. It has already been stated by Bharata,
and we shall add nothing new. For he has said : “ The
mental states ate called feelings because they make us feel the
aims of poetty . Therefore, Rasa is simply the aim of
poetry. For instance, immediately after the fitst petception
of the literal sense of the following expressions, “ They lay by
night ”, “ He gave it (si/.,, the omentum) to the fire?” there
occurs (in a qualified petson (adhikdrin) chatactetized by a
certain pragmatic requirement (ar#hizd) and so on, and possessed
of a keen interest in the object of petception involved) a second
petception eliminating the temporal data, etc., contained in the
first.3 This second petrception consists in a transfet (samkra-
mand), etc., of the literal sense and is presented in the form: «I
will lay,” “ I will give ”, etc. Accotding to the vatious schools,
this perception is called propulsion (bhavani), command
(vidhi), order (niyoga), etct. Now, a similar thing may be said

1) See the literal translation of this quotation at p. 50, n. 2 «.

2) Two quotations taken from tevelation (§ruti).

3) The past tense of the two exptessions in question.

4) In other wotds, some sctiptural sentences (e. g., those quoted)
awaken in the believer the need to give the omentum to the fire himself,
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to happen in the case of poetty : thete occurs in a qualified
Pcrson a petception transcending the words of the poem.
Ihc qualified petson is in this case any person whose heart
possesses a spotless power of intuition (pratibbina). In such

ffetc. In this sense, their literal meaning undergoes a transformation : the
.xzpast tense and the third person, etc., used in these sentences ate turned into
*”the present tense, etc. ‘There atises in the heatt of the believet the form
&of consciousness (pratipatiz), “1 will give the omentum to the fire ”, etc.
ﬁg‘ms passing from one sense to another is given the names of propulsion
(;bbavaﬂa), order and command (vidhi, niyoga). 'The tetms bhiavand, vidhi,
Eand niyoga ate proper to the liturgical speculations of mimimsi (the term
ﬁbm}aﬂa used by Bhatta Niyaka was probably taken from the terminology
'of the pArvamimamsi). ‘The tetms vidhi and niyoga, observes J., T.A.,
*“T ‘p. 167, are used above all by the followers of Prabhikara ; Kumarila’s dis-
gmples prefer instead the word bbavand. ‘The shift of sense involved, of
course, presupposes the adherence of the subject to the sacred writings,
*E;is desire to attain certain ends, etc. This shift of sense is cleatly explained
gn three $lokas quoted by H. C., p. 98 (no doubt taken from a work on
”poetlcs existing prior to A.G., perthaps the Hrdayadarpapa of Bhatta
E.;\Iayaka)

arogyam aptavan Sambab stutvi devam abarpatin |

syad arthivagatih plirvam ityadivacane yarha ||

tata$ copatiakalidinyakkirenopajiyate |

pratipattur managy evam pratipattir na samSayah ||

yab ko ’pi bbiskaram stanti sa sarvo’py agado bhavet |

tasmad abam api stanmi roganirmukiaye ravim ||

“In the sentence ‘Simba regained his health when he praised the Sun

ygod *, etc. there occurs at first the perception of its literal sense, and then
(and on this there is no matter of doubt) thete arises in the mind of the pet-
dqelvmg 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.
IPV.V., L p. 24; LP.V., I, p. 27.
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a person hearing the following phrases, “ There Lc (scil., the
deer) is now, gracefully by the bending of his neck...'
“Hven Umi, dropping the golden Aarmkdra...?, * 'The
firmness of Hara...3, there appears, immediately after thl?,
petception of their literal sense, a perception of a different ordet.
(an inner [#anasi] petception, consisting in a ditect experience'
(sgksatkarat] which completely eliminates the temporal dis+

1) Kalidasa, Abbyfanasakuntald, 1,2 + ““ There he (scil. the deer) is no
gtacefully by the bending of his neck casting a glance evet and anon
the chatiot which pursues him, by [the contraction of] the hinder half
(of his body) repeatedly drawing himself into the fore [part of his] body:
through fear of the descent of the atrow; strewing the road with grass hal 2
chewed which dtops from his mouth kept open from exhaustion. See k
by teason of his lofty boundings he goes chiefly in the air, and little on the
ground ” (Monier Williams, Sekuntali, Hertford, 1853, p. 9). ’

2) Kalidasa, Kumarasambbava, 111, 62 : “ Even Uma, dropping th
golden karnikira flowets which glowed among her black tresses, deepl
bowed her head (while the flowers which adorned them fell from her ear
before Siva”.

3) Op. cit., III, 67 : “ The firmness of Hara, even, was somewh:
shaken—Ilike the sea when the moon is just about to rise; he cast his eyes ig
desite towatds the face of Umd, towards her lips, red as the fruit of

S

B
2

the bimba .

4) Like to sensations of pleasure, pain, etc., the aesthetic expericncef&
an innet or mental perception (wanasapratyaksa), i.e., it is perceived through
the mind or innetr sense. Such a perception is self-knowing (w:ngzwedmi
siddba). In the A.Bh., p. 291, A. G. obsetves that the fact of tastir@
(asvadana ; aesthetic petception being conceived as a particular form ‘cﬁ@
tasting) is of a mental order : it differs from the fact of eating, which is“?j;;
putely matetial act (rasanapyipirad bhojanid adbiko yo manaso yyaparah §a
evasvadanam). The mind of him who tastes must be edgra, absorbed in tHe ‘
object of the tasting to the exclusion of all else. On the contraty, ﬁg}j
who eats may be also ampacitta: he can also think of other things, etg:
Aesthetic tasting is of a non-ordinary natute (alankika), sui generis:

pe

.
"

-

-

Zae
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&tmcuon etc., assumed by these sentences. Besides, the young
3%?1 etc., which appears in this petception is devoid of its
%aﬁaftlculanty (visesa), and at the same time, the actor, who
%}Ela'ylng the role of the deer], frightens [the spectators] (#r4-
séz;é .. .showing to be afraid, is unteal (apdramarthika). As a
fsult what there appears is simply and solely fear—fear in
tself, uncircumscribed by time, space, etc.! This perception
“’fear is of a different order from the ordinary perceptions
@(‘?{ﬂ am afraid, he—my enemy, my friend, anybody—is afraid”);
Efor these ate necessatily affected by the appearance of fresh
5 mcntal movements (of shunning, etc.)?, consisting of plea-
ﬁ@ure pain, etc, and just for this reason are full of obstacles
m;g&ﬂd) The sensation of the fear above mentioned, on
m’&

”k?w trrk‘(

g?fi[‘];g: mind is the otgan of tasting ; during the tasting the mind must be
%fxee of all obstacles, devoid, that 1s to say, of any othet sensory percep-
g ons The subject 1s 1mmetsed in a camatkira set apart from any

égnctlon of “self” or ““ others”. Aesthetic tasting is a gcnerahsed ’

%

s

. %rgmmal,éam_pamvafa )
s

gﬂ‘%ﬂﬁﬁ} In other words, the spectator (and hence the state of consciousness
%gwhmh he 1s pervaded) is not in the real time and space etthet of the deer
%0:@1&' the actor as such. In the aesthetic experience, these two temporal and
'al ordets cancel each other out. On the one hand, therefore, the deer,
éﬁﬁs without any temporal or spatial determination (viz. it is not felt as
g ement of ordmary life but 1s perceived 1n a generalized form); si-
% rLy, the actor, and hence the impression of fear which he suggests, is
l;pe,tcelved as a constituent element of practical life. The state of cons-
bs*ness which does occur 1s, therefore, unaffected by space and time;
ifldsza generalized pcrmanent mental state, a Rasa. -
&EM‘@)\ Shunning, etc ”, 1.e., shunning, accepting and distegarding.
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the contraty, is the matter of cognition by a petception devoid
of obstacles (#irvighna), and may be said to enter ditectly (#ivif):
into our heatts, to dance (viparivrs)t befote outr eyes : this!
is the terrible Rasa. In such a fear, one’s own self is neither|
completely immersed (#iraskr) nor in a state of parnculan
emergence (#//ikh)?, and the same thing happens with the othesr
selves. As a result of this, the state of generality mvolvedj
is not limited ( parimita), but extended (vifata)—as happens atm
the moment in which is formed the idea of the invatiable con-
comitance ()dp#) between smoke and fite ot, in fact, betweet}%j}
trembling and fear®. Thetefore, this idea to be confronted

1) Viparwrf—means to move, to revolve, etc. The use of the worcf
is anctent. Itisto befoundin Bhartrhari(I, 125, 2744, p. 125 (ed. of Lahore) g
buddbau viparwartate. In the same sense (that is, with buddhas) it is used by,
Dhatmakirti and Kumarila also. A.G. comments on the word wparzvaria;;,

manasya in the following way (LP.V., I1, p. 140) : sscitratvena visvasya bbedawﬁ
bhedatmana parwartamanasya spandanena sphurato . .

2) In the first case there would be no aesthcnc cognition, but myst1ca1
cognition, characterized by the total absence of discutsive thought andz
dstinct apprehensions (v7&ka/pa). In the second case, ordinaty dlscursl\@%
cognition would occur. In both these cases, then, the #bbayadesakilatyaga
required by the aesthetic expetience would be absent. Cf.the Nayadarpaﬂ%
by Rimacandraand Gunacandra, Baroda, 1929, p.161. For the antithesigi
between dtman and para cf. PTV, pp. 71-12 : atra hi mad@amapade atmaivas
samSypute naparab . .. Gimana eva Sravapgam $Yat na parasya. .

3) The best explanation of this passage is to be found in IP. V.‘;ﬁ*
1L, 4, 12 : 2ha tu darfane yyaptigrabanivasthiyam yavantas z‘ada’efammbbaqyamanﬁ
nasadbhaval pramaiiras tavatim eko’san dbijmabhasas ca vabnyabhisas ca babnf’
Janaye wa, tavati tesam paramesvarepaiRyam nirmitam|K. Ch. Pandey, B/Ja.rkari;‘*
vol. III, p. 178. translates : “ But, according to this system, at the time;
of forming the 1dea of 1nvariable concomitance, the images of smoke and;
fite are common to all perceivers, who can posstbly have their exlstencé;‘
at that place [t.e., in the kitchen, etc.], as according to those who admlf‘
the existence of an extetnal objective wotld. For, inrelationto these i Jmagesﬁ
the Lord [i.e., I¢vata, the unlimited Ego, etc.] has made the subjects one”; g
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with a real expetiencet is noutished by the combination of

"‘A G. obsetves that the pleasute given by a spectacle increases when there
% alarge number of spectators. In othet wotds, when each spectator is

geul

cmlsclous that the spectacle is being seen at the same time by a numbet of
ther people. T. A, X, v. 85 ff. :
tathd by ekigrasakalasamayiRajanekesitam |
nrttam gitam sudbisirasigaratvena manyate ||
tata evocyate mallanatapreRsopadesane |
sarvapramatrtadatmyam parparipannbhavakam ||
tavanmatrirthasamittitugtah pratyekaso yadi |
kah sapmbhilya gupas tesam pramasraikyam bhavec ca kim ||
yada tu tattadvedyatvadharmasamdarbbagarbhitam |
tadvastn Suskad prag ipad anyad yuktam idam tadi ||
“The spectators who watch, absorbed, a petformance of dancing, of
ﬁfmgmg, etc., feel that it is a real sea of nectar (J. comments : * anyone,
mf*fact can obsetve that spectacles seen by many people at the same time
iggenerate a greater pleasure than those which are seen by a single individual).
11;,18 for this reason that those who teach the true nature of performances of
xesthng and acting, say that, in these, a real state of identity of all knowing

vwm

Y i’éljccts takes place ; this state generates a petception of a full and perfect
%{ggg}tﬁtude (J. comments : pdarparijpeti iyad eva hi piirpanm ripam yad vigalitave-
jaﬂmmfa_ya tatraivinanyakanksatvena paramarSanam nama). If the mere
gonsclousness of what they see on the stage (without, that is, the realization
*gthét the petformance is seen by othet people) wete sufficient to satisfy the
'*s ectators taken one by one, how then can the different state of conscious-
%ﬁess, which atises when they are together, be explained ? And how could
,.;cwsnll 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
tm;g by all othets also, one can say with reason that it appeats in a different
fafofm from the arid aspect it had before (this spectacle, then, observes J.,
g gkes on another nature which genetates a very high comatkara) . See on
1 that the Introd., pp. XXXVII . In A.G. the exptession vitatavyapti,
wf:t:cm, occurs elsewhere also, and not always in a technical sense (seef.i.,
*Dﬁ.A L., p. 378 ; Bb. G.A.S., pp. 110, 136).
.+ 1) The aesthetic perception, which is not dependent on the concepts
of teality and untreality, cannot be spolen of as a real expetience (that is,
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actots, etc. In this combination, indeed—in that the rcaé
limiting causes (niyamahets), (time, space, the pattlculanzeg}?
cognizing subject, etc.) on one side, and those afforded b}g
the poem on the other, neutralize each other and then complq‘%
tely disappeat—the afote-mentioned state of generality g
readily noutished; so that by virtue of the vety umforrmtﬁ
(ekaghanatat) of the spectatot’s percepuon it being so nounshedy
readily nourishes the Rasa in all of them: and this occurs,g
because the latent impressions of their minds concord with eaclg
other, the minds being vatried by beginningless latent mm&
pressions.?

the direct experxence, perception of something real, pratyaksa, saksitkara);
but, A.G. says, it is ““ like ”” a real experience (saksatkirdyamana= _:a/émi,éam-:
kalpa, pratyaksakalpa). See A.Bh, 1, p. 43 : the drama is pra{yak,rakalpaﬂ%
vyavasdyavisayo lokaprasiddhasatyasatyidwilaksanatvat. In other terms, thg,
aesthetic experience 1s a direct perception suz generis, free of every rvalatlon:7
with practical reality, etc. g

1) The wotd ekaghanata detives from ghana. * Géamz, from Ghan, t«k
strike, hinder, etc., has a primary sense of * dense mass”, 1rnp1ymg A
condensation of multiple factots without extension 1n space” (A. Kg
Coomaraswamy, The Transformation of Nature in Art Harvard 1934 p. 209)

Hence e¢kaghana comes to mean “ dense”, ‘‘compact”,  untform ”*;
etc., in the sense of a state of consciousness which does not allow the 1ntets,

ference of ¢ obstacles » (vighna). 8

2) A.G. replies with this argument to the objection of Bhatta Nayaka,j
according to whom the spectator can identify himself only with a persm’g
similar to humself but not with a being of a non-ordinary nature, as Rama,%f
deity, etc. 'The identification and thetefore the state of generality requlreg%
for the aesthetic experience postulates an affinity of nature (latent 1mpxc§§
ssions, tendencies, instincts, etc.) between the spectator and the petsong
represented. A G. replies to this objection saying that no being (animal’
ot deity) extsts with which man has no affinity of nature. The samsira is?

[ 58]



THE AESTHETIC EXPERIENCE, ETC.

This (form of) consciousness without obstacles is called
?”@matléaml the physical effects of it, that is to say, trembling,
gV%spgﬁ.‘q:ulatlon joyful motions of limbs (#/inkasana®), etc.,
%gﬁwalso camatkara®. For example : “ Visnu is still today
nia state of cmatkdira : how, oh how is it that the limbs
%]iaksml which are as beautiful as a piece of the moon,
W: not been taken to pieces by mount Mandara* ?** Indeed,
w‘,éam may be likewise defined as an immetsion in an en-
g ment (bhogivesah) which can never satiate and is thus
? terrupted (#rptivyatirekendcchinnab). The wotd camatkira,
“ gjﬁc d, propetly means the action being done by a tasting
isubject (camataly karagam), in other words, by the enjoying

] &nmngless and every man, before being that which he actually is, has
iBect all the other beings as well. The consciousness of the spectatot thus
; sesses (in other words, is varied by. . .) the latent impressions of all the
%ﬁ%;xblc beings and he is therefore susceptible of identifying himself with
i of them. ‘The same concept is expounded in the Dh.A.L., p. 187 ;
]pelow, App. III, p. 112,

@5’% See the Intr., pp. XLV-XLVI.

Q} The tetm w/lukasana is explained by A. G. (A. Bb., I, p. 330) gatrasyor-
dégaw sdhladam dbinanam.

5) A.Bh., 11, ch. XXII, p. 152 : éha cittavrttir eva sapwedinabbijman
% kraﬂta deham api vyapnoti || ' The mental movements, which are pheno-

éna of consciousness, ate also transmitted to the body and pervade it’

4) Unidentified stanza. ‘This is an allusion to the churning of the

cgan The gods and demons took Mount Mandara for a churning stick
% PVanous ptecious objects wete chutned from the deep, amongst which
9‘}}%& ‘moon and $ti (Laksmi), the goddess of beauty. The aesthetic expe-
5%3:’" ce of camatkira teappeats in the consciousness every time the determi-
ag;ants, etc. (the poetic exptession), by which it is aroused, are evoked. Cf.
%B& I, p. 37 (App. II). 'The example offered by A.G. (of Visnu who is
ggibunder the influence of a camatkara) exemplifies this very chatacter of

ngg;;hetlc pleasute.
591
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subject, he who is immersed in the vibtation (spanda)t of 4,
marvellous enjoyment (adbbutabhoga)®. Tt may be thought oF
either as a form of mental cognition (manasidbyavasiya) consxsﬁ
ting of a ditect experience?, or of imagination (Jam/éalpa)%
or of remembrance, which nevertheless, is manifested in %
different manner to its ordinary natute. For as Kailidasa:
said : “ Often a man, though happy, becomes uneasy of mind:
on seeing beautiful objects and heating sweet musics. Surely*,g
he temembets in his soul, though vaguely, associations of,
former births deeply implanted in him*”. In any case, how-“'
evet, it is a form of perception—a petception in which Whatg

}"

1) Spanda means movement, vibration, enetgy, etc. According to the
$aiva schools of Kashmit, consciousness is vibration, the ceaseless force from
which springs all that exists. The modes of discursive thought are the
fruits of the solidification of this first, incandescent principle. ‘This forcc
manifests itself in the instinctive motions of consciousness (feat, joy, etc)
It is the enetgy that consents to go from wotd to word, from thought to:
thought. It is the first moment of will (zcchd), the initial motion of the;
spirit, which is presupposed by any form of consciousness. The terms;
‘ heatt’ (brdaya), thought (vimarsa), bliss (dnanda), vibration, (spbumita,
ghrini), etc., exptess the same concept. On consciousness as movement,x
etc., see, above all, the Spandakiriki by Kallata, passim ; Somananda,
.fzmdrm, p.11; LP.V.V,, 1,5, v. 14. In the present case, Spania is thgﬁ
movement, the innet thythm of the aesthetic experience. The aesthctlé?"
experience is an inner perception like pleasure, pain, etc., and, in thls‘
sense, is not of a discutsive order (vikalpaka).

2) Cf. supra Intr., p. XXXIII.
3) Le.,itis a mental ot inner perception.

