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PREFACE

The commentary by Abhinavagupta on the famous
sitra by Bharata, vibhavanubhdvavyabhicirisamyogid rasa-

_nigpattih (Nagya Sastra, VI, prose after v. 33) constitutes

the most important text in the whole of Indian aesthetic
thought. It forms part of the Abhinavabharati, the com-
mentary written by Abhinava Gupta on Bharata’s Natya
Sastra®. Apart from the teaching of Abhinavagupta,
which is given its most lucid expression in these pages,
this work is particularly valuable in that it contains a
summary of the principal theories on poetics enunciated
by the predecessors of Abhinavagupta, whose works have
been lost or have not yet come to light.

A great part of later Indian poetics draws its inspi-
ration, in the matter of aesthetic experience, from this
commentary, The 4th Chapter in Mammata’s Kdvya-
prakasa—and, by implication, all the works that stem from
it—is nothing but an epitome of it. The commentary
(viveka) added by Hemacandra, the great Jaina poligraph
(12th century), to his own Kavydnusdsana reproduces it
word for word (except for a few variations)®. While

1) The Négyofdstra of Bharata with the commentary by Abhinavagupta
(the Abhinavabharast) has been edited by Monavalli Remakrishna. Kavi, Gack-
wad Oriental Series, Baroda (Vol. I, no. XXXVI, 1926; vol. II, no. LXVIII,
1934; vol. III, no. CXXIV, 1954. The fourth volume is still to come). The
commentary on the aforesaid sfitra is to be found in the first volume, pp. 274
to 287.

9 The Kavydnufdsana of Hemncendro, with the commentaries Alariks-
recud@mapi and Viveka, edited by Rasiklal C. Parikh, Bombay 1938.
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PREFACE

Mapikyacandra (13th century) in his commentary on
Mammata’s Kdvyaprakdéa does no more than copy and
simplify, at the very most, the viveka of Hemacandra V.

Abhinavagupta’s commentary was edited for the first
time by S.K. De®. This edition is full of mistakes and,
in many places, is completely incomprehensible.

It was also published a second time in Kavi's edition
of the Abhinavabharati. This edition represents, undoub-
tedly, a notable adyance on that of De. Nevertheless,
it contains many mistakes.

Another edition, in which a great part of Abhinava-
gupta’s commentary is reproduced, is that of the viveka
added by Hemacandra to his Kdvydnuédsana. Minikya-
candra quotes several passages from this viveka in hjs
Kévyaprakasasamketa.

Certain passages of Abhinavagupta’s commentary are
quoted with corrections that are not always very happy
in the sanskrit appendix to K. Ch. Pandey’s book, Indian
Aesthetics (Banaras 1950).

My edition is based, in the main, on that of the A4bhi-
navabharati and on Hemacandra’s viveka. Abhinavabha-
rati’s edition was prepared from several manuscripts all
of which were fragmentary. The edition of Hemacandra’s
viveka—which is nearly always correct—has allowed me to
reconstruct, with certainty, several passages whose mean-
ing seemed to have been hopelessly corrupted. In the
critical apparatus I have quoted the following readings:

1) The Kéoysprakifa of Mammatn with the commentary (°samketa) by
Migikyacandra, edited by Dr. R. Shama Sastry, Mysore, 1922.

9 The Theory of Rasa, Appendix, Sir Asutosh Mookerjes Silver Jubiles
Volumes, Vol. III, Orientalia, Part II, pp. 240-253.
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D: the edition of S.K. De?.

G: Kavi’s edition of the Abhkinavabharati®.

H.C.: the edition of the viveka by Hemacandra.

M.C.: the edition of the Kdvyaprakdfasamketa by
Mapikyacandra.

P: the passages quoted by K. Ch. Pandey in his
Indian Aesthetics. '

Where I was in doubt, I have given the preference, in
general, to the reading accepted by the Abhinavabharati’s
edition. I have not quoted the many places where I have

made changes in punctuation of the earlier editions. These

changes speak for themselves.

Until new manuscript material in a better state of pre-
servation than that available at present has been found,
the collation of the fragmentary and often corrupt MSS.
now in existence can only be in my opinion of scant help
in re-establishing the doubtful passages. It can only con-
firm the readings accepted by M.R. Kavi. For this reason,
I have preferred to put my trust above all in the data
banded down by tradition and accepted in other works
and in a critical study of the text itself.

1) Whero it is not specifically stated otherwise in the critical apparatus
De's readings agree with those of Kavi or are variations or misprints of no
importance.

9 Some passages of Kavi's edition are enclosed between ronnd or square
brackets. I have quoted them in the critical apparatus. With regard to
these brackets, Mr. Kavi says: * Wherever corrections are only ‘suggested the
letters are enclosed in brackets with a question mark following the incorrect
letters or words and wherever lstters or words are thought to be understood
they are merely enclosed in brackets so that the reader may read along ignor-
ing the paranthesis... The square brockets indicate that the portion which
they enclose is redundant’ (4.Bh., I, Pref., p. 11).

[xv]
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PREFACE

It is not improbable that a few passages were added
to the text under the influence above all of Hemacandra.
The original form of the text is probably that published
by SK. De. In his edition certain minor passages are
omitted and the first words only of some stanzas appear.

_The object of these additions was to complete and eluci-
date certain passages. They do not alter in any way the
thought of Abhinavagupta. I have therefore considered
it best to leave them in the text .

In the notes to the translation—the first to appear
of these pages—I have sought to justify my interpretation
‘of all the most difficult points and to give an explanation
of the concepts involved quoting such texts as appeared
to me of value for the understanding of the passages in
question and, thus, of the aesthetic thought of one of
the most profound and keenest minds that India has
ever known.

As to the brief introduction, I have confined myself
to discussing the most salient points of Abhinavagupta’s
thought.

The language used by Abhinavagupta is a splendid
example of erudite mediseval sanskrit. In comparison
with the same author’s philosophical works, there is to
be found in these pages a more studied elegance, both in
the choice of words and in the structure of the sentences
(cf., for example, the abstract nouns ending in iman, which

1) Passages probably added are: 1) the first two pada of the etanza vivpd-

dhasmapy agddho ‘pi, p. 4 2) the two last pada of the stansa fokena kria-’

stambhas, p. 4 3) the last three pada of the stanza bhati patito likhansyds,
p- 5i 4) the stansa mapipradipapradhdyer, p. S; 5) the two stonzas gbhidhd
bhavand cényd (on the position of these two stansas, ¢f. the critical apparatus,
p. 13); 6) the sentence atra hi . . . °svabhdveyam iti, p. 16; 7) na vigaydvefavaiva-
fyem and na tfasthydsphusatvam, p. 25.

[xw]
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have a literary and poetic resonance, used twice by Abhi-
navagupta in this commentary: kagukiman, p. 20, and
éabaliman, p. 22).

T owe a profound debt of gratitude to Prof. Giuseppe
Tucci for his innumerable acts of kindness, encouragement
and advice. He allowed me free use of his precious lLi-
brary and read with me the proofs of text and translation.
His assistance in helping me to solve some difficult points
was invaluable.

I would also like to thank most particularly Prof. T.R.V.
Murti, of the University of Benares, who has very kindly
given me the benefit of his experience and learning.

RANIERO GNOLI.
July 30, 1956. '
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INTRODUCTION

In India, the study of aesthetics — which was at first
limited to the drama—has its origins in no abstract or
disinterested desire for knowledge but in motives of a
purely empirical order. The most ancient text that has
come down to us is the Ntya Sdstra (4th or 5th Century
A.D.?), which tradition attributes to Bharata. This is a
voluminous collection of rules and instructions concerned,
in the main, with the production of drama and the edu-
cation of the actors. Drama is considered as a form of
synthesis between the visual and aural arts. In it both
collaborate at arousing in the spectator, more easily and
forcibly than by any other form of art, a state of con-
sciousness sui generis, conceived intuitively and concretély
as a juice or flavour, called Rasa.

This Rasa, when tasted by the spectator, pervades
and enchants him. Aesthetic experience is, therefore,
the act of tasting this Rasa, of immersing omeself in it
to the exclusion of all else. Bharata, in a famous apho-
rism, which, interpreted and elaborated in various ways,
forms the point of departure of all later Indian aesthetic
thought, says, in substance, that Rasa is born from the
union of the -play with the performance of the actors.
The essence of this Rasa, of which Bharata speaks, be-
came the subject of study and analysis to a whole series
of thinkers, each of whom was anxious to contribute to
a clearer understanding of the words of the Master. The
earliest of these about whom we have any knowledge

[xxx ]



INTRODUCTION

(Dapdin and Bhatta Lollata ", who lived respectively about
the 7th and 9th Centuries) thought, curiously, that Rasa
was none other than an ordinary movement of the mind
(anger, pain, etc)) developed to the highest degree by
the combined effect of the play, the production and
the actors, etc. Rasa, Bhatta Lollata declared, is to be
found in the represented character and, by extension and
then metaphorically only, in the imitating actor. San-
kuka®, who lived a short time after Bhatta Lollata, disa-
grees decisively with the theory of his predecessors. Ac-
cording to him, Rasa is not an intensified but an imitated
state of mind. The actor imitates the state of mind of
the characters he is portraying and this imitated state
of mind is perceived by the spectators in the form of
Rasa. This perception is free of any relation to the
concepts of reality and non reality. A horse imitated by a
painter, Smikuka observes, does not appear to the spec-
tator as being either real or false: it is nothing more
than an image which ‘precedes any judgement of reality
or non reality.

The theories of Bhatta Lollata and Sankuka were vio-
lently criticised by Bhatta Nayaka®, one of the most im-
portant figures in Indian aesthetic thought.

Aesthetic experience, Bhatta Nayaka says, does not
depend either upon the intensification nor the imitation
of a etate of mind. According to him, these two theories
(put forward respectively by Bhatta Lollata and Saskuka)
are not enough to justify the special nature of aesthetic
experience. The essence of Rasa, he says, is a pleasure

” Cf. pp. 30’32' below-
 Cf. pp. 32 £., below.
»Ct
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which has no relationship with any particular ego. The
aesthetic state of consciousness—whether its material is
anger, love, pain, etc.—does mnot insert itself into the
texture of everyday life but is seen and lived in complete
independance of any individual interest. The images con-
templated on the stage or read in poetry are seen by the
spectator independently of any relationship with his ordi-
nary life or with the life of the actor or of the hero of
the play or poem and appear, therefore, in a generalized
(sddhéranikria, sédharana) way, that is to say, universally
and freed of individuality.

The universality of the aesthetic experience, which
Bhatta Niyaka discovered, was accepted and elaborated
upon by Abhinavagupta V. This state of generality, implies
the elimination of any measure of time and epace (time
and space belong to discursive thought) and, by implication,
of the limited knowing-subject, who is conditioned by
these but who, during the aesthetic experience, raises
himself momentarily above ‘time, space and casuality
and, therefore, above the stream of his practical life, the
samsira ®, Aesthetic experience marks a definite break

l)fAbhlm;;;:le' son of Narasimhagupts, alias Cukhula, was born in Ka-
ehmir dufing thé second half of the 10th. century from a illustrous brahmin
family. He is one of the chicf representatives of the religions speculation,

. thought and rhetotic in mediacval Indis. His most important works in these
. fields are 1) the Tontrdloka, a vast encyclopedia, written in verses and dealing
; with the religious concepts and the rites of the faive schools; 2) the Tvarapra
i tyadhijAdvicrtivimargint, a detailed commentary to the #iks of Utpaladeva on
* his own karikss, finished in 1014 A.D.; 3) the Abhinovcbharatt, a commentary
! on the Néjya Sastra of Bharata and the Dhvanyslokalocana, a commentary
. on the Dhvanysloks of Anandavardhans. His principal masters were Sam-
| bhunitha in tantrism, Lakymapagupta disciple of Utpaladéva in philosophy,

\ Bhagta Tota and Bhaftendurdja in rhetoric.

& 9 CL pp. 63 £, 112, below.
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INTRODUCTION

with samsdra, which is domindted and conditioned by
the law of cause and effect. It opens like a flower born
of magic, without relationship, in time or space, with
the practical life which precedes it and which, after it,
renews itself and returns to its normal course . In this
. way, Bhatta Niyaka and Abhinavagupta rescued the
' idea of Rasa from the primitive and too concrete form
which it had been given by Bhatta Lollata and Sapkuka,
:Rasa is not a thing in itself, formed previous to the act
of consciousness by which it is perceived, but the con-
sciousness itself (and therefore the perception) which,
" freed from. external interference and from all practical
desires, becomes Rasa or aesthetic consciousness ¥, The
subject, when immersed in this state, finds, in it, the ful-
filment of all his desires: in this sense, therefore, Rasa is
pleasure, beatitude, rest, lysis. Aesthetic consciousness has
no end outside itself. It is completely self-sufficient and

is therefore pleasure, bliss, rest®, Aesthetic experience

postulates, of necessity, the extinction of every practical
desire and, therefore, the submersion of the subject in the
aesthetic object to the exclusion of all else. The appearance
on the horizon of consciousness of practical desires and
needs, etc., breaks, ipso facto, the compactness of the
aesthetic experience by intruding upon it external and
dispersive elements, i.e., the so-called obstacles, which are
raised by the disturbing influence of the ego .

The examination of the relationship between aesthetic
experience and religious and mystic experience, to which

1 Cf. p. 59, n. 1, below.

9 Cf. pp. 71, 96, etc., below.
9 Cf. e.g., p- 11, below.

4 Cf. pp. 17 ., below.
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Indian thought always returns with especial interest, is
one of the aspects peculiar to the aesthetic thought of
Bhatta Nayaka and, with a clearer understanding, to that

of Abhinava. In India, thinkers have never dissociated ".'\

abstract speculation from a concrete realization of its
complicated metaphysical structure, which they felt them-

gelves attracted by their nature to translate into living

reality. This position, at once metaphysical and psycho-
logical, led them, with the passage of time, to conceive

reality in an idealistic form. Indian thought, following

different if not opposed lines to those of Western idealistic
thinkers, perceived, at a certain moment, that reality is

. consciousness or thought and that everything which is

around us rests, in the last analysis, on the Self. Aesthetic
speculation, which was born and grew up on the edge of
metaphysical thought, did not omit, therefore, to enquire
into the relations and differences existing between it and
religious experience. The first. to face this problem was,
in all probability, (\Bha;;a Nayaka; who maintained that
aesthetic experience, being characterised by the immersion
of the subject in the aesthetic object, to the exclusion of
all else and therefore by a momentary interruption of

his everyday life is akin to the beatitude of ecstasy or -

the experience of brahman". Any form of pleasure is an
epiphany, even if distant and colourless, of the divine
beatitude, which is the very essence of consciousness®.

" Aesthetic experience, being characterised by disinterested

and impersonal pleasure, is a modality sui generis of
the unbounded beatitude that appears to the yogin in

1 Cf. pp. 54 £, below.
] Cf. P, 87' n. 3. b'lo"o
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his ecstasy and, in his eyes, transforms samsdra into
nirvina. The mysterious conversion of pain into plea-
sure, which accompanies the full realization of one’s
own Self, is to be found equally in aesthetic experience,
which possesses the magical power of transfiguring
the greatest eadness into the disinterested pleasure
of contemplation. Pain, which is mobility, inquietude,
has no place in aesthetic experience, which is rest, lysis
and the fulfilment of all desires—unless it is converted
( magically into pleasure”. Abhinavagupta, while accepting,
on the one hand, the solution put forward by Bhatta

. Nayaka, did not fail, on the other, to show up clearly the

boundary lines which separate the state of mystical con-
sciousness from that of aesthetic consciousness. Religious
experience, he argued, marks the complete disappearance
of all polarity, the lysis of all dialexis in the dissolving
fire of God: Sun and Moon, day and night, good and evil
are consumed in the ardent flame of consciousness. The
yogin remains, as it were, isolated in the compact solitude
of his consciousness, far beyond any form of discursive
thought ®, In aesthetic experience, however, the feelings
and the facts of everyday life, even if they are transfigured,
are always present. In respect of its proper and irriducible
character, therefore, which distinguishes it from any form
of ordinary consciousness, aesthetic experience is not of
a discursive order. On the other band, as regards its con-
tent—which is nothing but ordinary life purified and freed
from every individual relationship—aesthetic consciousness
is no different from any other form of discursive con-

1) Cf. p. 90, below.
9 CL. p. 100, below; LP.V.V., I1I, pp. 850-1.
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sciousness. Art is not absence of life—every element of
life appears in aesthetic experience—but it is life itself,
pacified and detached from all passions”. Further de-
votion (which is a preliminary and unaivoidable mo-
ment of religious experience) postulates the complete
abandon of the subject to. the object of worship, God,
Parame$vara ®, who, although being immanent and con-
substantial, according to Abhinavagupta, with the thought
which thinks Him, becomes in the religious moment as
if transcendent to it and separate from it ®. The purpose
of the yogin is to identify himself with this transcendental
object. Religious devotion implies therefore a constant
drive towards an end which is outside it and, as such, is
the very antithesis of aesthetic experience, which is per-
fect self-sufficiency. '

What is the nature of poetic language? This problem
attracted the attention, in the 9th century, of a rhetorician
and philosopher by the name of Anandavardhana 9 In
a justly famous book, on which Abhinavagupta was to
comment a century and a half later, called the Dhvanyd-
loka, Anandavardhana reached certain conclusions which
were accepted, with some rare exceptions, by all later

.Indian aesthetic thinkers. Poetic language, he says, is dif-

1 A. Bh., I, p. 340 (cf. Raghavan, p. 104): totra sarvarasdnd m §8ntapréys
eodsvddab, vigayebhiyo siparierstyd |

% The bhaksi, religious devotion, is paromedoaravilaycvoivafycsamivefaripd
a.p.v.v., 1, p. 25). CL p. 100, below.

% In the very moment that thought (vimarés, satpvil, ete.), which, in
reality, is nothing but subject, becomes the object of thought (i.c., when it
is taught, meditated upon, etc.), it trapsforms ftself into the images of Ego
(aham), Self (dtman), Conmscicusncss (samvid), God (Tévora, Paramefvara,
Siva), etc. This concept is fully doveloped and discussed in the LP.V.V.
“d in th’ T.F.VO' I. 5. ao 15’11. Cf. a‘.o th' T.PIVCVQ' I ppo 55. 560

4) “0 P. 59' D l' h’ﬂ"
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ferent from the language of prose: it arouses in the reader
echoes and feelings—in a word, aesthetic experience—

"foreign to prose, whose value is purely informative and

didactic. The words in a prose text have, according to
Indian linguistics, two or, in the view of some writers,
three powers, of which the chief one is the power of deno-
tation (abhidha), the faculty, that is, of denoting a given
object. Clearly, the power to arouse aesthetic experience
cannot be rediiced to this. Anandavardhana conceives ae-
sthetic experience in terms of a power (of a function,
vydpdra, olsti) which makes manifest, unexpectedly and
without any noticeable bridge, a new sense, independent
of the conventional sense. To this new sense, which is
none other than Rasa, this school gave the name, which
is difficult to translate, of dhvani, sound, or, more speci-
fically, rasadhvani, the sound of Rasa. Inhis commentary,
Abhinavagupta goes on to specify the relationship which
exists between the words and Rasa. This is neither a

v gy g
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further usefulness. The poetic word, on the contrary, is
an end in itself and, once read and tasted, loses nothing
of its intrinsic value, but remains, as it were, virgin and
intact ¥, Art, Abhinavagupta says, in contradiction to
Bhatta Néayaka and to tradition in general, is not instruc-
tive, except indirectly, in so far as it sharpens the ae-
sthetic sensibility and, therefore, the consciousness .

* 'While the aesthetic experience, which concerns the
spectator above 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 thinkers to study the nature of the birth of a work
of poetry were Anandavardhana and Bhatta Tota and later
Abhinavagupta, his immediate disciple. *In the infinite
sea of poetry ”—writes Anandavardhana—* the poet is
the true and sole creator and as it pleases him to create

so the whole grows and is transformed ”?®. The pdet——_‘\. .
is at once he who sees (the seer, 7si) and he who is |ii
able to express that which he sees (varnandnipuna)?. ‘g' '
Rasa, the aesthetic state of consciousness, belongs, i

naturalistic relationship hetween cause and effect nor a
gnoseological relationship between the communicating sign

and the thing communicated, but a relationship between
what he calls—so as to distinguish the aesthetic fact from
any other—manifestor and manifested. Rasa is neither
caused nor made known by the poetic word, but is mani-
fested by it. Aesthetic experience, manifested (and not
produced nor expressed) by the poetic word, is not in a
relationship of cause and effect with that which precedes
and follows it, but marks, as it were, a magical break in
the web of relationships of which everyday life, samsara,
is woven. The prose word, Abhinava says, is simply an

instrument of information and, once it has fulfilled its
" tasks, that is to eay, once it has been perceived, has no

[ xxv1]
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reality, to the poet alone; it is nothing but his * genera-
lized * consciousness®, It fills him entirely with itself
and is translated spontaneously into poetic expression,
like a liquid which overflows from a vase or like the natu-
ral or pre-discursive manifestation of a state of mind
(interjections, exclamations, etc.)®, In other words, ar-

D Cf. p. 59, n. 1, below.

D Cf. p. 114, n. 2, below.

®» DhA., p. 498.

4) Cf. the stansas by Bhatta Tota, quoted by H.C., p. 432.

5 ABh., 1, p. 295: kavigatasddhdraptbhiitasamvinmilad ca kivyapu-
rabsaro nofavyiplrah, saiva ca samvit paramarthato rasab |

6) Dh.4.L., p. 86: rasaparip@rpakumbhoccalanavac cittavyitinigyandasvabhis-
vavaguilapddivac ca... Poetry, says A.G., is rasasamuccoloncsvebhivd (cf.
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tistic creation is the direct or unconventional expression
of a feeling or passion ¢ generalized ™, that is, freed
from all distinctions in time and space and therefore
from all individual relationships and practical interests
by an inner force within the poet himself, the creative
or artistic intuition (pratibhd) V. This state of conscious-
ness expressed in the poem, etc., is transferred to the
actor, or the reciter, and to the spectator®. Born in
the heart of the poet, it flowers, as it were, in the
actor and bears fruit in the spectator®, All three, in

. the serene contemplation of the work of art form in

reality a single knowing subject, fused together by the
same sensations and the same purified joy ¥,

Some theorists who came after Abhinava say that the
moment of creation is not only joy but also toil and inner
anxiety and, in this sense, they distinguish two phases,
In the first of these phases—and this is the moment which

DhA.L., p.87). Averse by Bhatga Nayaka, quoted by A.G. (DhA.L., p. 87)
says:
yivas plirpo na caitena t3von naive vamaty amum | .
1) A. Bh., 1, p. 346: kaveh varpandnipupasya yab (ecil. bhévo) antargato
*nddiprakianasamskirapratibbinamayo, na tu laukikavigayajeb, defokiladibhe-
dbhiods sarvasidhirapibhivendsvidayogyas tam bhivayon Ssvddayogytkurvan . ..

" The text given by A.BA. is in & poor state of preservation. The insertions

sddhirapam taddpi (for sidhdrapatayd?) after kaveh and rdgdnta eve after vigo-
yajab, which I have omitted, are incomprehenszible. I have quoted the text
as it has been handed down by tradition (cf. Db.4.L., comm., p. 498).

9 In the A.Bh., I, p. 339, A.G. eays that aesthotic sensibility (sahrdayasva,
Literally the consent of the heart) is none other then the capacity to identify
onsself with the heart of the poet (kavihydayatddatmydpattiyogyats).

8 Ci. N.§., VI, v. 42. A. Bh., 1, p. 295: fato vrksasthinlyam kivyam |
tatra puspddisthdnlyo ‘bhinayidivydpdrab | tatra pholasthéntya sdmdjikera-
sdsvidah

)] Cf.l. for example, the verse by Bhatta Tota, quoted by A.G. (Dh.4.L.,
P 92)

ndyokasya kaveh srotuh samdno’ nubhavas tatal |

[ xxviu }
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may properly be called creative—the poet is fully occupied

by the fatiguing necessity to give birth; in the second, he

steps outside himself, as it were, and contemplates his
own work with serenity in the same way as the ordinary

spectator V.