4) Kalidasa, Sakantald, V, 96. 'This stanza is quoted by A.G., also
in LP.V.V., III, p. 252. ‘The disquiet, to which Kalidisa alludes, is,’
obsetves A.G., an unobjectified desite ; it cotresponds to what is, metaphy-,
sically, the desite which induces consciousness to deny its original fullncss4
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4ppears (is just a feeling, for instance) delight, consisting of a
gtgst ing!, For this reason, ie., because it is not conditioned
Q%further specifications?, this perception is apt to become the
ao”g]ect of a relish, and, as such, it is neither a form of ordinary
cogmuon nor is it etrroneous, nor ineffable, nor like ordinary
petception®, nor does it consist of a supet-impositiont. ‘To

mélto ctumble in time and space, i.e., the dzavamala. LP.V.V., 111, 252 :
Mp;at,éarzm bi bhufijanarijpatd svitmavisrantilaksani sarvatra icchi | kvacit tu
Mlmwfmﬂtzr bhavantaram anagiiritavisesam apeksya nithapyate yatra sa iccha
g‘%@ ity ucyate, aghiritavisesatdyim tu kima iti | Gdigrabanid abhilisamalo yatra
dhantaram siminyakiram api visandvaesamitrendste yathaba  bhavasthirani
MMmim’ara.\'avubrdzmz iti + “'The fact of being in a state of camatkira, of
clng on the point of enjoying something (charactetized by a test in one’s
\%:1 Self) is, without any exception, a form of will [the will is the first
%gment of Consciousness, before it crystallizes in the forms of the discutsive
%Qg;;utlon] Sometimes such a rest in one’s own self appeats in connexion
with an object in general, without any further determinations ; in this case,
t e“will is called “attachment’. At other times it appeats in connexion
th a determined object and, in this case, there is what is called love .
B ghe wotd, ¢ etc’., Utpaladeva hints at the maculation of the desire (the
Wgzmmala, etc.; cf. supra) ;itis obtained when the objectiveness considered
‘g} ngt only idenfinite, but in a state of latent impression (that is, when itis
ot éyet developed and appeats in a state of potentiality ; the dpavamala is
%(efore an unobjectified desire, akarmakam abbilasamitram. T.S.,p. 75 :
“The maculation is an eager agitation consisting in the ptresumption of
own non-fullness, a mete desire without an object, a predisposition
f efuture limitations ”]. Forexample : “ .. theassociations of former
births deeply implanted in him .

”i) In othet words, a perception characterized by the presence of a
fgené?:almed feeling (delight, anger, etc.)

3 By no tempotal, spatial, individual, etc., specification. In other
wotds, by no obstacle.

3)iLe., a reproduction of it (Sankuka’s doctrine).

%j“ “ As when wrong knowledge follows after the right one is vitiated”.

i§eg below, App. I, p. 93.
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conclude we may say equally well that it consists of a state of
intensification'—using this term to indicate that it is not hrmteda
by space, etc.; that it is a reproduction—using this word to:
mean that it is a production which repeats the feelings?; andr;
that it is a combination of different elements—this conceptlon‘
being interpreted in the light of the doctrine of the vijdnavidin®.; g
From whichever point of view it is examined, Rasa is, in any
case, simply and solely a mental state which is the mattet o“f*
cognition on the part of a perception without obstacles and
consisting in a relish. :

The obstacles to the realization of Rasa

9. In this connection, the elements which eliminate t‘hc:;f
obstacles are the determinants, etc. Also in the ordinaty Worldﬁ
indeed, the different wotds camatkara, immersion (nirvesa), rehsh
(rasand), tasting (asvidana), enjoyment (bhoga), accomphshment*
(samapatti), lysis (laya), test (viSranti), etc., mean nothing bup
a [form of] consciousness completely free from any obstacles
whatever. Now, the obstacles to the perception in question,
are-g) the unsuitability, that is to say, the lack of verisimilitude;
b) the immersion in temporal and spatial determinations
petceived as exclusively one’s own or exclusively those of ano-,
ther; ¢) the fact of being at the mercy of our own sensations of

1) Lollata’s doctrine. %
2) Tentatively, I have so rcndered the linguistic explanation of aﬂu,éam
by bhavanugamitayi karanat. Lit., “to mean that it is an operation tem-
porally following the feelings ” 4
3) See above, p. 41. Well, ,says A.G. hete, this theoty is also true if 1§
isinterpreted in the light of th.e viyfignavida, the idealistic Buddhism, accord-

ing to which everything that exists is pure consciousness or petception;
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asure, etc.; d) the defective state of the means of petcep-

ﬁ ; ¢) the lack of evidence; f) the lack of some predominant
ctor, g) and the presence of doubt.

sciousness in them so that no rest—no test, I say, in them—
tltake place. 'This is the first obstacle. The means by which

gms eliminated is the consent of the heart which takes place
at the view of ordinary eventst. When extraordinary inci-
') nts have to be portrayed, it is necessary to choose personages
ik Kase names ate famous, like Rama, etc., who make us give
?&E:I” ef to their undertakings—a behevmg (pratyaya) indeed,
ﬂggéeply rooted in outselves, atoused by the uninterrupted fame
£ g;a.rz(ldln) which they have enjoyed since antiquity?. Just for
ég%l};swreason it will be said that #dtaks®, etc., whose purpose
o5 iwc leatning (vyutpatts) and teaching (ztpadem) of deeds trans-
%dmg the ordinary life,necessarily requires to deal with famous

] S
‘» ms and so on. This requu:ement however is absent in

Ty

o

’;,.m ordxnary man, they would arouse the incredulity of the spectatots.
@AA L., p. 331: ramade: 7 z‘a//mwdbam apz carttam pérvaprasiddhiparam-

s are referred to Rama, etc., they lose all appearance of falsehood ;
) ey are rooted 1n the spectator’s confidence, the cumulative result
’ ggmmtcrrupted fame enjoyed from antiquity by the character in

W3) Cf. p. 64, n. 1.
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at a suitable time and place’. For the time being this -i§

enough.

b) One of the principal obstacles regulatly occurs when ¢ ¢h
spectator is at the metcy of the tasting of pleasures pains, ctc‘%%%
inhering in his own person. This obstacle consists in the appegég
rance of other forms of consciousness, due variously to ﬁh“é{;
fear of being abandoned by the sensations of pleasute, etc "
to concetn for their preservation, to a desire to procute othg%
similar sensations, to the desire to get rid of them, give the%
open expression, hide them, etc. Even when someone pex:-§§g
ceives pleasures, pains, etc., as inhering exclusively in otheﬁ»
petsons, other forms of consciousness inevitably arise in hmf‘*

(pleasures, pains, mental stupot, indifference [madbyasﬂyla]

1) A.Bb, ch. XVIII. ‘The appropriate subjects for the ten kinds 3Q“fii
play ate described and commented upon 1n N.S., XVIIL  Nifaka at€
plays on elevated subjects. Dasaréipa, Haas, p. 4 : * The ten chief vane%
ties (of drama) ate: the Nataka, the Prakarapa, the Bhaya, the Prabzz.mﬂa'*%
the Dima, the Vyayoga, the Samavakara, the Viths, the Aunka (= Ut.rr,rfm
kinka), and the Ibamrga”. Cf. Ind. Th., p.139 fl. In the A.Bh., p. ZZ,
A.G. makes the general remark : #a ca vartaméanacaritanukaro yukto vmgyaﬂi}/jgf
tatra ragadvesamadhyasthatiding tanmayibhavabbave priter abbavena yyutpatter apj&
abhdavat, vartamanacarite ca dbarmidikarmaphalasambandbasya pratyaksatve pr@m&
vagyarthyam | It 1s not fitting to imitate an event of actual life; for »m’
this case the spectator would be affected by passtons (hatred, partlsamhlpgq
indufference, etc) [extraneous to the aesthetic expertence] and would thus
be unable to 1dentify himself with the event represented. Pleasure b
thus absent, instruction would be absent as well. Besides, 1n the cas:uﬁ‘,
an actual event, the relation between the action (its merit etc.) and the fruu; /
which result from 1t 1s discerned by direct expettence , 1t 1s, therefore, uselcgsg
to set it on the stage” s}&

The wotd imitation (zmméam) must be undetstood in a broad smsa
Teaching or knowledge is an accessoty aim (prayojana) of art; its prmclp?g,}
aim 1s aesthetic pleasute (prizi, ananda etc) Cf. App. 111, p, 114.
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}}) ~which naturally constitute an obstacle. The means of
3 wi‘%‘ua

'igunatmg this obstaclc are the so-called theatncal conven-

iﬁ i dmg the pav1hon (;;mmia pcz) the stage (mngaj)zz‘ba), the vatious
bes of women’s dance, the vatious dialects (bhasd), used,
; and last but not least, also the different dress of the

Nd

aeg;@ts——the headwear, etc.—by which they hide their
ttﬁ,éf identity. However, this 1s revealed to the spectatots
du tmg the preliminaries (p#rvaranga), (see the stanza :
{“ t“ls best not to 1nsist too much on dance and song ™),
asis well as in the initial presentation (prastavand), defined

the stanza: “The actress, or the jester...” Indeed,
% esence of the afore-mentioned elements eliminates the
%ﬁptwn this particular individual in this particular place,

is particular moment, feels pain, pleasure, etc. This eli-

%’#ﬁ

r%} The term natyadharmi (N.S., VI, v. 25 , XIII, v. 70 ) refers to all
] speclﬁc expedients, etc., of the theatre (scenery, costumes, traditional
’?é‘ntlons, etc.). Cf. Ind Th, p. 15 and Lokadharmi and Nityadbarmi, by
3 rw%R: aghavan, 1n J O.R., Madras, vol. VII, pp. 359-375, vol. VIIL, pp. 57-74.
@%@ The * preliminaties > (p#rvaranga) include the whole body of rites,
ﬁem@gmcs, etc., celebrated at the beginning of the play. ‘They end with

‘%eqedlctlon stanza, nandi. ‘There 1s a r1sk of distiacting or boring the
| by a long-drawn-out performance of these rites. Bharata himself

e very reason that if the songs, the 1nstrumental music and the dances
,1formcd far too long, the actors as well as the spectators will get tired
% tl‘i&m and, 1n this case, they will not be able to seize, with all their evidence,
) as and the mental states which will be represented ”). 'The #gudi
‘”‘ as are immediately followed by the “ prologue * (prastavana), giving
th ,énqmc of the play, of the author, etc. ‘The prologue generally consists
%dlqlogue between the producet of the play and an assistant (pariparsvika) ;
gﬁ“’glattcr may be replaced by an acttess, by the jestet, etc.

2
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mination takes place in so far as in the theatrical performancg
there is on the one hand the negation of the real being of th@g
actor, and on the other—since the spectatot’s consclousnessg
does not rest entirely on the represented imagesi—there is ngﬁ
rest on the real being of the superimposed personage; sm
that, as a result of all this, there 1s eventually just a negauo,h,
both of the real being of the actor and of the real being 6f
the character he 1s playing. Indeed, even if dances such a’g’
dsinapathya, puspagandika®, etc., are not seen in ordinary life, 11;,
cannot be said that they do not exist at all—for 1t 1s undemablet
that they exist in some way*

1) Here the reading 1s uncertain ; see the Cut. App. I read _praz‘zbl;@%f
sasapwitviSrantvaskalyena and take pratibhisa as 1mage, etc., that 1s, the n;?
ptesented images. fff

2) In other words, the character of Rima, etc., who 1s super-lmposgd;
to the real being of the actot.

3) Dasaripa, Haas, 99 :  The tenfold enumeration of the sub-dxvxsmns
(anga)y 1n the Gentle Dance (Jasya ; 1 tianslate : women’s dance) tuns as
follows : the Geyapada (Song), the Sthitapithya (Recitation by one stand-d
ing,) the Aunapathya (Recttation by one seated), the Pugpagandika, thﬁ
Pracchedaka, the Trigidha, the one called Samdhava, the Dvigiidha, the Utta-é
mottamaka, and the Uktapratynkta (Amoebean Song) ”. ::

Each of these terms 1s defined by Bharata, N. S, XIX, vv. 119- 135“’
The dance, A.G. rematks, does not imitate anything 1n real life but 1s m\
self-subsistent creation, free from any practical aim It 1s the natural e;)sﬁ
pression, through the movements of the limbs, of a given state of mmd.‘
ABh, 1, p. 21 , nartanam nyttam gatranam angopanginim vilasena ksepo na m‘
kenacit kartavyamsena | ‘The dance of Stva 1s the natural expression of hls
complete and petfect bliss, free of all obstacles (mrvara=nirvighna) : fanléa-%
rasyeva bhagavaiah parspfirpinandansrbharivhiitadeboccala lantaransrvirasandari-3

karasya. .., A.Bh, 1, p. 21. .
4) Thus, even if the character reptesented 1s a negation of the acton

as such and of the real character 1eptesented by the actot, it cannot be sald?
that he does not exist, that he is a nonentity , his existence in fact is a datum{Q
of one’s own consciousness.

¥ B
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. "To conclude, all this system of relative and connected
%@I atters has been adopted by Bharata, 1n so far as by virtue of
%gthe state of generality produced, 1t piomotes the gustation of

asa.  All this will be clarified 1n the chaptets which explain
‘lg;eée dances, etc.! and so for the time being, it is of no
s we strive after it. And thus we have explained the way
i,ﬁ“'ﬂlnﬂlnate this obstacle, consisting of the perceptlon of
itemporal, ctc.,, data as inhering exclusively in one’s own

\
Q\,,P( on ot in others.

i

U <‘) Again, how can any one who is overpowered by his own
: %ppmess etc., make his consciousness rest on something else ?

¢avo1d this obstacle thete have been adopted vatious means
Vg;?ebe used at suitable times and places, such as music, vocal

%@« instrumental, well-decorated halls, well-accomplished
& % t

,.

tesans, and so on% In virtue of the afore-mentioned

tc of generality these expedients—phonic, etc.,—ate such

zﬁgq:o be enjoyed by all the spectators and possess such a charm-

spower (#parafij) that even an unaesthetic person (abm'qya)
,}%9 aches limpidity of heart and becomes ‘“ possessed of heart *’
n&eed it has been said, “ poetty 1s visible or audible® .

%ﬁ«r ¥d) Moreover, if the means of petception ate absent, percep-

Jitself will also naturally be absent.

g‘(

W éf«,
""%) N.S., XIX, f.

’}“g ﬁZ} The term pada aftet mandapa 1s not cleat to me, and 1t is not
ﬁtg esented in the translation.

m@?f& N.S,1,v.11. The empirical division of aesthetic beauty into visible

ry&audxble is not unfamiliar to Indian thought. Only sense-data taken
1oy g;h hearing and sight can be tasted independently of any association
‘the ego, in a generalized way (sadbiranikrta), The other senses
eg;ment solely in one’s own Self (svdtmany evocchalanat ; P.T.V., p.
g}ﬁi’i i,e., ate unable to break the batrier of the limited “I”.
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¢) Even if there may be such vetbal testimonies and 11;«
ferences, as to provoke an evident perception, pcrccptlon§
howevet, does not test (in them), because thete is, in it, th
expectancy of the cettainty propet to direct experience, whicl
consists in an evident petception'. For as Vitsyayana had
said : “ All valid knowledge depends upon direct expen-i‘i
ence? ”. It is well-known, indeed, that a thing which ha“sg;
been directly perceived, cannot be proved to be otherwise by
any number of inferences and verbal testimonies. In cases“‘
like the imaginary circle of fire created when a bummga
stick is swiftly revolved, our knowledge is disproved only by?ﬂ
a mote powetful direct perception. ‘This is quite an ordinary
process. Therefore, to remove these two obstacles, thete
are—consecrated by tradition—the four modes of repre:
sentation, furnished with the styles (v744)3, the local usagegﬁ

1) “Even though—thus A. Sankaran, op. cit., p. 106, paraphrascg
this passage—there may be clear and unmistakable verbal testimony and
inference, we do not completely rest content with the knowledge der1vec§
therefrom ; for therein is lacking that perceptual cognition which alon%
makes for clear, direct and definite knowledge . With A. Sankaran, I
have read hete, sphutapratitikarisabdalingasambbave ’p1. Should I have pre~
ferred the reading asphuta, the translation would have been : ““ Even !,f’
there may be verbal testimonies and infetences—which, as a rule, do
not provoke an evident petception—" etc.

2) Nyayasiitra, Vitydyanabbaga, I, 1, 3 : si (A.G. reads sarva) iyan;
pramitih pratyaksapar | ’

3) The Styles (v7##:) ate four in numbet : kaifiki, sittvati, drabhati an&%
bharati. Dasarjjpa, Haas, p. 74 : “ The Gay Style (kaisiki) (is to be used);
in (expressing) the Erotic Rasa ; the Grandiose Style (sdtvati) in (expre:ssE
ing) the Heroic Rasa ; the Horrific Style (drabbati), on the other hand, m
(expressing) the Furious and Odious Rasa ; The Eloquent Style (bharatl)f
everywhere .  On the »r##i see The Vrystis, by V. Raghavan, J OR.; i
Madras, vol. VI, pp. 346 ff. ; vol. VII, pp. 33 f.
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?‘2 avrtti)', and the realistic representation (Jokadbarmi)®. Re-

w
51,

y

%f;ri’?‘ﬁl) The local usages ( pravytts) are four in number : avanti, daksinatya,
didrgmagadsi, pancals, CE. N.S., VI, v. 26, 27 5 XIIL, v. 37 and prose, pp.
205:207.  Ind.Th., p. 16 : “Local usages regarding costumes, languages,
: anets and professions diffet in the different countries of the wozld.
uey are the pravrtti or local colouts in drama”

‘2) For the best explanation, see A.Bh., I, 292 : ftatra ye svabbavato
itmalamukarabrdayas ta eva samsarocitakrodhamobabhilisaparavasamanaso na
g:iaam‘zl tesam  tathavidbadasarijpakakarpanasamaye sadbaranarasanitmaka-

Y

g ov

mzfagmb_yo rasasameayo nipyalaksanah (G : %lakgana®) sphuta eva | ye tv
g'bﬁﬂtas tesam pratyaksocitatathavidbacarvanilabbdya natidiprakriya svaga-
%wdbafokadzmnkatabrday/agranlbzhbmyaﬂqya gitadiprakriya  ca  muning
ugmzta | “In this connexion, the mind of those who have by nature
x g@gts like an immaculate mirror is not at the metcy of the desires, anget,
‘Lstupor propet to samsarika existence (that of everyday life). ‘The mere

5

s
&

! Ef of heating the play read is sufficient (in itself, independently of any
% ti;lg) to induce in them with the greatest cleatness the perception of the
5 ““ié;us Rasas which ammate 1t this perceptlon con51sts in a Sarnphng

,' arata has, on the one hand, explained the discipline of the actots, etc.,
% d Jon the other—to cut the knots of the heart obscured by Anger, Sottow,
1 lnherent in one’s own Self—has explained the discipline of vocal music,
X L: Representation (and therefore drama in general which is founded
.ﬁ”“ -Representation) consists of a form of direct perception, is an adhya-
“‘w a (mental cognition, etc. ; also wavasdya, ammyavasiya, cf. App. I)
%itfls like the direct perception (siksitkirakalpa, pratyaksakalpa). A.Bh.,
XXIL, 150 : abhinayanam hi rm‘aprilzmdbaraﬂatapnh‘zpraﬂa.m,émtkaraka@a-
g@w Mﬂ:@d&dmpaddﬂam |“ Reptesentation arouses a mental cognition which
%%ke a direct perception; it consists in causing the generalization of mental
rements . A.Bh., XXII, 148 : vighnasambbavanavibinasakalasidbirapa-

§$ ;ab&am.rmémtkam,éa@adb_yavaszy/a:ampaiizyze Sarvesam  prayoga ity wktam |
thsl said that the acting (prayoga=parsadi prakatikarapam, A.Bh., 1, 16)
he four forms of Representation aims just at arousing a mental cognition,
mh;ch is like a direct perception. It consists of a generalized state of eyi-
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presentation, indeed, is a different operation from that of’*
inference and verbal testimony; and, as we will expound latm;
on, it is almost equal to direct perceptlon

f) Does there exist a man whose consciousness tests on any‘,
thing of a secondary ordet (apradhing) » Indeed, such a percepm;«
tion would find no test in itself and would thus run (aﬂﬂdbwf;@
automatically towards the predominant thing. This is the reaso %

S

why the Permanent State only can be the object of Tasting w;?fﬁ
because, I say, the Determinants and the Consequents, which m‘“
are insentient (jada), and the Transitory Mental States, which;: ﬁg
though not insentient, nevertheless ate necessatily dependlngig
on the Permanent States, are all equally subordinate!. Now,,?
among the various sentiments, some are conducive to the ends!

dence common to all the spectators and devoid of every possible obstacle .