The force which makes possible the magical conversion
of the passions into Rasa, freeing them thus of time and
space, is the creative intuition, pratibha. This power is
none other than the same consciousness, the same Self.
In the majority of men it does not succeed in liberating
itself from the chain of relationships and practical interests
which condition and conmstrict it, but, in the poet, it burns
with a purified light—to shine out finally in all its fullness
in the intuition of the saints ¥, The creation of a work
of art is equal to the creation of a whole world which
all at once opens in the creative intuition of the poet.

1) Cf. H.C., viveka, p. 4: kaver api bhavakivasthiydm eva rasisvidah sam-
podyate prthag eva hi kovitodd bhdvakatvam |

M.C. observes (ad K.P., p. 7) that, in the moment of creation, the poet is
immersed in pain, harassed by the thought of his work (kivydrthacintanapars).
It is not to bo excluded that this concept also goes back to A.G. (it was
discnssed perhaps in his ivarapa, now lost, which treated fully
of artistic creation). In the DA.A.L., p. 96, A.G. says that the poet camnot
suffer—in tho sense that he cannot be & prey to any ordinary passion—
but this does not mean to say that he cannot be, at the same time, worried
and harassed, as it were, by the effort of creation.

9 This concept is expressed in the T.A., XI, pp. 60-62 (cf. M.V.V.,
vv. 1031 onwards):

yathd yaths c3kytakam tadripem atiricyate |
tathd tath8 comatkiratiratamyam vibhavyate [
~ dyamaylyavarpintarnimagne cottarostare |
sambkete plrvepurcdmiamajjane pratibhabhidal ||
dyodrekamahastoe’pi pratibhdmmani nigthitah |
dhruvam kovitvavaktptvasdlitdm yénti sarvatah ||
y8vad dhdmani samketanikérakalanojjhite |
vidrdnta$ cinmaye kim kim nc vetti na karoti ca ||
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i‘]' This creative intuition is the same conscioussness, in the

{: form of a creative vocality ¥, which gives life to the life-
less and withdraws life from the living®. It is an inex-
“haustible treasure and source of new forms and new fan-
tasies ¥, no less real, although on a different plane, than

those which populate and vary everyday life, the samsara. -

From this point of view, artistic intuition is a particular

hypostasis of universal or total intuition, that is to say,
of consciousness as a force which creates and continually

renews the Universe ¥, Three stanzas, quoted by Hema-

candra and probably taken from Bhatta Tota, clearly
define the unmistakeable characteristics of intuitive con-

1) Coneciousness in so far as pard vdk, voice, supreme vocality, creative
word; cf. A.Bh., p. 4.
9 Cf. Dh.4., p. 498;
dhéodn acetandn api cetanavac cetandn acetanavat |
vyavahdrayati yathegtam sukavily kivye svatantratays ||
8) Pratibhé is defined thus in n famous verss by Bhaita Tota
praojfia navanavollekhadalint pratibhd matd |
Praiidhs is a form of prajad, intuitive consciousness. Prajid and pratibhd,
in the ordinary (not aesthetic) sense of the word desctibe the sudden knowledge
of a futore thing (for example, * Tomorrow I shall seo my brother ’, cf. infra,
p. 58). Rajafekhara (K.M., IV) distinguishes between three forms of con-
sciousness; smyti, memory, which is the consciousness of things passed; mati,
conscicusness which refers to things present and prajig, intuition, which refers
to things future. Aesthetic intuition is like a form of direct perception (pratyak-
gakalpa; on this term. cf. infra, p. 70, n. 1) of a non-discursive character (nirvi-
kalpa); cf. H.C., viveka, p. 380, which derives without doubt from A.G.
4) Anandavardhana (Dh.4., p. 91) says that poetic intuition is a particular
form of pratibhd (protibhdvifesom). A.G.'s comment (DA.A.L., p. 92) is:
pratibhd apiirvavastunirmipoksamd prajnd | tasys vidego
rasévesavaigadyasaundaryam kisyaksamatoom |
The concept of pratibhd is identified in faiva metaphysice with that of con-
sciousness as creative emission (visarga); cf., p. es., T.4., V., p. 432:
. . visarganandadharayd | siktams tad eva sad vifvam fafvad navana-
vdyate )

[ xxx ]

INTRODUCTION

sciousness and discursive consciousness”, In these stanzas,
consciousness is described as being of two sorts; discursive
consciousness, which is consciousness of the universal, and
direct consciousness, which precedes the activity of the
mind, transcends the domain of language and is thus

. consciousness of the particular. * The object of direct

perception ’—says the last of these stanzas—*is the
particular. This and no other is the object of the lan-
guage of good poets, gifted with intuition”. Intuition

is therefore a form of direct perception (prajiid), says —

another stanza, which—while the poet is completely absor-
bed in the labour and the search that precede poetical
creation—is born unexpectedly from contact with the
thing in se (svaripa = svalaksana), that is to say, before
any mental construction. In an image borrowed from
mystical thought, poetic intuition is described as the third
eye of Siva, in virtue of which one perceives by direct
intuition, independently, that is, of discursive knowledge,
every form of existence, past, present and future ., The
logical and practical categories of language are a diaphragm,
an obstacle which comes between the reality and our con-
sciousness. The difference between the poetical and the

1) H.C., viveka, p. 380:
ucyate vastunas t3vad dvcirlpyem ihe mdyml
tatraikam anyaséméinyam yad vikelpaikagocarah |
33 eva ' sarvafabdindm vigayal parikirtitah |
ata eoibhidhtyante dhydmalam bodhayanty alam ||
visigtam asya yod ripam tat pratyekjasys gocarah |
sa evs satkavigirdm gocaral protibhdbhuvim ||

9 H.C., viceka, p. 380:
rasdnugupasabdirthacintdstimisacetasah |
kyapam svarfipasparfouhd prajiaiva pratibh kaveh §
83 hi cakyur Bhagavatas trityam iti giyate |
yona skydtkaroty ega bkdv@ms traikblyavartinal ||
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ordinary language consists in this, that the former is
devoid of these categories and therefore attains the reality
before its solidification into the modes of discursive thought.
In this sense, the poetical language is related to other un-
conventional forms of expression, namely interjections, into-
nation of voice and, on the religious plane, the mantras ».

After Abhinavagupta, the study of aesthetics continued
in India up po the present day, but without receiving any
further creative stimulus. Anandavardhana, Bhatta Na-
yaka, Bhatta Tota and Abhinava are still the most charac-
teristic exponents of this subject and their thought,
although at times uncertain and ingenuous, reaches, with
Abhinavagupta, conclusions which are still valid today and
even relatively novel to western thought. The conception
of art as an activity and an independent spiritual expe-
rience, freed of practical interest, which the intuition
of Kant perceived for the. West, was already, in 10th
century India, an object of study and controversy. Poetry,
said Anandavardhana and Abhinavagupta is inextingui-
shable: it exists and will exist for ever. Like love, it has
kindled and will continue to kindle the hearts of man

with new and pulsing life®; it is an essential and inde-

pendent part of human nature and the poets, who will
never cease to tap its source, far from exhausting it, only
purify and enrich it with new and ever-changing expe-

riences ¥,

) Cf. P.T.V, p. 202: et eva hi [scil. svard}] cittavrisisficakd nddatmakalh
karupdspngirafdmiadikim cittavpttim akranduuea;ukasmtyadau kevald vd yoni-
varpanivigtd vd luyaklamdaharjul&duv api prathamata evipatantoh samketa-
vighmdmurapekgymwa somvidisannavartitvdt svarakakvadiripatim ofnuvd.
néh prokifayanti |

9 Dh.4.L., p. 540.

%) Dh.Z., pp. 545-6.

[ xooxm ]
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evam kramahetum abhidhdiya rasavigaya'laksapasii-
tram dha? ¢ vibhavinubhdvavyabhicirisamyogid rasanig-
pattih ™® | atra bhattalollataprabhrtayas tivad evam vyi-
cakhyuh ¢ | vibhavadibhih sampyogo ’rthat sthayinah, tato
rasanigpattih | tatra vibhivié® cittavrtteh sthiyyatmikaya
utpattau kirapam | anubhividé ca na rasajanyi atra vi-
vaksgitih, tegdim rasakirapatvena gapaninarhatvit, api tu
bhiavinim eva ye 'mubhivih | vyabhicirigpa ca cittavyt-
tydtmakatviid yady api na sahabhivinah sthayind, tathapi
vasanitmateha tasya vivaksitd | drstinte ’pi vyaiijanddi-
madhye kasyacid vasanitmakatd sthiyivad anyasyodbhii-
‘tatd vyabhicdrivat ® | tena sthiyy eva vibhivinubhiva-
dibhir upacito rasah | sthiyi tv' anupacitah | sa cobhayor
api mukhyayd vrttya rdmadiv anukirye ’nukartari ca
nate ramidiripatinusamdhinabalad iti® |

cirantaninim cdyam eva pakgah® | tathd hi dapdind
svilamkéralakgage ’bhyadhfyi'® * ratih §rigaratam gatd
ripabiahulyayogena I ” iti,

ity aruhya parim kotim kopo raudritmatim gatah ¥ |
ityadi ca® | '

1 D; G reads rasavigayan () ® evam... is omitted by H.C. | s N.8.,
VI, prose after v. 33 | ¢ G; H.C.: tatra bhdsalollogas taved evam vydcakpate ||
8 1 prefer; G, ete.: vibhdvas, equally good () ¢ Cf. N.§., VI, proso after v. 33
(A. Bh., I, pp. 288 .. H.C. omits drgpants pi... | * H.C: G: sthéyr
[Bhaveltv anupacitad; D: shsys Bhavety anupacital || s G, etc.; D: sa cobhayo
Py’ anukdrys ‘nukartary api [cilcdrdnusamdhénabalad iti || * G; ciranto-
ndndm... is omitted by H.C.] 1 G; D: ...dapdindpy alankdre®; H.C.
gives only: 10thS ofho dapdiy 4 K.Zd., IL, v. 281: prak prisir darfith seyam
ratil frigiratdm gatd | rapabahalyayogena tod idam rasaved vacsh [ H.C. re-
. places °yogena with 9yogatab || » K.4d., 11, v. 283; G: adhiruhya...; H.C.:

arulya ca... These readings are also admissible ) 1 G; ityddi ca is omitt-
ed by H.C.|
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etan neti frifankukah |! vibhividyayoge sthiyino linga-

bhiveniivagatyanupapatteh, bhivanam piirvam abhidheya- .

tdprasaigit, sthitadaddyéim laksapintaravaiyarthyét, man-
damanda taramandatamamidh yasthyadyanantyapatteh *,
hasyarase gsodhdtvabhavaprapteh, kdmdvasthisu dafasv
asaikhyarasabhivadiprasangit, §okasya prathamam tivrat-
vam kilat tu mandyadaréanam, krodhotsiharatinim amar-
gasthairyaseviiviparyaye hrisadarfanam iti viparyayasya
dréyaminatvic ca | tasmad dhetubhir vibhavikhyaih k-
ryaif cinubhivatmabhih sahaciririipaif ca vyabhicaribhih

_ prayatnirjitatayd krtrimair api tathinabhiminyaminair

anukartrsthatvena lifigabalatah pratiyaménah sthiyibhivo
mukhyaramadigatasthiyyanukarapariipah, anukarapariipa-
tvid? eva ca namintarepa vyapadisto rasah | vibhivi hi
kiavyabalad anusampdheydh’, anubhiivih ikeatak, vyabhi-

. céripah krtrimanijinu*bhavirjanabalat | sthiy: tu kivya-

balid api ninusamdheyah | ratih foka ityddayo hi éabdd
ratyddikam abhidheyikurvanty abhidhinatvena, na tu
vicikibhinayariipataydvagamayanti | na hi vig eva vici-
kam api tu tayd nirvittam, aigair iviigikam [ tena |
vivrddhitmépy agddho ’pi duranto ’pi mahin api |
vidaveneva jaladhih éokah krodhena piyate® ||

iti | tathd |
fokena ® krtastambhas '
tathi sthito yena vardhitdkrandaih® |

t G; H.C. and M.C. p. 65 add saths hi [ s H.C.; G: mondataratama®,
non inadmissible (manda-Stare-*tama) || s G, ete;; D: mukhyardmidigata-
sth8yyanukareparipatodd || ¢ D, H.C.; G: kivycbaldnu® ¢ Unidentified
stansa, D omits the two first poda of this stensall ¢ Motre: dryd ||
* HC: G: krtah stambhab || * H.C:: G: yo 'navasthisikrandail; D: yo
*vasthitakrandaib ||

(4]
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hydayasphutanabhayirtai
roditum ! abhyarthyate sacivaih ? ||
ityevamidau na éoko ’‘bhineyo ’pi tv abhidheyah |
bhiti® patito likhantyis
tasyé baspambuéikarakapaughab |
svedodgama iva karatala-
samsparéid esa me vapusi ¢ ||

ity anena tu vikyena® gvirtham abhidadbati udayana-
gatah sukhitmd ratih ethiyibhivo® ’bhiniyate na ti-
cyate | avagamanadaktir hy abhinayanam® vicakatvid
anyi | ata eva sthiyipadam siitre bhinnavibhaktikam api
munini noktam ® | tena ratir anukriyamiipd émigira iti
taditmakatvam tatprabhavatvam ca yuktam® | arthakri-
yépi mithyajfidndd dyeta® |

mapipradipaprabhayor manibuddhyabhidhavatoh |

mithy#jiisnavifege *pi ! vifego 'rthakriyam prati™ ||

iti | na cdtra nartaka eva sukhiti pratipattih, nipy
ayam eva rama iti, na cipy ayam na sukhiti, niipi rdimah
sydd v@ na viyam iti’®, na cdpi tatsadyéa iti | kim ta
samyanmithy@saméayasiddréyapratitibhyo vilakgand citra-
turagidinyiyena!* yah sukhi rima asiiv ayam iti pratitir
astiti | yad ** &ha | '

1 H.C; G, D: orditum; D, in a note &ditum || # Unidentified stansa.
The two last pada of this stansa are omitted by D [ 3 Metre: &ryd |}
¢« Harga, Ratndvalt, II, 111 ¢ D reade: Bhdti patito likhanty8 isi anens
s vikyenn | ¢ H.C; G: ratisthayt(yif)bhdvo || 1 G; H.C.: avegamond
foktir hy avagamenam [} 8 G; H.C.: nopdttam || * G; iti.., is omitted
by H.C.| 1 H.C; G: mithy§jRanadryd; D: mithydjAénadrsts | n HC;
G: vifego 'pi| u P.y., I, v. 57. This stanza is omitted by D; G quotes
it in round brackets.  1® ndpi rémab... i omitted by D |j U samyanmi-
thy&°... is omitted by D 1 H.C; G: tad |

[s)
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pratibhiti na samdeho na tattvam na viparyayah |

dhir asiv ayam ity asti ndsiv eviyam ity api |

viruddhabuddhyasambhedad ! avivecitaviplavah 3 |

yuktyé paryanuyujyeta sphurann anubhavah kaya | * iti |

tad idam apy antastattvaéinyam na‘ vimardaksamam
ity upddhyaydh® | tathd hy anukarapariipo rasa iti yad
ucyate tat 1) kim sdmijikapratityabhipriyepa, 2) uta
 natdbhiprayena, 3) kim va * vastuvyttavivecakavyakhyaty-
buddhisamavalambanena yathihur * vydkhyatirah khalv
evam vivecayanti ®” iti, 4) atha bharatamunivacaninu-
siirepa |

1) adyah” pakgo ’samgatah | kimecid dhi pramipe-
nopalabdham® tad anukarapam iti éakyam vaktum |
yathd evam asau surim pibatiti surdpaninukarapatvena
payahpianam pratyaksdvalokitam pratibhiti | iha ca nata-
gatam kim tad upalabdham yat sa ity anukarapataya®
bhatiti cintyam | tacchariram tannigtham pratifirgakadi
roméfica’gadgadikidi bhujaksepacalanaprabhrti bhriik-
gepakatikgddikamp ca na rate§ cittavyttiripataya'nuka.

ratvena kasyacit pratibhiti | jadatvena bhinnendriyagra- -

hyatvena bhinnadhikarapatvena ca * tato "tivailakgapyat |

1 H.C; G, P, p. 417: viruddhabuddhisombhedad | * H.C., M.C, p. 67;
G: °samplavah, equally good; some texts (cf., eg.. K.P. Trivandrum
Sanskrit Series, LXXXVIIL, p. 107) give ocikriyabl  * On these stansas
seo translation, p. 38 || 4 na is omitted by D $ G; D: ity upés-
dhy8ych; H.C.: iti bhappatotah |) ¢ P.V., svovrtti, MS., leaf 238, L 2 (cf. Ra-
hula Satkytyliyana's edition, p. 170): vyakhyddral khalo evam vivecayanti na
vyavehartérah | to tu svGlambonam evirthakriyByogyam manyamdna dréyavi-
kalpy8o arthdv ektkrtya pravartante | This passago belongs to the commentary
to stansas 70-72. * G; H.C. adds tatra [} ¢ D, H.C.; G: pramépopa-
Sabdham [ * M.C., p. 69, HC., in a note; G: tedanukerapatayd; D: sad
anukaropatoyd; H.C.: yod rotyonckarepatays; P, p. 417: yad anukarapatays ||
3 H.C; G: romsficaka® |} 1t H.C; G: %valana® || 18 G; H.C:: ratef eis-
sovrttiripdyd anu% M.C., p. 69: cittavrisiriparater anu® || 18G; ca is
cmitted by H.C.[ .

(61
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mukhydmukhydvalokane ! ca tadanukarapapratibhisah |
na ca rimagatim ratim upalabdhapiirvinah kecit | etena
rimfnukari nata ity api nirastah pravidah | atha nata-
gati cittavyttir eva pratipanni sati ratyanukérah émigira
ity ucyate tatrdpi kimiitmakatvena sd pratiyata iti cin-
tyam | nanu pramadadibhib kirapaih katikeddibhih ki-
ryaih dhytyadibhié ca sahacéribhir liigabhiitair y& laukiki
karyariipd kirapariipa ® sahacéririipd ca cittavyttih® pra-
titiyogyd tadatmakatvena sd natacittavrttih pratibhati |
hanta tarhi ratyikirepaiva‘ pratipanneti dire ratyanu-
karapativicoyuktih | nanu vibhividayo ‘nukirye péra-
mirthikd, iha tv anukartari na tatheti vifegah | astv
evam, kim tu te® vibhivadayo ’tatkirapitatkiryitatsa-
hacarariipd ® api’ kivyafikgidibalopakalpitdh® kytrimih
santah kim krtrimatvena siémijikair grhyante na vi |

" yadi grhyante, tadd taih katham rater avagatih | nanv

ata eva tat pratiyaminam ratyanukarapam | mugdha-
buddheh ® | kirapdntaraprabhavegu hi kiryegn suéi-
kgitena ©° tathdjiidine ! vastvantarasyinuminam tivad

yuktam | asufiksitena® tu tasyaiva prasiddhesya ka-
rapasya | yathi?® vricikavifepid gomayasyaivinuménam
vyécikasyaiva ¢ tat param ' mithydjiiinam | yatrapi li-

1 G; H.C.: mukhyé@valokane || s G, M.C., p. 10; kiraparpd is omitt-
ed by H.C.[ s H.C, M.C., p. 10; cittavrnsih is omitted by G s G,
etc.; D: rotyddikiropaiva || 8 H.C: G: 2o Ai; D: tarhi |l * HC. (G
gives the eame reading in a note); G, M.C., p. 70, P, p. $18: anantakirapd-
nantakdrydnantasahacarariips || ? api is omitted by D || * G, ete; D:
anukdryafiksadio || *» H.C., M.C., p. 70; G: rasyonukarcpam buddhe) kira-
pom; P, p. 418: ratycnukerapabuddhel kirapam || 1» HC:; G adds fna)
after sufikgitena; D: sikgitena na || 1 G; H.C. °jaste || 1t G, etc; D:
astu, $io ) 18 G, etc; D: tahd || 1 G: gomayosyevinuménam...; D: -
vricikaf caiva; H.C.: vricikasysiva ©8; P, p. 418 paraphrases: gomayasyoivs-
numénam, crfcikovigayctvena tajjAdnam kevalam mithy8jnanam | 5 G,
ete; D: parcd. parom == kevalam; of. I.P.V., II, p. 73: 1o [scil promdpem]
parom [= kevclam) mifrikéresn tego Shdsequ grhtiogréhi na promdpam (|

{71
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fgajiidnam ! mithyd tatrépi na tadabhisanumanam yu-
ktam? | na hi baspad?® dhiimatvena jidtdd ¢ anukarapra-
tibhdsamindd api lingdt tadanukirinuménam yu-
ktam® | dhiménukératvena® hi jidyamanin nihirin ni-
guyanukirajapipuiijapratitir’ drstd | * nanv akruddho ’pi
natah kruddha iva bhati | satyam, kruddhena sadréah
| sidyéyam ca bhrukutyadibhir gor® iva gavayena mu-
khadibhir iti naitivatinukirah kafcit | na capi sama-
jikinim s@drfyamatir asti | simajikdndm ® ca na bhiva-
flinyd nartake pratipattir ity ucyate | atha ca tadanukéra-

_ pratibhisa iti riktd viicoyuktih ! | yac coktam rdmo ’yam

ity asti pratipattih, tad api yadi tadatve’ tinifcitam " ta-
duttarakilabhivibddhakavaidhurydbhive katham na ta-
ttvajfiinam syat | badhakesadbhive va katham na mithya-
jiiinam | viistavena ca vyttena bidhakinudaye ’pi mithya-
jidnam eva syét | tena *viruddhabuddhyasambhedad =
ity asat | nartakintare ’pi ca ™ rdmo ’yam iti pratipattir

‘asti | tataé ca rimatvam siminyariipam ity dyétam | yac

cocyate vibhavah kivydd* anusamdhiyante tad api na
vidmah | na hi mameyam sitd kicid iti pratipattir ® na-

tasya | atha édmdjikasya tathd pratitiyogydh kriyanta ity

1 D, HC, MC, p. 70; G: dhmalinigajfidnam { s G; H.C.: tatré-
pi... cyuktom: P, p. 418: tatr8pi... yuktam; D: abhydsénuménam | s G,
ete.; D: ddppa® || s G, ete; D: jAanad $ H.C. paraphrases: ns hi
bigpad dhimatoens jA33d agnysnukdrénumdném, tedanukdratvena pratibha-
samandd api lingin na tadonukdrdnumdnam yuktam... || * G, ete D:
dhdmakératvena ||
D: najye’ nukdrajabdpugpaprasitir |) s H.C., M.C., p. 71; G: gaur || * G,
ote; M.C,, p. 71 paraphrases: ato hetols sabhydndm... | 1 G, ete; M.C.,
p. 71 paraphrases: atha ca tadanukdrapratipatsir iti svavacanaviredhahl 3D
(the cvograha added by me); G: taddtveti nifcitam; P, p. 458: taddtve iti nifci
tom; H.C. saddt-ve nifeitam 3 D, H.C; C: %buddhi(ddhyc?)sambhedss.
CL. supra, p. 61 13 G; co is omitted by H.C. and M.C.] 3 G, eteit D:
kiryad | ¥ G; H.C., M.C,, p. 71 svitmiyatvena pratipatsir [

[8]

1 H.C., M.C,, p. 70; G: nityd(gnyoP)jopipuspaprasitir; -

THE AESTHETIC EXPERIENCE, ETC.

etad! evanusamdhinam wucyate, tarhi sthiyini sutaram
anusamdh@nam syit | tasyaiva hi mukhyatvena asminn
ayam iti simijikinim pratipattih | yas tu® vig vicikam®
ityadina bhedabhidhinasamrambhagarbho mahiyin abhina-
yariipatavivekah ¢ krtah sa uttaratra svivasare carcayi-
gyate® | tasmat samadjikapratityanusirepa sthiyyanukara-
pam rasa® ity asat | ,

2) na cipi natasyettham pratipattih ramam taccitta-
vrttim vinukaromiti | sadrfakarapam hi tivad anukara-
pam anupalabdhaprakrtind ? na éakyam kartum | atha
paécitkarapam anukarapam, tal loke ’py anukarapdtma-
titiprasaktd ® | atha na niyatasya kasyacid anukiirak, api
tiittamaprakrteh fokam anukaromiti®, tarhi keneti cin-
tyam | na tdvac chokena tasya tadabhivit.| na ciérupa-
tidina fokasyanukdrah, tadvailakgapyad ity uktam | iyat?
tu syét, uttamaprakrter ye §okinubhivis tin anukaromiti |
tatripi kasyottamoprakrteh | yasya kasyacid iti cet, so ’pi
vifistatim vini katham buddhiv &ropayitum Sakyah | ya
evam rodititi cet, svitmipi madhye natasydnupravigta iti
galito *nukaryinukartrbhivah ! | kim ca natah Sikgavaéat
svavibhiivasmarapic cittavyttisidharapibhavena® hydaya-
samvidat kevalam * anubhivin* pradarfayan kivyam
upacitakikuprabhytyupaskirepa ** pathamsé cegtata ity eti-
vanmitre ‘sya!® pratitir na tv anukiram vedayate | kin-

1 G; H.C.,, MC,, p. 71: etdvad | ' D; G: yat tu s Cf. supra,
) N ¢ 1 propose; G: Ogarbhamahlydn ...; D: bheddobhidhdnaséral. ..
hnaysbhinaya® { 8 yas tu v8g vicikom... is omitted by H.C.0 * G
H.C:: rasd || * G, ete.; D: 9prakreindm || s G, ete.; D: anukara~
patmiketi prasaked || * H.C.,, M.C., 71; G: anukaroziti | 1 G; HC:
yat tu syat... | 1 G, ete; D: obhedad || s G; H.C.: svavibhdvesmaroc-
cing®|| ¢ G; H.C.: kevaldn | 14 H.C.; G: anubhavén || 3 G, HC;
D: kdvyasemucitakdkuprabhrtyupasamskérepa ||
sya|

(9]

18 G; H.C.: etdvonmatre-



TP

R. GNOLI

taveganukiravad dhi na rimacegtitasydnukiirah | etac ca
prathamidhyaye ’pi darfitam asmabhih® |

3) népi vastutvinusirepa® tadanukidratvam®, asamve-
dyaminasya ¢ vastuvrttatvinupapatteh | yac ca vastu-
vrttam tad darayigyfimab ® |

4) na ca munivacanam evamvidham asti kvacit sthiy-
yanukarapam rasa® iti | * ndpi lihgam atrirthe’ muner
upalabhyate | pratyuta dhruvii’génatilavaicitryalasyaigo-
pajivanam niriipapidi viparyaye® libgam iti samdhyanga-
dhydyinte vitanigydmah® |  saptadvipinukarapam ™!
ityadi tv anyathapi §akyagamanikam iti | tadanukire pi
ca kva nimintaram kintavegagatyanukarapidau ™ |

yac cocyate varpakair haritiladibhib samyujyamina eva
gaur ityddi, tatra yady abhivyajyamina ity artho ’bhi-
pretas tad asat | na hi sindiiradibhib paramérthiko gaur
abhivyajyate * pradipddibhir iva, kim tu tatsadyéah sa-
mihavifego nirvartyate | ta eva' hi sindiridayo gavi-
vayavasamnivefasadrfena samnivefavifegepivasthitd go-
sadrg iti pratibhdsasya visayo ** naivam vibhividisamiho
ratisadréatapratipattigrahyah'® | tasmét bhavianukarapam
rasa ity asat " |

1 etac ca... is omitted by H.C. CL A Bh, I, p. 37[ ' G; HC.:
vastuvridnusrepa [ s G, H.C.; D: tadanusdratvam | ¢« H.C.; G: a[na)-
samoedycménasya; D: anusamvedyamdnasya || ¢ yac co... is omitted by
H.C. Cf. infro, pp. 14 fI. ¢ G;: H.C.: rasd) ? Corr.; G: lingamd-
trarthe [ ¢ G: dhruva® | * D; G: nirlipapddio|| 1 4, Bh,, III,
ch. XIX u NS, I v. 120 1 G; D: tad anukdre picatvans.
méntaram (?)... Text doubtful. kim cs natah... io omitted by M.C.; ndpi
litgom otr@rthe... is omitted by H.C. | 18 G, ete.; D: gaur it vyajyate ||
14 H.C., etc.; G, P, p. 418: ata eva || 18 H.C.; G has gosadrflsi, perhaps
intended for gosadrés iti, which reading would be better then that jodopted
by me in the text. P, p. 418: gosadrdatipratibhisasya vigaydh: M.C., p. 72

paraphrases: gosadrg iti pratibhisam utpddayanti |\ 1 G, ete.; D: sadrfa-
t8pratigréhya || 1 G, ete; H.C: rasd g
(10]

THE ARBSTHETIC EXPERIENCE, ETC.

yena tv abhyadhiyi sukhadubkhajananaaktiyukta viga-
yasimagri bahyaiva simkhyadr§d sukhadubkhasvabhivo
rasal | tasydm ca simagrydm dalasthiniya vibhivih, sa-
mskiiraki anubhivavyabhiciripah, sthiyinas tu tatsima-
grijanyd &ntarih sukhadubkhasvabhivi iti | tena * sthiyi-
bhivin rasatvam upanegydma ! ityddiv upaciram ap-
gikurvatd granthavirodham svayam eva budhyamiinena
diigapavigkarapamaukharydt * pramapiko janah*® parirak-
gita iti kim asyocyate | yat tv anyat tatpratitivaigamya-
prasaiigiidi tat kiyad atrocyatdm * |

bhattanéyakas tv dha | raso na pratiyate, notpadyate,
nibhivyajyate | svagatatvena hi pratitau karupe duhkhit-
.vam syit | na ca ed pratitir yuktd sitider avibhavatvit,
svakintismytyasamvedaniit, devatidau siddhirapikarapd-
yogyatviit, samudrollaiighan&der asddharanpyat | na ca tad-
vato ® rimasya emytir anupalabdbatviit | na ca abdanu-
ménddibhyas tatpratitau lokasya sarasati yukti® pra-

~ tyakgidd iva | ndyakayugalakdvabhise hi pratyuta lajjaju-

gupsasprhidisvocitacittavytty’antarodayavyagratayd ki
sarasatvakathiipi syiit® | paragatatvena tu pratitau tita-
sthyam eva bhavet? | tan na pratitir anubhavasmrtys-
diriip rasasya yukti | utpattdv api tulyam etad diisapam |

1 N.§., VI, prose after v. 50 (in a note); D: sthdyibhdvinurasatvam ityd:
dés... $ H.C:; G, P, p. 419: °maurkhyds % Gy ete; H.C: pro-

mapikajanch || ¢ H.C,, G (in round brackets followed by 2 note of inter-
rogation); G, P, p. 419: yat tv atyontam nab pra% D: ...tat kim yad atrocys-
@83m () $ G; H.C: tattvato. Cf. DAAL, p. 18]1: ucmaudzmm
smaryate ananubhGtateds [j ¢ H.C, P, p. 419; G: lokasya (G: laukasyc)
sarasatd prayuksd || ' G, P, p. 419; H.C: “svocitavpssi® [ * HC;
G: lqij&impnhprmhmuamuycwdcyab | evyagratoyikéaédsctvom
aothdpi syat ton na; D: ...%nterodayamavyagratayékafa (1) rasatvamothdpi
syét; P. p. 419 parnphnses lajjajugupsésprhidisvocitacistavytyantarodayah
8yat, tan na prasttir. anubhavesmriyddirGparasasya yukis | * HC; G
end D omit this sentence, which haes been probably added by HC. g

(1]
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éaktiriipatvena piirvam sthitasya! paécad abhivyaktau
visaydrjanatiratamyapattih | svagataparagatatviadi ca piir-
vavad vikalpyam | tasmdt kivye*® dogabhiavagupalamka-
ramayatvalaksapena, nitye® caturvidhibhinayariipepa ni-
vidanijamohasamkatat@nivarapakaripd ¢ vibhavddisidha-
rapikarapdtmanibhidhito dvitiyenidméena bhivakatvavyé-
pirepa bhivyamino * raso ‘nubhavasmrtyidivilaksanpena®
rajastamo’nuvedhavaicitryabalad ° drutivistaravikasit-
manii ' sattvodrekaprakiéinandamayanijasamvidviéranti-
lakgapena ® parabrahmasvidasavidhena bhogena param

. bhujyata iti | yat saiviha® |

abhidhA bhivani cinyd tad bhogikrtam ! eva ca |
abhidhidh&matim yéte abdirthilamkrti tatah ||
bhavaniibhivya ego ’pi émigdrddigapo hi yat ¥ |
tad bhogikrtariipepa vydpyate siddhimdn narah || ' iti |
tatra piirvapakgo 'yam bhattalollatapaksanabhyupaga-
mid eva nibhyupagata iti taddiigapam anutthinopahatam
eva® | pratityidivyatiriktaé ca samsire ko bhoga iti na vid-

mab |rasaneti cet, sdpi'* pratipattir eva, kevalam upayavai-

lakgagydn nimintaram pratipadyatim, darfaninumitiéru-
tyupamitipratibhinddindmantaravat | nigpidanabhivyakti-
dvayinabhyupagame ca nityo vi ’san’ v rasa iti na'® tytiyd

1 G, ete.; D: parvasthitasya || 8 G, ete; P, p. 419: kdvyena | s G,
etc; P, p. 419: nétyena| ¢ G, otc; D: %sankotanivdrapa® || s G,
ete; D: ‘nubhavds smpty® |
Cf. DAA.L., p. 183 t HC: G, P, p. 419: hydi vistdrevikdsalaksapena;
D: ativikisavistora®, Cf. Dh.A.L., pp. 183 and 189 * HC, D; G, P,
p- 419: °vilaksanena |) ¢ H.C.: G puts the following two stanzas after iti
&3 tritvenayattd (infra, p. 13). They are omitted by D || 1 G; H.C.: bho-
gikrtir, admissible | u G; H.C. replaces Ai yat with maza} | 13 On
these stansas see tramslation, p. 57 1 G, ete.; D: %pcgatom eva ||
1 G, ete; D: s3py atra prati© | ¥ H.C.; G: "sad | 1 H.C. etc.; na
is omitted by G|

(12]

¢ G, etc; P, p. 419: rojastamo’nanuvedha®.

THE AESTHETIC EXPERIENCE, ETC.

gatih syat | na capratitam vastv asti vyavahire yogyam!|
athocyate pratitir asya® bhogikarapam, tac ca drutyi-
disvariipam® | tad astu, tathipi na tivanmétram |
yévanto hi rasis tivatya eva rasanitmanah‘ pratitayo
bhogikarapasvabhivih | sattvidigupaniam® cangangivaici-
tryam anantam kalpyam® iti ki tritveneyattd |
bhivanibhivya ego 'pi émigdrddigapo hi yat |’

iti tu yat® kivyena bhdvyante rasé ity ucyate, tatra
vibhividijanitacarvapitmakisvadaripapratyayagocarata-
pidanam ® eva yadi bhivamam '° tad abhyupagamyata
eva | yat tiiktam |

bhivasamyojaniivyahgyaparasamvittigocarah |
dsvidandtménubhavo rasah kivyirtha ucyate ! |}

iti tatra vyajyamiinatayd vyangyo raksyate® | anubha-
vena ¥ ca tadvigaya iti mantavyam | nanv evam katham
rasatattvam | &stam, kim kurmah |
dmnayasiddhe ¥ kim apiirvam etat
samvidvikiise 'dhigatigamitvam |
itthamp svayamgrihyamahirhahetu-
dvandvena kim diigayitd na lokah ||

' G; H.C.: asitidvyavahdrayogyom, admissible; the author perheps wrote
astitivyavahdrayogyam | t G, etc; D: prautsir iti rasasyo || s H.C;
G: ratyddisvoripam | ¢ Read. G, D: tivanta eva rasandtmanch [G adds
(rasaf) after rosans); H.C.: tivatya eva rasdtmanab || § G, otc.; D: gups-
ném (without sattvddic) * G, etc.; D: akalpyam | * H.C., D; f.
P 12,0 9¢ ® H.C.; tu is omitted by G| * H.C.; G: °gocaratépé-
nam || 10 G; H.C.: yadi bhaved bhsvanam | 1t This stansa is quoted
in this form in the Vyoktiviveka, p. 74 (read parasamuitti® for parisamvittiv).
G: samvedanikhyavyangya(sva)porasamoittigocaral, ete.; D: samoedandkhyavyan-
&yals tu) parcsameistigocaraly | dsoddondtmEnubbdvo rasah kdvydrtha ucyate [) CF.
P, p. 449. H.C. quotes a different stansa: samsorgidir yathd édstra ekatvds
Phalayogataly | vikydrthas tadvad evdtra $rAgérdds raso matab || iti | tad asma-
kam abhimatam eva | 1 G; D: lakpyats || 1 G; D: anubhdvena ||
¢ Metre: indravejré and upsjési of indrevajrd and upendravajrd [

[13]
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*drdhvordham &ruhya yad arthatattvam
dhib paéyati érdntim avedayanti® |
alam tad ddyaih parikalpitinim
vivekagsopinaparampardpim ||
citram nirdlambanam eva manye
prameyasiddhau prathamivatdram |
tanmirgalabhe sati setubandha-
purapratisthidi na vismayiya ||
tasmit satim atra na disitdni
matini tiny eva tu Sodhitini |
piirvapratigthépitayojanisu
miilapratigthdphalam dmananti? |)
tarhy ucyatim pariéuddhatattvam® | uktam eva mu-
ninid, na tv apiirvam kimcit | tathd hy &ha * kavyirthin
bhivayantiti bhivih " ¢ iti tat® kivyartho rasah | yatha
hi “rétrir &sata™®, “tim agnau pradat’” ityadav
arthitddilakgitasyadhikdripah pratipattimétrad atitivra-
prarocitit * prathamapravrttid anantaram adhikaivo-
péttakilatiraskirepaiviste * pradadimi’® ityadiripa
samkramapiidisvabhiivd yathidarfanam . bhavanavidhini-
yogidibhigibhir ** vyavahrtd pratipattih ¥, tathaiva ka-

1 G; D: evedayanti |} % iti satra vyajycménotayd... is omitted by
HC. % G: H.C: parifuddham tattvam, equally good || ¢ N.4., prose
at the beginning of the ch. VII. H.C;; G: kdvydrthan bhdvayanti itd tat. .. ||
¢ G; H.C.: tasmés || ¢ Read. G: rdwrim &sata; D: rdtrlr asate || ' U.
nidentified quotations taken from the fruti. ¢ G; D: pratipattir méirs-
ditrore(?)parocitas * P, p. 160 (p. 423: pradadédsi); cf. translation,
p. 64, n. 1. G: pradadisi; D: pradedini | 3 I propose; G: prati bhd-
vand% D: yathd deréanam proiibhévanddi viddhyudyogddi (?) bhasdbhir. The
integration of P, p. 432, prati1io, according to me, cannot be upheld. Perbaps

to read pratySyona (f. Dh. 4. L., p. 62). In my opinion, however, prati °

is simply a note by some reader, who has not understood the expression
yothSdaréanam and which later was incorporated in the toxt ) 1 yathg hi
“ rdirir dsata ... is omitted by H.C. |

[14]

THE AESTHETIC EXPERIENCE, ETC.

vyatmakad api éabdiad adhikirigo® ‘dhikisti pratipatti |
adhikiri catra vimalapratibhinasilihrdayah ® | tasya ca
* grivibhangibhirimam »* iti * wmdpi nildlakd "¢ iti
“ haras tu kimcit * ® ityddivikyebhyo vikyarthapratipat-
ter ¢ anantaram maénasi sikgdtkirdtmika apahastitatattad-
vikyopittakiladivibhiga tdvat pratitir’ upajdyate | ta-
syim ® ca yo mrgapotakidir bhati tasya vifegariipatvi-
bhivad® bhita iti trAsakasya'’paramarthikatvid bhayam
eva param defakilidyanilingitam, tata eva bhito *ham
bhito ’yam éatrur vayasyo madhyastho vetyiidipratyaye-
bhyo dubkhasukhidikrtahfinidibuddhyantarodayaniyama-
vattayd vighnabahulebhyo vilaksapam M nirvighnapratiti-
grihyam sdkgdd iva hydaye nivifamdnam ¥ caksugor iva
viparivartaminam bhay#&nako rasah | tathividhe hi bha-
ye natmd * tiraskrto na viéegata * ullikhitah | evam paro
pi | tata eva! na parimitam eva sadhdrapyam api tu
*vitatam, vydptigraha iva dhiimdagnyor bhayakampayor eva
vé | tad atra sdkgdtkdrdyamapatve!® pariposikd natadisi-
magri, yasydm vastusatim kivydrpitinim ca deéakila-
pramitridinim niyamahetinim anyonyapratibandhaba-
ladV atyantam apasarage esa eva!® sadhirapibhivah
sutarim pugyati | ata eva sdmijikinim ekaghanataiva
pratipatteh sutariim rasapariposiya sarvesam anidivisa-

3 H.C. paraphrases: evam kSvydtmakid api fabdés sahydayasyd®[ 3 adhi-
kart cdsra. .. is omitted by H.C. s Kalidasa, Abhijfanafakuntals, 1, 2 ||
¢ Kalidase, Kumérasambhava, III, 62 | s Kilidgea, op. cit., III, 67. ity
“ umébpi nilglaks *... is omitted by H.C. | ¢ G, etc; D: Opratiter ||
¥ G, eto.; D: widhdgis prasthir ) ® G, etc; D: tosyds| s G, ot
D: vifogarBipateds » G, otc.; D: grahakasyscy . 1 G; H.C., D: vi-
lakgapa®[f B G, ete; D: nidhlyemdnam|  » H.C.; G: nityanta(ndtmsf).
Perhaps the true reading is nétysnsam &tmd || 1 G, ete; D: nirvifeata ||
¥ H.C.; G: evamparo pi tata evs... Perhaps to read evom pare pif V1
propose; G: °mdpaivens; H.C., D: °mépatva® (D: °mapatvapoyiks) () 1 G,
ote.; D: anyonyesambandhabaldd [j 1 G, ete; D: sa eva ca |

[15)
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navicitrikrtacetasim vasanasamvadit | sé civighna samviec
camatkirah | tajjo 'pi' kampapulakollukasanddir® vika-
raé camatkirah | yathid
ajja® vi hari camakkai
kaha kaha vi na mamdarepa kalidim |
camdakalikamdalasac-
chahdim lacchiim amgaim * ||

tathd hi ea catrptivyatirekepdcchinno bhogiveéa® ity
ucyate® | bhuiijinasyddbhuta’bhogitmaspandivigtasya
camatah karapam ® camatkira iti® | ea ca sikgatkirasva-
bhivo manasidhyavasiyo vi samkalpo vd smrtir va
tathiitvenasphuranti ! astu | yad éha |

ramyapi®® viksya madhurimé ca nifamya éabdin
paryutsukibhavati * yat sukhito ’pi jantuh |
tac cetasd smarati niinam abodhapiirvam
bhivasthirini jananintarasauhydéni™ ||
ityddi% | atra hi smaratiti y& smrtir upadaréita si na
tarkikaprasiddhi, piirvam etasyirthasyananubh@itatvat, api
tu pratibhindparaparyayasiksitkirasvabhiveyam iti' |
sarvathi tivad egdsti pratitir, dsvaditmd yasyim ra-

1 H.C: G: 3 civighnd samvit, comatkdras tajjo 'pi Il t G, etc.
(cf. N.§., VI, v. 96); D: ollasanddivikdras | * Metre: dryd [} ¢ HC;
G: ajja vi hars cama® kai kahakahs vi na mamdarepa kalidim | camdakaldkam-
dalass chahdi lo® chli amgdi () chiys (H.C., p- 504): adydpi harif camatkarot
katham katham api na mandarepa kaliténi | candrakalékandalasacchdydni lak-
gmyd angéni || Unidentified etansa j 8 H.C.; G: bh&(bho?)gdvesa || ¢ tathd
Ai sa... is omitted by H.C.|) t G, ete.; D: oddbhuto |} s P, p. 4215
G: co manabkaragam. I think the conjecture of P is right; however the reading
of G is not unadmissible. » H.C. paraphrases: adbhutabhogdtmaspandive-
far@po hi camatkdrab | 10 H.C; G: manass®, admissible (cf. N.§., VI,
v. 86) 11 1 H.C; G: tathSivena sphurasyc{nnalf)stu; D: tatAdtvendsphuratycs
tai 1s Metre: casontatilakd (1 1 H.C., ete; G: poryutscko bhovati ||
1 Kalidiea, AbhijAdnadckuntals, V, 96 | 8 G; ityddi is omitted by H.C. ||
1 H.C.; G brackets atra hi... iti. D omits this eentence ||
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tir eva bhiti | tata eva vifegintaranupahitatviit sd rasa-
niyd sati na laukiki na mithyd nénirviicyd na laukikatulyd
na taddropadiripi | esaiva® copacaydvasthistu® deéd-
dyaniyantrapat | anukdro ’py astv anugamitaya® karapit |
vigayasimagry ¢ apy bhavatu vijiidnaviddavalambaniit |
sarvathi rasandtmakavitavighnapratitigrihyo bhiva eva
rasah | tatra vighnapasdrakd vibhdvaprabhrtayah | tathd
hi loke sakalavighnavinirmuktd samvittir eva® camatka-
ranirvefarasanisvidanabhogasamipattilayaviérintyidisab-
dair abhidhiyate | vighni$ casydm® 1) pratipattiv ayo-
gyatd * sambhdvaniviraho nima' 2) svagatatvaparagatat-
vaniyamena defakilavifegiveSah 3) nijasukhidivivaéi-
bhivah 4) pratityupiyavaikalyam 5) ephutatvibhivah ®
6) apradhinatd 7) saméayayogaé ca | tathd hi

1) samvedyam asambhivayaminah samvedye samvi-
dam vinivefayitum ! eva na éaknoti | ki tatra virdn-
tir iti prathamo vighnah | tadapasirape hydayasam-
viido lokasiminyavastuvigayah | alokas@minyegu ta ™ ce-
stitesv akhapditaprasiddhijanitagidharidhapratyaya'pra-
sarakdri * prakhyitarimidindmadheyaparigrahah | ata eva
nihsimanyotkargopadefa'‘vyutpattiprayojane  ndtakddau
prakhyitavastuvigayatvidi * niyamena nirdipyate !* | na
tu prahasanddav iti " | tac ca sviivasara eva vakgydma
ity dstdm tivat ! |

 H.C.; G: yathaiva; D: tathaica [ s H.C.; G: °3vasthésu || s H.C;;
G: anukéro '[py abhivd]nugémitays; D: anukdro 'py enubhdodnugimitayd ka-
rapdt J ~ 4 G ete; D: vigayasdmagrydm || s HC.: G: samoini |
evam... || ¢ D; H.C. adde sapta; G adds sapta in parentheses || *G;
H.C.: sambhivansvirahariipd pratipattée ayogyatd | ¢ G; H.C.: svagatapa-
ragatatea® |) » H.C.; G: °vaikalya® |} 1 G; H.C.: nivefayitum { it G,
H.C.; tu is omitted by D §§ » G; H.C.: °gidharidhacitipratyaya® [ » G,
H.C., D:okdriof 1 G, etc; D: Otkarss'pidefa®]] 1 G, etes D: 04d® ||
B A. BA,, 11, ch. XVIIL D gives nirpayijyats | 1 G, D: prohasanéd eve ||
3 Cf. n. 16. tac ca... is omitted by H.C. ] '

[(17]

2. ~ Creots, The assihetie experience, et



R. GNOLI

2) svaikagatinim ca sukhadubkhasamvidim &svide
yathasambhavam tadapagamabhirutayd vi tatparirakga-
vyagrataya va tatsadréarjijiayd ' va tajjihisaya v tat-
pracikhyipayisayé vii tadgopanecchaya va prakirintarepa
vi samvedanintarasamudgama eva paramo vighnah |
paragatatvaniyamabhéjim api sukhaduhkhinim samve-
dane niyamena svitmani sukhaduhkhamohamidhyasthyé-
disamvidantarodgamanasambhivanid avaéyampbhivi vi-
ghnah | tadapasdrape * * kiiryo nitiprasaigo tra™? ityi-
dind piirvarangdnigihanena® *nati vidiigako viapi”®
itilakgitaprastivanivalokanena ca yo natariipatidhigamas
tatpurahsarah ® pratifirgakiidind tatpracchadanaprakéro
"bhyupyo 'laukikabhigidibhedalasydngarangapithamagp-
dapagatakaksyadi'parigrahanityadharmisahitah® | tas-
min hi saty® asyaiv@“traivaitarhy eva ca sukham
dubkham veti® na bhavati pratitih | svaripasya  nih-
navid riipintarasya cdropitasya pratibhasasamvidviérénti-
vaikalyena!* svariipe vifrintyabhivat satya'‘tadiyariipa-
nihnavamédtra eva paryavasénit | tathd hy dsinapithya-
puspagandikiadi loke na dystam | na ca tan na kimcit,
kathamcit sampbhivyatvid® iti sal’ ega sarvo munind

t H.C.: G: tatsadrfo jijlyoyd; D: tatsadréajjijisays [ * G; HC:
tadapasarape; D: tadapakarape [ s N§., V, v. 165: kiryo ndtipra-
sofgo ‘tra nrstaghtavidhim preti | | s D; G: ityddind pilrvarongavidhim
praitsi plircarangdnigithanena; H.C.: plrvarangavidhipraslipirva—ranganigihs-
nena. plrvaraigovidhim prosi is surely an interpolation [ s N&., XX,
v. 30 f. (cf. translation, p. 80, n. 1;; D gives prastdvansvalokdnenc only ||
¢ G; H.C.: tatpurchsarc® () * G; H.C., D: %kakgddic s G, etes Dt
°ndjyadharmasahitab ]  * G, ete; sati is omitted by D » G, etes D:
tasyaiva 1 G, etcs D: etasysiva] 1 G, etc; D: sukhadubkham cs ||
1 H.C: G: na bhaveti | pratitisvardpasye... | 14 Conjectural reading for
pretibhdsomuidvifrantivaikelysns in G, protibhdsavifréntivaikelysna in H.C.
(cf. below apradhiine ca castuni kasys samvid vifrdmyoti, etc.). D reads pro-
tibhdsandhivifrintivaikelyena | » H.C., P, p. 433; G: satye; D: satyam ||
1 goth3 hi... is omitted by H.C. | 1 gg i3 omitted by H.C. | .