Drama is the object of cognition by an anmyavasiya (about this word cf.
App. I) which is like a direct petception, A.Bh., I, 43. o

1) Cf. Dh.AL., p. 177 : taccarvapapi cittavrttisy eva patyammﬁtf
rasabbavebhyo nidbikam carvapiyam | “'The Tasting of the Determinants,’
etc., necessarily terminates in the mental movements; thus, apatt from the
bhava (the matter of the Rasas) thete is nothing else which can be tasted. ¢

A.Bb., 1, p. 268 : sa ca yady apy anantavibbivaimi tathapi sarvesam ]adqr
nim Sampidi tasyas ca bhoktari bhoktrvargasya ca pradhane bhoktari pmyava.mﬂam
nayakibhi thanabhoktrvisesasthiyicittavyttisvabbivah | *“ Though [drama, etc.}
is constituted by a infinite number of detetminants, etc., all the elements,
which compound it, test, however, in the consciousness (the permanc:nt"
mental state). This rests in the enjoying subject (the limited enjoying
subject, the practical Self) and the whole of the enjoying subjects rest, in
theit turn, in the principal enjoying subject [the generalized knowing sub~
ject]. ‘Thetefore, we may say that drama consists in a petmanent mental,
state of a patticular enjoying subject, called an actot, etc. . Such a mental’
state, continues A.G. is unique, generalized, devoid of the notions *“own »,
“ of others ”, etc. and, therefore, it pervades also the spectators : atz erq
sadharanibbitataya samajikam api svatmasadbbivena samaveSayanti . .
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“of }1fe1 : these ate the predominant ones. To specify, delight
Y}&“%Tconducive to pleasure, and to the forms and profit connected
g inusangi) with it.  Anget, in people in which it predominates,
@s conducwe to profit—but can also end in pleasure and merit.
ggagergy ends in all three, metit, etc. Eventually, another
er ftiment—consisting above all in the disgust aroused by the
x%g"jmwledge of reality’—is the means of liberation. ‘These fout
é@tlments only ate the predominant ones. Even if they are
a0t to be found in a predominant position all four together,
’”nd the emergence of one of them naturally postulates the
éubordmauon of the other three, nevertheless someone of
@lg.c:m is always predominant in each drama, so that all of

i
ithem are cleatly recognised as being, in tutn (that is, one in

"(
%il) According to a pan-Indian conception, human life is motivated by
yﬁqmm purposes kima, artha, dharma, and moksa. Kima is pleasure and
ywe: Artha is material propetty (economics, politics, etc., are directed to
g:heffulﬁlment of this end). Dharma embraces moral and religious duty.
ak;a is the liberation or redemption of the soul fiom the flow of exis-
gm:é 1t is the paramartha, the supreme purpose of man. Fot an excellent
uat of the four artha, see H. Zimmer, Les Piblosophies de 1’ Inde, Payot,
Eapgt% ff. The principal forms of consciousness (szhgyibhava) are those
hi ch-are necessary to the fulfilment of these purposes ; they are delight

: Léhtls pleasure ;however, through pleasure, it can bring us to the achieve-

h Q \t*of profit and right action (Bharata, N.S., XVIIL, v. 72 ff., distinguishes

e kinds of Erotic Rasa, kdmasrigara, arthasrigara, and dbarmasyngara).

t and Energy are associated with artha and dharma tespectively, but

bf them may also contribute to the realization of all thtee putposes

E:D/aAL p. 309 : viraraundrayos tv atyantavirodho ’pi nasti | samanam

gﬁjgm ‘¢a dharmarthakamarjanopayogitvam). Spiritual Freedom is the fruit

% enity.

@) “The chatactetistics of this sthdyivbhiva are discussed by A.G. in the

gz pp. 333-42. Abhinava Gupta’s text is edited with a commentary
gﬁ% Raghavan, The Number of Rasas, Adyar, 1940.
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this drama and the othet in another one), equally predomiz;
nant. Moreovet, 1f things are more closely examined, all foung
of them will be seen to be present in the same drama, in’s
various passages, in a pre-eminent position. '
In this connection, all these Rasas are dominated by plea;
sure (sukha), for the essence of the closely dense (e,éagbaﬂa)"
light consisting of the gustation of our own consciousness, is’
beatitude®. Indeed, in ordinary life also, women, even when:
they are immersed in the compact (¢kaghara) gustation of the:
form of consciousness called sorrow, find test in their owsx

1) Uniform, without obstacles (vighna).

2) The intimate essence of consciousness or the “I”, according tg
the faiva 1s beatitude. 'The absence of beatitude and suffermg arte due to a
need, privation, ot desite for something separated from the Self. Beatxtudcv
1s the absence of this desire, the resting in oneself to the exclusion of everx:;j
thing else. The “I1” contains all things; everything that exists atises from ;
1its unconfined liberty. It cannot be the seat of any deprivation and can..
desire nothing but itself. Aesthetic experience is the tasting of one’s own;
consctousness and, therefore, of one’s own essential beatitude, In thls\
sense, Rasa 1s single. 'This Tasting 1s coloured (anurafijita, rusita) by latcnt
imptessions (vasand, samskara) of the mental process of Delight, etc., arouscdﬁl
by the determinants, etc., 1.e., by poetic expression. From this point of,
view the plurality of the Rasas 1s due to the diversity of the v:bhava (wbbawz- \
bhedam rasabhede hetutvena siicayats. . . A.Bh., 1, p. 290). Cf. A.Bh., 1, p. 292”.1

asmanmate tu samyedanam evanandaghanam Gsvadyate | tatra ki dubk.ba—
Sanka | Revalam tasyaiva citratikarage ratiSokidivisandyyaparas ladua’bp-
dhane  cabhinayadwyiparah | °° According to us, that which is tasted i isan
consciousness alone which is saturated with beatitude. This fact exclude“g,%
therefore, any suspicion of pain. This consciousness which is single *in'fﬁ
itself, is nevertheless differentiated by the operation of the latent traces o£
delight, sorrow, etc., which are awakened by the operation of the Consew
quents, etc. (abhinaya=anubbiva). Fot the natute of this * colouting ',
infused into the consciousness by the feelings of delight, etc., cf. mfmm
p- 82, n. 4.

fver
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heart for this very sortow consists of, and is animated by, a

tqst without obstacles'. Pain, indeed, is simply and solely an
absence of rest. This is precisely the reason why the disciples
%Of Kapila, in explaining the activity of rasab, say that the soul
of pain is mobulity (ciicalya)®. All the Rasas thus consist
r;;beatltude. But some of them, on account of the objects
by which they are coloured?, are not free from a cettain touch
_‘<0£ bitterness; this happens, for example, in the Heroic Rasa.

)”f"or this consists of, and is animated by, precisely the fitm en-
durance of misfortunes.

£

-, Thus delight, etc., occupy a pre-eminent position. Laugh-
zcr, etc., on the other hand also occupy a pre-eminent position,
. }gm account of the fact that these—whose determinants are easily
;,gg;cesmble to all type of people—possess an exttemely high
zﬁpcwer of winning the heart (#paraijakatvam)*. For this vetry
izeason, laughter, etc,, ate mostly to be met with in people

;1) The concept 1s as follows : women, even when they are being bitten,
*scratchcd etc., by theint lovers (and thetefote experiencing pam) find 1 the
mpam itself the fulfilment, the realization of all their desire: “‘ they rest in
tl;eu: heatts ” ot consciousness to the exclusion of everything else. Thete-
&'Q;e, this pain 1s pleasure, beatitude, Pain occurs only when the consclous-
%pcss finds no rest 1n what it contemplates, 1s not totally absorbed 1n the
object of contemplation, 7 ¢, when it desites something different fiom the
fﬁmg 1in whichitis and from What 1t 1s. ‘These desires, etc., which interrupt
=th@ homogeneity and compactness (ekaghanati) of consciousness, are the
vaghsa, the obstacles.

{ 'The same concept occuts in the Pratiparndriya (Madras, 2nd, Ed.,
1931), comm , p. 209 : sambhogasamaye strinam adbaradamsanddan kyirs-
madubkbinuphavasitkaravad atrapy upapatieh ||

" 2) Cf. S.Ka., 13.

An

& 3) The Detetminants, etc.

4) Le., they ate widely diffused, easily make an impression on the
consciousness.

-
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of inferior nature (anuttamaprakyti). Evety man of low caste:
laughs, grieves, is afraid, tends to despise othets, and is astom‘f.iif
shed at the pootest attempts at a fine saying. All the sam

in attaining the ends of man'. The division between the teft
types of drama is itself based on the different positions occupi ﬁ%
by these mental states. All this will be explained later. The
mental states of permanent nature are solely these nine. Iaz
deed, every creatute from its birth possesses these nifie form§:
of consciousness. In fact, on the basis of the principle tha,tﬁ
all beings “ hate to be in contact with pain and ate eager to.
taste pleasure?”, everyone is by nature pervaded by sexual\,e
desires [delight]; believes himself to be supetior to othets, whomy

he is thus led to deride [laughter]; grieves when he is fOICCd:ﬁ
to part from what he loves [sottow]; gets angry at the causes’
of such separation [anget]; gets frightened when he ﬁndsﬂ
himself powetless [fear]—but still is desirous of overcoming th@;é
danger which thteatens him [hetoism]; is attacked, when ]udg-«f
ing a thing to be displeasing, by a sense of tevulsion directéd:!
just towatds this ugly object [disgust]; wondets at the mghtf’%
of extraordinary deeds done by himself or others [astomshy;
ment]; and, lastly, is desirous of abandoning certain thmg%‘é@
[serenity]l. No living cteature exists without the latent 1mg,%
pression of these sentiments. All we can say is that some f
them predominate in some people and others in others, andziw
that in some people they originate from the usual causes at

in others from causes different from the habitual. Thus; *§
only some sentiments are able to promote the ends é)f

1) The Comic, Pathetic, Marvellous and Terrible Rasas depend on th%
Erotic, Furious, Heroic and Odious Rasas respectively.

2) Unidentified vetse.
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Y

@ﬁﬂ, and, as such, they ate rightly the object of teaching?.
ﬂ‘_,‘He currcnt division of men mto men of elevated nature, etc

e cher hand, can never pos51bly be mamfested if the corres-

,Jyn@g}ent detetminants do not exist : so, for example, a mani
%ﬁ"pmcnses rasdyana* is immune from weakness, indolence,
2 ,Mhtmess, etc. Even in one in whom, by virtue of the detet-
%;nants" these ate present, they regularly disappear without
gégavmg any trace of themselves when the causes of manifesta-
é%gg ceaset. Heroism, etc., on the contrary, even when they
‘appatently disappear aftet the1r tasks are completed, do not cease

PR

%toii:emam in the state of latent impressions—for othet forms of

e roism, concetning other tasks, remain intact. Indeed, as
! aa?tan]ah has said, ““'The fact that Caitra is in love with one
man does not imply that he is out of love with the others
‘c 7 'Thus these ttansitory sentiments being, so to say,

i,
: ?(eaded on the thtead of the permanent one, appear and dis-

1) Only the nine Permanent Mental States are able to contribute to

*teahzatlon of the four ends of man. ‘The Transitory Mental States do
gﬁﬂf?have this- faculty. Cf. H. C., vweka, p.139 (no doubt a quotation
drom A.G.) : ayam ca nirvedah svayam purnsirthasiddhaye vi wisiharatyédat,
i ﬂfam/ran/aﬂ@/a hasavismayidivan na prabbavatity atyantamukhapreksitvad
bhicary eva ||
G ) The object of the play is to illustrate and teach the means of realiza-
tioh of the four ends of man.

8) The Transitory feelings.

4) Rasdyana (the science of att, of the rasas, ot of vegetable juices, etc.)
;@MO& ot less, the Indian equivalent of alchemy.”

aﬁ) Le., by vittue of the presence of their causes.

“6) ILe., without remaining in the state of latent imptessions.

‘7) Yogasstra, Vyiasabhisya, 2, 4. Caitra stands for any name whatever. The

samie quotation is used in the LP. V.1, 11, p. 178 ; cf. supra, Intr., p. XLIL
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appear an infinity of times. In some sense, they ate like ;hé
beads of ctystal, glass, magnet, topaz, emetald, sapphite, et
which filling the thread on which they ate threaded no matt;%i;;
if red, blue, etc.l—so0 as to be set rather fatr apart from eacig‘i
other and continuously changing their position, do not leav &
it is true, trace of themselves on this thread, but, all the sam%%
noutish the ornamental composition made by it?; and, bei
themselves various, and varying in turn the permanent threaf(%
let it no doubt appeat at intervals, in its nudity, though, at t §$
same time, they affect it by their polychrome reﬂccnons—thg
reflections I mean of the transitory )ewels it is for this very;?
reason that these sentiments are called “ transitory . thﬁ%
that is to say, someone says,  This is a form of weakness ” t*‘
is natural to ask: by what is it provoked ? 'This questlo;le
shows up precisely the instability of this mental movemeng;gv
But in the case of the expression, ““ Rama is full of heroism ?;
one does not ask for the cause. The detetminants (the ele-
ments which awaken the mental states) are limited, therefore;%
to bringing to actuality the permanent sentiments (dehgh
heroism, etc.) corresponding respectively to their nature—

1) These still allow the thread of the permanent mental state to appc%
here and there. For a similar 1mage, see 4.B), I, p. 340 : wralambbzz‘dmz’miﬁ
taralanirbhasamanasitatarasitravat. . . 'The colours (red, blue, etc) of tl}
thread allude to the s#hdyibhiva. ‘The various Rasas ate each one assomat;
by Bharata with a different colour (the Erotic with gteen, the Comic with;
white, the Pathetic with ash-grey, the Furious with red, the Hetoic vmi
orange, the Terrible with black, the Odious with datk blue, and the Marya
vellous with yellow).

2) In other wotds, they are the ornamental elements of the thread
Bbr=pus, nourish ; cf. the often-quoted stanza (e g., Kayyapradipa, comm. y!
p- 61) :

sraksittrabbavad anyesim bhavanim anngamakab |
na tirodbiyate sthiyi tarr ason pusyate param Il
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e §§10ns are present in all bemgs Of the transitory senti-
ts, howevet, when their corresponding Determinants are
%ﬁ%@m not even the names remain—all this will be explained
foore extensively at the suitable time and place.
:% -Such a refutation of the subotrdinate elements has been made
) :?Bharata also through the description of the petmanent
ntiments, introduced by the wotds : “ We shall now bring
“permanent sentiments to the state of Rasas?”. This
f;sgnpuon follows on the definition of the general marks and
Tec ‘gcerns the particular ones.
%&) The consequents, the determinants and the transitory
ﬁgn&iments considered separately are in no definite relation to
nyﬁspemﬁc permanent sentiment; for, e.g., tears, etc.’, may
1sc out of bliss, some disease in the eye, etc., a tiger!, may
m:guse anger, fear etc, and, as we know, weariness [sramal,
aixiety (tzm‘zz) etc.5, may accompany many permanent feelings,

In the ch. VIII of the A4.BA. (which has not yet come to light).

2,2* N.S. VI, prose after v. 50 (in a note). In this sentence, Bharata
' ,,lmphatly that only the s#hdyibhava (i.e., the elements of principal order)
%—%ﬂot the vibhdva etc., are brought to the state of Rasa. The general
definition (samanyalaksapa) begins with the sutra : vibhavanubbavayyabhica-
s ;g;yogad rasanispattzh. 'The patticular definition (vifesalaksapa) consists
of the. desctiption of the charactets of each Rasa. Cf.LP.V.V., I, 57.
,b., 300 : ye sthayino bhava loke cittavyttyitmano babuprakdraparisramapra=
%f;gu%andbmm/éarmwm‘apiabaﬂdbabbzdbqymzz: tan ap: nama rasatvamy Visran-
mg atanatvenopadesadisanvesyamah |

3) Tears are consequents.

4) The tiger is an example of a determinant.

5) Weariness, etc., are the transitory mental states.
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as £.1,, heroism, fear, etc. But the combination of these ‘eles
ments has an unmistakable signification. Thus, where %‘ffﬁ’é
death of a close relation is the determinant, wailing, shedd” {
tears, etc., the consequent, and anxiety, deptession (daz;gyg,);é
etc., the transitory feelings, then the permanent senumé £
cannot be other than Sotrow. Therefore, considered (suc 3
a possible) atising of doubt, combination is used, just to Mﬁ
move this obstacle,

The nature of Rasa

10. Rasa, in this connexion, is just that reality (ariba) Jg
which the determinants, the consequents and the transﬂ:q%
feelings after having teached a petfect combination (saz %g
yoga), telation (sambandha), conspiration (aikdgrys)—whete dgé
will be in tutn in a leading ot subordinate position—in the mind
of the spectatot, make the matter of a gustation cons1st1ng;§6£
a form of consciousness free of obstacle and diffetent from-t
otdinary ones. ‘This Rasa differs from the permanent feelin”
consists solely in this state of gustation and is not an ob]ect}*vﬁ
thing (siddbasvabbdva)', lasts exactly as long as the gustauem
and does not lian on any time separate from it2 The de}tg%
minants, etc., (which consist of garden, expressive glance?“
feelings of contentment (dbr#), etc.), transcend on their sik
the state of causes, etc., as these are understood in ordinary 11f¢j,
Their function consists solely in the fact that they colout (th
consciousness of the spectator); this function is called wbbaﬂaliz%

MF‘

’%s

1) Le., it is not an already realized, self-subsistent thing which ‘cag
exist independently of this tasting. Rasa is simply the particular fongg
of perception called tasting. Cf. infra, p. 85.