(18]
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sidharapibhivasiddhya® rasacarvapopayogitvena parika-
rabandhah samaérita iti tatraiva sphutibhavigyatiti’ tad
jha tivan no namaniyam® | tatah sa ega svaparaniya-
tatdvighnapasirana‘prakiro vyikhyatah® |

3)¢® nijasukhidivivaéibhiitaé ca katham vastvantare
samvidam viéramayed iti tatpratyiithavyapohaniya prati-
padirthanigthaibh sidhirapyamahimnii sakalabhogyatvasa-
* higpubhih §abdidivisayamayair’ dtodyaginavicitramap.
Japapada®vidagdhaganpikidibhir uparafijanam samiéritam
yendhrdayo ’pi hrdayavaimalyapriptya sahrdayikriyate |
uktam hi *drgyam éravyam ca”? iti |

4) kim ca pratityupdyiindm abhive katham pratiti-
bhavah ' | :

5) asphutapratitikiriéabdalibga'sambhave ’pi™ na

. pratitir viérimyati sphutapratitiriipapratyakgocitapratya-

yasikankgatvit | yathdhuh * earvi ceyam pramitih pra-
tyakgapard ” ¥ iti | svasikgitkrta &gamdnumainaéatair
apy ananyathabhivasya svasamvedanit | alitacakridau sa-
keatkirintarepaiva balavatd tatpramityavadharapid! iti
laukikas tivad ayam kramah | tasmat tadubhayavighna-
vighiite ‘bhinayd lokadharmi®vrttipravrttyupaskytih sa-
mabhigicyante | abhinayanam hi saéabdalinga'vyapiravi-
sadréam? eva pratyaksavydpirakalpam iti niScesymah® |

1 A. Bh., 111, chapp. XIX fI. || 2 G, etc; D: osiddha® | s G; P,
p- 433: nonnamaniyom | ¢ H.C; G: vighnépasarapa® 5 iti catroiva...
is omitted by H.C.p ¢ G; H.C. adds: tathd [ * H.C.; G: %vigaya-
mayibhi(yait)r; D: cvigayamayibhir ) ¢ G; %poda® is omitted by H.C. ||
* NS, 1, v 11  G; H.C.: pratitih | 1 G; H.C. clarifics fabdo-
lakpagalinga® ) 1 G ete; D: katham pratitim sphugayatiti satkéridebdalin-
gosambhave 'pi)- ¥ NySyasdtra, Vatsyyanabhisys, I, 1, 3 (the edited text
gives 88 for sarvé) || 14 G; H.C.: °pasirapad, admissible ||
G: bodha{alot)eadharmi®; D: abhincyabodhakadharmi®; H.C.: lokadharms® ||
1 G; H.C.: {abdalakyopaliriga® (| 1 Read. G: °[vilsadrfam; H.C.: sadriam ||
8 A, Bh,, 11, chapp. VIII & nifcegydmal is omitted by H.C. ||

[19]
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6) apradhine ca vastuni kasya samvid viérimyati |
tasyaiva pratyayasya! pradhanfntaram praty anudhi-
vatah svitmany avifrintatvat® | ato ’pradhdnatvam jade
vibhivinubhivavarge vyabhicirinicaye ca samviditmake
'pi niyamenanyamukhapreksini * sampbhavatiti tadatiriktah
sthiyyeva tathd! carvapdpatram | tatra purusirthanigthih
kiécit samvida iti pradhiinam | tad yathd ratih kima®-
tadanugmigidharmirthanigthi, krodhas tatpradbinegv
arthanigthah kimadharmaparyavasito ’pi, utsihah sama-
stadharmiidiparyavasitas, tattvajiidnajanitanirvedaprayah
6amad ca mokgopdya® iti tivad egim pradhanyam |
yady api caisim apy anyonyam gupabhivo ’sti tathapi
tatpradhine riipake tattatpradhinam' bhavatiti ripaka-
bhedaparyiyepa sarvesim pradhinyam egam lakgyate |
adirabhigibhinivigtadyéa® tv ekasminn api riipake
prthak pridhinyam | tatra sarve mi sukhapradhinih sva-
samvitcarvapariipasyaikaghanasya prakadéasydnandasirat-
viit | tathi hy ekaghanafokasamviccarvape 'pi loke strilo-
kasya hrdayaviriintir antardyaéinyaviérintifariratvit |
avifrintiriipataiva ca dubkham | tata eva kapilair dubkha.
sya cdiicilyam eva pripatvenoktam rajovrttim® vadad-
bhir ity #nandarfipatd sarvarasindm | kim tiiparaiijakavi-
gayavaéit kegim api katukimnisti sparfo virasyeval |

1 G; H.C.: pratyeycsya || s H.C.; G: svitmani vifréntatvse; D: svdt-
moni vifrdmyatodt. CLIP.V.V., III, p. 231: orthénteram pradhdnasammatom
ebhilagyesi enudhiveri na svitmani vifrémyoti yod tod eve rilpom anyonmuk-
Aasvasya || % Read; G: %sampreksipi, equally good; D, H.C.: anyasukba® ||
¢ G; D: tathd ca; tathd is omitted by H.C.) ¢ G; H.C.: kiime, equally
good( ¢ I propose; G: tattvajanajanitanirvedapréyo vibhdvo (famaf co
is omitted by G and D) moksoplys; H.C. famaf ca mokpopiya (H.C. omits
tattogjAdna®) [ ? D; G: tattatpradhine rdpcke tattatprodhénam; H.C.: tat-
tatpradhdns r@pake tatpradhdnam | ¢ HC.; G: °drfes; D: obhigddinicl-
sradrsd |) * G; H.C.: Soptsitam || 1 Read; G: ka kim nésti | sparfo
virasya; D: kofubkim ndsti sparfo virasya; H.C.: kejukimnd sparfo *ssi virasysoa ||

[20]
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sa hi klefasahigputddiprana eva | evam ratyddindm pra-
dhanyam | hisidinim tu satiéayam sakalalokasulabhavi-
bhivatayoparafijakatvam iti pridhinyam | ata evénutta-
maprakrtigu bahulyena hisidayo bhavanti' | pdmara-
priyah * sarvo ’pi hasati ocati bibheti paranindim adriyate
svalpasubhigitatvena® ca sarvatra vismayate | ratyddyai-
gatayd tu pumarthopayogitvam api syad egim | etadgu-
papradhinabhivakyta eva ca dasariipakiidibheda iti vak-
gydmah?® | sthiyitvam caitdvatim eva | jita'’ eva hi
jantur iyatibhih samvidbhih parito bhavati | tathié hi

dubkhasamélegavidvesi sukhisviadanasadarah ® |

iti nydyena sarvo riramsayi vydptah svitmany utkargami-
nitayd® param upahasann abhigtaviyogasamtaptas tad-
dhetugu kopaparavaéo *Saktatayd’ ca tato bhiruh kimcid
ujjigisur® apy anucita’vastuvigayavaimukhydtmakata-
yékrantah kimeid anabhistatayibhimanyaminas tattatsva-
parakartavya'®darfanasamuditaviemayah kimcic ca jihisur
eva jayate!' | na hy etaccittavyttivisaniélinyah prini
bhavati | kevalam kasyacit kicid adhika cittavyttib kicid
iind, kasyacid ucitavigayaniyantritd kasyacid anyathi |
tat kicid eva purugirthopayoginity upadefyi | tadvibha-
gakrtaé ¥ cottamaprakrtyadivyavahirah | ye punar ami

1 H.C.; G: bihulyena na hasidayo bhavanti; D: hasidayo bihulyena var-
tants, equally good || 2 H.C.; G: alpasukhabhéyitasvens, equally good ||
8 etgdgupapradhdna®. . . is omitted by H.C. | ¢ Cf. H.C, Al Cad., p- 124;
D: ata] § Unidentified verse || ¢ H.C., D; G: utkarsaménitays ||
* Cf. D: 'faktaftaya]; G: *faktou, equally good || ¢ Read; G: ujfijipur; D:
Jigtsur * G; D: jis® | 10 G; D: °svakartavya® || 1t H.C. pars-
phrases (cf. n. 4): sarvo riramsoyd vydptah svétmany utkarsominitayd param
upakascti, utkarg8pSyafankays Socati, apyam prati krudhyati, ep8yehetupari-
hére samutsdhate, vinip&tid bibheti, kimcid ayuktatoysbhimanyamano jugupsate,
tattatsvaparakortavyavaicitryadarfandd vismayste, kimecij stann totre voirdgydc
chamam bhajate || 1 H.C.: G: tadvibhdva® ||

[21]
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glinifankiprabhrtayaé ' cittavyttivifegis te samucitavi-
bhavabhivij? janmamadhye ’pi’ na hhavanty eva |
tathd hi rasiyanam upayuktavato muner* glanyalasyaé-
ramaprabhrtayo nottigthanti® | yasyapi v bhavanti vibha-
vabaldt tasydpi hetupraksaye keiyamiapah samskiraée-
gatim * nivafyam anubadhnanti | utsihidayas? tu sam-
piditasvivadyakartavyatayid ® pralinakalpa api samskira-
fegatép nitivartante kartavydntaravisayasyotsahider ®
akhapdanit | yathiba pataiijalih “na hi caitra ekasyam

striyim rakta ity anydisu viraktah” " ityddi | tasmat -

. sthiyirlipacittavrttisiitrasyiitd evami vyabhicdripah svit-
méinam udayistamayavaicitryaéatasahasradharmipam pra-
tilabhaméni raktaniladisiitrasyiitaviralabhavopalambhana-
"sambhivitabhahgisahasragarbhasphatikakicibhraka®-
padmarigamarakatamahanildimayagolakavat *  tasmin
sitre sva'‘samskiravaicitryam anivefayanto* ’pi tatsi-
trakytam upakirasamdarbham bibhratah!® svayam ca vici-
triirthih ‘sthiyisiitram ! ca vicitrayanto ‘’ntariintardéud-
dham api sthiyisiitram pratibhisdvakiéam upadadhato
’pi piirviiparavyabhicariratnacchiyaéabaliminam avaéyam
inayantah pratibhisanta® iti vyabhiciripa ucyante |

1 G; H.C.: ofankddhrtysdaya $ G, etcs D: Ovidhdvdj | * Gs °pi
is omitted by H.C.[ 4 G; muner is omitted by H.C. s G; H.C.:
na bhavansi {) * G, cte; D: Cfegatinidn | G; H.C.: utsdharatyd-
dayas | ¢ G; H.C., D: °vakartavyatays | ¢ G; H.C.: vastvantaravi-
taysya ratydder | 1 CL. Yogasitra, Vydsabhdpye, 2,4. Vylisa says: natkasydm
striydm caitro rakia ity anydsu strigu virekta isi || 1t G; D: viralebhdve......
Shondo | 1 Conjectural reading: D: °8bhro; G: °k§cibhro{bhra?)maka® ||
¥ G; ‘D: ogelakddivat | U G, otc.; sva® is omitted by D 8 G; D:
abbinivefayanto || 1 G; D: vibhutamah (P)( 1t Read; G: vicitrgrtha-
sth8yistitrem (| u I propose; G: ‘nigréntarS fuddham api sthdyisitrem
pmupcdhcycw [D: wvpahayanto] ‘pi || 1» H.C. paraphrases:
tasmilt sih8yirOpacittavrttisitrasyit8 evm$ svitménem udaydstamayavaicitryc-
dateschasradharminam pratilabhamandh sth8yinam vicitrayantah pratibhésants ||

[22]

THE AESTHETIC EXPERIENCE, ETC.

tathé hi glano 'yam ity ukte kuta iti hetupraénenisthiyita.
sya! siicyate? | na tu rima utsihaaktimin ity atra he-
tupraénam dhul; | ata * eva vibhévis tatrodbodhakih santah
svariipoparafijakatvam * vidadhind ratyutsdhdder* uci-
tinucitatvamitram @vahanti | na tu tadabhive sarvathaiva
te nirupdkhyih, visanitmani sarvajantiinim tanmayat-
venoktatvit | vyabhicdripim tu svavibhivibhive nimapi
niistiti vitanigyate caitad yathiyogam vyikhyédvasare® |

evam® apradhinatvanirisah sthiyiniripapayd’ *sthiyi- .

bhivin rasatvam® upanegyima®® ityanayd saminya'-
lakgapaéegabhiitaya vifegalakgapanisthayd ca munind !
kytab |

7) tatr@nubhivdnim vibhivindm vyabhiciripim ca
prthak sthyini niyamo ! nfisti, bagpader &nandakei®-
rogddijatvadarfanid vyaghrades ca krodhabhayadihetutvat
érama'‘cintider utsihabhayidyanekasahacaratvivalokanit
| sBmagri* tu na vyabhicaripi | tathi hi bandhuvindéo
yatra vibhivah paridevitaérupatddié canubhivas '* cintd-

. dainy@idi§ ca vyabhicdri, so 'vafyam éoka evety evam

saméayodaye ' $ankitmakavighnaamaniya samyoga
upittah | :

tatra lokavyavahdre kiryakarapasahacari'®tmakalih-
gadarfane’ sthiyyatmaparacittavyttyanumianibhydsa eva
pitavid® adhund tair evodydnakatiksadhrtyadibhir ®

3 H.C.; G: oprafnena sthiyitdsya; D: Oprafne sthSyitsayo || s G; HC.:
sltryats || 8 G, ete.; D: °parafijokem || ¢ G, ctc; D: ity utsdhider ||
8 A. Bh., ch, VII; vitanisyate. .. is omitted by H.C. ) ¢ CL. H.C,, viveka,
ps 101 t H.C.; G: nirlipapdydm; D: °nirupapdydh [ -6 G; HC:
settvam| *Cf note 102 1 H.C.; sémdnya® is omitted by G | ugG,
otc.; muning is omitted by D[] 10 G, etes D: sthiyiniyame | » G
H.C.: ortiv || 14 G, etc.; D: bhrama® || ‘W HC:;Gaddsvd 1 H.C;
G: odis tv anubhévas, equally good | 31 D: %doya® || 1 H.C.; G: %saha-
cdré® |) 1w G; H.C: °darfanaja® (| » G; H.C., D: obhydsapdsavad ||
# H.C;; G: °vrkpddibhir | .

(23]
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laukikim kirapatvidibhuvam atikrintair vibhivaninubhi-
vanisamuparaiijakatvamaitra'pripair ata evilaukikavibha-
vidivyapadeéabhigbhih pracyakarapadiriipasamskaropaji-
vanakhydpaniya vibhividinimadheyavyapadeéyair bha-
vidhydye pi vaksyamépasvariipabhedair? gupapradhina-
tiparydyena simaijikadhiyi samyagyogam sambandham
aikigryam ci’sditavadbhir alaukikanirvighnasamveda-
nitmakacarvapigocaratim nito ’rtha$ carvyaminataikaséro
na tu siddhasvabhiivas tatkilika eva na tu carvapatirikta-
kalavalambi sthiyivilakgapa eva rasah | na tu* yathd fan-
kokadibhir abhyadhiyata “sthiyyeva vibhavadipratyay-
yo® rasyaminatvid rasa ucyata " iti® | evam bi loke’
'pi kim pa rasah, asato 'pi hi yatra rasaniyatd syt ®
tatra vastusatah katham na bhavigyati | tena sthiyipratitir
anumitiriipé vicyd®, na rasah | ata eva siitre’® sthiyigra-
bapam na kytam | tat pratyuta falyabhiitam syt | keva-
lam aucitydd evam ucyate sthiyi rasibhiita iti | aucityam
tu tatsthiyigatatvena kirapdditayd prasiddhinim adhuni
carvapopayogitayd vibhavéditvivalambanat® | tathd hi®®
laukikacittavyttyanumine ki rasati |* tenilaukikacamatk-
raitmi rasisvidah smrtyanuminalaukikasvasamvedanavi-
lakgapa eva | tathi hi laukikeninuménena samskyrtah pra-
madiidi na * tatasthyena pratipadyate, api tu hydayasam-
vadatmakasahydayatvabalit piirpibhavigyad'‘rasdsvadan-

1 G, et °mdtra® is omitted by D[ 8 A Bh., ch, VII; bhios-
dhySye... is omitted by H.C. | 8 HC; G: vd°| ¢ HC.:; G: nonu-
(ne? tw); D: nonu | 8 G; H.C.: °pretydyyaméno; D: ©

natedd rasa ucyats, admisaibls || ¢ G; iti is omitted by H.C. ] * HC;
G: loukike ] . * G sydt is omitted by H.C.| * G, etes D orpd

prapia | 1 G; H.C. adds: muning n G; H.C: D: vibhsvadisvadi.

lambanas || 1 H.C; G: tarhi hi| 1 Read; G: pramadiding; H.C., D: .

promodédir na. ¢f. DhA.L., p. 155 ] 1s D, H.C;; G: parptbhavad®, admis-
eible. Cf. DAA.L., p. 155
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kuribhdvendnuménasmrtyddisopinam anaruhyaiva tanma-
yibhivocitacarvapiaprapataya | na ca s carvapd praiménin-
tarid! yeniidhuna smrtih sydt | na cétra laukikapratya-
kgadipramiyavydparah | kim tv* alaukikavibhiviidisamyo-
gabalopanataiveyam carvanpi | si ca pratyaksinumainiga-
mopamanidilaukikapramiyajanitaratyidyavabodhatas ta-
thé yogipratyaksajatatasthaparasamvittijiiinat sakalavaiga-
yikopardgaéiinyaéuddhaparayogigatasvinandaikaghaninu-
bhaviic ca vifigyate, etegim * yathiyogam arjanidivighnin-
tarodayena ¢ tatasthydsphutatvena® vigaydvefavaivafy-
ena® ca saundaryavirahit | atra tu sviitmaikagatatvani-
yamisambhavin na vigaydveSavaiva§yam’, svitménu-
praveéit ® paragatatvaniyamabhivin na tatasthyisphutat-
vam®, tadvibhividisidhdrapyavadasamprabuddhocitani-
jaratyadivisanivefavaic !° ca na vighnintaridinim sam-
bhava ity avocima bahuéah! | ata eva vibhividayo na
nigpattihetavo rasasya, tadbodhipagame !* ’pi rasasam-
bhavaprasangat * | napi jiaptihetavah, yena pramipama-
dhye pateyuh, siddhasya kasyacit prameyabhiitasya rasa-
syabhavit | kim tarhy * etad® vibhiviidaya iti | alaukika
eviiyam carvapopayogi vibhividivyavahérah | kvinyatret-
tham drstam iti ced bhiigapam etad asmikam ! alaukikat-
vasiddhau V' | pdnakarasisvado ’pi kim gudamaricidisu

1 G, ete; D: prérthyaméndntaréd ) 3 H.C; G: kifica; D: kifics®,
equallygood|] * * G,etci D: etdsdm | ¢ H.C.; G: °daydt, equally good ||
8 Read; H.C.: tGjosthyshetukiisphutatoona; G: tatasthyesphujatva® D: Csphu-
satvar [ ¢ G, ete: D: ovaivafyom || v H.C,, G; ne vigoy8... is
omitted by D (G brackets it) | ¢ G, etc.; D: svdnupravefat || * HG
G; na téjasthyasphutatvam (in parentheses); t8jasthydsphusatvam is omitted by
D. 1 think that na vigaydvefavaivafyam and no titasthy@sphufatvem have been
added by H.C. ¥ G, ete; D: Ovegavafids| 11 ity gvocima bohufab is
mitud by B.c.ﬂ 18 D. n.c: G: m’n‘m“ » G' etes D: rasa-
sambhavdt || 1 G; H.C.: tarhi kim || B H.C.; G: etad dhi || 10 G;
H.C.: bhiganam csmikam ectad |) 1 G, ete; D: %siddhel ||
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drsta iti saminam etat | nanv evam raso ’prameyal syit,
evamp yuktam bhavitum arhati, rasyataikapripo hy asau
na prameyadisvabhiivah | tarhi siitre nigpattir iti katham |
neyani rasasya, api tu tadvigayarasandyidh' | tannigpat-
tyd ? tu yadi tadekdyattajivitasya rasasya nigpattir ucyate
na kaécid® atra dosah | sd ca' rasand na pramipavya-
péro na karakavydpérah, svayam tu nipramapiki svasam-
vedana®siddhatvit | rasand ca bodhariipaiva, kim tu bo-
dhintarebhyo laukikebhyo® vilakganaiva, updyanim vi-
bhavadindm laukikavailakganyét | tena vibhividisamyogad
rasani yato nigpadyate tatas’ tathividharasanigocaro
lokottaro 'rtho rasa iti titparyam siitrasya |

*ayam atra samkgepah | mukutapratiétrgakiding tivan
natabuddhir icchadyate | gidhapriktanasamvitsamskiric
ca kivyabala®nfyaménipi na tatra ramadhir viérimyati |
ata ® evdbhayadefakilatyégah | romaficidayaé ca bhiyasd
ratipratitikdritayd dystds tatrdvalokitd  defakilaniya-
mena ratim gamayanti | yasydm svitmipi tadvisanivat-
tvidd anupravistah | ata eva na'? tatasthatayad ratyava-
gamah | na ca niyatakirapatayd, yenarjanabhigvangidi-

sambhivani | na ca niyatapardtmaikagatatayd '*, yena -

dubkhadvesddyudayah | tena sadhirapibhiitd samtinavytter
ekasyd eva v samvido gocaribhiita ¥ ratih érﬁgirah |
sidhirapibhivand ca vibhivadibhir iti |

1 G; H.C.: tadvigaydyd... |l s H.C.; G: tasman nigpattyd | s G;
H.C.: tan na kafcid; D: tena na kvacidy) s G, cte; ca is omitted by D ||
s H.C., D; G: svayam(sam)vedana® [j * G, otc; laukikebhyo is omitted
by DJ * H.C; G: "tas, equally good | ¢ G, etc; D: odalad & ||
* G;HC:tatall 1 H.C.: C: tatrdpi loukika® (D: larkikab) [ u HC;
G adde tatra ] 18 H.C.; na is omitted by G|l 11 H.C.; G: niyatapa-
r&{gd]tmakagatatayd | 1 H.C; G: gocarabhid ||
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After explaining the reason for the foregoing succes-
sion”, Bharata states the sitra defining the nature of
Rasa: “ Out of the union of the Determinants (vibhiva), the
Consequents (anubhdva) and the Transitory Mental States
(vyabhicdrin), the birth of Rasa takes place ”®. This siitra

» N.§., VI, vv. 1-33.

9 N.§., VI, prose after v. 33. Rasa is the traditional term which
designates the aesthetic state of consciousness, the aesthetic plensure, Rasa
means both tasting and what is tosted. Bharata accepts eight Rasa, core
responding to the eight principal foelings of human nature (sthiyibhéva,
Permansnt Mental State): Delight (vati), Laughter (Adsa), Sorrow (foka), Anger
(krodha), Heroiem (uts3ha), Fear (bhaya), Disgust (jugupsd), and Astonishment
(vismaya). Theso eight feelings are liable to become the material of aesthetio
experience, and the corresponding Rosas are: the Erotic (syhgéra), the Comis
(hdsya), the Pathetic (karupa), the Furious (raudra), the Herolc (vira), the
Terrible (bhaydnaka), the Odious (bidhatss) and the Marvellous (adbhuta). Later
speculation generally admits a ninth permanent feeling, Seremity (fama); the
corresponding Rasa is tho Quictistic (f3n2c). In ordinary life each of these
mental states i3 manifested and accompanied by three clements, touses (k3-
rapa), effects (kirya), and concomitent elements (sahacars). The canses are
the facts, images, otc., by which it is manifested, the effects the physical reac-
tions caused by it, and the concomitant clements the accessory mental states
accompanying it. The eame causes, etc,, when represented on the stage or
described in poetry, do not arouse the corresponding sentiment, but make
manifest (cyefij) a form of conscicusness different from it, acsthetic pleasure
or Rasa. This particular form of cosciousness is coloured (onurcéij) by the
characters of these various csuses and hence by the nature of tho mental
states which they would arouse if they were real. When they are not
part of real life but aro elements of poetical expression, the causes, effects,
and concomitant elements are called respectively Deoterminants (vibhdve),
Consequonts {anubhdvo), and Transitory Mental States (eyobhicsribhéoa). On
the traditional etymology of these terms, cf. infra, p. 95. Vibh&ca and onu-
hdvo are usually translated by the terms Determinant and Consequent (Jacobi
translates Faktor and Effekt). The Transitory Mental States are 33 in number:
Discouragement (nirveds), Weakness (glini), Apprehenafon (fatkd), Weariness
(éroma), Contentment (dhrti), Stupor (jadatd), Joy (harga), Depression (dainya),
Cruelty (ugrats), Anxiety (cints), Fright (trdsc), Eavy (esfys), Indignation
(amarga), Arrogance (garva), Recollection (smyti), Death (marapa), Intoxication
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has been explained by Bhatta Lollata, etc., in the following
way ":—By the term * union ” Bharata means implicitely
the union of the Permanent Mental State with the Determi-
nants, etc.; Rasa is the product of this union. More pre-
cisely, the Determinants are the cause of the birth of the
mental movement (cittavTeti) which constitutes the Per-
manent Mental State (sthdyibhdva). In using the term
Consequents, Bharata does not mean the Consequents aris-
ing from the Rasa (since these obviously cannot be consi-
dered as causes of the Rasa) but only the Consequents

arising from the mental states . Even though the Tran-

(mada), Dreaming (supta), Sleeping (nidrs), Awakoning (vidodha), Shame (vridé),
Epilepsy (apasmara), Distraction (moha), Assurance (mati), Indolence (dlasya),
Agitation (Gvega), Deliberation {tarka), Dissimulation (avahits5), Sickness (vyddhi),
Insanity (unmdda), Despair (vigdda), Impatience (autsukya) and Inconstancy
(cipala). On the nature of these feelings see below, p. 85 ff. In the anubhdva
are incladed the eight * Involuntary States ** (sctivabhdva): Paralysis (siambha),
Fainting (pralaya), Horripilation (romafica), Sweating (sveda), Change of Colour
(vaivarpyc), Trembling (vepathu), Weeping (afru) and Change of Voice (vai-
svarys). Cf. N.§., VII, prose after v. 91. It is very difficult to find the
exact Englich rendering of these terms; in general I have followed the termi-
nology proposed by Hans in his Delar@paks.

The relation between the Determinants, the ordinary mental states, and
Rasa is the central prablem of Indian poetics.

1) Bhatta Lollaga flourished in Kashmir in the IXth or Xth ceatury. He
wrote a commentary, now lost, on the Natycfistra of Bharata. Ksemerilja
(Spandanirgaya, p. 34) and A.G. (M.V.V., v. 718), quote & Bhatta Lollata who
wrote a commentary (vrtti) to the Spendckérikd of Vasugupta. In my opinion,
it seems probable that these two Bhaita Lollata are one and the same person;
Bbagta Lollata would, in that case, have lived in the reign of Avantivarman
(856-83 A.D.; Vasugupta lived under Avantivarman) or in the reign of his
successor, Sabkaraverman. This change, also, involves & change in the dates
of Sadkuka (cf. infra, p. 32, n. 4), who could then be identified no longer with the
poet Sankuks, who was & contemporary of Ajitapida (carly IXth century).

9 Raza will also produce certain effects in the spectators—it will make
them mutter in fear, make their hair stand on end, etec. These offects (lit.:
Consequents, onublbéva) cannot, of course, be considered as ﬂxe causes of
Rara. The causes of Rasa can oaly be the effects of the Permanent Hental
States.
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sitory Mental States, in so far as they are mental move-
ments, cannot accompany simultaneously the Permanent
Mental  State, Bharata in this siitra means that the Per-
manent Mental Movement remains nevertheless in a state
of latent impression (vdsand)". In the example used by
Bharata, again, some flavourings (vyaiijana) appear in the
state of latent impressions, like the Permanent Mental
State, and others in an emergent state (udbhiita), like the
Transitory Mental States®. Rasa, therefore, is simply
the Permanent Mental State intensified (upacita) by the
Determinants, the Consequents, etc. The Permanent
Mental State in itself has a nature which is not inten-
sified ®.  This state is [perceived] in both the person imi.
tated (anukdrys) and the actor (nata), in the person imi-

1) It is a generbl principle of Indian thought that two forms of cognition .
cannot occur simultaneously (cf. Nydyastitra, I, 1,16). To avoid a contradic-
tion of this rule, Bhatta Lollaga remarks that there is nothing to prevent the as-
suinption that the Permanent Mental State is presented in the state of a latent
impréssion (samskdra, véscnd). The word ssmskira * means the impressions
(which exist sub-consciously in the mind) of the objects experienced. All oar
experiences whether cognitive, emotional or conative exist in a sub-conscicus
states and may under suitable coaditions be reproduced as memory (smrti).
The word vdsand (Yogasidtra, IV, 24) scems to be a later word... It comes
from the root “vas* to stay. It is often loosely used in the sense of sam-
skéra, and in Vydsabhidgya they are identified in IV, 9. But vdsand generally
refers to the tendencics of past lives most of which lie dormant in the mind.
Only those appear which can find scope in this life. Bat samskira are the
subconscious states which are being constantly generated by experience. Va-
sands are innate samakdres not acquired in this life ** (Dasgupta, H.I.Ph. I+
p- 263).

9 Bharata' (ch. VI, prose after v. 33) says that an exampls of  what
bappens in the aesthetic fact is provided by the different substances of which
a dish at table is composed. Each of these (like the Determinants, etc.) makes
a contribution in determining the taste of the whole, and a new flavour
(rasa) results which differs from each of the others taken separately.

8 In other words, Rasa, when not intensified, is simply a Permanent
Mental State.
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tated (Rdma, etc.) in the primary sense (mukhyayd vTttya),
and in the imitating actor® through the visualization
(anusamdhina) in him of the nature of Rama, etc.—.

This again reproduces without change the opinion of
the ancient [students of poetics]. Dapdin, for example, in
his definition of the Ornaments ®, said that * in associa-
tion with a number of other elements, Delight is trans-
formed into the Erotic Rasa (§rigdra) ”, and * on reaching
its extreme height, Anger is transformed into the Furious
Rasa (raudra) ™, ete.

This interpretation, says Saikuka, is mistaken 3, Why?
" — @) Because, without the Determinants, etc., the Perma-
nent Mental State cannot be known, for the Determi-
nants, etc., are the characteristic signs, i.e., the logical
reasons (liiga) by means of which knowledge of it
is made possible¥. b) Because, if the thes is of Lollata is

l)'l‘l:uneeotdingtonhamlalhuthonmb-pmpﬁon of the Per-
manent Mental State of the character represented by the actor. This sthdyi-
Bhdva, intensified by the Determinants, ets., is presented to the spectator in
the form of a Rasa.

9 Dogdin (7th. centary?) wrote the Kévyddarfa (this work may be consul-
ted also in the translation of O. Bohtlingk, Leipsig 1890). The samo thesis of
Bhotta Lollata is met with in the Agnipurdpa; of., for example, ch. 339, #l. 4:

abhimanad ratis s& ca paripogom upeyusl |
vyabhicaryddisdmanyéas frigdra iti giyate |

5 $atkoka flourished in Kashmir after Bhatta Lollata. It is doubtfal
whether ho should be identified with the poet $afikuka, author of a poem cal-
led Bhuvanabhyudaya, who, according to Kalhaga (R.T% IV, 705) Lived under
the reign of Ajitapida (about 830 A.D.). In this case, his predecessor, Bhatta
Lollaga, can no longer be identified with the commentator, of the same name,
oullwsmdub&ib.mdsolﬁspaiodnhouldbepntbuktod:ecndoftho
8th century and the beginning of the 9th. Cf. above, p. 30, n. 1. Sadkuka
wrote a commentary to Bharata, now lost, which is frequently quoted by A.G.
On Sadkuka, see De, S-P., I, p. 38; Pandey, A.G., p. 128.

& H.C. adds: na hi dhGmam vind dharddhardntabstho vahnir avagamyate |
“ If there were ro smoke, the fire which is within a monntain could not be
perccived .
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right, Bharata should first have expounded the Perma-
nent Mental States and only afterwards the Rasa . c¢) Be-
cause the second definition of the Determinants, etc., in
their state of full development, [put forward by Bharata
in connexion with Rasas, which, according to Bbatta Lol-
lata, are nothing but Permanent Mental States], would
become a useless waste of words®. d) Because every

Permanent Mental Movement would come to be subdivid-

ed into an infinity of different gradations, weak, weaker,
weakest, indifference, etc. ¢) Because, as a result of this
fact, there would no longer be six grades of Comic Rasa

(kdsya) ¥. f) Because, for the same reason, the ten grades
of love (kdma) would include an infinite number of Per-

1) If it were true that the permanent mental states exist before the Rasa,
why is it that Bharata explained first Rasa (N.§., chap. VI) and afterwards
{N.§., chap. VII) the mental states?

9 If, o8 Lollata eays, Rasa is no more than an intensified Permanent Men-
tal State, why ehould Bharata have taken tho trouble to explain the Deter-
minants of this mental state twice over, once in connexion with it in its non-
intensified otnte (IV.$., chap. VII) and once ogain in connexion with itinits
intensified state (IV.&., chap. VI)? It is illogical to explain the causes of the
same thing twice over, once when it is not for from its nascent state and
once when it has reached its full development. H.C. clarifies: na cotpattau pa.
darthandm kidrapem abhidhdya pugystdm punas todutpaottikirapam abhidhésa-

. vyam, vaiyarthydpastel |

%) In other words, the intensification (upacayo) proposed by Bhatta Lollata
would necessarily have to develop in a succession. Bharata mentions (N.§.,
VI, vv. 61, 62) six kinds of laughter: smitam, Aasitam, vikasitam, upahasitam,
apahasitam, and ctihasitam. Cf. Dafarfipa, -Haae, p. 144: “ a Gentle Smile
{smita) is opening the eyes wide; a Smile (hasita, cvakasito) is showing the
teeth to some extent; Laughing (vihasita) is making a soft sound; Laughter
{upachasita) is tho same, accompanied by thaking of the head; Uproarious Laugh-
ter (apohasita) is [laughter] accompanied by tears; and Convulsive Laughter
(atihasitc) is [laughter) with shoking of the body. Two of these varicties of
laughter [are characteristic] of the higher, two of the middling, and two of the
lower [characters), in the order named ™. On Lollaga's thesis, a further infi-
nity of species of loughter would have to be aesumed.

[33]
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manent Mental States and of Rasas !. g) Because exactly
the contrary would have to be assumed to that which is
experienced, i.e., that Sorrow (foka) is at first intense and
is seen to grow weaker with time, and that in Anger
(krodha), Heroism (utsdha) and Delight (rati) a diminution
is met with when the Indignation (amarsa), Firmness
(sthairya) and Affection (sevd) decrease ?.

Therefore Rasa is simply a Permanent Mental State, i.e.,
it consists in the imitation (anukarana) of the Permanent
Mental State proper to the person imitated—Réma, etc.;
and, just because it consists in an imitation, it is not called
a Permanent Mental State but is given the name of Rasa.
This imitated mental state is perceived by means of three
kinds of elements, i. e., causes (hetu), which are called De-
terminants, effects (kdrys), which are the Consequeats,
and accompanying elements (sahacdri), which are called
Transitory Mental States. The causes, etc., are brought
into existence by the conscious effort (prayatna) [of the
actor], and are thus artificial (krerima), but [the spectators]
think that they are real. This Permanent Mental State
is perceived (and this perception is aroused by the charac-
teristic signs already referred to) as being inherent in the
imitating person (anukartr). '

The Determinants are, indeed; visualized (anusamdha)
through the power (bala) of poetry, the Consequents through
the skill (§iksd) of the actor, and the Transitory Mental

1) Cf. note above. The ten kinds of love (kémo) mentioned by Bharata X

(N.4., XX, vv. 154-6) are Longing (obhildsa), Anxiety (arthacintd), Recollection
(anusmyti), Evumeration of the loved one’s merits (gupakiriafia), Distress
(udvega), Raving (vildpa), Insanity (unméda), Fever (vyddhi), Stupor (jadatd),
and Death (marapa). Cf. Dofarfips, Hass, p. 132

9 Indignation, etc., are Transzitory Mental Movements.
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States through the actor’s ability to reproduce on the
stage the effects of his own Transitory Mental States (which
effects are called Consequents when they are artificial).
But the Permanent Mental State cannot be visualized
even through the power of poetry. The words * Delight *,
“Sorrow ”, etc., are, in fact, only able to denote (abhi-
dheyikr) the Delight, etc., [to which they refer], — for

this Delight, etc., is nothing but a verbal form (abhi- -

.dhana) —, but they are not able to communicate (avagam)

it [in its fullness] — as if they were forms of Verbal Repre-
sentation (vdcikdbhinays)?. For Verbal Representation
does not consist merely in words, but rather in what effect
the words produce; in the same way Gesticular Represen-
tation (asigikdbhinaya) does not consist merely in the move-
ment of the limbs but in the effect which this movement
produces ?, In the following stanzas, Sorrow is not an
object of Representation but simply of verbal expression:
 Great, deep, wide, and unbounded, the ocean is neverth-
eless drunk by underwater fires: in the same way, Sorrow is

drunk by Anger”®. Again: “ He is paralysed by sorrow,

motionless in this state; such Sorrow increases the lamenta- .

- tions of his companions, who, filled with the fear that

1) In other words, the Permauent Mental States (and hence Rasas) can be
mu:;::wno;lyby gxointn'uicmenﬁvofomof poetry, not by the words
w! ote them. On the force of the * Represen * (abhinayo;
cf. the next note. fom TR tation ™ ¢ o

9 Bharata lists four kinds of Representation (sbhinaya, art of s . ote.):
vdcikibhinaya, sdttvikibhinaye, angikibhinays, and ih&ydbhimyc.ed'l"’:o ﬁn)t
of these is based on variations in the intonation of the voice ($atkuka seems
to understand it in more or less the samoe sense as dhvani, the evocative
power), etc.; the second on the extrinsecation of certain physical phenoména
(sweat, etc.); the third on expressive movement of the kmbs; and the fourth
on the clothes, etc., which the actor wears,

3 Unidentified stanza.
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tears their hearts, beg him imploringly to weep”". Exam-
ples may be multiplied. But the following stanza, * This
multitude of droplets, fine rain of tears falling while she
painted, produces on my body the effect of a perspiration
born from the touch of her hand ™, at the same time that
it expresses what is its own sense®, represents, rather than
expresses verbally ¥, the Permanent Mental State of Delight
(consisting in a form of pleasure [sukha]) proper to Uda-
yana®. Representation (abhinayana), indeed, is nothing
but a power of communication (avagamanasakti)—this
_power differing from the one of verbal expression. Pre-
cisely for such reasons, Bharata does not mention at all
the word * Permanent Mental State” in the sitra, not
even in a different grammatical case ®, Thus the Erotic
Rasa is simply the Permanent Mental State of Delight
imitated; so that it may be rightly said both that it con-
sists of, and is animated by, Delight, and that it is born
of Delight. It is found, furthermore, that even mistaken
cognition is, sometimes, not without Causal Efficiency
(arthakriyd): * Between two people approaching two lights,
the one produced by a jewel, the other by a lamp [without
being conscious of what they really are, but] with the idea
that it is a jewel, there exists a difference in respect of
Causal Efficiency, but not a difference of mistaken cogni-
tion””., Furthertmore, in aesthetic experience none of
1) Unidentified stansa. In both these stansas the word “ Sorrow ** occurs.
Thus, in these, Sorrow s in the state of verbal expression.
9 Harge, Raméoalt, II, 11.
3) Le., its literal meaning.
4) Tho word * Delight ** does not occur in this stansa.
5) The chief character of the Ratnévall.
€ In the genitive; cf. supra, p. 30.

7 This etansa is taken from the P.V., II, v. 57. It is also quoted by
Mahimabhotto, Vyoktiviveks, p. 78.
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. the following perceptions is experienced: a) That happy

man is really (eva) the actor¥; b) Rima is really (eva)
that man; he is not happy ®; ¢) Is that Rima or not? ;
d) That man is like Rima . On the contrary, the form
of perception experienced differs from correct (samyak)
perception, mistaken perception (mithyé), doubt (samsaya),
and similitude (sddrfya); what is actually experienced—on
the principle of the painted horse, etc. *—is the percep-

Cousal efficiency, the capacity to produce effects (arthakriyd, arthakriys-
kéritvg), is the basic criterion of every form of right cognition, and, therefore,
of the real existence of a thing. When, for example, a man sees o mirage and,
on going near it, does not find the water which he expected to find (and cannot,
therefore, drink, wash himself, etc.), his perception is a mistaken one; the water
which he has scen is not capable of appensing his desires, of carrying out the
functions proper to real water. In some cases, however, even the mistaken
perception is endowed with causal efficiency. In the present case, for instance,
it allows the observing subject to find a jewel which is real; in other terms,
it does not delude the expectations of the perceiving subject. Even a mistake,
observes Dharmakirti, if it does not delude the perceiving subject, is a source
of right knowledge. Now, if even a mistaken cognition, observes Sadkuka,
can be gifted with causal efficiency, then it is all the more reason for & imi.
tated 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 accom-
plishment of their desires.

1) True or real cognition (awareness of having to do with a real thing).
The reality of this cognition is indicated in the text by the particle eva (pre-
cisely, really, ete.).

9 Mistaken cognition. The classical example of mistaken cognition is
that of silver and a pieces of mother-of-pearl: a man sces something shine and
thinks it is silver, but on approaching this something he finds that, in fact, it is
a piece of mother-of-pearl. The first cognition is contradicted, uprooted (dadhisa,
unmilita) by the second. In the present case, there is at first tho scasation of
being confroated with Rima in a state of happiness (i.e., when he has found
Sit3 again, ete.); this is followed by awareness that the actor is not Réma
in a state of happiness and that the first moment was thus a form of mistaken,
unreal, or illusory cognition.

%) Saduess, doubt.

4) Coneciousness of thé resemblance of the actor to the character represented.

5) Colours (minium, orpiment, lake, etc.) when put together give birth
to a thing which is different from ecach of them token separately and cannot
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tion: “This is the happy Rama”"—, Saikuka himself
says: [“In aesthetic experience] there is mneither doubt,
truth, nor error; the notion which appears is: ‘ This [man]
is s0-and-s0’, not the notion: * This [man] is really (eva)
so-and-so’. [Aesthetic experience] involves no contradic-
tory notion, and thus it is impossible to say that it is a
form of mistake (viplave — bhranti); it is an immediate
perception (anubhava), evident in and by itself. What
sort of argument, then, could put it in question? ”* 9,
This thesis too, my masters say ¥, is without in-
trinsic value and is incapable of resisting a close criti-

be identified with any of them. $odkuka says implicitly that an image, a
picture (citra), composed in colours,—to represent a horse, for example—
arouse in the beholder a state of consciousness which ie different from the
knowledge that he is beholding a real horse, o horse similar to a real horse,
illusory, etc. The eame thing happens, says Satkuka, with the words in poetry,
These, put together, bring about nesthetic expericnce, Rasa. A. G., does not
agree with this conception. Ho maintains that a spectator, before a picture,
has the sensation of seeing o thing which imitates reality, that is to say, the
real horse.

1) In other words: aesthetic cognition differs from cvery other form of
cognition; it is neither real nor unreal (the specificity of this cognition is indi-
cated in the text by the absence of the asseverative particle eva, cf. p. 37, n. 1),

%) Acsthetic experience is a form of inner or mental perception (manasapra-
tyakso). It is directly perceptible to the mind or inner sense (manah)—in
the same way as the sensations of pleesure, pain, ete. Seen in this way, aesthe-
tic experience is certain, immediate, self-knowing and cannot be doubted.
* Whatever is known to us by consciousuees is known beyond possibility of
question. What ons sees or feels, whether bodily or mentally, oue cannot
but be oure that ono sees or feels. No science is required for the purpose
of establishing such truths; mo rules of art can render our knowledge of
them moro certain that it is in itself ™ (J. StoaRt Mrus, A System of Logic,
Inte., § 4).

% The expression * my masters **, observes H.C., alludes to Bhatta Tota
(or Tauta), who was the direct master of A.G. and, therefore, lived in Kash.
mir during the second half of the 10th century. Bhatta Tota wrote a work
of pootry, the Kivyakautuks, on which A.G. wrote a commentary (vivaropa),
which has not yet been found. The confutation of Satkuka, given in the follow-
ing pages, goes back, therefore, to Bhatta Tota.
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cism?, Specifically, from what point of view, we may ask,

was Saiikuka saying that Rasa has the nature of an fmita-
tion? 1) From the point of view of the spectators’ per-
ception, 2) from the actor’s point of view, 3) from the

point of view of the mind of the critics (vyakhydtr) who 421,

analyse the real nature (vastuvTtta) [of aesthetic ex.p?rience]
(for it has been said that “it is, in fact, the critics wh'o
analyse in this way”)?¥, 4) or, finally, from Bharata's
int of view?
o plo) The first alternative cannot be uphe:l(.l. For only
something perceived by a means of cogfntlon can be
said to be an imitation® There is imitation, for uan}-
ple, in the case of a person who drinks some milk (this

1) Sadkuke’s mistake consists in asserting that nesthetic experience is
an e:pfrience of a discursive kind (cm:ikolpa;' it is an imitation), and at
the same time saying that it differs from every other kind of t!iscnnive cogal-
tion. The doctrine which he professes is thus vitiated by an intrinsic contra-
dition. The whole of Bhata Tota’s confutation, reproduced by Abhinavs,
reduces in the last analysis to a close and often scholastic examination of
this contradiction. .

9) This quotation is taken from the svavrsti of Dharmakirti to the svér
thénuménapariccheda of the Promdpavirtika (cf. supre, p. 6): cydkhydtdrad
khaly evam vivecayansi na vyavchartdral | te tu svélambanam ev@rthakriys-
yogyam manyaménd dréyavikalpydv orthdv eklkrtya pravartants | Practical
life (vycvahdra) is based, according to Dharmakirti, on the identification of
the thing in so (svalakjopa) with its mental image. The mind super-imposes
{Grop) on the thing itself the image that it hns of it and the subject believes
that he is faced with reality. The difference between the thing itself, which
is real, and the illusory character of the mental mngowhiehhul‘bmn::puo
imposed upon it, is & theoretical distinction created by the * critics ® and * phi-
losophers * (vyakhydiy, tattvacintaks). In confuting this concept, A. G. asserts
that it is impossible to explain & thing in the theoretical moment by an ex-
planation which contradicts onc’s awaremcss of in ths practical moment.
In other worde, the spectators, while they are immersed in the Rasa aroused
by the epectacle, do not know that they are faced with an imitation. . The
fact automatically confutes those who sustain the theory that there is an
imitation. Cf. infra, p. 47.