2) Cf. Dh.A.L., supta, Intr., p. XXXIV.
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Qféﬂh{aa&’am, etc'. Thus, these take the name, of a non-otdi-
%%Eﬁcharacter of determinants, etc.? and this denomination
m~at expressing theit dependence on the latent traces left
: gxe corresponding pteceding causes, etc.? ‘The particular
;gé‘ e of the vatious determinants will be explained latert.
@ ,operanon of the determinants, etc., ptesupposes, of coutse,
%NQ :the spectator, in the course of his ordinary life, has not
ine leated to make a close obsetvation of the charactetistic
Insf'* (effects, causes and concomitant elements) of othet
;Tfﬁ ple’s mental ptocesses, in other wotds to deduce the one
tv‘!ﬂﬂm the other. [But let us retutn to Rasa. This is, as we

¥"z\

%@gf@ .said, different from the permanent sentiment ] and it can-

"
h“y«(“”

o)

’i) The determinants, propetly speaking, awaken in the spectator the
' ] ie;’ttztraces of the mental movements cotresponding to their nature. Aes-
th ig(exper1ence ot Rasa is coloured by these latent traces. ‘The exact
ean pg of vibhavana, etc., is explained by Viévanitha as follows, S.D., III :
bfﬁ&aﬂam ratyider vifesena asv@dankuranpayogyatinayanam | - anwbbavanam
4 %bﬁbufa.gla ratyadel samanantaram eva rasidirfipatayi bhavanam | samcarapam
/ tlfagyaztagya samyak caragam | In other wotds, according to Vi§va-
fwvzbbawma is the fitst manifestation of the germination of Rasa ;
Mauam 1s the gtadual corroboration of the Rasa which is on the point
3 E,@qarmg and sapcarana (which is not mentioned by A.G.) is the intensi-
ca ‘J.n ot consohdanon of the Rasa. Sammmﬂa accordmg to Vlsvanatha,

cific functions to the vibhiva, etc. Rasa is, in reality, single, and its
festation does not have eatlier and later stages. This divisionis of a
@W%i didactic nature.
"In so far as they are different from ordinary causes.
@‘Thc determinants, etc. arouse the latent traces of the mental process
delight, etc., provoked by ordinaty causes. They, thus, demand the

ReiG

‘presence of these traces and depend upon them.
) B ) N. S., VII ; Abhinava Gupta’s commentaty on this chapter has not
e ticome to light.

%7

“s\g‘

oz
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not absolutely be maintained, as Sankuka did, that what is call&t
Rasa is simply a permanent sentiment, brought to our »
ledge by the detetminants, etc., and that, because this is:&
object of a relish, it takes the name of Rasal. For, if thiny
were so, why should Rasa not exist also in everyday life ?
if an unteal thing is capable of being the object of relis
real thing has all the more reason to be capable of it. Thus; ]
legitimate to say that the perception of a permanent me
state consists in an inference; but we certainly cannot right
say that Rasa is also of this natute. This is the real feas
Why Bhatata has made no mention in the s##a of the w0
“ permanent sentiment”; on the conttary, the mention o.f
Would have been a soutce of difficultiest. Such expres51
“’The permanent sentiment becomes Rasa®’, are due;f

s

1) Rasa, says A. G., does not consist in the infetence (in infere;f%*
cognition) of someone else’s mental state (1n which case it would :‘
cognitton of a discutsive otder, savskalpa) but 1s a personal experieﬁ
the spectator tdentifies himself with this mental state and lives 1t hlms
This obsetvation 1s aimed at Sankuka, who maintained that Rasa 1s s1mi;
permanent mental state deduced by the spectators by means of the dete
minants, etc., and that the mental state petceived 1n this way is nothing +b
an imitation by the actor of the permanent mental state of the character:i"
represents.

2) Thetefore, the imitated permanent mental state is unreal.

3) Le., Sankuka’s reason 1s not the real one ; cf. supra, p. 31.

4) Bhartata did not say “ The production of Rasa is provoked by
union of the permanent mental state (of someone else, i.e., the chara
tepresented), with the determinants, the consequents, and the transit
Mental Movements . If he had, Rasa would simply be a petception:
someone else’s permanent mental movement.

5) Bharata says sometimes (cf. e.g., N.S., VI, prose after v. 50 :
note) that the Permanent Mental State becomes Rasa ; such expresstseii
A.G. rematrks, ate only due to the * correspondence (analogy, etc.)
the next note.
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%:gh.c cottespondence (ascitya) only. This correspondence, to

‘Specify, is due to the fact that the Very same things which wete
4‘,5. ﬁv1ously considered to be causes, etc., related to a given
anent sentiment, now setve to realize the gustatmn and
e thus presented in the form of determinants, etc'. What
g.u d of 2 Rasa is there indeed, in the infetence of an ordinary
seatiment ? Therefore, the tasting of Rasa (which consists
”‘ma, camatkira different from any other kind of ordinary cogni-
% n) differs from both memory, inference and any form of
ary self-consciousness®. Indeed, he who possesses the
itent traces of the ordinary 1nferent1al processes, does not
: prehend a young woman, etc?, as if he were indifferent to
hett, but, by virtue of his sensibility—which quality is con-
g;%tmg in a consent of heart—, he rather apprehends hert,
f:hout mounting on the steps of memoty, inference, etc., as
| "a erged in a gustation, suitable to an identification (with this
foung woman, etc.), which is, so to say, the sprout of the tasting
‘Rasa, about to appeat in all its fullness. This gustation,
@ain, is not already born in the past, from some othet means

’1) Db AL., p. 89 : JSoke bz sthayibhave ye vibhavanubbavis tatsamucita
it agrtz‘u carpyamindtmi rasa ity awcityat sthayino rasatapattir ity ucyate |
asa 1s simply the tasting of the mental movement, corresponding, for
ple, to the determinants and the consequents of the mental state of
tow. 'The expression: ¢ the permanent mental state becomes Rasa ”

e
st,solely, thetefore, by correspondence ”.

\ Forms of ‘ ordinary self-consciousness” ate, e.g., pleasure,

““ A young woman ”’ is a determinant ; “etc.” hete includes the
scquents and the transitory mental states.
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of knowledge, so that it is, now, a form of memory';-- ndf“@f‘g
is it the fruit of the opetation of ordinary means of cogmn@:n‘;%
(ditect perception, etc.); but it is aroused solely by the combis;

nation (samyoga) of the determinants, etc., which, as we haviﬁ%ﬁ

said, ate of a non-ordinaty nature. méggé

This gustation is distinguished 4) from petception of | :thq?@
otdinary sentiments (delight, etc.) aroused by the ordma%;‘

means of cognition (d1rect percepuon 1nference the revealeﬁ&‘%

to the d1rect petception of the yogins?; i
pact (ekaghana) expetience of one’s own beatitude, whlch 1@3
propet to yogins of higher orders (this perception is immaculage;; s
free from all impressions [#pardga] detriving from extemaf;%
things).® Indeed, these three forms of cognition, bem%%
in due order (yathdyogam) subjected to the appearance of- obs@

»»»»»

tacles (practical desires, etc.), lacking evidence and at tk;ggg
e

metcy of the (adored) objectt, ate deprived of beauty (muﬂda@}i i

1) Cf. Db A. L., infra, App. I, p. 104. i%}é%

2) Telepathy, the knowledge of other people’s minds, is one of - ﬂi
_yogin powers (Yogasitra, 1M1, 19: pratyayasya paracitiqifignam ; this .rm’m: ‘i‘
quoted and commented by A.G.inLP.77,1,2,4,5). This phenomen&n’jg
obsetves A.G., is of an order entirely different from the aesthetic experlemgﬁ,g
In it, in fact, the distinction between one’s own self and the self of othef:%
(svaparavibbaga) continues to exist, while the aesthetic expetience postulaté;}
the genetalization of the mental states and therefore the suppression of evenﬁ
limited self.

3) Abhinava Gupta alludes, in this passage, to the highest degree gff‘
mystical experience which is free of any trace of ordinaty things. y

]

4) Mystical expetience involves the annihilation of every palt Qﬁ,
opposites ; everything 1s reabsorbed in its dissolving fite. Sun and moon,

i&

[ 82]



THE AESTHETIC EXPERIENCE, ETC.

gﬁgrg;' on the conttary, because of the absence [ of sensations of

Vi,

ff asures, pain, etc.] as inhering exclusively in out own pet-

?fzﬁght and day, beautiful and ugly, etc., no longer exist in it. ‘The limited
3. ‘is completely absotbed into Siva or Bhairava, the adoted object ;
ifpix ,g.;yﬂung vanishes from the field of consciousness. Aesthetic expetience,
*%;%he other hand, requires the presence of the latent traces of delight, etc.,

oused by the operation of the determinants, etc.). In other words,
aesthetic experience presupposes a pre-constituted knowledge on the
‘of the spectatot, of the psychic reactions, etc., which are normally

aAcsthetxc experience, Rasa, manifested by a poetical description of a
A}?eautlful woman, is, for example, coloured by the mental state of delight,
Avhich is aroused by the description itself. Such a mental state is supposed

Fhae i ¢
’itp preemst in the spectator in a latent state, in the form, that is, of samskdira

@t vasand. 'The Determinants which manifest aesthetic expetience awaken,
%}imphcxtly and of necessity, these latent traces also.

''The beauty, the pleasantness propet to the aesthetic experience ate due
o't He colouring of these mental processes ; cf. 4.Bh. 1, p. 290. lankikit
@nn_’yqyad uparjanidivighnababulad yogipratyayic ca visayasvadaSiinyataparnsad
wg]mé.mnakamm/ébadubkbadwzmlrammnmﬂvetlﬁopaﬂambrdyatatzs@ammvzrmrmmzt—
Jmnna bbmz]ate budhap. .. |  Aesthetic enjoyment consists in the tasting
0f obe’s own consciousness; this tasting is endowed with extreme pleasant-
mcés  (beauty), which it obtains from a contact with the various latent traces
of pleaSure, pain, etc. It differs both from ordinary petception, which is
full of. obstacles (pragmatic requirements, etc.), and from the petception of
fhe yogins, which is not free from harshness, on account of the total lack
gnf any tasting of external objects . Thus by compatison with the aesthetic
expenence the compact homogeneity (eRaghanatd) of mystical experience
possesscs a certain hatshness.  Its pursuit, that is to say, calls for uncommon
forcc and energy (cf. the concept of vira, hero). Aesthetic experience, on the
\pxhcr hand, is easily attained. It is particulatly suitable to people endowed
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son, of an active participation in out own self (svazmanupravess
of the absence [ of the afore-mentioned sensations] as mhé' ,
exclusively in other persons, and the immersion (dvesa) m,ﬂ;@
latent traces of our own sentiments of delight, etc. rcawakct:ﬂ
by the cortesponding determinants, etc., which are generahzc?d:mg
because, I say, of all these causes, the appearance of obstacl
is impossible! And all this has been said over and 6: ;
again.

For this reason (a2 ¢va) the determinants ate not the caly
of the production (#ispstti) of Rasa; othetwise, Rasa shay
continue to exist even when they no longer fall under &

nition. Not are they the cause of its cognition ( jmzptz)% i

a

with a ¢ gentle mind ’* (sukuméramats). Inthe Dh.AL., p.51, A.G. deﬁhg
Rasa in the following terms : mbdammarp_yamanabrdqyammvadamﬂdamwblz
ﬂaﬂubbaﬂammuntapmgvmwzxfarafjadwamnaﬂuragamkumara:mmmwdaﬂaﬂdagp
nayyapararasaniyariipo rasal | ©“ Rasais tasted through theactof tasting; tf g,t
beatitude of one’s own consciousness. This tasting is pleasant (and not pam“}x ‘
as in mystical expetience) in that the consciousness is colouted by the lateng mé
traces of the mental states of delight, etc., pre-existing (in the minds of th e
spectators). Such traces are atoused by the corresponding determmantsand'f‘f
consequents, which—pleasant (beautiful, etc.,) by virtue of the consent’gg»g
the heart—are afforded by the wotds . Cf. Dh.A.L. ,p. 81 : anubbaﬁgﬂzﬁ?fﬁ
bhavavabodhanotiaram eva z‘aﬂmyzbbavamyu,ézj/a taa’mbbavaﬂubbavonmnftam;lgﬁa;%
vasananurafjitasvasamvidanandacarvapagocaro *rtho rasitma sphuraty eva. . .f{, oo

1) This passage has been somewhat modified and enlarged by Hemg,uflé,
candra (see the critical Apparatus) : “ Here, on the contrary, because of: thﬁ”
absence [of sensations of pleasure, pain, etc.] as inhering exclus1vely€ m
our own petson, we ate not at the mercy of the [adored] object ; becausgr}yi
of an active patticipation in out own self [and] the absence [of the afore?:
mentioned sensations] as inheting exclusively in other persons, there is ﬁ”o’ii%
lack of evidence ; and because of the immersion in the latent traces of ouﬁfs
own sentiments of delight, etc., reawakened by the corresponding dcterm ";%
nants, etc., which are generalized, there is no possible appearancerof %
obstacles
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o

ahey wete, they would have to be included among the means
%fﬂ&knowledge (pramapa), because Rasa is not an objective
ing’ (siddha), which could function as a knowable object.
hams it, then, that is designated by the expressions, ““ detet-
&;gants etc. ?”  We reply to this question that the expressions
A;%g@etnnmnts etc. ” do not designate any ordinary thing, but
‘ggf serves to tealize the gustation (carvanopayogi). Does
ny such thing appear elsewhere ? But the fact that it does
@gg«occur elsewhere, we reply, can do nothing but strengthen
Ly thesis of their non-ordinary character. Does the taste
”u‘f jthe rasa of pinaka perhaps occur in molasses, peppers, etc.,
f which, however, it consists) ? The case is petfectly
?anafiogous. “ But (someone mlght say) in this way Rasa is not
ub]ect of cognition (aprameya) >  That is what really occuts,
Qwe reply and suitably. Rasa, indeed, consists solely of a tasting
and has not the nature of an object of cognition, etc. * But how
t}g;n do you think that the expression which Bharata uses in
\ e siitra can be justified when he says : “ The production of
' asa (mmm:pm‘z‘z) » ? ‘This exptession, we reply, must be
ainderstood in the sense of a production not of the Rasa, but

a

2
&
il

‘1) See the N.S., 287 fl. 'The example of panaka is to be found fairly
*ife;quently in Indian philosophy. Cf. for example, N.M., p. 341 : evan
@gari}.rebb_yo nya eva vakyarthal panakadwat, yathi panakam Sarkaranigakesa-
fﬂmﬂrzmdzb@!o *rihantaram eva yathi ca sindiirabaritdlaliksadibhyo rthantaranm
wg}a Gitram, yathi v sadyarsabhagandharadhaivatadibhyo "rthantaram eva grima-
‘g‘agab tathd padebhyo vakyam, padarthebbyo vakyarthah |  The meaning of a
ggntence differs from the meaning of the words (as happens with panaka,
c&:) Just as panaka is different from sugat, spice, pepper, etc., just as a
ggémtlng is different from minium, orpiment, lake etc., or as a piece of music
is ‘different from the various notes of which it is composed, so is the meaning
A?Ea phrase different from the meaning of the words *,
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of the tasting which refers to the Rasa (fddws@idmmﬂa) Iz *c.%‘ﬂ
wise, if the exptession “The production of Rasa” is ufde o

;MQ

stood in the sense of a production of a Rasa whose subsmt

be set by any difficulty’. Besides, this tasting is nelthe
fruit of the operation of the means of cognition not b‘

consciousness (wam/medanaszddba) This tasting, moreoavs, ,
is, no doubt, solely a form of cognition, but a form of cogn,l’c;@
diffetent from any other ordinary perception. This dlﬂ'ereﬂic;
is due to the fact that the means of it, that is, the detertmnanxs%
etc., are of a non-ordinary character. 'To conclude : x
is produced by the combination (sazyoga) of the Determing
etc., is the tasting (rasand); and the Rasa is the non-ord.g’tﬁgf
reahty, which is the matter of this tasting, 'This is the sense;
and purport of the siitra.

All this may be summarized in the following way: n**thf%f@
first place, the identity of the actor as such is concealed @h%
tiaras, headwear, etc.; in the second place, the idea that hq

W:,‘

Rima, etc., aroused by the powet of the poem, neverthel_

o
]

¢ o
1) Te, this expression might lend itself to interpietation in the sem XS%%
that Rasa 1s something different from the act of cognition by which mﬂi -
known, so that it would be an object of cognition. A.G.’s teply to ﬁ%
objection 1s that Rasa is the perception itself, and that the word Rasa doe

not denote anything distinct from the perception by which it is known,
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*hgftﬁi’ 1 the space and time of the actor as such.  Acts of hottipi-
i;i:a}qu etc.,, which have repeatedly been seen by the spectator

Y]

the coutse of everyday life as indexes of delight, etc., setve,
%;g%tthls case, to make known a delight, etc., uncitrcumsctribed
b e;ther time orspace. Inthisdelight, just because he possesses
E: Iatent traces of it in himself, the Self of the spectator also
zggctgvdy patticipates. For this very reason, this delight is
?:petqewed neither with indifference, from the outside, not as if it
wete linked with a particular [ungeneralized] cause—fot in
fth;s case, intrusion by pragmatlc tequirements, interests of
Yodin etc., would occur—, nor again as if it exclusively belonged
;}gco a defined third person—for, in this case, sensations of plea-
isux;(’: hatted, etc. would occur in the spectator'. Thus, the
@toﬂc Rasa is simply the feeling of delight—a feeling, howevet,
g.zshlch is both generalized and the object of a consciousness,

hlch may be either single or develop consecutively®.
ghe task of generalization is cartied out by the determinants,
fetc.