9 The explanation is given a few lines below.
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action being directly perceived by the spectator) and says:
“ Thus did so-and-so drink’ the wine ”. In this case, the
action of milk-drinking imitates the action of wine-drink-
ing. But in the present case what is it that is perceived
in the actor, which might seem to be an imitation [of the
Permanent Mental State]? This is the problem. His body,
the headwear, etc., that crown it, his horripilations, his fal-
tering words, etc., the raising of his arms, the waving of
them, etc., his frowns, his expressive glances, etc., certainly
are not taken by anyone for imitations of Delight, which
is a mental movement. For a) they are [in themselves]
insentient (jada) ", b) they are perceived by senses other
than those which perceive the mental movements (bhin-
nendriya) ¥, and c) their substrata are made up of totally
dissimilar things (bhinnddhikarana)®, and thus are about
as different from mental movements as it is possible to
imagine. Conscionsness of an imitation presupposes, fur-
thermore, perception both of the term of imitation and
of the thing which imitates; but none of the spectators
has ever in their lives been in a position to witness directly
the Delight of Rima. These arguments suffice to exclude
altogether the possibility that the actor is imitating Rama ¥.

If it is answered that the thing called Erotic Rasa,
the imitation of Delight, is simply the mental movement

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

D Mental movements are perceived by tho internal sense, manah, mind.
All the acts, ete., listed, however, aro perceived by the external senses such
as sight, ete.

% The body, etc. The mental states are based on the mind. M.C., P 69,
comments: ¢ath A nofavapurddindm jodatvam eckpurgréhyatvom, rater oja-
datvam manogrdhyatvam ca | pratifirgak8dindm vopur adhikarapam, rates tu
mano ‘dhikaragam ifi |

4 I.e., these implicitly exclude the second alternative as well; all the same,
it is discussed and examined separately (cf. infra, pp. 45 ).
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of the actor, which, as perceived by the spectators, ap-
pears to them in the very form of an imitation of Delight,
then we may ask: “Of what, when perceived, does it appear
to consist?” This is the problem. Our adversaries will
doubtless reply that the actor’s mental movement appears
to the spectators to consist of just those characteristic
signs (causes, such as women, etc., effects, such as ex-
pressive glances, etc., concomitant elements, such as
Contentmment, etc.) which serve to render perceptible an
ordinary mental movement. To this contention we may
immediately reply that, if this were the case, the mental
movement of the actor would be perceived simply in the
form of Delight ; thus such an argument certainly does
not help to confirm the thesis which you wish to defend,
namely that there is an imitation of Delight. It might
be replied that the following distinction must be made:
that from the point of view of the person imitated, the
Determinants, etc., are real (paramdrthika), but in the
present case, the case of the imitator, they are unreal,
Very well, then! But, even if these Determinants, etc., are
not the real causes, éffects and concomitant elements of
the Permanent Mental State of the actor, even if, that
is to say, they are fashioned solely by the power of the
poem, the skill of the actor, etc., and are thus artificial,
are they so perceived by the spectators or are they per-
ceived as real? And.xftheyarepercemdasamﬁcml,
how would it be possible, through them, to perceive Delight?
Answer: * But that is just exactly why what is perceived
is not Delight but the imitation of Delight **! This answer,

1 I e., there would be a perception of ordinary nature, not aesthetic co-
guition,
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we reply, could only be made by a man of dull wits?.
For inference from apparently similar effects of their
respective causes is only legitimate in the case in which
the effects really are derived from different causes and are
recognised as such by a person of experience. An inex-
perienced person can only infer the more familiar cause
which is recognised by everybody. For example, [an ex-
perienced person] presented with a scorpion possessing
particular characteristics can readily infer that its cause
is dung; [an inexperienced person], on the other hand, can
only infer—and in this case there is nothing but (param)
" a false cognition—that it is the offspring of another scor-
pion. When cognition of the logical reason (heiu)—e.g.,
smoke—is mistaken, inference based on this apparent logi-

1) Bhatta Tota’s reply (et out in the following lines) may be summa-
rised: Assuming that the Determinants, etc., are perceived as unreal or arti-
ficial (krtrima), they cennot legitimise the inference of either Delight or an
imitation of Delight. From a mistaken or apparent logical reason (e.g., a
cone-shaped cloud mistaken for a pillar of smoke; the cone-shaped cloud does
not etand in any causc-effect relation with fire, and is thus a mistaken logical
reason) we canmot infer either fire (in this case, mistaken cognition would
occur) or, still less, anything imitating fire (e.g.. as A. G. says, a heap of
red roses). A person of experience can undoubtedly infer from two things,
which to the laymen are apparently the same, the respective causes of
each of them (example: the scorpions. According to tradition there are
two kinde of scorpion, one kind being born from other scorpions and
the other kind from dung); but in the present case the logical reason is never-
theless mistaken or spparent (the Determinants, etc., are perceived as krtrima)
and a8 such is an effect neither of Delight nor of an imitation of Delight.
Thus for a person of experience the inferenco of something which imitates
Delight is impossible. The inference of Delight made by an inexperienced
person is a form of mistaken cognition. H.C. explains: ayam bhdvad pra-
siddhad ratilakyapis kirapid ratyanukarapam néma kdrapantaram tatprabha-
véf ced anubhdvdh syub | tathsiva co vifepavidd yadi jiadyeran tadi ratyanuka-
rapalaksapasys vastvantarasy@numénam semafjosam syds | na caivam, tat ka-
tham iva ratyanukarapaprastsib | avideavids ca tathévidhanubhdvadarfane ratir
evinumiyats tac ca mithydjfidnem eveti |
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cal reason will itself be invalid. For it cannot be maintained
that anyone could infer from mist (whether it be suppo-
sed by the observer to be smoke, or whether he be aware
that it is only an imitation of the true logical reason)
something which is an imitation of fire. Obviously, a veil
of mist—something which imitates smoke and is reco-
gnised as an imitaion—does not legitimize the inference
of a heap of red roses, namely something that imi-
tates fire.

* Someone might perhaps reply that, even if the actor
is not himself enraged, still he seems to be. enraged. True
enough, we answer, he is like someone who is enraged.
But this resemblance is due to a contraction of the eye-
brows, etc.—in the same way, that is, that the resemblance
between a real ox and another ox-like species is due to the
shape of the muzzle, etc. In other words, no imitation
is involved. Again, the spectators are not conscious of
this resemblance; we know that the perception of the
spectators, while they perceive the actor, is not without
the mental state which he appears to have?, If we are
told that what occurs is not a real but .an apparent imita-
tion, this, we answer, is an argument completely without
force [, contradicting the very thesis which you are uphold-
ing] ®. Further, Saikuka said that in aesthetic expe-
rience there is the perception: “That is Réma”. Now, if
this perception, devoid of every doubt during the play,
is not later contradicted by some form of subsequent
cognition which invalidates (bédhaka) it, what is wrong

1 In other words, the spectators are not aware of a resemblance between
the actor and the character he represents, but only of the fact that the actor
is immersed in a certain state of consciousness, shared also by them.

9 M.C., p. 71 replaces “isi rikia vicoyuktih” by *“iti svavacanavirodhal | .
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with saying it is a true cognition?? And, if it is con-
tradicted by a subsequent cognition, why is it not a
mistaken cognition? ? In fact, however, even if no inval-
idating cognition is subsequently obtained, the case is
always [, if we are to keep to Saiikuka’s point of view,] one
of mistaken cognition®. Thus Saikuka’s contention, na-
mely that this cognition “ involves no contradictory notion”,
is without foundation®. Furthermore, the perception
“ That is Rama ”, is repeated as well in the case of other
_actors; consequently [, accepting Saikuka’s thesis,] there
chould be a * Rimaness ”, a genus * Rima . Nor can
- his other assertion, ‘The Determinants are visualized
through the poetry ”, be successfully explained. Indeed
the actor does not have the perception, * Sité is the woman
I love ™, as if, that is to say, Sitd was inherent in his own
real life®. If it is replied that this is the meaning of
the word * visualization ”, i.e., that this is how the Deter-
minants are made perceptible to the spectator, then we
answer ' that there ought more reasonably to be, instead,
a visualization of the Permanent Mental State. Indeed,

1) CL. supra, p.37,38. M.C., p. 71 simplifies: yae coktam rémo *yom ity asti

prailsib, totrdpi yadi na bidhakodaych tat katham na samyagjfinam, badhako-

dayof cat katham na mithyd |
9 Cf. suprs, p. 37, 0. 2

%) Sadkuka says that aesthetic experience consists of an imitation; there-

fore he maintains implicity that it is unreal.

& CL. supre, p. 38. ’

8 According to A.G. aesthetic knowledge is of a different order from
logical knowledge and therefore from the concepts of gonerality, ete., proper
to the latter. The concept of s3dhsrapys (cf. infro, p. 51, n-1) is comple
independent of logical generality (sdmdnya).

6) The actor does not identify or unite the Determinants taken from th
poem with the things which are * canses ™ in his own real life. In.of
words, ho does mot have the perception that they from part of his
life.
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the perception of the spectators is concerned, in a pri-
mary sense, precisely with this and is presented in the
form: * That man [is] in this [Permanent Mental State] ™.
The analysis of the nature of Representation made by
Sankuka by the expression, * Verbal Representation. ..
merely in words ”, etc., will be discussed later at the appro-
priate time and place. This analysis is very important.
In it, in fact, Saikuka emphasises the diversity [both of
the Verbal Representation and of the simple verbal ex-
pression]?. Thus it is wrong to say, that from the point
of view of the spectators, Rasa is an imitation of the Per-
manent Mental State.

2) Nor, again, does the actor have this notion:
“I am imitating Rdma or his mental state”. For it is
not possible to imitate (i.e., to perform actions similar to
those of . ..) someone of whose nature we are ignorant ®,
If, on other hand, they object that imitation only means
the fact of doing something after [somebody else has alre-
ady done it], such imitation, we reply, is also found in ordi-
nary life®. This imitation, they reply, is not the imi-
tation of a particular being, but merely the fact of imitat-
ing the Sorrow[, etc.,] of a man of elevated nature (usta-
maprakrti). But then—we reply—with what is this imi-
tation performed? This is the problem. Certainly not
with Sorrow, since this is absent in the actor. It is un-
doubtedly not done with tears, etc.; for these, as has al-

1) Ch. IX of the N.§., in which A.G. discusses it, has unfortunately not
yet come to light. CL also N.§., ch. XIV.

9 It has not been perceived before. Every imitation presuppases a pro-
vious perception.

%) In other words, if imitation is felt in this way, there is an imitation.

:lv.ery time someone does something which has already been done by someone
0.
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ready been said, are of a nature other than that of Sor-
row V. Well, they might reply, then let us say that the
following perception occurs in the actor: * I am imitating
the Consequents of a man of elevated nature”. But in
this case again, we observe, which man of elevated nature?
If the answer is any man of elevated nature, then we reply
that [the image of] such a man cannot be brought into
the mind without further specification®, If they say that
the perception one has is that of, “I am imitating some-
body who is weeping in this way *, then we reply that the
actor’s Self takes an active part in this Sorrow; so that the
relation of imitated-imitator no longer exist® Besides,
the actor’s performance takes place only through three
causes: his skill in the art, his memory of his own Deter-
minants, and the consent of his heart (hrdayasamvada) ¥
aroused by the state of generality (sadhdranibhava) of
the mental states®; in virtue of this, he displays the
cortesponding Consequents and reads the work of poetry
with suitable accompanying intonations (kdku) of his voice.
The consciousness of the actor is thus aware of only these
three things: he has no consciousness of carrying out an
imitation. For imitation of the deeds of Rama is diffe-
rent from imitation of the dress of the beloved being (kin-

1) Cf. supra, p. 40.

9 In eo far as every cognition is of the particular.

9 M.C., p. 71 paraphtases: ya evam rodisiti cet, tarhi svatmanam api nafo
‘nukarotlty &ydtam tasydpi rodanasadbhévad isi galito *nukdryénukartrbhivah |
‘“ If, they eay, there is the notion * he who weeps thus’, then, we reply, we
must assame that the actor is imitating himself as well (for the actor himself
would have to be really grieviog). Thus the imitated-imitator relation would
no longer ‘hold .,

# Cf. infra, p. 65, n. 1.

8 Cf. infra, p. 51, n. 1.
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tavesanukara) ¥, All this we explained before in the first
chapter 2.

3) Nor can it be said that there is an imitation
from the point of view of the nature of things (vastuvrta).
It is impossible, indeed, that a thing of which one is not
conscious, can be considered as existing from the point of
view of the nature of things®. We shall explain further
in what the nature of things consists .

4) Nor did Bharata ever say in any passage: “ Rasa is
the imitation of the Permanent Mental States ”. Such an
assertion was never made by him even indirectly by means of
an indication. On the contrary, the various sub-divisions
of women’s dance (ldsya), the various musical tempi (t4la)
and the dhruva songs described by Bharata 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 June-
tures (samdhyanga)®. The expressions met with in Bha-
rata every now and again, * Drama is an imitation of [all
the forms of existence in] the seven islands® ), etc., can

1) Cf. 4. Bh., p. 37. A person in love, according to the Indian rhetors, is
sometimes impelled to imitate or repeat every gesture and attitude, ete., of his

_beloved. The aesthetic act has nothing to do with this imitation. H.C.,

P. 424: vdgvegaceytitaib priyasyanukytir UG |

% A. Bh., ch. I, p. 37.

3 Le., from the point of view of the analysing mind. Cf. I.P.V., II, p. 179:
samvedanatiraskaript k3 khalu yuktir ndma anupapattis ca bhdsamanasya kinyd
Bhavigyati |

4) In the statement of his own thesis.

5 They do not imitate anything in ordinary life; infra, p. 81, n. 4.

6 N.§., XIX. Dafartipa, Haas, 11: * The Junctures are the structural
divisions of the drama, which correspond with the clements of the plot and
the stages in the hero’s realization of his purpose . The Junctures are divided
into sixty-four sub-divisions (ariga). Cf. Ind. Th., p. 140, etc.

» N.§., I, v. 120: saptadvipinukarapam néatyam etad bhavigyati |- Inother
words, drama can be an * imitation ™ of all the forms of existence in the world
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have also other explanations. Moreover, why is it that to
the imitation of the walk, the dress, etc., of the beloved,
imitation also of [all the forms of existence in] the se-
ven islands (tadanukdre), is given another name [i.e., mi-
micry, play, counterfeit (lild, cf. supra, p. 45, n. 5; vika-
rana, A. Bh., I, ch. p. 37) and not drama]??".

Some people say: *The pigments—orpiment, etc.—
undoubtedly compose (samyuj) a cow? . Now if the word
“ compose ” is understood in the sense of * manifest
(abhivyaj) ", these people are also in error. For we can-

not say that minium, etc., manifest a real (paramadrthika)
" cow like the one which might be manifested by a lamp, etc.
All they do is to produce (nirurt) a particular aggre-
gate (samiiha) similar 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 particular arrangement (sam-
niveda) similar to the arrangement of the limbs of a cow.
In the case of the aggregate of Determinants, etc., the
situation is different: this—as we have said—cannot be
perceived as similar to Delight ®. Thus it is not true that
Rasa is the imitation of mental states.

(the expression ** the seven islands *', refers to the world with its oceans, conti-
nents, ete.; of. A. Bh., I, p. 42: saptadvipabhivinukarapariipe ndgye...). The
term “imitotion * must be interpreted as a * re-telling ™ (onukirtans) and
therefore as a * re-perception’ (onuvyavasdys). On the meaning of- this
word, see below, pp. 106 f. : s

1) Text and translation both doubtful. N

2) A cow painted by a painter is considered concretely as a composition
of different colours mixed together and applied to a given surface.

%) The visual arts are regarded in this passage os being of a different ord.er
ftom poetry: the pigments, etc., are material things whielt umtato a material
thing. Very well then, says A.G.; all the same, it is impossible that the
poetic expression (consisting of Determinants, ete., i.e., of material elements)
could imitate a mental movement, which is of n epiritual nature (the same
objection a8 supra p. 40).
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Again, other people say:—Rasa is made up of ple-
asure (suhkha) and pain (dubkha). It is a combination
(s@magri) of various elements”, This combination is of an
external order and possesses the power of generating ple-
asure and pain. [From this point of view,] this thesis
agrees with Samkhya's doctrine®. In this combination,
the Determinants take the place of petals. The Conse-
quents and the Transitory Mental States do duty for that
which garnishes it. Out of it, again, are born the Per-

- manent Mental States. These are made up of pleasure

and pain and are internal—. The supporters of this thesis
maintain that expressions such as, “the Permanent Men-
tal States we shall bring to the state of Rasa ”, etc., must
be understood metaphorically, i.e., they are themselves
aware that they are in flagrant contradiction with Bha-
rata’s text. Thus the student is preserved from falling
into error by the fact that the mere statement of this thesis
displays garrulously ex ore suo its unsoundness®. What
use is there in replying to such people? Let us rather
state the essential points of the other hypotheses, etc.,
arising out of this difficult problem, i.c., what is the nature
of aesthetic perception.

-

1) The Determinants, etc., are external (i.e., they are mot psychic states).
The elements in question are the Determinants, the Consequents, and the Tran-
sitory Mental States; the latter are also regarded as external in the present
Ppaseage. '

 According to the Samkhya, external objects are a modification of prakyti,

which is made up of pleasure, pain and stupor. The external objects are, thus,

also themselves made up of pleasure, pain, ete. This conception is emphati-
cally confated by Dharmakirti, P.V., 11, 268 £

%) According to this theory there is no longer any difference between
Rasas and Permanent Mental States. Its supporters are therefore forced to
give 0 metaphorical interpretation to all the passages in which Bharata di-
stinguishes Rasas from Permanent Mental States.

[49)]
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have also other explanations. Moreover, why is it that to
the imitation of the walk, the dress, etc., of the beloved,
imitation also of [all the forms of existence in] the se-
ven islands (tadanukare), is given another name [i.e., mi-
micry, play, counterfeit (lild, cf. supra, p. 45, n. 5; vika-
rana, A. Bh., I, ch. p. 37) and not drama]??.

Some people say: ‘‘ The pigments—orpiment, etc.—
undoubtedly compose (samyuj) a cow?””. Now if the word
‘“ compose ™ is understood in the semse of ° manifest
(abhivyaj) ”, these people are also in error. For we can-
not say that minium, etc., manifest a real (paramdrthika)

" cow like the one which might be manifested by a lamp, etc.
All they do is to produce (nirvrt) a particular aggre-
gate (samitha) similar 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 particular arrangement (sam-
nivefa) similar to the arrangement of the limbs of a cow.
In the case of the aggregate of Determinants, etc., the
situation is different: this—as we have said—cannot be
perceived as similar to Delight ®. Thus it is not true that
Rasa is the imitation of mental states.

(the expression * the seven islands **, refers to the world with its oceans, conti-
nents, etc.; cf. A. Bh,, 1, p. 42: saptedvipabhivdnukarapariipe ndtye...). The
term *imitation ' must be interpreted as a * re-telling** (anuklrtana) and
therefore as n ** re-perception ™ (anuvyavasiya). On the meaning of this
word, see below, pp. 106 fI. o

1) Text and translation both doubtful,

%) A cow painted by 2 painter is considered concretely as a composition
of different colours mixed together and applied to a given surface.

% The vieual arts are regarded in this passage as being of a different order
ftom poetry: the pigments, etc., are material things which umtate a material
thing. Very well then, says A.G.; all the same, it is impossible that the
poetic expression (consisting of Determinants, ete., i.e., of material elements)
could imitate a mental movement, which is of n spiritual nature (the same
objection as supra p. 40).
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Again, other people say:—Rasa is made up of ple-
asure (suhkha) and pain (duhkha). It is a combination
(sémagr?) of various elements”. This combination is of an
external order and possesses the power of generating ple-
asure and pain. [From this point of view,] this thesis
agrees with Samkhya’s doctrine . In this combination,
the Determinants take the place of petals. The Conse-
quents and the Transitory Mental States do duty for that
which garnishes it. Out of it, again, are born the Per-

. manent Mental States. These are made up of pleasure

and pain and are internal—. The supporters of this thesis
maintain that expressions such as, * the Permanent Men-
tal States we shall bring to the state of Rasa ”, etc., must
be understood metaphorically, i.e.,, they are themselves
aware that they are in flagrant contradiction with Bha-
rata’s text. Thus the student is preserved from falling
into error by the fact that the mere statement of this thesis
displays garrulously ex ore suo its unsoundness®. “What
use-is there in replying to such people? Let us rather
state the essential points of the other hypotheses, etc.,
arising out of this difficult problem, i.e., what is the nature
of aesthetic perception.

1) The Determinants, etc., are external (i.e., they are not psychic states).
The elements in question are the Determinants, the Consequents, and the Tran-
sitory Menital States; the latter are also regarded as external in the present
passage.

9 According to the Sampkhya, external objects are a modification of prakyti,
which is made up of pleasure, pain and stupor. The external objects are, thus,
also themselves made up of pleasure, pain, ete. This conception is emphati-
cally confated by Dharmakirti, P.V., 11, 268 £,

%) According to this theory there is no longer any difference between
Rasas and Permanent Mental States. Its supporters are thetefore forced to
give a metaphorical interpretation to all the passages in which Bharata di-
stinguishes Rasas from Permanent Mental States.
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Bhatta Niyaka says ":—Rasa is not perceived (prati),
nor produced (utpad), nor manifested (abhivyaj). For if it
were perceived as inherent in the perceiver, in the Pathetic
Rasa he would necessarily feel in pain®. Again, such a
perception is not admissible. Why? a) Because Sita, etc.,
does not play the role of a Determinant in the case of
the spectator ¥ b) because no memory of his own beloved

- one does arise in the spectator’s consciousness [while he
looks at Sitd] ¥ c) because [the representation of] dei-
ties, etc., cannot logically arouse [in the spectator] the.
state of genmerality (sidharanikarana) [required for the

1) Bhatta Nayaka flouriehed in Kashmir after Anandavardhana (who was
a contemporary of King Avantivarman, 856-883 A.D.), the author of the Dhvan’
nydloka, whom he refutes. Bhatta Nayake is, -therefore, to be placed round
about 900 A.D. It is not, probably, mistaken to identify him with the brih-
mapa Niyeka, who lived during the reign of Saskaravarman (883-902 A,D.
and who is mentjoned by Kalhaga (R.T., V, 159). In the T.P.V.V., 111, p, 96
A.G. quotes a stanxa of faiva inspiration, which he attributes to Bhatta Nayaksd
to which he gives the title of mimdmnsakigrapth (the same title is given by
A.G., elsewhere, to Kumiirila, mim&msskapravara). Another stanza of Bhd
Nayaka (taken from a stotra) is quoted by Kyemargja (Spandanirpays, p.:18%
I am inclined to think that these two Bhatta Nayaka were ome and the
person. The poetic work of Bhaijta Nayaka is the Hydaygdarpapa, which’
uot yet come to light. The opening stanza of this work, which contain
invocation to Siva, has been preserved in the A.Bh., I, p. 5. The stantas
Bhatta Niyaka, which recurr a few lines later, are taken, without any d
from this work. The fragments of the poetic work of Bhagta Nayaka,
been collected. by T. R. Chintamani, J.O.R.M., Vol. I, Pp. 267-276.:
the poetic doctrine of Bhatta Nayeka and the confutation of the: di
cf. T. R. Chintamani, J.B.U., Vol. 17, part 2, pp. 267-276. Bhatt
ka’s theory is also stated with few veriations in the Dh. Z. L., pp. 180 £
Bhatts Nayaka in general, sce Kane, S.D.V., pp. 212-215; Peand
* pp. 128-130, Y
% Thus no one would go to ses plays on pathetic, ete., subjects Ys
- 9 The spectators are not Rima, etc., so that it is impossible to
that the fortunes of Sita can play the role of Determinant in their. &
. & At the samo time, there is no identification of the image of S]
that of his own beloved. : .
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aesthetic experience]’; d) ocean-crossing, etc., are extraordi-
nary undertakings, and ‘thus fall short of generality (sadha-
ranya)®. Finally, it cannot be said that what occurs is
simply the memory of Rama, possessing such-and-such
qualities ?, in so. far as he has not been the object of a

1) a) Generality (sddhiranya) is the principal character of aesthetic expe-
rience, The events and facts of which the Determinants, etc., consist are
independent of any relation with any particuler individual and of auy parti-
cular association. The situation represented, says Mammata, is independent
of the following specifications: * This comcerns me™; ** This concerns my
enemy *'; * This councerns a person who is indifferent to me *; * This does
not concern me *; ** This does not co}eern my enemy "'; * This does not concern
8 person who is indifferent to me *’. Generality is thus a state of self-iden-
tification with the imagined situation, devoid of any practical interest and,
from this point of view, of any relation whatsoever with the limited Selfand .
8 it were impersonal. The Determinants and Consequents differ from ordi-
nary causes and effects just on account of this state of generality. The same
feelings of Delight, Sorrow and Anger which pervade ordinary life appear
in a completely different manner in the aesthetic state of consciousness. The
witnessing of a scene of ordinary life (e.g., a love scent) necessarily arouses
the spectator a certain serio of feelings (Anger, Envy, Disgust, etc.) pro-
rtionate to tho closeness of the ties which bind him to the protagonists

6f the acene in question. It may be that he is completely indifferent to
the actors in the scene and also to the act which they perform; in this case

& will be in a state of indifference (tdtasthya), which also is at the very oppo-
te pole to aesthetic oxperiemce, which is characterized by just an active
. ‘. pation (anupravefa) of the cogniging subject in the event represented.
same scone represented on the stage is, on the contrary, devoid of all
cular associations and free from any extrancous interference (vighna)—
ot Disgust, etc. The spectator is without any pragmatic requirement,
of the interests (desire for gain, ete.), by which ordinary life is charac-
. Ho is immersed in the aesthetic experience to the exclusion of every- .
the task of generalisation carried out by the poetic expression
. barrier of the limited “I™ and eliminates in this way the inte-
inds and aims associated with it. Cf. infra, p. 77 £,

this passage Bhatta Nayaka maintains that when the Determi-
»-are divinity, etc., they cannot be perceived as * general ™'; the
fods’ are too different from human affairs.

the last note. This assertion is confated by A.G., infra, p. 1.
ete. Dh.Z.L., p. 181 na cotshadimsn rémal smaryate, ananu-
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previous perception. Even if it is supposed that the spec-
tator infers the perception of Rima from the words, etc.,
of which the poem consists, we do not allow that this
implies the occurrence of Rasa—this does not happen even
in the case of direct perception (pratyaksa) . For on the
appearance of a pair of lovers united together, the mind
of anyone present rather becomes the prey of conflicting
mental movements (shame [lajja], disgust [jugupsd], envy
[spTha], etc.); 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 inhering in a third
party, the spectator should be in a state of indifference
(tdrasthya)®. Thus it is not possible to suppose that Rasa
can be perceived—whether this perception be a form of
direct experience or a form of memory (sm7ti). The same
errors may be imputed to the thesis which maintains that
Rasa is produced. If it is supposed that Rasa first pre-
exists in a potential form (§aktiriipatvena) and is later mani-
fested, then the Determinants must necessarily illuminate
it little by little®, Besides, the difficulties already en-
countered would recur: is Rasa manifested as inhering in
the subject in which it is manifested, or as inhering in a

1) In other words, if Rasa could arise from a simple inference, all the more
should it arise from a direct perception.