"E“

. 1) Cf. supra, Intr., p. XXII, n, 1

*2) In the case of a play, long poem, etc. various moods of the soul
To;gcul n altetnation with each other (Delight, Sortow, etc) ; in the case of
 shott poem there 15 generally speaking only one dominant motif,
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ArpeEnDIX I

Commentary on N.§., I, st. 107 (A4. Bh., I, pp. 35-38)“3

i

nanu caivam apy asmatprsthe kim etad yojitam ity’: g
naikdntato ’tra  bbavatim | devinim  canubbavanam |
trailokyasyisya  sarvasya  natyam  bbavanukirtanam || |

ayam bhidvah | na yusmatprsthe kenacid etad yo;lt
devasutasya bahit yathasvastham avasthinam | afrezi natya\gh
na devisurigim ckantenanubhavanam | naiva te’ nubhavy,m
kenacit prakdrena | tathd hi tesu na tattvena dhih || et
sadgdyena yamalakavat | na bhtantatvena m]pyastm_rtq;)urvqr
SuktirGipyavat | naropepa samyagjfiznabadhinantara‘mithyz
jddnariipavat® | na tadadhyavasiyena gaur vahika itivat
notpreksyamﬁnatvena candramukhavat | na tatpratikrtitv

tayd hastalighavadimayavat | sarvesv etesu paksesv asad
ranataya dragtur audasinye rasasvadayogit | kave$ ca my
tavarnaniyanidcitatve kivyasyaivisampattet anauc1ty§.vat1an
yogit | laukikamithunadéiva samsankaharsaktodhanvay
tapattet* ubhayadatfanakulataya® mukhyadrstau® prayoktrdrstav,
anusamdhisampattyabhavat’ | kim tarhy etat | aha Imz\
kasyeti | etad uktam bhavati |

na tatkahkamrmanenendra]alavat[ na Y“kthHaCltata

Y Oantara® G : Owantaram M || * mithyddanarijpavat mitb_ya'jﬁdﬁ‘zf
ripam G : mthygianaripyam M || 2 gaur vabika itwat M : ganr valﬂ,éa‘
G || 4 mayitapatter G : “nayyitayipatter M (corrected in a second h% i)
into Omayitatipatter | 5 Odarfanakulatayi i °darSanaku (corrected mto%
(sic) lataya G i OdarianckillatayaM || ¢ mukbyadystan G : mukbalrstan MAE
7 anusamdhisampattyabbivat is a doubtful cotrection of mine : tad
sampattya (cortected 1nto dvisamwitiya) bhavat G: skandhisoppartyabhavat Ny
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'étﬁdréam te rimadayo na kadicana praminapatham ava-
tatal | te* yadagamena varnyante tada tadviSesabuddhir * yady
j%wéi; ‘tfimdyanapriyad ekasmin mahavikyid ullasati tathapi
W@‘“ffamanatayawa videsanam  sambhavyamanarthakriyasa-
wmirthyatrnakasvﬂaksanya‘*paryavasanan na ca tesim vartama-
;mtety upagatd ¢ tavad visesabuddih | kavyesv api® hrdaya eva
%ya”z sidhiranibhivo vibhavadinim ]atah | tatrapi kathamatre
gadharanlbhavah sambhavati yady api tathdpy ‘evam ye
ng{ﬁi;vantt tesaim etad bhavati’ itivikyavad rafijanati§ayabhavan
gn@ eittavettits nirnayagata bhavati | kivye tu  gunalam-

aramanoharasabdasaﬂte lokottararasapranake * hrdayasamvi-
f‘“?;t"znméar1 nimagnakarika ® tavad bhavati cittavsttih | kim tu
i gvasya pratyaksasaksatkarakalpa tatra na dhir udeti® |
%’%ﬁy& tu paramarthikam kimcid adya me kgtyam bhavisya-
ﬁgtygvambhutabhlsamdhmamskatabhavat sarvaparisatsadhi-
m pramodasaraparyantavirasanadaraniyalokottaradaréanasra -
;g%nayogr bhavisyamityabhisamdhisamskirid ucitagitatody-
y}aa%arVanawsmrtamsamsallkabhavataya vimalamukurakalpi-

hutam)ahrdayah sticyadyabhinayivalokanodbhinnapramo-

.;épkatanmambhavah pathyakarnanapatrantaraprave$avasit
&mutpanne dedakalaviSesavesanalingite —samyanmithyisam-
%%aggsambhavana ijfianavijfieyatvaparimar§anaspade ramari-
a.nadlvmayadhyavasayc tatsamskaranuvsttikiranabhitatatsa-
gh@éarahrdyavasturupagxtatodyapramadanubhavasamskarasuata—

2 avataran | te : avatiryante G : avatirgyaste M || 2 %addbir G :
%"’ ddbir M. || ® Csvalaksanya® : Osalaksanya® G : °syalaksanya® M || 4 upa-
%ﬂ q1d G : avagata (pethaps cotrected into apagata) M || 5 Rayyesy api hrdaya
}}@ (lyrday;z eva cotrected from brdayam eva) G i Ravyeryavibrdayadeva M ||
g%@wtavm‘zr (cottected from cittavrtter) G : cittavrtter M || 7 lokottara-
: !ﬂg‘a‘()rﬂmke G : lokottararasam pranate M || 8 nimagnakariki G

dm‘aﬂ M || ®wdets G : wdyats M || 2 ®carvapivismrta® G
%@guﬂzﬂa oM |

L nimagnas
2 Yarpande
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samanugatataduktariparimadhyavasiyasamskara eva bhavang
paficasait divasaih sacamatkiras’ tadxyacantamadhyapmv1stasva’-r«
tmartpamatih svatmadvarena vi§vam tathi pasyan pratyei
kam simijiko dedakilavidesanaparimar§ena evamkarmam
idam” iti  linatmaka’vidhisamarpaka®samvijjatiyam evg;?
samvidviSesatafijakamprinavallabhapratimam® rasasvada’sahaca<
raramyaglititodyadisamskaram’ rasinubhavavaena® hrdaya £
bhyantaranikhatam tata evotpumsana’$atair api mlammaﬁ
tram apy abhajaminam bhajams tattacchubhasubhaprepm
sajihdsasatatasyttavrttitvad eva $ubham  Acaraty asubhania;

samujjhati | o
idanim updyasamvedanalabhit tad idam annkirtanam,

anuvyavasiyaviSeso natyiparaparyayah | ninukira iti bhrami-
tavyam anena | bhindena rajaputrasyinyasya vanukstav 04
anyadibuddher abhavat tad vikarapam?® jti pramddhamé
hasamitraphalam madhyasthinim | yadabhiptiyena munir”
vaksyati ~ “ paracestanukaranad dhasas samupajayate |
tatpaksyanam®® tu tad eva dvesasiyanuvrttya'*diphalam |
tadbuddhyaiva hi daityanim hgdayaksobhah evambhita:
vayam upahisabhdjanam iti | upahasyatabhiravas ca nivar-
tante tatah | na tipadedena | nanv evam tavata myatanukaro
mi bhiit | anukitena tu kim apariddham | na  kimcid
asambhavad rte | anukira iti hi sadréakaranam | tat kasya |.

L sacamatkiras : sacamatkara® G,M || 2 linatmaka® G (corrected
from /lidhatmaka®) : lidhatmaka® M || 3 samarpaka® : ®samarpitam G :
Osamarpakam M || 4 Orafjakam : “ranjaka® G,M | 3 Spratimam : “pratima®
GM || © rasasvida® G : rasasvade M || 7 samskiram : samskira G,M ||
8 rasanubbavasena G (cottected from rasivasena) i rasa. . wasena M |
Y tpumsana® M : “tpunkha® G | 10 nyasya vanukytay (corrected from
vannkrte) G i myasyavagannkyte M || % fad vikarapam : tad dbi vikaragam,
(cortected from vikaragam) G : tad dh: karapam M || N.S., VIL, 10 |
8 tatpaksyanam M : tatpaksiyanam G || 18 Oampity® (cotrected from!
Snavpity®) G : Ymwpsy® M ||
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‘na tivad rimasya | tasydnanukiryatvit | etena pramada-
g’hwbhavanarn anukaranam parakrtam | na  cittavettinam
§j§0kakr0dh_ditﬁpﬁnim | ha hi nato famasadréam svatmanah
$§okam karoti | sarvathaiva  tasya tatrabhavit | bhive
Wananukaratvat | na cinyad vastv asti yac chokena sadt$am
;sayat | anubhavams tu karoti | kim tu sajatiyan? eva | na tu
taisadtéan ] sadharanarupasya kah  kena sadrdyarthas
%raﬂokyavartmah | sadrfatvam tu na viSegitmani yauga-
p’adyenopapadyate kadicit | ktamena niyata  evanukrtah
gsyat | simanyitmakatve ko’ nukararthah | tasmid aniya-
tanukato nityam ity api na bhramitavyam | asmadupi-
adhyayakrte kavyakautuke ’py ayam evibhipriyo mantavyah |
na tv aniyatanukiro ’pi | teninuvyavasiya®videsavisayikatyam
;nat;yam | tathi hy ahityavidesidina nivtte tadde$akila-
@éaitramaitridinataviéesaptatyaksﬁbhimﬁne videsaleSopakra-
mena ca vinid pratyaksipravetter dpate4 rimadidabdasyitro-
payogat prasiddhatadarthatayadataniyacatitavicakasyisambhi-
Exanamatramrakaranenanuvyavasayasya pratyaksakalpati, °

htdyagltadyanusyutataya camatkirasthanatvad dhrdayi-
LgnupraVeéayogyatvam abhinayacatustayena svatfipapraccha-
danam, prastavanadini  natajfidnajasamskirasacivyam, tena
¢an]akasamagﬂmadhyanuprawstena pracchiditasvasvabhivena
prakpravrttalaukaapratyaksanumanadl]amtasamskarasahayena 8
vnata]nanasarnskarasacwena hrdayasamVadatanmaylbhavana-
sahakirina prayoktrd dt§yamanena yo ’nhuvyavasiyo janyate
ssukhaduhkhidyakaratattaccittavettitisita’nijasamvidinandapta-

%kiéamayo ’ta eva Vicitto rasanisvidanacamatkaracarvana-
v 1sgjatiyan G : jatiyan M || 2 fasmid anityata® G : tagydyaia M |
8 Snupyavasdya i “muwyavasiyavat  G,M | ¢ %pyite : Opare G, M|
5 pratyaksakalpati i pratyaksakalpandtye G i pratyaksakalpani M ||
$ Otanmayibbavana® : tanmayibbavand® G,M [l 7 %dsita® 2 Oripariisita®

G Srupariipita® M ||
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nirve$abhogidyaparaparyiyah, tatra ya  avabhasate vastud
tan nityam |

tac ca jianikaramatram aropitam svatdpam? samanyatmakagr
tatkilanirmitarGpam cinyad va3 kimcid astu | natraprastu3
talekhanenatmano darsanantarakathapancayaprakaﬁfgaphalem
prakrtavastuniripanavighnam icarantah sahrdayan khedayama}%;{
tasmdd anuvyavasayitmakam kirtanam rﬁsitavikalpasamvéjg
danam nityam | tadvedanavedyatvit | na tv anukamggg
ripam | yadi tv evam  mukhyalaukikakaraninusiritay
‘nukaranam ity ucyate tan na kadcid dosah | sthite vastut%
bhede $abdapravrtter avividaspadatvat | etac ca yathavasa:
ram vitanisyata ity astim tivat | yata§ cedam nanukaranam
tato yat kaiScic coditam tad anavaki$am |

Yoastu G : st M || % swaripam G svardpam. . M || 3 canyad va:
G : canyathd® M | ’
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“ But how is it that this burden (viz. the defeat) has been
dmposed on our back ?”t To this question the author teplies :

@ Here, by no means, is there a representation of you and the gods
(N. S, I v. 107 a).

" The sense intended in this verse is that nobody has imposed
such a burden on yout back. Both the demons and the gods
stay outside, at ease. Here, that is, in the Nityaveda anyway,
;hose who ate seen ate not the real demons and the gods. As
to them, indeed, thete arises neither the idea of reality, not of
similitude, as in the case of twins ; nor of illusion, as in the
case of the illusion of a piece of mothet-of-peat], preceded by
I;nowledge of a piece of silver ; nor of super-imposition, as
\When wrong knowledge follows after vitiating the tight one ;
not of identity, as when one says °this peasant is a cow’
nor of a poetical fancy, as when the moon is fancied as the face
of the night, etc.; nor of copy, a3 in the case of a painted model;
fnor of reproduction, as in the case of the countetfeit te-
presentation of the instruction imparted by a teacher to his
’;égudents ; not of sudden ctreation, as in magic; nor of an appea-
fance effected by tricks, as in sleight of hand, etc. In all these
cases, indeed, there is a lack of generalization so that the on-

1) Accotding to N.S., vv. 99-106, Drama has not been instituted by
Brahma to cast an unfavourable light on the demons (Daitya, Vighna
metc.) but to teptesent impattially acts and ideas both of gods and demons.
Demons have no reason to be afraid of it and to spoil the dramatic pet-
{:éformancc Here the objector is a hypothetical das#ya and the “ burden”
s the defeat of the demons by the gods, which was the argument of the
@;st dramatical production. ( see N. ., vv. 54 £ ).
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looket, being consequently in a state of indifference, will not
logically be able to be petrvaded by the relish of Rasa. Agam,
if the poet aims at a too specific (#iyata) subject-mattet, _'pocf?ﬁ
will not be accomplished, and he will not be able to avoid the,
fault of impropriety (anmancifya).! Further, as it happens at t‘h%
sight of a pair of lovers united together, the mind of onlook
will rathet became the prey of the ordinary, actual ifeelmgs*é
of delight, rage, and so on.? Eventually, (we may here ad,dg
that whenever the mind of the spectators is troubled by tB,
sight of two different individuals, viz. the represented personage
and the actor, the (necessaty) unification (anssamdhs) between’
them cannot take place.

What is then drama ? The author answets :

Drama is the re-narration of the things of all the three worlds (N. .f
I, v. 207 b).

The sense intended in this verse is as follows. Thesg.
personages, i.e., Rama, etc., have never come down into th@
path of our means of knowledge. Now, when they are dC%‘%
cribed in the scriptures there is no doubt, it is true, that tﬁe
Rimiyana-like narrations, that is to say, these unique gtcag
sentences,® give tise to the idea of the individual csseng@

1) See, on the1dea of aucitya, V. Raghavan, Some Concepts of the Alamkira,
Sasira, Adyar, 1942, pp. 194-257. “Propottion and harmony’—says Vi
Raghavan, 1b. p. 208—‘form an aspect of Aucitya, which is proptiety, adaE'“
tation, and other points of appropriateness. From the point of view of the
petfect agreement between the parts and the chief element of Rasa, from
the point of view of this propottion and harmony, I think, Aucitya can b%
rendered in English into anothet word also viz., ‘Sympathy’, which as‘a
word in art-criticism means ‘mutual conformity of patts”.

2) See supra, p. 44.

3) “ The principal clause and the subotdinate clauses which are mutuallm
connected togethet by expectancy, consistency and proximity form;g»
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(vifesa) of each of them. This idea, however, is not contrasting
with the concept of generalization and its presence causes
thetefore no difficulty. The individual essences, indeed,
amount to a real individuality (svalsksanya), possessed of a
?'correspondmg causal efficiency (arthakriyd), only when they are
contempotaty with us—which contemporaneity, in this case,
does not exist.! This state of generalization of the deter-
minants, etc., atises even in poems proper and, in this case, it
penetrates directly into the heart. Even then, although the ge-
neralization can occur in mete tales (&a#hd), nevertheless there

mabamkaz, when they serve a single purpose ” (K. Kunjunn: Raja, Indian
Tbeorze: of Meaning, Adyar 1963, p. 161).

1) @) 'The petrception of the particular names and shapes of Rima, etc.
{thetefore of their qualifications of time, space, etc.), does not 1nvolve that
sthey cannot be perceived 1n a generalized form. A personality, etc, 1in-
serts itself into our practical life (develops, so to say, its causal efficiency)
.only when 1t 1s contempotary with us, 1.e., connected with the present and
therefore with the practical interests, etc., of our own Ego. When these
pezsonalmes ate not contempotaty, they cannot develop their natural
causal effictency. In the aesthetic petception, they ate independent from
the concepts both of reality and non-reality, and are thus perceived as
¥ generalized . In this sense, their particularity (v2f54) 1s not contrasting
with the concept of generality.

¢ h) In this context, svilaksanya is simply a synonym of svarijpa, one’s
own form or shape, one’s own peculiar nature, hence individuality, etc,
Suala/émqyzz 1s commented on by A.G. in this way 1n the Db.A.L., p. 538.
‘Thc causal effictency (arthakriya ; on this concept, cf. p. 31, n. 7) in the
wscnse of practical or pragmatical functionality belongs to the real individua~
’hty (i.e., contemporary with the spectator) only. The generalized 1mage
‘of the aesthetic expertence has no practical efficiency, 1 e, does not insert
itself in practical ife. 'The concept of causal efficiency 1n connexion with
ithe one of individuality (1n the sense of a patticular essence contrasting with
xhe general essence, the saman Walaksana) has a Buddhist origin and, freely
lntcrpretcd became patt of the common philosophical vocabulary,
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lacking a great imptessive feeling (rafjana), as in the case of
the sentence,  Such and such a thing happens to them who do
such and such a thing’), the corresponding state of mind‘is 1s
not well decided. In poetry, on the contrary (and let us'tes
member here that the body of poetry is made up of WordE‘
embellished by qualities and figures of speech, with Rasa asits
life, the Rasa of a non-otdinary natutre) evety state of mmtf
is, so to say, completely immerged,thanks to a consent of hearﬁ‘
This idea, to be confronted with a kind of direct perception: 013
expetience (pmz‘yméma,émt/éaméa@a) does not arise, howevet, 111
evety petson [who is hearing ot teading a poem].

In drama this difficulty does not arise.! The nature of 145
may be resumed as follows. Firstly, in drama there is the‘
absence within us, of the intentlon : ‘Today I must do some~
¢ Today I am going to enjoy s1ghts and sounds ofa non—ordmary
natute deserving of attention, which will arouse, at the end, ng
sensation of disgust? and whose essence is a generahzcd
pleasure shared by all the spectators. The relish of smtable
vocal and instrumental music makes then the spectator forge%
about his practical existence (semsirikabbiva), and, his heatt
consequently being turned as clear as a spotless mitrot he be-
comes capable of identifying himself with the mental statgg

1) Some individuals whose aesthetic sensibility (consent of the heatt;
etc.) is poor, need visual illustration of what is suggested by the powe@
of the poem; such visual illustration (consisting of the actots, etc.) contris
butes to bring about the immersion of the spectator in the events represente&:
to the exclusion of everything else. 5

2) In other words, at the end of the performance and therefote of th¥

state of pleasure caused by it, there is no such sensation of disgust, as acco" -
panies all ordinary pleasures.
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Jjof sotrow, delight, etc., sptung from the sight of the gestutes
ahd of the other species of representation. Listening to the
técitation makes the spectator entet into the life of a character
different from himself, and, as a result, thete grtows up in him
a.cognition whose object is Rima, Rivana and so on. 'This
gognition is not citcumscribed by any limitation of space and
time, and is free from all those forms of thought concerning
which is the matter of knowledge, which is either mistaken,
Ot uncertain, ot probable, etc. That is not all. The spectator
is accompanied by the impressions of this cognition (whose
object was Rima, etc.) and then by a kind of camatkdra for
several days.! ‘These impressions are evidenced, in theit
tugn, by other ones, deposited within him by the direct petcep-
tion of the vatious pleasure-producing things—women, vocal
and instrumental musics—which accompanied the petformance.
‘These last impressions ate the very cause of the continuation of
the first ones. But let us revert to the spectator. His own
self continues to be merged in the represented exploits, and
through it, he goes on seeing everything in this light. ‘This
impression of the vocal and instrumental musics and of the othet
wdelightful things— that, as we have seen, accompany the relish
“of Rasa, are not to be compated to [the pleasure givento us by
!fghe sight of] our beloved one, and colour the consciousness in
2 special way—gives birth, within him, to a kind of injunction
suitable to be expressed by the optative mode, that is : ¢ Such
and-such a thing (must happen) to those who do such-and-such
athing’. 'This injunction is free of every spatial and temporal
Aspeciﬁcation. The afore-mentioned impression by vittue of

1) Cf. Mrechakatika, 111, 5 : yat satyam virate ’pi gitasamaye gacchim
Srmvann iva | “ To tell the truth, although the song is ended, T seem to hear
it as Twalk 7,
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the Rasa-experience, remains deeply fixed in the heart, like ?§
arrow, in such a way that by no possible effort can it be easegi&
let alone extracted.! Thanks to it, the desites of attainin g"
the good and abandoning the bad ate constantly present in 3”"? )
mind of the spectator, who accordingly does the good | agﬁ
avoids the bad.