9 CL p. 51, n. 1. .

%) This objection repeats, mutatis mutandis, the objection of the Buddhists
and of the mimamscka against the concept of sphofa, which, according to the
grammarians (vaiydkaraps), is a vocality, eternal and without parts, distinct
from the letters and manifested (vyaj) by these. This eternal vocality causes
the cognition of the meaning. This objection is as follows: is sphojs mani-
fested entirely by the first letter of a word or not?- a) If sphota is manife-
sted in its entirety, the letters which come after are unneceasary. In other
worde, the first letter would be capable of rendering perceptible the mesdning
of the whole word. 3) If sphofa is manifested gradually, then it could no
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third party?? Our thesis, thus, is as follows ?: Rasa is
revealed ‘(bhavyamdna) by a special power assumed by
words in poetry and drama, the power of revelation (bha-
vand)—to be distinguished from the power of denotation—
(abhidha) consisting of, and animated by, the action of gene-
ralizing the Determinants, etc. This power has the faculty
of suppressing the thick pall of mental stupor (moha)
which cloaks one’s own consciousness ®: in poetry, it is

longer be without parts. This second alternative is, thexefore, in contradiction
to the very nature of sphofa. The same reasoning is applied by Bhatta Niéyaka
to Rasa and to the words by which it is manifested.

The gradual manifestation of the Rasas has also been criticised by Sah-

of. supra, p. 33, 34 :
k“ka"l’his pas‘:a‘:e li,n also to be found, with few variations, in Dh. 4.L., p. 182:
daktiripasya hi frugdrasybhivysktau vigaydrjanatiratomyapravritih syat.| The
interpretation given by the modern commentator of this work, Rima Saraks,
differs from mine (cf. Dh.A.L., p. 182). .

) Cf p. 51, n L. )

2) The thesis of Bhatta Nayaka is briefly as follows. In postic expres-
sion, words possess three powers (vydpdrs): the first is the ordimary power
which they possess in prose as well, the power of denotation (abhidha), i.e.,
the fact that each word denotes a certain object; the szcond, which is proper
to poetry, is the power of revelation (bAdvana), i.e., of revealing Rnua: This
« generalizes ** the Determinants, etc. The third is the power of making the
spectator enjoy a fruition (bhogtkarapa, bhogakytva, bhogtkrti) of the Rasa
which they have revenled: Dh.d.L., p. 182: enyafabdavailaksapyam kivydtma-
nah fabdasys tryamdataprassdas | tatrabhidhdyckatvam vdcyavigayam, dhivaka-
tvam rasédivigayam, bhogakrtvam schrdoyavigayam iti trayo *méabhiits vydparah |
s The words which make up a poem are of a different character from ordinary
words, in that they have three powers. The first of these, the power of deno-
tation, is connected with the things signified; the second, the power of revelation,
has as its object Rasa, etc.; the third, the power of bringing about fruition, has
as its object all individuals who possess aesthetic semsibility. The wol:dn of
a poem therefare have three powers™. If, says Bhatta Nayaka, poetic ex-
pression possessed only the power of denotation, there would be not the least
difference bétween it and ordinary expression.

%) During aesthetic experience, the conscionsness of the spectator is free
from all practical desires. The spectacle witnessed is mo longer felt in
connexion with the empirical “ 1™ of the spectator nor in connexion with
any other particular individual; it bas the power of sbolishing the limited
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characterized by the absence of Defects (dosa) and the
presence of Qualities (guna) and Ornaments (alamkara) of
Expression?; in the drama, by the four kinds of Represen-
tation®. Rasa, revealed by this power, is then enjoyed
(bhuj) with a kind of enjoyment (bhoga), different from direct
experience, memory, etc. This enjoyment, by virtue of the
different forms of contact between sattve and rajah and ta-
mah?, consists of, and is animated by, the states ot" fluidity

penondity of the spectator, who regains, momentarily, his immaculate being not
yet overshadowed by mayé. Moha, stupor, is the specific state aroused by tamab.

1) One classical definition of poetry (H.C., p. 33) rays: adogau sagupau sa-
lamkérau ca fabddrthau kivyam | ** Poetry is word and content without defects,
possessing qualities and aleo (but not necessarily) ornaments *’,

% Cf. supra, p. 35, n. 2.

3 @) The light of the Self, of the consciousness, does not reveal itself, in
the samsdrika existence, in immaculate purity, but is conditioned by the three
constituent elements (gupa) of mental substance (buddhi), sattva, Light, lnminous
and pleasant, rajah, mobile, dynamic and painful, tamabh, inert, obstructive and
ut?pid. These three constituent elements are never present in isolation, but
mingled together in unequal proportions. The state of emergence of the ele-
ment sattve, limpid and mirror-like, coincides with & manifestation, always
more distinct and evident, of the light and beatitude proper to the Self—
these indeed reflect themselves in sattva. LP.V.V., 1, p. 150: sattvam pra-
kifariipam nirmolanabhalprakhyam sarvato Jjaladapotalena iva varapatmana
lar:uu& samdvrtam dste | tatra ca mérutasthintyam pravyttisvabhivam rajab
kriydtmakatayd krameps _tamojaladam apassrayati nyagbhévayasi | * Sattva,
which is made up of light and is like the immaculate ether, is completely en-
shrouded by tamak, the principle of obstruction, as by a blanket of cloud. Ra-
Jjab, which is made up of action and is, therefore, imbued with activity, serves
as 8 wind, which, little by little, brushes away, dissipates, the cloud-bank of
tamah*. The three constituent elements, sattva, rajah and tamah are associated
vfith three states of consciusness called, respectively, expension (vikisa), pro-
voked by an absolute predominance of sattva, fluidity (druti), determined by
& contact of sattva with rajeh, and dilatation (vistara) determined by a contact
of sattva with tamah.

: The conception of the three gupa, belonging, in particular, to the 25 mkhya
and yoga systems, is accepted, without notabl i
e “m:sm. ep table modifications, by the whole of
b) Druti, vistara, and vikdsa are each connected with certain Rasa by later
Indian theorists. Druti is the proper state of consciousness of #piigdra, karupa
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(druti), dilatation (vistara) and expansion (vikasa), and is
characterized by a resting (vifrdnti) on one’s own conscious-
ness (samvit), which, due to the emergent state of sattva,
has the nature of beatitude (énanda) and light (prakdsa)®.

and Sinta; vistara of vira, roudra and bibhatsa; vikdsa, of hdsya, adbhuta and
bhayinaks. Cf. Dh.A.L., comm., p. 206. Rajch predominates in druti, tamab
in vistarg, and sattva in vikdsa. M.C., p. 74: yods hi rajaso gupasye dnuik
tamaso vistarah sastvasydtivikssah tidanim bhogal svarfipam labhaze| It is
when rajak is in fluidity, tameh in dilatation, and 2attve in full expaneion
that fruition is realized *.

1) a) The expression saitvodreka® is reproduced almost without change by
Mammata, p. 74: sattvodrekaprakitinandamayasamvidvifrintisatattvena. It has
been commmented upon in several ways. I have followed, in the translation,
the commentary of Vidyfcakravartin (K.P., Trivandrum Sanskrit Series,
LXXXVII): sattvodrekdd yau prakifinandau tanmayydm samvidi samidhivritie
ripdydm y& yogindm vifrantir vigalitasakaladrama nistarangendvasthitis tatsadr-
Sena. M.C., p. 74, comments on: sativodrekena prakdfal prakato ya &nandas tan-
may! y& samvit tasy&m vifransih, sd satattvam paramdrtho yasya sa tathd | A.G:
says in Dh.4A.L., p. 183: rajastamovaicitryénuviddhasativamayanijacitsvabhiva-
nirvrtivifrantilakganeh The famous definition of aesthetic experience given
by Viévanitha in his Sghityadarpapa, adds nothing to the conception of A.G.
and Bhatta Niyaka. Vifvanitha says:

sattvodrekid akhapdasvaprakaédnandacinmayah |
vedydntarasparfafiinye brehmasvidasahodarah ||
lokottaracamatkdrapranal kaifcit pramésrbhib |
svikdravad abhinnatvendyam &svadyate rasah ||

* Rasa is tasted by the qualified persons [i.e., qui rationem artis intelliguni).
It is tasted by virtue of the emergence of sattva. It is made up of a full
Intelligence, Beatitude and Self~Lumingsity. It is void of contact with any
other knowable thing, twin brother to the tasting of brahman. It is animated
by a camatkdra of a non-ordinary nature. It is tasted as if it ‘were our very
being, in indivisibility **! Cf. the translation of A.K. Coomaraswamy, The
Transformation of Nature in Ars, Harvard, 1934, pp. 48 ff. Coomaraswamy
translates. comatkdra with * lighting-flash ™. According to Vifvanitha, sativa
is nothing but the mind or inner sense (manab) devoid of any contact with
rajal and tamah. .
b) The terminology used by Bhatta Niyaka and referred to by A.G.
is exactly analogous to that used by Bhoja, in his definition of the sinan-
dasamédhi: yada tu rojastamolefdnuviddham antabkaranasattvam bhévyate 1ad3
gunabhdvic - citifakteh 4subhaprakdsamayasya sattivasye bhavyamanasyodrekis
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This enjoyment is of the same order as the Tasting (dsvida)
of the supreme brakman®—. For, as Bhatta Niyaka says

simandal samddhir bhavet | (Bhojavyisi, I, 17).  ** When the matter of concen-
tration (bhdvand is commented on by Bhoja bhivand bhivyasya vigayantars-
paribarepa cetasi punalh punar nivefanam) is the sattva tinged by the rajah
and tamal proper to the inmer sense, then by virtue both of the subordinate
state of the gelf, and of the emergence of sastva, which is made up of bliss and
light and is the matter of concentration, that which is called sénandasamadhi
occurs ™ This passage is also quoted by Pandey, I.Aes., p. 189.

¢) Vifransi, rest, denotes the fact of our being absorbed in something, im-
merged in it, to the exclusion of every other thing (vigalitavedydntaratays),
without, that is, having any mental movement, any extraneous desire (in other
words no obstacle, vighna), which comes to break into that state of consciou-
sness. In acsthetic language, vifrdnti denotes, at the same time, the fact
of being absorbed in the aesthetic object, and the sensation of pleasure sui ge-
neris which accompanies that state of consciousness. In the faiva metaphysics
oifrdnti denotes the repose of everything that exists in the «I1” {everything
that exists is reposing in the consciousness, but the consciousness does not
repose in eny other thing different from itself, it is reposed in itself) and, impli-
citly, the repose of the limited I ™ in the consciousness in its original fullness.
The terms *solution” (nirvrti), “lyeis™ (laya), * acconiplishment” (samdapasti),
etc., express the same concept (cf. infra, p. 77). They recur frequently in the
works of the faiva schools of Kashmir. Consciousness manifests and illumi-
nates everything. The appearing of all things presupposes the existence of
Consciousness, which is, in this sense, light (prakisa).

On the concept of beatitude (inanda), sce infra p. 87, n. 2.

1) Bhatta Niyaka was perhaps the first to associate aesthetic experience
with mystical experience. The aesthetic state of consciousness is no longer
associated with the limited ** I *"; during aesthetic experience the subject is com-
pletely absorbed in the object contemplated, and the whole of the reality which
surrounds him diseppears from his view. The same thing, mutatis mutandis,
occurs in mystical experience; in this sense, aesthetic experience is similar
(savidha, sabrahmacdrin, sshodara) to experience of the Absolute or of the
brahmon. Bhetta NEyoka and A.G. (A.G. also accepts Bhojta Nayaka's
opinion; Dh.4.L., p. 190: parabrahmasvidasabrahmacaritvam cdstv asya rassvd-
dasya), however, do not fail to emphasixe the unmistakahle characteristics of
each. Bhatta Nayaka eays (DAA.L., p. 91):

vagdhenur dugdha etam hi rasam yad balatrspaya |
tena nisya somab sa sydd duhyate yogibhir i yah ||

*This Rasa (aesthetic pleasure) is poured forth spontaneously by the word,
like & cow, for love of her children; for this reason it is different from that which
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himself : * Poetry possesses three powers: the power of
denotation, the power of revelation, and the power of
arousing enjoyment [lit., and these being enjoyed]. The
ornamenting of the words and of the content form part
of the power of denotation®. The various Rasa—the
Erotic, etc.—are, according to us, revealed by the power’
of revelation. Enjoyed, they pervade [the consciousness
of] the qualified man®», .

In this exposition, the theses confuted by Bhatta Na-

" yaka are not accepted even by us—simply because we do

not accept the thesis of Bhatta Lollata. Thus the errors
confuted by Bhatta Niyaka cannot never be brought to
life again®. '

is [laboriously] milked by yogins**. Cf. also A.Bh.,p, 5. On the opinion of A.G.,
infra, pp. 100, 101. Two stansas which reflect the same idea and which are cer-
tainly from Bhagta Nayaka, are quoted by Mahimabhatta (Vyaktiviveka, p. 94):

pithydd atha dhruvagdnat tateh sampiirite rase ]

tadasvadabharaikegro hrgyaty antarmukhab ksapam [

tato nirvigayasylsya svaripivasthitau nijab |

vyajyate hlidanigyando yena typyansi yoginakh |j

** The recitation of drama and the dhruvd songs whick accompeny it, feed

" the Rasa in all its fullness and, therefore, the spectator, absorbed in the tasting

of this, and turned in towards himself, feels pleasure for the whols time that
the spectacle lasts., He, immersed inside his own being, forgets, therefore,
everything (belonging to practical life). In him there manifests itself a flux
of that pleasure which is inborn, and from which the yogins draw their sati- °
sfaction .

The association between these two states also appears in the affinities of
the terms which designate them: vifranti, nirvrti, laya, nirvefa, samapatsi, comat-
kira, ete.

1) The two stantas which follow undoubtedly formed part of the Hyda-
yadarpapa. .

3) However, from what has beea said one would suppose them to be part
of the power of revelation. '

8) Siddhimén is the man who has httained to success (siddhi) in this enjoy-
ment, and who thus posseeses the necessary requirements, artistic sensibility, ete.

4 Cf, Dh.4.L., p. 187. The theses confuted by Bhatta Niyeka do not
admit the concept of genmerality; they distinguish between one's own percep-
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As for the rest, we do not see what kind of enjoyment
distinguishable from perception, etc., can exist in the world.
If, as they say, it is Tasting (rasand), we reply that this
too is a perception », and is only called by another name on
account of the particular means (upaya)® by which it

‘is called into existence. The same thing happens in the
case of direct perception (darfana), reasoning (anumdna),
the revealed word (§ruti), analogy (upamiti), intuition ,
(pratibhéna), etc. [, each of which takes a different name].
Besides, if we do not admit that Rasa is produced or mani-
fested, we shall be forced to conclude that it is either
eternal or non-existent: no third possibility exists. A
thing which cannot be perceived cannot be said to exist
at all. The supporters of Bhatta Nayaka will perhaps
reply that the perception of Rasa is just what they call

tion and somebody else’s. A. Bh., I, p. 292: ata evo ca nage na rasab, kutra
tarhi | vismytiftlo na bodhyate | uktam hi defakdlapramatybhedaniyantrito rass
it | **[According to you), then, the Rasa is not in the actor; where is it,
then?* If this is what you say, it shows that you are forgetful and not well-

informed. For it has been said that Rasa is unaffected by any limitations

of time, opace, and knowing subject ™. ) )

1)} DhA.L., p. 181: rasdh praslyanss ity odanam pocatitivad vysvahirah,
pratftysména eva M rasal | pratitir eva vifiggs rasand | ** The expression, * The
Rasas are perceived ', is merely a manner of speaking; it may be compared with
* the expression * He cooks the cooked rice .  For the Rasa can be perceived only.
Tasting is nothing but a perticular form of perception®. In other words,
there does not exist both a Rasa and a perception distinct from it. Cf. infra,
p. 103,

%) The Determinants, etc.

3) The term protibhd, pratibhdpa, is used in scveral sense [cf. Intr., pp. x11
ff. infra, 65, 66, n. 1, ). In the present passage is has the sense of * an
inexplicable intuition as to what may occur in the fature, for example, * Tomor-
row my brother will come . It also includes the power of understanding all
kinds of sound without effort, all that may be communicated by any animal
in the world snd also the power of having heaveuly visions* (Dasgupta,
H.I.Ph., V, 127). This particular form of consciousness is discussed by Jayanta,
Nylyomafijars (Benares 1936), pp. 97 £. '
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the power of generating enjoyment (bhogikarana) —con-
sisting in the states of fluidity, etc. Very well, then! But
it is impossible that it should consist solely in these three

1) If, says A.G., the expression *enjoyment’ is understood in the sense of
perception (so that the power of generating enjoyment becomes the power of
generating the aesthetic perception, the Tasting), it may certainly be accepted.
In this sense, the power of generating enjoyment becomes the same as what
followers ‘of the dhvani school call the power of evocation (dhvananavyépéra).
Dh.4.L., p. 189: bhogo "pi na kivyafabdena kriyate, api tu ghanomohindhys-
sankagataniortsidoirendsvadiparandmni alaukike drutivistaravikssdtmoni bhoge
kartavye lokottare dhvanansvydpira eva mirdhabhigikiah | tac cedam bhogakyt-
vam rasasya dhvananlyatve siddhe daivasiddhom | rasyamésnatoditacamatkdrina-
tiriktatvid bhogasyeti | :

The theory of dhvani was first formulated by Anandavardhena, the author
of the Dhvanydloka, who lived in the reign of Avantivarman (856-883 A.D.).
According to Anandavardhane and his followers, among whom was A.G., the
words in poetry take on an additionnl power, the power to manifest (vyafj)
aesthetic experience, or Rasa. They conceive Rasa as a form of resonance
or suggested sound, evoked but not expressed, which they called dhvani. To
the power iteelf they gave the name dhvanonavyipére or vysfjonavydpdra’,
the power of evocation or manifestation. It canmot be confounded either
a) with the power of denotation, abhidhdvydpéra (ariring from the fact thas each
word has a definite corresponding sense) or 3) with the power of connotation
lakgapavydpdra, or, finally, ¢) with the so-called power of intention, tatparys
(for the nature of thess last two powers, cf., for example, De, S.P., I, p. 185 £.).
The passage from the words of the poetry (and therefore from the Determi-
nants, etc.) to the acsthetic experience, i.c., Rasn, or, according to the theo-
rists of dhoani, rassdhveni, cannot be distinguished. The convention which
links the sound and the sense serves only to render perceptible tho literal
meaning of the poetic word and not the aesthetic experience, which transcends
discursive thought and is outside, in this eense, the domain of langnage. The
word, the poetic expression, once perceived, automatically manifests Rasa.

. The passage from the perception of the words to the perception of Rasa is

so rapid as to be imperceptible.

The poetic word is totally different from the prose word. DA4.L.,
pp- 158 f.: kdoyitmakajebdanigptiancnaiva taccarvand dréyats | dréyate hi tad
eva kdvyam punah punah pothamé carvamdpad ca sahrdayo lokah | na tu kd-
vyasya tatra * up@diydpi ye heyd' itinydyena kriapratttikasy@nupayoga evesi
Sabdasylpthe dhvonenavydpdra | ota cvdlokgyakromatd | yot tu vékyabhedah
sydd iti kenacid uktam, tad anabhijiiatayd | fastram hi.sskrd uccdritam samaya-
balendrtham prasipédayed yugapod viruddhiinekasasmayasmyiycyog8t katham
artadvayam pratydyayet | aviruddhatve vd tdvén eko vikydrshah syat | kramendpi
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states. For there exist just as many forms of perception—
whose nature, according to you, lies in this very power of
generating fruition—consisting of, and animated by, Ta-
sting, as there are kinds of Rasa. Besides, the constituent

viramyavydpardyogah | punar uccdrite 'pi vikye sa eva, mmyapmkarapddu
tddavasthydt | prakarapmmcyaprﬁpym;ruk&ep&nhauumpmyayuhtu niyo-
mabhdva iti

len&gmhotram Jjubuyds svargakima iti frutau |
mmmmmnmuymndnh&ydmhprmu

iti prasajyate | tatripi na kicid iyottety andsvdsatd ity evam vdkyabhedo duga-

pom | iha tu vibhividy ecva protipddysménam carvapdvigayatonmukham it
samoyddyupayog&bhivah | na ca niyukto "Aam atra, karavipi, krtartho *ham it
{3sirtyapratitisadrfom adal | tatrottarakartavyaunmukhysna laukikatvdt | iha tu
oibhdvadicarvapidbhutapuspavat tatkilasdraivoditd na tu plrvdparakélinuban-
dhintti laukikid &svaddd yogivisaydc cinya eviyam rosisvddah | ** One notices
that this Tasting takes place by virtue, to be exact, of a squeesing out of
the essence of the words of the poem. One sees, in fact, that persons * gifted
with heort® read, many times over, the same poem and that they taste it
in this way*. A poem does not lose its value after it has been perceived.
This is in contradiction to the rule: ** Those things, which after been nccepted
must later be abandoned, [when their task is accomplished], are called the
means (V.P., II, v. 38)". It is, therefore, necessary to admit that, in ae-
sttetic perception, the words assume an additional power: the power of evo-
cation. It is precisely because of this that the passage from the conven-
tional meaning to the poetic meaning is indistingnishable. The objection put
forward by many people, i.e., that, in postry, a phrase would then come to
have many different meanings, is due solely to their ignorance. (This objection
is only valid in the case of didactic works). How, in fact, can & piece from a
didactic work, which hae been proncunced once and the meaning of which has
slready been perceived by force of convention, lead ome to perceive another
and different meaning. It is impossible, indeed, that the subject should remem-
ber, at the same time, several mutually contrasting couventions. And if these
conventions are not contrasting, the meaning of the phrase is, then, one. If
it is admitted that the different meanings are perceived one after another,
then we can reply that the words, after they have made one meaning percep-
tible and have thus ceased to be efficacious, have no longer any power to
render perceptible any other meaning. And even if the phrase is pronounced
a second time, the meening remains invariably the same.