Now then, as there is no awateness of (the actor bemgz
means, the meaning of the term re-narration, found in the stanzaw
m}

is a particular re-perception (the word “ drama ” isbut a synonym
for it), and not a reproductlon. We deserve not to be- dece1 cd

reproduced in jest, the spcctators do not have the idea th‘M:
the actor is some one other, etc. Such a performance is knowh"”
indeed, as a “ deformation ”, and, as such, gives rise to nothm&
but laughter in the onlookers. This was just the purpose. ¢
Bharata, who said : ¢ Laughter atises from a reproductiof:¢
other people’s actions (N.5., VI, 10)’. In the reproduce
petsonages, on the other hand this mimicry gives rise to feelﬁﬁ
ings of hatred, indignation and so on. The agitation of heartr
in the Demons was caused, indeed, by this very thought
¢ We have thus become a vessel of detision®” Their absten
tion too [from spoiling the drama] is caused by this fear’ oﬂ,
becoming an object of derision and not by the teaching (of
Brahma).

¢ Well °, someone might say, ‘ let me even admit that drama.

is not 2 reproduction of specific things ; howevet, of which-ig»

1) A similat expression is to be found in the LP.T.V., L, p. 37“*
prasiddbisatapiirpe jivaloke kasyacit kacid eva prasiddhib  lingva pmhbmbmlfm
t1khitevantarnikbateva ca (Malatimadbava, v. 10)” iti nydyena [lrdqyalibm‘att«,
utpatanasatarr api hrdayam anunmilya nipasarpati ||

2) Cf. supra, p. 6.
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"”'epvroduction tout conr guilty P 'To this question we answer
at, surely, it is guilty of nothing, with the only exception of
logical impossibility. The word teproduction, indeed, means
“ptoduction of similar things. But similar to whom ?
rely, not to Rama, etc., because it is not possible to reproduce
1im. And, by this very argument, the reproduction, too, of
s'patticular determinants (women, etc.) is refuted. Further,
ven his state of mind, as, f.i., sorrow, anger, etc. 'The actor,
indeed, does not produce, within him, a sotrow similat to that
,,‘f Rama, because such a sottow is totally absent in him; and, if
it wete actua]ly in him, it would no mote be a teptoduction.
Nor again, is there some other thing which may be s1m11ar to
the sottow of Rima. ‘Pethaps’, some might say, ¢ the con-
sequents he produces ate similar to those of Rima’. But to
this question too we answer that they are not similat, but of
the same species. As to a univetsal thing (sadhdrapa), common
to all the three worlds, what is, in fact, the sense of this
term © similarity *—similatity to what?? Similatity, indeed—
similarity to a particular thing—cannot evet take place simul-
taneously; only a specific thing may be reproduced, and that
also only gradually, What is then the sense of reproduction,
as to a generic thing ? 'Therefore, we desetve not to be de-
.gelved by this theoty viz., that drama is a reproduction of non
specific things. ‘This is what our master intended to say in his
Kdvyakantuka too, and not, surely, that drama is a reproduction
of non specific things.

~ Drama is then a matter of cognition by a special form
of te-petception (anuvyavasiys). In the first place, indeed,

1) And therefore simultaneously present in all individuals.
2) Consequents ate 2 universal reality, common to all people.

[99]



R, GNOLI

thanks to gatments, make-up and the othet forms of reptesené
tation, the presumption to be confronted with the direct per ;
ception of a partlcular actor (Caitra, Maitra, etc.) and of hlg
particular space and time ceases to exist ; in the second plac:
since direct perception cannot take place without at leastﬁg:,
minimum of particularization, recourse is had to such names;
as Rima, etc. 'The fact that these ate the names of famous»s
petsonages eliminates indeed the possibility that one Who:
declaims their exploits deserving of attention might provokg,g«‘
in the spectators the hindrance of unvetisimilitude. Owing
to all this, this re-petception is like a form of direct petceptiont
Futther, because the scene represented, being accompanied by
pleasure-giving vocal musics, etc., is a soutce of camatkdra, 1;!:’;
is possessed of a natural sultablhty to penetrate into the heartf‘
Again, the four forms of representation hide the true 1dent1ty
of the actor. Eventually, the prologue, etc., give to spectatots
the [constant] impression that they have to do with an actot.
The actot, being seen, atouses, then, in the spectatots, a te-
petception (called, too, tasting, sampling, camatkdra, telish,
immersion, enjoyment, etc.), which, though consisting in the
light and bliss of out own consciousness, is still affected by
vatious feelings, and is therefore varied. Drama is only what
appears in this re-perception. In this connexion, the actor is:
immerged in the afore-said colouring combination (of detet-
minants, etc.); his teal identity is hidden; he possesses mental
impressions atising from direct, inferential and othet forms of
otdinary petception which have occurred in the past; he is
provided with mental impressions of the awareness of being an
actot, and he partakes in creating the identification of the spec-
tators with the representation, and that through their heart’s
consent. But let us revert to what appears in the aforemen-
tioned re-perception. This may equally be considered either as
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an innet image of out own knowledge, ot as a genetic supet-
imposed image, ot again as a sudden creation, ot even as some
other thing. Anyway, we have no intention of boting hete
out sensible teaders with these discussions, temoved from the
chief subject-matter. ‘They, indeed, would only amount to
showing off our acquaintance with other systems, and to be a
-hindrance to the subject undet discussion.
. ‘Tosum up, drama 1s only a © narration * (k7rtana), made up of
‘& re-perception, a form of consciousness affected by discursive
cognitions (1 dsitavikalpasamvidana)—it 1s, indeed, thus pet-
.ceived—and not a form of reproduction. If, however, you
say that it is a teproduction, in the sense that it follows the
S¢ptoduction ”* of teal, ordinary life, there is no fault.  Once
facts have been cleatly determined, wotds do not deserve to be
a soutce of disagteement. But we will expound that later,
For the time being, this is sufficient.
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Commentaty on DA. A., I, 18.

As to poetty, which conveys the determinants and the conse

quents, there is no possible appearance of any element - th e

could provoke the unsuitablhty of the primary meaning ; aqd,
therefore, there is in this sense little room for metaphm
“ But ”—someone might argue—what has it to do with ',y
suitability ? ‘The nature of metaphor has indeed been deﬁncﬁ
as follows. “ The metaphot is said to be the apptehension Q{g,g
sense connected with the sense directly expressed®. Nowiif
poetry, we see that the Rasas are connected with the detem'g
nants, the consequents etc., which are directly expressgc'f‘
indeed, the determinants and the consequents ate respectiv’q‘lj
the causes and the effects of Rasas, and the transitory state?
co-opetate with them . Your objection, I reply, does notfstan,q
to reason. If it be rlght indeed, when, thanks to the Wo;rd

1) See, on the nature of the metaphor, the study of K. Kunjunni Rajgl
op. ¢cit.,pp.229-273. ““ Thethree essential conditions—he says, pp. 231-?»2?-
generally accepted by the later Alamkirikas as necessary in Jaksaps «qn
transfer ate (#) the inapplicability ot the unsuitability of the primary mﬁam
ing in the context, (#) some relation between the primary and the aqt,ua
refetent of the word, and (¢) sanction for the transferred sense by populai
usage, or a definite motive justifying the transfer. Of these three condlno "
the first two ate accepted by all writers ; but the motive element 1ustﬂfyxgg
the use of a metaphor which has not teceived the sanction of cstabhshec
usage is not stressed by the eatlier writers; even later writers belongmg
the other school of thought are not interested in the motive element i it
laksand ; it is only the literary critics who give great prominence t& itf”

2) Kumaitila, Tantravirttika, I, 4, 23. See on all that, R, Gnah
Udbhata’s Commentary on the Kiyyilamkara of Bhamaha, Roma 1962, pﬁ
XXXIV-XXXV.
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" smoke ’, the smoke has been apprehended, thete would atise
also the 1dea of fire, just effected by the afore-said metaphot;
and again, from fire, there would arise the idea of removing
coldness, and so on, so that words could no more have any
ﬁxed meaning. On the other hand, if you answet to this,
“saymg that, since the word ¢ smoke ” is reposed in its own sense,
ttg power cannot actually extend to fire and so on, then the
;onsequence of your argumentation is one only, namely, that
xthe seed of the metaphor is the unsuitability of the primary
mqamng, because, only if this is present, the afore-said repose
‘of 2 word in its own sense can be lacking. Now, in the con-
"Vreymg of the determinants, etc., thete is no element which can
‘provoke the unsuitability of the primary meaning.
At this point, someone might perhaps urge that the appre-
‘hension of the feelings of delight, etc., immediately follows the
aapprehenslon of the determinants, etc., just as the idea of fire
lmmedlately follows the perception of smoke, and that, being
‘it 'so, there is little room, in this case, for a power inhetent in
éwoxds. But, instead of answering to this objection, I will
pose a question to this clever logician, who knows so well the
“hature of petception, and it is the following : Do you think
‘that the apprehension of Rasa is metely the apprehension of
athe feelings of some othet person ? You do not deserve to
fall into such a mistake. In this case, indeed, the said appre-
‘hension would be but an infetence of the feelings proper to
: such and such people ; what sort of a Rasa could it then possess ?
%ut the tasting of Rasa, which is made up of a non-ordinary
%mmahéam and is animated by the gustation of the determinants,
‘etc., ptopet to poetty, cannot certainly be so contemned as to
be placed on the same level as the otdinaty processes of memoty,
\mference etc. Rather, the truth is that he whose heart possesses
,athe latent traces of the ordinary inferential process fron. the
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i

effect to the cause, etc., does not apprehend the determin
and so on, as if he wete mdlfferent being instead at the mer
of his own sensibility—which quality is also called conseﬂt“' L
heart—, he rather apprehends them without mountmg on’ &m@
path of memory, inference, etc., as if merged in a gustatlg i
suitable to an identification (with the determinants, etc.), whi h»
is, so to say, the sprout of the tasting of Rasa, about to appc:@:g
in all its fullness. ‘This tasting, again, is not already bomg
in the past, from some other means of knowledge, so that it 1’%'
now, a form of memoty; nor is it arisen now from some oth?efé
means of knowledge, fot as to a non-ordinaty thing, the direct
petception, etc., ate devoid of any power. Hence, the ex=
pressions ‘ determinant’, etc., ate of a non—ordmaty nature«5~'
for as Bharata himself has said : “ The word ° detemunant‘%?
is used for the sake of clear knowledge ”*. In everyday hfe?,
they ate called causes, not determinants. The term conse,_;
quent ’ is, it too, non-ordinary. ‘ Because the representation =
Bharata says—* by means of wotds, gestutes and the tems
pe:cament makes one expetience (the mental states) it is called
“ consequent ” *.  This experiencing, provoked by the conses
quents, is nothing but an identification with the said feehngg;,
In everyday life, they are called effects, not consequents.
Thetefore, just with this view in mind, namely, that we do not
apprehend a feeling of others, Bharata has made no mention
of the permanent mental states in the siitra : “ Out of the unien
of the determinants, the consequents and the transitory mental
states, the birth of Rasa takes place ”.  On the contraty, the

s
(Y
)K

f'e,w’{n-

1) N.5., VII, prose after st. 3.
2) N.S., VII, prose after st. 4
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ﬁéﬂtlon of it Would have been a soutce of difficulty. Such
‘exptressions as ““ The permanent mental state becomes Rasa ”
te due to correspondence only—because, that is to say, the
gnstatlon arises, beautiful as it is, thanks to the trace, latent
mx;hm us, of the feeling cottespondent to the determinants and
;the consequents ; and because in wozrdly life, in the stage, that
,vs,«of the knowledge of the feelings of others—a knowledge,
t us say, truly indispensable as regards the consent of heart—
We are able to apptehend the permanent feelings of delight, etc.,
grom things as gardens, btistling of the hairs, and so on. ‘The
gransltory mental state, is no doubt a feeling, but, since it is en-
yed in so far as it is entirely dependent on the principal one,
is reckoned by Bharata amongst the determinants and the
Qénsequents
Therefore, the ‘birth of Rasa’, mentioned in the sitra,
must be intended as the birth of a relishing * —which relishing
i a sort of immersion in a gustation, appearing as superior to
all the othet ordinary feelings of delight, etc., that may be aroused
by different causes, as, f.i., meeting with 2 friend, and appeat
to develop gradually, This gustation, thetefote, is only a
anifestation, not a revelation—which is the operation of the
‘means of knowledge—, and not even a production—which is the
%‘ﬁeration of the means of action.

. “But”—at this point someone might argue—*if this gusta-
ition is neither 2 cognition nor a production, then what is
‘ﬁ;lt ?” But we teply—have we not said that this Rasa is of a
pon-ordinary natute ? What ate, then, these determinants ?

1) The mention of it, therefore, gives rise to no difficulty.
2) If we take literally the expression of the siitra, the result would be
«that the Rasa is no mote a non-ordinaty reality. The birth indeed, requires
§§omc means of action, and these, as such, atre of an ordinary natute.
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Are they revealing causes ot producing causes ? We reply
to this question that they are neither revealing not producmgg
but only something which setves to realize the gustation
Does any such thing appear elsewhere ? But for the vety
teason why it does not appear we say that it is of a non- ordma:r
nature. But (someone might say) in this way Rasa is not ag
object of cognition (aprameya). Let us admit it, we reply—and
what of it ? For, since from its gustation, pleasure #a;}&
instruction detive, what other do you desite ? But, you migh
say, it is not ascettained by any means of knowledge. Thiszis
untrue, we teply, because its real existence is an unconfutable:
datum of out own consciousness ; besides, this gustation is
only a particular form of knowledge. And that is enough:
Thetefore, the said Rasa is of a non-ordinary nature—so that
even alliterations of harsh or soft sounds can be suggestive
of it, though they are of no use as to meaning. Here, thens
thete is not even the shadow of the metaphor.
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Commentaty on Dh. A., 11, 4.

Now, Bhatta Niyaka says :.—If the Rasa were perceived as
i)l:esent in a third party, the spectator should be in a state of
indifference. On the other hand, the poem—which, £i.,
nnght desctibe the stoty of Rima—does not make the readet
10 perceive it as teally present in him, because that would imply
@1s admission, namely that thete is a birth of Rasa in his
iown self. Now this birth does not stand to reason, because
Sxta does not play the role of a determinant as regards the specta-
,tor * But ”” —someone may perhaps say—* that which causes
het to be a determinant is the genetal idea of loverness, which,
%*shared by hert, is the cause of the awakening of the latent im-
pressmns. ” But —I reply to this objection—how can that
chappen as regards a description of deities, etc ? Further, no
3ﬁi;"xlen‘xot:y of his own beloved one does atise in the spectator’s
s consciousness (while he looks at Sitd). Again it is possible that
_the construction of a bridge on the ocean and the other detet-
‘minants of this kind, proper to some exttaordinaty personages
‘as Rama and so on, may become general ? Nor it can be said
‘that what occurs is simply the memory of Rima, as endowed of
heroism, etc., in so far as the spectator has had no such pre-
'vious expetience. Even assuming that he is petceived through
‘vetbal testimony (Ssbda), there cannot be any birth of Rasa,
just as in the case of a pair of lovers united together, petceived
through direct knowledge. Moreover, according to the thesis
which maintains that Rasa is produced, the birth of the Pathetic

1) See, on the exposition of Bhatta Nayaka’s theoty, supra, Introd.,
p- XX, ff.
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Rasa would make the petceiver to experience pain, and, conses
quently, he would go no mote to pathetic xcpresentatmngx
Therefore, that is not a production and not even a mamfesta-*
tion. Indeed, if it is supposed that a Rasa—f. i., the Ero%%ﬁ
one—first pre-exists in a potential form and is later mamfestegl
then (the determinants must necessarily) illuminate it Tittlg
by little. Besides, the difficulties already met with would recua
is Rasa manifested as really present in our own self, ot as present:
in a third party ? Therefore, Rasa is neither petceived,” nm:
produced, not manifested by the poem. The ttuth is that 'the:
poetic wotd is different from the othet ones. This happeg%
thanks to three distinct powets, which ate so to speak, its patts
(ama) that is to say, the power of denotation, which hzg,s,
as its object, the expressed sense ; the powet of revelatloﬁ,,
which has, as its object, the Rasa; and the power of bringing
about enjoyment, which has, as its object, the individuals WhO
ate possessed of heart. If in poetty thete wete, indeed,
powet only, i.e., the power of denotation, without the otheJ;
ones, what a dlifetence would still temain between the Vanq i
ornaments, as alliteration, etc., and the treatises illustrating
them ? And together with the otnaments the vatious styleg
also would result useless. And, again, what would be the
putpose of avoiding cacophony, etc ? Therefore, there is 23;
second power, called ‘revelation of Rasa’, thanks to which the
language of poetty is different from any othetr. 'This pOWCf*ﬂ
the so-called revelation, proper to poetry is nothing but thQ
faculty of generalizing the determinants. Once the Rasa ha_s
been revealed, thete is the enjoyment of it. 'This en]oyment,\,
which is different from any other kind of perception, as dlrecﬁ
knowledge and memoty, consists of the states of fluidity, cnfeﬁ’
largement and expansion, is charactetized by a testing, by a a
lysis, in our own consciousness, constituted by satttva and
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Antermixed with 74ja) and famap, and is similar to the tasting
of the supteme brabman. The chief member of poetty is
‘only this, quite perfect. The so-called instruction has only a
secondaty place.

This is only one of the theories. The critics indeed do
ot agree about the true natute of Rasa. Indeed, some of them
“say that, in the fitst stage, we have only a permanent state of
{f;mind, which, being latet nourished by the transitory states of
- ;pind, etc., is expetienced as Rasa. This Rasa, they add, is
‘perceived as really present in the reproduced personage only;
-and, being displayed in the theater, is called “ theater-rasa 2.
-This theory is criticized by othets in the following way. What is
indeed, they say, the sense of this intensification of a state of
‘mind by another one, as tegards a mental state, which naturally
tdevelops in a succession ? Sutely, neither astonishment, nor
'SOrrow nor anget, etc., are seen to grow mote intense with time |
‘Therefore, your thesis, viz. that Rasa is [petceived as teally]
present in the reproduced personage, does not stand to reason.
If you, on the other hand, say it is in the reproducing actor,
‘obviously he could not follow the tempo, etc.2 If, finally,
you say that?® it is in the spectators, what a camatkira would
still subsist ? On the contraty, in front of a pathetic scene,
the spectators would necessatily feel in pain. Thetefore, this
thesis is not sound. Which is then the right one ? Here,
because of the infinitude of gradations, no teproduction of a
defined (#iyata) permanent feeling must be made* ; this, besides,
would be putposeless, because at the sight of this excessive

1) This is Bhatta Lollata’s theory. Cf. supta, Introd., pp. XVII ff,
2) Cf. supra, p. XVIIL

3) Namely, The Rasas and bhavas.

4) That is, charactetized by a particular stage.
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particulatity, the spectators would remain indifferent, sc that
thete could not be any useful teaching. The ttue nature of
Rasa is thetefote the following. When the determma.m 3
the consequents and the transitory states ate joined togett ot
with reference to a permanent state of mind, devo1d of . a%ﬁ
‘defined stage (aniyativasthatmaks), there atises a  petcep;
different from memory, viz. “ This is Rima who was happy
This petception has, as its object, the permanent feeling, is macl
up of a tasting, is ultimately founded on the reproducing acj
and is to be found in theater only. Rasa is nothing but. th
It does not tequite any separate suppott, but, on the contra;
the spectator is tasting it in the actor, who is conmderedjv
identical with the reproduced personage. This is, in brief;;
the natute of aesthetic experience. Therefore, Rasa lies in fhﬁ,;
theater* only, not in the represented personage, etc.®

Some others say : “The image of the permanent stéte of
mind appearing in the reproducing actor is produced by the

R

assemblage of the different forms of representatlon etc., just
as the i image of a hotse, appearing on a wall, is produced T)y
the vatious pigments, as orpiment, etc. 'This image is tastéd
by a petception of a non-ordinaty natute, named also samphﬁg,
and is therefore called Rasa.  The meaning of the expressmq,
‘ theater-Rasa >, is then °the Rasas which are caused by thie
theater ’,

According to othets, Rasa is nothing but the whole of tHe
determinants and the consequents, supplied by a partmular
assemblage, connected with determinate latent 1mpress1oﬁs
suitable to the permanent state of mind—which is the ob]ecta
of the acting of the afore-mentioned determinants and conse-,

1) That is to say, in the natas, actors, only.
2) This the theoty of Sankuka.
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ﬁuents——and charactetized by an intimate relish or lysis.
HAccording to this theoty, the Rasas, are nothing but the drama.

gSome others say that Rasa is the mere determinant ot, again,
th ‘mere consequent; according to others it is nothing but the
permanent state of mind ; others say that it is the transitoty
gmegtal state ; to othets, it is a combination of these ; others say
it is the situation to be teproduced ; and others, finally,

%tht, it is an aggregate of all that. But enough of these lucu-
!

e Dnventlons possesses the natural and the extraordinary mode
‘of speech.! The combination of the determinants, etc., by which
is produced, is, in poetty, afforded by words of 2 non-ordlnary
gsﬁharacter endowed with the qualities of clearness (prasanna),
V&yectness (madbura) and powerfulness (q]dﬂ)m) Even if it be
:;admltted that in poetry the Rasa-perception is someway diffet-
;gg;;t from drama, because of the means which are diffetent,
¢ process, however, is the same.

=~ Being it so, these faults concern the prima facie view only,
{fot, according to it, perception is subjected to the distinctions
Eroper to oneself to others, etc. Anyhow, no matter which the
A:hesm is, Rasa results to be a petception. This is unavoidable.
ndeed the existence of an unperceived thing, as, for instance,
*?ik ‘goblin, cannot be affitmed. 'The fact that this petception
‘fts called by the names of relish, tasting, or enjoyment,does not
,amount to any difficulty. We know indeed that the direct
qogmtlon the inference, the tradition, the intuition,the supet-
mormal experience, under their different names—caused by the
dlfferent means which manifest them, are equally but forms

1) On the svabhavokti, etc., see V. Raghavan, Some Concepts of the Alamkara
Sastra, Adyar 1942, pp. 92-116.
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of percepnon Nothing then forbids us to admit that the:sanig

¥R g‘"’k (

are of a non-ordmary nature. The use of the cxpress
¢ The Rasas are percetved’, is just like the one the por*%d, 3
is being cooked’. The Rasa, indeed, is metely percemq%
The rehshmg is only a particular perception. This percepuogg
in drama, is different from an ordinaty inferential perceptio
yet, in the beginning, this is required, as a means. Likewi, g;%
the afore-said petrception, 1n poetry, is different from the othé‘i?
verbal petceptions ; yet, in the beginning, these ate tequif
as a means. &
Therefore, the prima facie views are put to death. Butﬁx%
you say that the exploits of Rama, etc., do not eatn the consc%ﬁ
of heart of everybody, that, I answet, is a great mark of xas =
ness | Evetybody’s mind is indeed chatacterized by the mo;,gﬁ
vatious latent impressions; fot as it has been said, “As t];ig
desire is permanent, these are bcglnmngless and, “ On the:
ground that the remembrances and the impressions ate hom§£
geneous there is an uninterrupted succession of latent 1mpre§§£§
ions, even if they are separated by birth, space, and time? “‘f
Therefore, it 1s established that Rasa is perceived. This p¢
ception, in its turn, presents himself in the form of a rehshm‘ o
This relishing 1s produced by 2 new power, different from’
the powet of denotation, which the expressed sense and t %
expressing wotds come to possess, that is the power of t S
of suggestion. The so-called power of bringing about enjoyz:
ment, propet to poetty, according to you, consists, actually;e
of this power of suggestion only, and has, as its object, the,

‘ps i

Rasa. The other power also, viz, the power of eﬁ'ectuatloﬁ*@

1) Yogasiitra, 1V, sttras 10 and 9.
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is actually based on the usage of appropriate qualities and
;‘oxrnaments We shall explain it diffusely. It is nothing new. On
ﬁ;};e other hand, if you say that poetty is effecting the Rasa,
g%en you, by this very statement, tesuscitate the theoty of pto-
%‘ﬁucuon Besides, this power of effectuation can be proper
ﬁleather to the poetical words only, because, if the exptess sense

. not known, the afore-said power cannot logically exist;
g fof to the express sense only, because, this being conveyed
*'LRY other wotds, it does not longer exist. We, on the contraty,
naintain that this power of effectuation pertaining to the
mwo of them, as it is confitmed in the stanza : * That kind
mf poetty, whetein e)ther the sense of the word suggests the
1mp11ed meaning ’, etc..! Further, the effectuation-process
glet us hete remember) is endowed with three distinguished
Xpatts that is, the means, the necessary measures, and the end,
L.Therefore, if we make the power of manifestation cortespond
ito the means, the appropriate qualities and ornaments to the
Fnecessaty measures, and the Rasas to the end, produced by the
‘eﬁ'ectmg poem, it is quite clear that the powet of suggestion will
%correspond to the first part, viz. the means. The enjoyment,
g;ln its turn, is not produced by the poetical word, but by this
%non—ordmary power of suggestion only, through the suppress-
;on of our thick pall of mental stupor and blindness. ‘This
»@en)ovment consists, according to you, of the states of fluidity,
,&enlargement and expansion, is called also “ tasting ”’, and is of
;anon—otdmary nature. In other words, having once established
‘that Rasa is suggested, the afote-mentioned power of btinging

1) Db.A.,1,13. “ That kind of poetry, whetetn either the (conven-
txonal) meaning or the (conventional) word renders itself or its meaning
*secondary (respectively) and suggests the Implied meaning, 1s designated

by the leatned as dhwan: or ° Suggestive poetry’”. (Translation of K.
:Krishnamoorthy, ed. cit).

s
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about enjoyment is, it too, fatally established, The en]oymmt;i
indeed, is identical with the camatkara, atising from the R
expetience itself. Further, as the constituent elements ai tia
etc., can be found set out in an infinite member of diffefe é
ways, according to the predominance of the one or the ot
it is absurd to limit the forms of tasting to fluidity, etc., oplyz
As to the theoty, according to which the tasting of Rasﬁ%w
similat to the tasting of the supteme brahman, we have not m
to object. Moteover, the teaching to be detived from po§ ty
is different from the injunctions and instructions 1mparted”“gy§
religious treatises and histotical natratives. Howevet, it
them, who maintain that poetry produccs at the end a tea

which differs from usual analogy, viz. “ as Rama, so 17, %
consists in an enrichment of outr own power of 1ntu1t10n
insttument which allows the tasting of Rasa—, we have noth,mgfa
to reproach.! Therefore, this is definitely estabhsh& f
namely, that Rasas are manifested and are tasted through a ;?erq
ception.

1'&7

1) See, in this connexion, the A.Bh., 1. p, 41: nanu kim guravad gtp@;
desam karots, netyaha, kinta buddbim mvzzrdl)qyah, Svapratibhim evam z‘ad'rszm
vitarats || Elsewhete (Dh..A.L., p. 40) A.G. says that the principal elemént is 1%
not knowledge (for 1n that ease there would be confusion with wotks ozfﬁ
ethics and historiography) but pleasute (priti, ananda). The pleasurq%ang
knowledge, both s#z generis, atoused by poetry are not distinct from gach 5

other but are two aspects of the same thing (#a caste pritwyutpatti bbz/marzg?ﬁc
eva, dvayor apy ekavisayatvat, Dh.A.L., p. 336).
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rabhidha, cf. Power of denotation.

iybhtjﬁzznaéakuntalﬁ, 541,

iabhilaga, cf. Longing.
‘Abhinavabharats, XXXV, XLVIII,

. XLIX.

~Abhinavagupta, XIX, et passim.

"abhinaya, cf. Representation.
Absolute, brahman, 471",

- Accessory aim, prayojana, 64,
Accomplishment, samapatti, 62,
adbhuta, cf. Marvellous Rasa.
adbhutabhoga, cf. Marvellous en-

joyment.

adhikarin, cf. Qualified person.
adhy avasty a, cf. Mental cognition.
Aesthetic cognition, 562,
Aesthetic Experience, XV, XXII',
- XXXV, 47'b, 60, 821,

Aesthetic perception, 43, 507, 54*.
Aesthetic pleasure, priti or ananda,
594, 641.

After-production, pascatkarapa, 39.

Agnipurina, XLVI, 268,
Aggregate, samiiha, 42,
aham, cf. Ego.

ahydaya, cf. Unaesthetic person.
aikagrya, cf. Conspiration.
Aim of poetry, kavyartha, 50.
Ajitapida, XVIIZ, XIX',
alaksyakrama, XX1X2,
alamkara, cf. Ornaments.
amarsa, cf. Indignation.
ananda, cf. Beatitude.
ananda, cf. Bliss.

Anandavardhana, XX!, XXV,
XXV XXVII, XXVIIT, XXIX,
XXX1V, XXXV, XLV], XLIX,
LI

anmvamala,  cf.
desire,

anaucity a, cf. Impropriety.

anga, cf. Gestures.

Anger, krodha, XV, 29, 711, 74.

ongikabhinaya, cf. Gestacular re-
presentation.

Arka, 641,

anubhava, cf. Consequents.

anubhava, cf. Experience.

anubhavana, 79.

anukara, cf. Imitation.

anukarana, cf, Imitation.

anukarana, cf. Reproduction.

anukirtana, cf. Re-telling.

anumzna, cf. Inference.

anumina, cf. Reasoning.

anupraveda, cf. Personal
cipation.

anusamdhana, cf. Realization.

anusamdhi ( or anusamdhana ), cf.
Realisation.

onusamdhi, cf, Unification.

anusmiti, cf. Recollection,

anuttamaprakiti,cf. Inferior nature.

Anuvyavasaya, 603,

Anxiety, arthacinta, 291,

Anxiety, cinta, 77, 78.

apahasita, cf. Vulgar laughter.

aparamirthika, cf. Unreal.

arabhati ( vriti) cf, Hornific stvle

Maculation of

parti-
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Arrangement, sammivesa, 42.
artha, cf. Material property.
artha, cf. Reality.

arthacinta, cf. Anxiety,
arthakriya, cf, Causal efficiency,
arthita, cf. Requirement.
Artificial, k;trima, 29,

Artxstic mtumon, pratibhﬁ
Astomshment vzsmaya, XLVI.
asvadana, cf. Tasting.

atihosita, cf. Excessive laughter.
atman, cf. Self.

aucitya, cf., Correspondence.
Audramagadhi ( pravitti ), 69,

avagamanasakti, cf, Power of com-
munitcation.

Avanti ( pravitti ), 69,
Avantivarman, XVII2, XX,
XXXI.

avesa, cf. Immersion,

bala, cf. Power.

Beatitude, ananda, XXI111', 47.

Beauty, sauncarya, 82.

Benediction stanza, nand, 652,

Bhairava, 821.

Bhamaha, L, 103",

bhakti, cf. Religious devotion,

Bhtna, 641,

Bharata, X1V, XVI, XVII, XXI,
XLIX, 25,272, 28, 28', 29,
318, 33, 40, 41, 422, 502, 52,
652, 663, 67, 711', 76, 77, 772,
80, 80¢, 98, 104, 105.

bharati ( vstti ), cf. Eloquent style,

Bhartrhari, XX1V, XXXI12, 561,

bhasa, cf. Dialect.

Bhaskari, 56>

Bhatta Lollata, XVII, XVII?,
XVIl, XIX, XIX!, XXXV,

XXXVI, 25, 261, 263, 27, 28,
282, 49, 621 1097,

GLNERAL INDEX

Bhatta Naiayana, XLII, N

Bhatta Nayaka, XX, XX, XXI
XXIII, XX1V, XXVI, XXXV,
XXXVI, XLVI, L1I, 43, 44'b

451, 47 &, 49, 50, 51, 514, 52%
583, 107, 107‘ A

Bhatta Tauta, XX,

Bhatta Tota, XXXV, XLVIII, LI,,
L1I, 33, 331, 352,

bhava, cf. the matter of Rasa.

bhavana, cf. Propulsion.

bhavona, cf. power of revelation.:,

bhavyamane, cf. Revealed.

bhaya, cf. Fear.

bhayanaka, cf. Terrible Rasa, ’

bhoga, cf. Enjoyment,

bhoga, cf. Fruition.

bhogikarana, cf. Bringing about
enjoyment. a

Bhoja, 471

Bhojavitti, 473,

Bhuvanabhyudaya, XI1X',

bibrotsa, cf. Odious Rasa.

Bliss, ananda, 601,

Brahma, 937, 98.

brahman, XX1V, 115.

Brahmana Nayaka, ie.,
Nayaka. .

Bringing about enjoyment, bhogi--
karano, 50.

buddhi, cf. Mental substance.

Buddhist, XXIV, XXVII, 951,

Buddhistic Idealism, Vl_]ﬁanavada
XXXVIIL

camatkara, cf. Wonder. i

camatkara, 54*, 59, 59%, 62, 81,
97, 100, 104, 114.

caficalya, cf. Mobility. 3

Capacity to produce effects, artha-«
kriyakaritva, 317,

Casual efficiency, arthakriya, 31,
95,957,

Bhatta,
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Cause, karapa, XVI.

 cintd, cf. Anxiety.

cittacamatkara, cf. Self-flashing of
thought.

Clearness, prasanna, 111,

_Cognition, jiopti, 84.

‘Cognition, vijiiana, XVII',

-Combination, somyoga, 25, 82, 86.

Comic Rasa, hiisya, XVI, 28, 76,

Command, vidhi, 52, 524,

Compactness, ekaghanata, 73'.

Conscious effort, prayatna, 29.

Consciousness, samvid, XL#%, 34,
47, 51,

Consequent, aaubhzva, XVI, 25,
26, 29, 39, 42, 170,72%, 77,78,
104, 110.

Conspiration, aikagrya, 78.

Constituent elements, guna, 462

.Contentment, dh;t1, 78,

Conventional meaning, XXVI1I.

Correspondence, aucitya, 81.

Creative inspiration, karayitii pra-
tibha, 1.

Creator, Prajapati, XLVIII.

Critics, vyakhyat;, 33.

Daitya, 947,

Daksinatya ( pravitty ), 691,

Dandin, XVII, XVI14 L, 27,

Dasariipa, 29!, 422, 641, 66°.

Death, maranpa, 29'.

Defects, dosa, 45.

Defined, myata, 109.

Delight, rati, 29, 352, 717, 73, 74.

Demons, 98.

Depression, dainya, 78

Determinant, vibhava, XVI, XLIX,
25, 26, 27, 28, 282, 29, 35, 35°,
38, 42,421, 44, 45, 51, 594,
62, 70, 722, 73, 733,76, 17, 78,
791, 80, 81, 82, 84, 86, 87, 100,
10%, 103, 104, 105, 110, 111,
112,
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Devoid of obstacles, nirvighna, 56.

dharma, cf. Moral and Religious
duty.

Dharmakirt;, XXXI112, 377, 332,
42, 56,

dhru, cf. Contentment.

dhruva, 40,

dhvananavyapira, cf. Power of evo-
cation,

dhvani, cf, Resonance.

dhvani, cf. Suggestive poetry.,

Dhvanyaloka, XX,  XXVII,
XXVII, XIX, XXXV,

Dialect, bhasa, 65.

Dilatation, vistara, 46 2, 47,

Dimo, 641,

Direct expetience, saksatkara, 54.

Direct perception, dei $ana, 49.

Direct perception, pratyaksasak-
satkarokolpa, 96.

Disgust, jugupsa, XV, 74.

Distinct apprehensions, vikalpa,
562,

Distiess, ulvega, 291.

dosa, cf. Defects.

Drama, 41.

druti, cf. Fluidity.

Effects, karya, XVI.

Ego, aham, XL4.

ehaghanata, cf. Compactness.

Elements of principal order, stha-
yibhava, 17°.

Eloqueunt style, bhdrat: vitti, 683,

Emotions, Bhiva (or sthayibhava),
XV.

Energy, utstha, 717,

Enjoyment, bhoga, 46, 50, 62.

Enumeration of the loved one’s
me1us, gunakirtana, 297,

Erotic Rasa, §3rigfira, XVI, 27, 291,
318, 34, 683, 711, 761, 87.
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Excessive laughter, afihasita, 284,

Expansion, vikasa, 46'%, 47.

Experience, gnubhiva, 50.

Extended, vitata, 56.

External combination, santagri, 42.

Extraneous interference, vighna,
XX113,

Fame, prasiddhi, 63.

Farce, prahasana, 63.

Fear, bhaya, XV, 74.

Fever, vyadhi, 291,

Firmness, sthairva, 29.

Fluidity, druti, 462, 47, 50.

Form of consciousness, pratipatti,
52¢,

Fruition, bhoga, X X111.

Furious Rasa, raudra, XVI, 27,
683, 76",

Gay style, kaisiki v tti, 68>,

Generality, sadharanya, XX11', 44,

General definition, szmanya-la-
ksana, 772,

General essence, samanya-laksona,
951,

Gentle laughter, vihasita, 281,

Gentle mind, sukumzramati, 82",

Gestacular representation, angi-
k& bhinaya, 30,

Gestures, anga, XVII',

ghtirpi, cf. Vibration.

‘God, Faramesvara, XL, XL,

Goddess of beauty, Sii, 59¢.

Grammarian, Vaiyakarana, 45.

Grandoise style sattvati vi1ti, 685.

gupa, cf. Constituent elements.

guna, cf. Quality.

Gunacandra, 562,

gunakirtana, cf, Enumeration of
etc.

Hara, 34,

Harsa, 311,

GENERAL INDEX

hasa, cf. Laughter.
hasita, cf. Smile.
hasya, cf. Comic Rasa.
Heart, h;daya, 60'.
Hemacandra, XIX, XLVIH;- ;ﬁg.}.g
262, 317, 841, T
Heroic Rasa, vira, XVI, 683,“74.:&;
761,
Heroism, utszha, XV, 29, 75, 4
Historical world, samsara, XL\Z@%""
Horrific style, arabhati vytti; f6§
hidaya, cf. Heart, ‘:Z* 2
Hrdayadarpana (i.e., Sahrd;a;‘}?i;"
darpana ), XX1, XLVI, 52%
iccha, cf. Will,
Idealistic Buddhism, vijianayada;
623,
Thamyga, 64,
Imagination, samkalpa, 60.
Imitation, anukarana, 413, 64%,
Imitation theory, XIX. |
Immersion, nirvesa or aveia, 62,
84. b
Immersion in an enjoyment; b 0"
gavesa, 59. “,g >
Impressions, uparaga, 82. .
Impressive feeling, rafijond, 96.,,5,%5
Impropriety, anaucitya, 94. “%@a
Indifference, Tatasthya or n*ag{la%
vasthya, 64, 81%, B
Indignation, amarsa, 29. p
Individual essence, visesa, 94..
Individuality, syalaksanya, 95.;
Ineffable quiescence,  mirvan
XX1v :

Inference, anumana, 44.

Inferior nature, anuttamaprakrtiy;
74. “’t‘f'

Initial presentaticn, prastawn“,wg
5. 3&

Inner perception, mznasapratya-«
ksa, 607, ‘
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lnner sense, manah, 47'2.

] Samty, unmada, 29,

] tonation, kaku, 40.

Intuition, pratibhana, L1, 49, 53.

tuitive consciousness, prajia,

~'LL

Invariable concomitance, vyapti,

S 56,

dsvara, cf. Unlimited Ego, or God.

“ data, cf. Stupor.

Jayapida, XVIII'.

Jayaratha, XXXVIIL

]naptx cf. Cognition,

]ugupsa, cf. Disgust.

ncture, samdhyanga, 41, 412,

Kaisikt ( vtti ), cf. Gay style.

kaksya, cf, Zones.

kaku, cf. Intonations,

Kalhapa, XI1X1, XX

Kalidasa, XXXV, 54', 60, 64*,

Kallata, 607,

}I_cama, cf. Love.

Kama, cf. Pleasure.

Kant LIL

Kaplla 73.

karana cf. Cause.

karayztn pralibha,

i+ inspiration.

karya cf. Effects.

_karuna, cf. Pathetic Rasa.

Kashmir, XVII?, XIX!,

c XXIIY, XXVI, XLII,

. 601,

katha, cf. Tales.

Kavyadarsa, XVII?, L%,

Kavyakautuka, XX, XXXV, LI?,
331, 99,

Kéayyalankara (of Bhamaha ),

- XXVIL, L3, 1022,

Kavyalankara ( of Vamana ), L4,

Kavyamimamsa, L1

cf. Creative

XX1,
33,
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Kavyanusasana, XLVIIL.

Kavyapradipa, 762,

Kavyartha, cf. Aim of poetry.

kavyartha, cf. Purpose of poetry.

kirtana, cf, Narration.

krodha, cf. Anger.

Ksemaraja, XVII2, XVIII, XX,

ksobha, cf. Shock.

Kumarasambhava 542,

Kumarila, XX1, 524, 561, 1022,

laksana, cf. Transfer.

Laksmi, 59.

lasya, cf. Women’s dance. .

Latent impression, vasana or
samskara, XV1, 26', 722,

Laughter, hasa, XV, 73, 74.

Laughter of ridicule, wupahasita,
284,

laya, cf. Lysis.

Learning, vyutpatii, 63,

Liberation, moksa, 717

Light, prakasa, XXI11', 47.

Limited, parimita, 56.

Limiting causes, niyamahetu, 57.

linga, cf. Logical reasons.

Local usages, pravytti, 68.

Locana, XXXIIZ, XXXV,

Logical reasons, linga, 27.

lokadharmi,” cf. Realistic repre-
sentation.

+Lollata, i.e., Bhatta Lollata.

Longing, abhilasa, 29'.
Love, kama, 28, 29L.

Lysis, laya, XX11I, XXIII', XLI,
62. ‘
Maculation of desire, zpavamala,

60%,
madhura, cf. Sweetness.
madhyasthya, cf. Indifference.
Mahe$varananda, XXIX,
Mahimabhatta, XXVI, 317, 47:b,
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M-latimadhava, 98",

Mammaty, XXI11, 321, 4713,

manah, cf. Inner sense,

manah, cf. Mind.

manasadhyavasaya, cf. Mental cog-
nition.

manasapratyaksa,
ception.

mandapa, cf. Pavilion.

Mandara, 39, 59%

Manifested, vyangya, 51.

Manifested sense, vyangya, XX1X.

Menikyacandra, 112

marana, cf. Death.

Marvellous enjoyment,
bhoga, 60.

Maivellous Rasa, aibhuta, XVI,
76'.

Material property, artha, 71.

matter of Rasa, bhava, 701,

maya, XXI'.

Means, upaya, 49.

Means of knowledge, pramina,
85.

Memory, smyti, 26'.

Mental cognition, manasadhya-
vasaya, 60, 603, 691,

Mental perception, mancsapi atya-
Lsa, 54*.

Mental Series, santana, XXXVII.

Mental stupor, moha, XXII, 45.

Mental substance, buddhi, 462,

Mimamsaka, 45.

Mind, manah, 34°.

Mobility, caiicalya, 73.

moha, cf. Stupor.

moksa, cf. Liberation.

Moral and Religious duty, dharma,
711,

Mj cchakatila, 97.

mukhyavtti, cf, Prumary sense.

cf. Inner per-

adbhuta-
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Musical tempi, cf. Tala.
Mystical cognition, 562, -«
nndi, cf, Benediction stanza.&

Narasimhagupta, alias Chukhm%
XXXV. .

Narration, kirtano, 101,

Nataka, 63, 641,

Nature of things, vastuv; tta, 49.;

Natyadarpana, 562.

natyadharmi, cf. Theatrical ‘con=
ventions.

Natyasastra, XIV, XV, 263.

Natyaveda, 93.

nirvana, cf. Ineffeble quiescence;

nirvesa, cf. Immerssion.

nirvighna, cf. Devoid of obstacles:

nirviti, cf, Solution.

nispatti, cf, Production.

niyamahetu, cf. Limiting causes..

niyata, cf. Defined. o

niyata, cf. Particular being.

niyoga, cf. Order.

Noble person, uttamapiakiti, 39’

Non-ordinary nature, 54%,

Nyayamanijari, 49+,

Nyayasitra, 26', 682,

Objective thing, siddha, 85.

Obstacle, vighno, XXIIIY, XLI;
Xl.l,l‘, 55, 582, 62*%, 64, 67 73,?
734,

Odlogls Rasa, bibhatsa, XVI1,683,
7

ojosvin, cf. Powerfulness.

Order, niyoga, 52.

Ornaments, alamkara, 27, 45..

panaka, 85.

Pancali ( pravitti ), 691,

paramartha, cf. Supreme purpose.

parmarthika, cf, Real.

Paramesvara, cf. God.

parasamitti, cf. Consciousness. -«

paraviiti, cf. Revulsion,



parimita, cf, Limited.
paripar$vika, cf. Assistant.
Particular being, niyata, 39.
Particular definition, cf. viseso-
. laksana, 772
Particularity, viSesa, 55, 95.
Patafijali, XLII.
Pathetic Rasa, karupa, XVI, 315,
43,761, 107.
Pavilion, mandapa, 65.
Perfect combination, samyagyoga,
7R,
Permanent, sthyayi, XV'.
}’ermanent feeling, 77, 110.
Permanent mental movement, 84%,
Permanent mental state, sthayi-
bhova, 26, 27, 301, 31, 38, 40,
42, 43, 431, 75, 80, 803, 106.
Permanent participation, anupra-
veSa, 814,
_ Personality, svatma, 39.
. Philosophers, tattvacintol.a, 332,
" Poetical meaning, XXVIII.
"Power, bala, 29,
“Powerfulness, ojasvin, 111.
“Power of communication,
¢ gamanasakti, 31.
‘Power of denotation, cf. abhidha,
. 45,
. Power of evocation, dhvananavya-
para, 50'.
Power of revelation, bhinana, 45,
*Plato, XLVIL.
:Pleasure, kama, 711,
_Pleasure, priti or ananca, 114.
‘Pleasure, sukha, 31, 72, 115,
Prabhakara, XVIII3, 524, 641,
‘Practical exisience, samsarika-
bhava, 96.
Practical life, vyavahara, 332.
‘prahasana, cf, Farce,

ava-
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Prajapati, cf. Creator.

Prakaranpa, 64".

prakasa, cf. Light.

Prakrti, 42%

prajia, cf, Intuitive consciousness.
Prakasga, cf. Light.

pramana, cf. Means of knowledge.
Pramanavarttika, XXXI1?, 332,
prasanna, cf, Clearness.

prasiddhi, cf. Fame.

prastavana, cf. Initial presentation,
prataparudriya, 73'.

pratibha, cf. Artistic intuition.
praubha, cf, Supreme Vocality.

pratipatti, cf. Form of Conscious-
ness.

Pratyabhijiia-karika, XXXVII',
pratyaksasaksotkarakalpo, cf. Di-
rect expelience.
pravitti, cf, Local usage.
prayatna, cf. Conscious effort.
prayojana, cf. Accessory aim.
Preliminaries, pariarcnga, 65.
Primary sense, mulkhyo v;iti, 263,
Principal forms of consciousness,
sthayibhavo, 71,
priti, cf. Aesthetic pleasure.
Production, nisratti, 84.
Production of actions
sady$akarana, 39.

Production of Rasa, rasa-nispatii,
85, 86.

Propulsion, bhavana, 52, 524,
Purpose of poetry, kavyartha, XV,
Purvamimamsa, 524,

purvaranga, cf. Preliminaries.
Qualified person, adhikarin, 52,
Quality, guna, 45.

Quiet, $ama, XXXVI.

Quietistic Rasa, Santa,
XXXVIL

similar,

XVI,
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Rajadekhara, L, LI,

Riama, XVIII, 263, 32, 34, 37, 38,
40, 433, 44, 583, 63, 632, 662,
76, 86, 95%, 97,99, 100, 107,
110, 112, 114.

Ramacandra, 562.

Ramayana, 94.

rangapitha, cf. stage,

rafjana, cf. Impressive feeling.

Rasa, X1V, XV, XVI, XVIII, XX,
XXI, XXV, XXIX, XXXV,
XXXVI, XLVIII, XLIX, 235,
263, 28, 29, 33, 38, 42, 43, 44,
444, 49, 50, 52, 544, 58, 62, 67,
692, 72,73, 76', 77, 772, 78,
79, 791, 80, 807, 81, 84, 85, 86,
861, 94, 96, 102, 103, 104, 105,
1¢6, 107, 108, 109, 110, 111,
112, 113, 114,

rasana, cf, Relish.

rasana, cf. Tasting,

rasanigpatti, cf. Production of
Rasa.

Rasapradipa, XVIII3,

Rasayana, 75%.

rati, cf. Delight.

Ratnavali, 311,

raudra, cf. Furious Rasa,

Ravana, 97.

Raving, vikalpa, 29'.

Real, paramarthika, 41.

Real nature, vastuvitta, 33.

Realisation, anusamdhi, XVIIL.

Realistic representation, loka-
dharmi, 69,

Reality, artha, XX1V, 78.

Realization, anusamdhzna, 26.

Reasoning, anumana, 49.

Recollection, anusmyti, 291,

Relation, sambandha, 78.

Religious devotion, bhakti, X132,
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Relish, rasans, 62. )

Re-perception, anuvyavasayg, 413,
99, 101.

Representation, abhinaya,.3

Reproduction, anukarand;,,i ;634

Requirement, arthita, 52.

Resonance, dhvani, XX1X..

Rest, visranti, XXII1', 47,63

Re-telling, anukirtana, 41’?;{

Revealed, bhavyemana, 15..

Revealed word, $ruti, 49.

Revelation, bhavana, XXI, XXgI},
50,

Revelation, $ruti, 52.

Revulsion, paravetti, XXIV.

$abda, cf. Verbal testimony.-

sadharanya, cf. Generality.

Sahityadarpana, 471,

Sahrdayadarpapa, XX, XXI.

sahrdayatva, cf. Sensibility.

Saiva schools, 602,

Sakuntala, 60,

$ema, cf, Serenity.

samagri, cf. External combmauom

samanyalaksapa, cf. General Ldeﬁ“«
nition.

samapatti, cf. Accompl‘ishmehtj;

Samavakara, 64°.

$amba, 524

sambandha, cf. Relation.

Samcarana, 9.

samdhyarnga, cf. Junctures.

samkalpa, cf. Imagination.

Samkhya, 42, 42%,46'=,

samkramona, cf. Transfer.

samnivesa, cf. Arrangement.

samsﬁra cf. Historical world‘

eeeee

perlencc
samsarika existence. 46'2,
samskara, cf. Latent Impression.,
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;samuha cf. Aggregate.

sanwid, cf. Consciousness.

.Samyagyoga, cf. Perfect combi-

= nation,

samyoga, cf. Combination.

‘Sankaravarman, XVII2, XX*

‘Sankuka, XVII?, XIX, XIX,

XXXV, 27, 317, 32, 33, 37,
374, 38, 45', 613, 80, 803. 817,
1102

:Santa, cf. Quietistic Rasa.

‘santana, cf. Mental series.

;’sa{tva 115.

-Sattvati (vrtti ), cf. Grandoise

o style. ,

-saundarya, cf. Beauty.

Self, atman, XL*,

‘Self-flashing of thought,

- camatkara, XLVI.

Sélf- knowmg, svasamvedanasiddha,

5 544,

‘Sensibility, sahrdayatva, XLIII'.,

Seremty, $ama, XVI1, 711,

seva, cf. Sexual enjoyment.

‘Sexual enjoyment, seva, 29,

Shock, ksobha, XLVII.

siddha, cf. Objective thing.

slksa, cf. Skill.

Similitude, 32L

Stta, 38, 43, 433, 107.

Siva, cf. God.

Siva, 542, 821

Sivadrsti, XLVI', 607,

Sivastotravali, XLVIL,

Sivasatra, XLVI*.

ill, siksa, 29.

ight smile, smita, 28%,

smita, cf. Slight smile.

mile, hasita, 28+,

«smrti, cf, Memory.

$oka, cf. Sorrow.

‘Solution, nirvyti, XX

citta-
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Somananda, XLVI, 60",

Sorrow, §oka, XV, 29, 74,

spanda, cf. Vibration.

Spandakarika, X1X1, 601,

spandamanatad, cf. State of vibra-
tion.

Spaninirpaya, Bhatta Lollata quot-
ed, XVII2, Bhatta Nayaka
quoted, XX1,

Spanda school, XLVL

Sphota, 45.

sphuratta, cf, Vibration.

$rama, cf, Weariness. .

$ri (Laksmi), cf. Goddess of
beauty.

$rngara, cf. Erotic Rasa.

Stage, rangapitha, 65.

State of Indifference, tatasthya,
XXI11,

State of vibration, spandamanata,
XLIII

Stavacintamani, XLI1.

sthairya, cf. Firmness.

sthayi, cf. Permanent,

Sthayibhava, 76".

sthayibhava, cf. Elements of prin-
cipal order.

sthayibhava, cf. Emotions.

sthayibhava, cf. Principal forms of
consciousness.

Stupor, jadata, 291.

Stupor, moha, XXI1.

Style, vytti, 68, 683,

Suggestive poetry, divani, 113,

sukha, cf. Pleasure,

sulkumaramati, cf. Gentle mind.

Sun God, 52*%,

Supreme purpose, paramartha, 711,

Supreme Vocality,  pratibha,
XLVIIIL

svalaksanya, cf. Individuality.
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Svarthanumanoepariccheda, 332,

svatma, cf. Personality.

Sweetness, madhura, 111,

Tales, katha, 95.

tamah, XX11,

Tantraloka, XXXVII', XXXVIII.

Tentrasara, XLV,

Tantravartika, 1022,

Tasting, asvada, 48, 507, 544, 62.

Tasting, rasend, 49, 86.

tatasthya, cf. State of indifference.

tattvacintaka, cf. Philosophers.

Teaching, upadesa, 63.

Terrible Rasa, bhoyanaka, XVI,
56, 76,

Theatrical conventions,
dharmi, 65.

Thought, vimaria, XL%, 601,

Three constituent elements, gunas,
46'a,

Transfer, laksana, 102",

Transfer, samkramana, 52.

Transitory feelings, 78.

Transitory mental movement,80%,
813,

Transitory Mental State, vyabhi-
caribhava, XVI, XVII, 25, 29,
42, 75%,

Transitory state, 26, 110.

Transitory sentiments, 77.

Udayana, 31.

Udbhata, XVIII', XXVII', 1022,

udvega, cf. Distress.

ullukasana, 59, 592.

Umﬁ., «54 )

Unaesthetic person, ahidava, 67.

Unification, anusamdhi, 95.

Uniformity, ekaghanata, 58.

Unlimited Ego, 56°.

unmada, cf. Insainty.

Unreal, aparamarthika, 55.

nafo-
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upadesa, cf. Teaching.

upahasita, cf. Laughter of ridicule?

upanuti, cf, Analogy.

uparaga, cf. Impression.

upaya, cf. Means.

Utpaladeva, XXXVII, XLVI, 60%

utstha, cf.°Heroism or Energy.

utsy stikarnka, 64'.

uttamaprakiti, cf. Noble person

vice, cf. Voice. 1

vacikabhinaya, cf. Verbal représ
sentation,

vaiyahorasa, cf. Grammarian,

Vakyapadiya, XX1V', XXX11%

Vamana, L.

vasona, cf. Latent Impression.

vastuvstta, cf. Nature of things.

Vasubandhu, XX1V.

Vasugupta, XVI1%, XLVL

Vitsyayana, 68.

Vatsyayanabhasya, 682 .

Verbal representation, vaczkabh;-
naya, 30.

Verbal testimony, $abda, 44, 1&7

vibhava, cf. Determinant.

vibhavana, 78, 791,

Vibration, spanda, 60.

Vibration, sphuratta or ghlirni, 60°,

vidhi, cf. Command. ‘

Vidyacakravartin, 4712,

vighno, cf. Extraneous interference:,

vighna, cf. Obstacle.

vihasito, cf. Gentle laughter.

vijiana, cf. Cognition.

vijignavada, cf. Buddhistic Idea—;
lism.

Vijianavadin, 62,

vihalpa, cf. Distinct apprehensxon

vikalpa, cf, Raving.

vikasa, cf. Expansion.

vimarsa, cf. Thought.
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vira, cf. Heroic Rasa,
vismoya, cf. Astonishment.
vismaya, cf. Wonder.

visesa, cf. Individual essence.
viSesa, cf. Particularity.

visesalaksona, cf. Part cular defi-
nition.
Visnu, 59.

visrtnti, cf. Rest.

vistara, cf. Dilatation.
Vi$vanitha, 47'3, 797,

vitata, cf. Extended.

Vithi, 64'.

Voice, vac, XVII.

vitti, cf. Style.

Vulgar laughter, epahosita, 284,

vyabhicaribhma, cf. Transitory
Mental State.

vyadh, cf. Fever.
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vyakhyats, cf. Critics.

vyaktiviveka, 317, 47,

vyang)a, cf. Manifested sense.

vyapti, cf. Invariable concom:i-
tance.

Vyasabhis) a, 261, 757.

v avahtro, cf. Practical life.

Vyayogo, 641,

vyutpotti, cf. Learning.

Weariness, Srama, T1.

Will, iccha, 60'.

Women's dance, lasya, 40, 663.

Wonder, vismaya, XV.

Wonder, camatkara, XLV.

Yogasatia, 26, 757, 822, 112%.

Yoga system, 46'2.

Yogmasistha, XLVL.

Zones, kaksya, 63.
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