Should someone object that a prose passage con lead one to perceive another
meaning, independently of that perceived through convention or the matter

[60]

THE AESTHETIC EXPERIENCE, ETC.

elements, sativa, etc., can be found set out in an infinite
number of different ways: one may predominate at one
time and another at another. Thus it is absurd to limit
the forms of Tasting to only three.

If the word revelation‘” in the expression, * the Rasa
are revealed by the poem” (what Bhatta Néyaka says

is: “ The various Rasa—the Erotic, etc.—are, according
to us, revealed by the power of revelation™), is used in the
sense [of the power, proper to the poem,] to become the
matter of a perception, which consists of a Sampling made
up of a Tasting, and which is generated by the Determi-
nants, etc., it may be accepted without any question.

(of the treatise), it can be replied that, then, there is no longer any fixed
relation between the word and the meaning, In this way, one falls into the
error [denounced by Dharmukirti]: * Therefore, what reason can one adduce
for the fact that, on hearing the phrase, * He, who desires the sky, must offer
the agnihotra’, one does not perceive the meaning, *he must eat dog-flesh?*
(P V., II1, v. 318) " Moreover, there would be no limit to the number of
possible meanings and there would exist a general state of nneemmty. "The
fact of admitting that a phrase can have severnl meenings is thus a
fallacy.

In the cnse of aesthstic perception, on the contrary, there is this: that the
Determinants, etc., once perceived, tend to become an object of Tasting and,
therefore, one has no ulterior application of conventions: Aesthstic cognition
is not, in fact, the same as the form of perception proper to a didactic work,
i, 1 am commanded to do this ™, “ I want to do this** and * I have done
what'I had to do*. Such forms of perception tend, in fact, to an extrinsic
end, successive to them in time, and are thus of an ordinary (i.e., practical)
nature, In gesthetic experience, what happens is, instead, the birth of the
Tasting of the Determinants, ete. Such a Tasting is like a lower born of magic;
its easence is solely the present, it is correlated neither with what came before
nor with what comes after. This. tasting of Rasa is, therefore, as different
from ordinary tasting as it is from the tasting of yogins ™, '

Tho nature of the dhvani (dhvani becomes identified with Rasa) is ex-
pressed by Anandavardhana in the following way (D4.4., I, 4): *“In the words
of the great posts o new element is to be perceived, different from any other,
which tronscends all the separately perceptible parts, like that which in
women ie colled beauty *’.
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However, in the stanza, * Rasa is, it is said, the essence
of poetry (kdvydrtha)?; it is a perception (anubhava) consist-
ing of a Tasting (dsvidana) and is the matter of cognition
by the supreme consciousness (parasamvisti), manifested
(vyaiigya) by the union of the Determinants, etc. *, Bhatta

Nayaka seems to be saying that Rasa is manifested. Thus

in this passage no objection seems to be made to the doc-
trine of manifestation?®. By the word * Perception ” we
must understand that Rasa is the object of a perception
of the kind that has been described.

At this point, perhaps, someone might ask: * Then
what is the true nature of Rasa?” Well, what shall
we do??

Why repeat truths disclosed already in the Thought
handed down by Tradition and thus behave as no one has

behaved before? This double, serious and indissimulable

error will certainly be imputed to me by audience.

1) a) The expression kdvydrtha is borrowed from Bharata, N.§., VII, p, 343:
kévoyérthén bhavayanstsi bhaodh. * [The mental states] are called bhdva because
they bring into existence (bhav) the essences of the poem ™. Artha, A.G.
comments (A.Bh., p. 344), in this expression does not carry the meaning of sense,
something expressed (abhidheya), but means the final cause, the essence of the

poem (orthyants pradhdnyencty arthydh, na tv arthofabdo *bhidheyarvdcl); in

other words, Rasa.
B) Aesthetic experience is associated with ths experience of brahman,
with the supreme consciousness, cf, p- 56, n. 2. '

* 9 The existence of dhvani is explicitly denied by Bbagta Nayaka (cf. the
passage quoted by Jacobi, ZDMG, 62, P. 296, Pandey, p. 246 £.). In some
passages, A.G. f)oilm out, he seems, nevertheless, to admit its existence im-
plicitly. In this stansa, Bhatte Niyaka uses, for example, the verb vysj
and therefore admits implicitely the theory of dhvani, the sense manifested, i.e.,
not expressed, that words assume in poetry.

%) At this point A.G. interrupts his examination of rejected - dootrines
with the four following stanzas, which serve as a sort of prelude to the
exposition of his own thesis. .
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Tireless, the mind of man climbs ever- higher to gaze &2

on truth, What is the point of dwelling on the doctrines
which have succeeded each other on the ladder of thought?

The first attempts to establish the reality of things
are, I suppose, doubtful and vacillating: but as we advance
doggedly along this road, we cease to be amazed by built
bridges, city foundations, or anything else.

A rich and fruitful harvest may be culled by posterity
from the inheritance of thought left to it by its predeces-
sors. Thus the doctrines of the sages of antiquity will
only be refined by us here and not refuted.

Let us then state what is the true nature of Rasa puri-
fied of previous mistakes. It has already been stated by
Bharata, and we shall add nothing new. For he has said:
“The mental states are called bhdva, because they bring
into existence (bhdv) the essence of poetry ", Thus Rasa
is simply the essence of poetry. That is to say, immedia-
tely after the first perception of the literal sense of the
following expressions, * They lay by night ”, “He gave
it [scil,, the omentum] to the fire ", there occurs (in a
qualified person [adhikérin], characterized by a certain prag-
matic requirement [arthitd], etc., and possessed of a keen
interest in the object of perception involved) a second per-
ception ehmmatmg the temporal data, etc., contained in

. the first . This second perception consists in a transfer

1) Cf. p. 62, n. 1.

9 Two quotations taken from revelation (#ruti) [from the Taittirtya Brah.
mapaf). Cf. p. 64, n. 1.

%) The correct past tense of the two oxpressions in question.
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(samkramand), etc., of the literal sense and is presented in
the form: “I give”, etc. According to different systems',
this perception is called propulsion (bhamimi), comman(.l (vi-
dhi), order (niyoga), etc.”. A similar thing may be Balfi to
happen in the case of poetry: there occurs in a quahﬁt;d
person a perception trascending the words of the poem®.
The qualified person is in' this case any person whos.e
heart possesses a mirror-like power of intuition (prati-

1) In other words, some scriptural sentences (e.g- th?se quoted) awn'k;in
in the believer the need to give the omentum to t.he. fire himself, ete. In‘l thn
sense, their literal meaning undergoes n transformation: the past tense an t:
third person, etc., used in thess sentences are turned into tl.xe present tens.e. otc,
There orises in the heart of the beliover the form.of corsciousness (pmnpa::),
1 give the omentum to the fire ", etc. This passing from one sense t'o another
is given the nomes of propulsion (bhdvand), order ond eoml.nnnd (v;dll:c:lzay:iga).
The terms bh3vans, vidhi, and niyoga, are proper to the liturgical q:b ; t“:lu
of mim&ms3 (the term Bhdvans used by Bhatta Nayaka wna.pr?b dy taken
from the terminology of the pdrvamimdmsd). The tenns vidhi an :nyoga:
observes J., T.4., I, p. 167, are used above all by t!ie followefa of Prab) lk. nm.l
Kumirila's disciples prefer instead the word bbdunc: The shift of sense invol-
ved, of course, presupposes the adherence of the subject to t.he sacred wnh;ﬁ;::s(i
his desire to attain certain ends, etc. This shift of sense is clearly exp o
in three floka quoted by H.C., p. 98 (surely taken from a work on postics
"earlier than A.G., pethaps the Hrdayadarpapa of Bhatts Nayoks)

drogyani &ptavdn §&mbal stutvd devam aharpatim |
syad arthavagatih plrvam ityddivacane yashd |
tatas copistakalddinyakkdrepopajdyate | devab
ratipattir manasy evam pratipatsir na saméay .
;cb ko pi bhiskaram stouti sa sarvo’ py agm'io blw'ndl
tasmid cham aopi staumi roganirmuktaye ravim ||
g he proised the Sun
* In the sentences *Simba regained his health v;vl:_e'n
Cod’, etc., there occurs at first the perception of theu-. literal sense, and then
(and on this there is no matter of doubt) there arises in the.mind of the per-
ceiving subject a perception which eliminates the temporal d.ata. etc., m‘;m-
ed by the sentence in question. This perception is presented in the w!i'tltlllo_ m;;;
form: ¢ Everyone who praises the Sun regains his health; so I too . Ipp "
the Sun, so as to freo mysélf from disease*™. CL-LP.V.V., 1, p. 24; LP.V.,
I, p. 27.
% Cf, supra, p. 59, n. 1.
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bhana) V. In such a person hearing the following phrases,
* There he [scil., the deer] is now, gracefully by the bend-

1) a) Not everybody, A.G. observes, has the intrinsic copacity to taste
a poem. Individuale possessed of aesthetic sensibility are called possessed of
heart, those who have tho consent of the heart (sahrdoya, hrdayasamvidabhak).
The fact of being possessed of heart is defined in the following way (Dh.4.L.,
P 38): yepdm kavydnustlanabhyssavassd vifadibhate manomukure varnenfya-

tanmayibhavanayogyats te svahrdayasamuddabhdjab sahpdayah | yathoktam (N.4.,
VII, v. 10)

yo ’rtho hrdayasamvidt tasya bhavo rasodbhaval |
foriram vydpyate tena fugkam kaptham ivdgning ||

* The faculty of self-identification with the events represented [the Deter-
minants, etc.,] demands that the mirror of the mind should be made comple-
tely clear, by means of repeated acquaintance with and practice of poétry.
The posscased of heart, those who possess the consent of their own hearts,
ore these who have this faculty. For it has been said: * the tasting of that
which finds the consent of the heart arouses the Rasa. The body is pervaded
by it, us dry wood by the fire’ . The mind and heart must be mirror-like
(vifada, vimala), ready to receive all the tmages which are reflected in them:

vimalamukurckalptdhatanijohydayal, A.Bh., p. 37. In the T.4., III, 200,
A.G. says:

tathd hi medlamguelpwlavimndmadih|
médhyasthyavigame yasau hrdaye spandamdnacé ||
énandafaktil saivoktd yatah sahpdayo janah |

“When the ears are filled with the sound of sweet song or the nostrils
with the scent of sandal-wood, etc., the state of indifference (non-participation,
impersonality, etc.), disappears and the heart is invaded by a state of vibra-
tion (spandamdnatd; for the significance of the term spanda, of. p. 14, n. 1).
Such a state is precisely the so-called power of beatitude, thanks to which man
is *gifted with heart'"™, According to the faive of Koshmir, heart is con-
sciousness itself, thought, beatitude, etc. (cf. p. 87, 0. 2).

Elsewhere (A.Bh., II, p. 339), A.G. says that poetic sensibility is the
faculty of entering into identity with the heart of the poet (kavihpdayatddar.
mydpattiyogyaid). Of course, peopls whose nature is “gentle (sukumdra)”
will bave a grater feeling for erotic poetry; people of bolder nature will
heroic poetry, eotc. Every individual has a particulor noture (tendencies,
innate instincts, beginningless root desires, vdsana), according to which he
will feel himself more drawn to some poets than to others.- * Sensibility *
(sahrdayatva) also plays on important role in religious experience, but in this
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ing of his neck...” ", * Even Uma, dropping the golden
karnikara ...” ?, *“The firmness of Hara...” 9, there
appears, immediately after the perception of their literal
gense, a perception of a different order (an inner (manast]
perception, consisting in a direct experience [saksdtkara])

case we may not talk of aesthetic sensibility, the more correct term being
religious sensibility; of. P.T.V., p. 45 fl.

b) The word pratibhina (= pratibhi) has the double sense of creative
imagination, artistic genius, inspiration (kdrayierl pratibhd) and of aesthetic
sensibility, of consent of the heart conceived in the terms of an active power
which permits the manifestation of Rasa (bhdvayitrt pratibhd). In this caee,
pratibhé is just used in this very sense. I translate: power of intuition. The
division of the concept of pratibhi in kérayitri pratibha (creative intuition and
intelligence) and in bhavayitrt pratibhi (contemplating intuition has first been
explicitly stated by Rijafckhara, Kavyamimémsd, IV.) Pratibhd means also
intunitive cognition, etc., cf. p. 58, n. 3.

1) Kalidasa, AbhijAanofakuntald, I, 2: * There he [scil., the deer] is now,
gracefully by the bending of his neck casting a glance ever and anon at the
chariot which pursues him, by [the contraction of] the hinder half [of his body[
repeatedly drawing himself into the fore [part of his] body through fear of the
descent of the arrow; strewing the road with grass half-chewed which drops from
his mouth kept open from exhsustion. See! by reason of his lofty boundings
he goes chiefly in the air, and little on the ground ™ (Monier Williams, Sakun-
tald, Hertford, 1853, p. 9)-

9 Kaliddsa, Kumédrasambhava, 111, 62: * Even Umi, dropping the golden
karpikdra flowers which glowed among her black tresses, deeply bowed her
head (while the fowers which adorned them fell from her ears) hefore Siva™.

) Op. cit., 111, 67: * The firmness of Hara, even, was somewhat shaken—
like the sea when the moon is just about to rise; he cast his eyes in desiré towards
the face of UmB, towards her Lips, red as the fruit of the bimba ™,

4) Like the sensations of pleasure, pain, etc., aesthetic experience is an
inner or mental perception (méinasapratycksa, i.e., it is perceived through
the mind or inner sense. Such e perception is selfknowing (svasamvedana-
siddha). In the A.Bh., p. 291, A.G. observes that the fact of tasting (Gsva-
dana; aesthetic perception being comceived as a particular form of tasting)
is of a mental order: it differs’ from the fact of eating, which is a purely
materin]l act (rasanavydparéd bhojanid adhiko yo mdnaso vydpiroh sa evs-
svédanam). The mind of he who tastes must be ekigra, absorbed in the

object of the tasting to the exclusion of all else. On the contrary, he .

who eats may be also anyacitta: he can also think of other things, etc. Aesthetic
tasting is of a non-ordinary nature (alaukika), sui generis, cf. infra, with refe-
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which completely eliminates the temporal distinctions, etc.,
assumed by these sentences. In fact, the young deer, etc.,
which appears in this perception is devoid of its par-
ticularity (vifesa), and at the same time, the actor,
who [, playing the role of the deer,] frightens [the spec-
tators] (trdsaka . . .), showing to be afraid, is unreal (apd-
ramarthika). As a result, what there appears is simply and
solely Fear—Fear in itself, uncircumscribed by time, space,
ete.). This perception of Fear is of a different order from
the ordinary perceptions (“I am afraid, he—my enemy,
my friend, anybody—is. afraid ”’); for these are necessa-
rily affected by the appearance of fresh mental movements
(of shunning, etc.)?, consisting of pleasure, pain, etc., and
just for this reason are full of obstacles (vighna)®. The
gensation of the Fear above mentioned, on the contrary,
is the matter of cognition by a perception devoid of obsta-

rence to the concept of beatitude, p. 87, n. 2. The mind is the organ of
tasting; during the tasting the mind must be free of all obstacles, devoid,
that is to say, of any other semsory perceptions, ete. The subject is immersed
in a camatkéra et apart from any distinctions of *eelf ** or * others ™, Aes-
thetic tasting is a * generalised " perception and free, therefore, of obstacles
(in the A4.Bk., I, p. 291 the expression dsvidiyanti manasd, N.§., VI, v. 36,
is commented upon in the following mamner: & samantdt sadhiraptbhivena
nirvighnapratipattivafdn manasé indriy@ntaravighnasambhdvanisinyena svida-
yanti svaparavivekafiinyasvidacamatkiraparavafi. . . . ).

1) In other words, the spectator {and hence the state of consciousness by
which he is pervaded) is not in tho real time and space cither of the deer or
of the actor as such. In aesthetic experience, these two temporal and spatial
orders cancel each other out. On the one hand, therefors, the deer, ete., is wi-
thout any temporal or spatial determination (viz. it is not felt as an element of
ordinary life but is perceived in a generalised form); similarly, the actor and
hence the impression of fear which he suggests is not perceived as a consti-
tuent element of practical life. The state of consciousness which does occur
is, therefore, unaffected by space and time; it is a gencralized Permanent Mental
State, a Rasa.

9 * Shunning, etc. ™, i.e., shunning, accepting and disregarding.

8) Cf. pp. 77 £.
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cles (nirvighna), and may be said to enter directly (nivis)
into our hearts, to dance (viparivTt)? before our eyes:
this is the Terrible Rasa. In such a Fear, one’s own Self
is found to be in a state neither of complete occultation
(tiraskT) nor of particular emergence (ullikh)®; and the
same thing happens with the other Selves. As a result
of this, the state of gemerality involved is not limited,

L (parimita), but extended (vitata)—as happens at the mo-

ment in which is fo_rmed the idea of the invariable con-
comitance (vydpti) between smoke and fire or, in fact,

' between trembling and fear®. The combination of actors,

1) Viparivrt signifies to move, to vibrate in various ways, to revolve, etc.
A.G. comments on the word viparivartaminasya in the following way (L.P.V.,
IL p. 140): vicitratvena vifvasya bhedibheddtmand parivartamédnasya spanda-
nena sphurato ... |

%) In the first case there would not be aesthetic cognition, but mystical
cognition, characterized by the total absence of discursive thought and distinet
apprehensions (vikalpa). In the second case ordinary discursive coguition
would occur. Cf. pp. 100, ff.

3) The best explanation of this passage is to be found in PV, 11, 4, 12
iha 8 darfane vydptigrahapdvasthiydm ydvantas taddefasambhivyaminasadbhi-
vah pramdtdras tGvatém eko "sau dhilmiabhdsal ca vahnyibhisaf ca bihyanaye
ivo, tévati tegim paramefvarepcikycm nirmitan | K. Ch. Pandey, Bhaskarf,
vol. I, p. 178, translates: * But, according to this system, at the time of
forming the idea of inmvariable concomitance, the images of smoke and fire
are common to sll perceivers, who can possibly have their existence at that
place {i.e., in the kitchen, etc.], as according to those who admit the existence
of an external objective world. For, in relation to these images, the Lord
[3.e., 16vara, the unlimited Ego, etc.] has made the subjects one . In other
words two or more subjects which see the same thing are in the same psychic
condition,etc., i.e., they form o single knowing subject. Such a conception
is in contradiction to the doctrine of the vijAdravddin, who maintain that
mental series (samsdna) are independent one of the other (I.P.V., I, 5, 4-5).
During the aesthetic experience, the practical * personslities ** of the specta.
tors, different each from the other, are momentarily eliminated; to these there
succeeds a state of conscionsness, a * knowing subject ™ which is unique, * gene-
ralizsed *’, not circumscribed by any determination of space, time, etc. Rasa,
acsthetic pleasure, is simply this new state of consciousmess. A.G. observes
that the pleasure given by a spectacle increnses when there are a large number
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etc., thus serves to nourish (paripus) the sensation of hav-
ing the event represented directly in front of one (sak-

of spectators. In other words, when each spectator is conscious that the spec-
tacle is being scen at the same time by 2 number of other people. T.4., X,
v. 85 ff.:

taths hy ekdgrasakalasimajikajanah khalu |

nritam giawm sudhdsdrasigaratvens manyate ||

tata evocyate mallanataprelsopadesane |

sarvapramatytadismyam pilirpardpanubhdvakam ||

tivanmatrarthasa mvitsitugtah pratyekaso yadi |

kah sambhGya gupas tesdm pramdsraikyam bhavec ca kim ||

yads tu tatedvedyatvadharmasumdarbhagarbhitam |

tadvastu Suskid pragripdd anyad yuktam idam tads ||

* The spectators who watch, absorbed, a spectacle of dancing, of singing,
ete., feel that it is a real sea of nectar (J. comments: * anyone, in fact, can
observe that spectacles seen by many people at the same time generate a grea-
ter pleasure than those which are seen by a single individual). It is for this
reason that those who teach the true nature of spectacles of wrestling and act-
ing, say that, in these, a real state of identity of ull knowing subjects takes
place; this state generates a perception of a fall and perfect beatitude (J.
comments; piirparipeti iyad eva hi piirpam riipam yod vigalitavedydntaratayd
tatraivananyakinksatvena parGmarfanam néma). If the mere consciousness of
what they see on the etage (without, that is, the realisation that the spectacle
is seen by other people) were sufficient to satisfy the spectators taken one by
one, how then can the different state of consciousness, which arises when they
are together, be explained? And how could it still be sustained that a state of
identity of knowing subjects exists? When, instead, the spectator is aware that
the spectacle is scen at the same time by all the others also, one can say
with reason that it appears in a different form from the arid aspect it had be-
fore (this spectacle, then, obeerves J., takes on another nature which generates a
very high camatkdra) ™. :

The aunullment of every distinction between one’s own Self and the Self
of other people, and the actuation of a generalised state of consciousness also
occurs, observed A.G., during certain religions ceremonies (for example, the
tantric cakra), which must be celebrated in common. T.4., XXVIII, v. 373 f.:

samoit sarvitmikd dehabheddd yi samkuces tu 24 |
melake "nyonyasanghagtaprasibimbid vikasvaré ||
ucchalannijarasmyoghak samvitsu prasibimbitab |
bahudarpapavad diptah sarvdyetipy ayatnatal ||
ata eva nyttagUaprabhrtou bahupargads |

yab sarvatanmayibhave hlido na tv ckakasya sab ||
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satkdrdyamanatva) V; this combination—in which the real
limiting causes (niyamahetu) (time, space, the particulari-

dnandanirbhard samvit pratyekam 33 tathaikatim |
nritédou vigaye préiptd pirpanandatvam afnute |j
Irgydstyddisamkocakdrapabhivato *tra 23 |
vikasvard nigpratigham samvid dnandayogint ||
atanmaye tu kasmimfcit tatrasthe pratihanyate |
sthaputasparfovat samvid vijdtlyatayd sthite ||

ataf cakrdrcanddyegu vijittyam atanmayam |

naiva prevefayet samvitsamkocananibandhanam |

* The consciousness, which consists of, and is animated by, all things, on
account of the difference 6f bodies, enters into a state of contraction. But, in
public celebrations, it returns to a state of expansion ~ since all the compo-
hents are reflected in each other. The flow of one’s own consciousness in ebul-
lition (i.c., when it is tending to come out of itsslf) is reflected in the conscious-
ness of all the bystanders, at if in so many mirrore, and, inflamed by these,
it abandons without effort ita state of individual contraction. Just for this.
reason, in meetings of many people (at a epectacls of dancers, singers, etc.),
fullness of joy occurs when every bystander, not only one of them, is identified
with the spectacle. The consciousmeas, which, considered eeparately alse, is
innatedly made up of beatitude, reaches, in these circumstances—during the
execution of dances, etc.—a state of unity, and so enters into a state of beati-
tude which is full and perfect. In virtuo of the absence of any cause for con-
traction, jealousy, envy, ete. {the causes of contraction are the vighna, obstacles;
ef. pp. 17 f1.] the consciousness finds itself, in thess circumstances, in a state
of expansion, free of obatacles, and pervaded by beatitude. When, on the other
band, one of the bystanders doés not concentrate on the spectacle he is looking
at, and does not share, therefore, the form of consciousness in which the other
spectators are immereed, this consciousness is disturbed, as at the touch of an
uneven surface. This is the reason why, during the celebration of the cakra,
ete., no individual must be allowed to enter who does not identify himself with
the ceremonies and so does not share the state of consciousness of the celebrants;
this would cause, in fact, a contraction of the consciousness .

. Everything, observes J., T.4., IX, p. 133, is consciousness, and conscious-
ness is one. The diversity (bheda) is nothing but an illusion aroused by the
miyd of Thought, of Siva. In aesthetic experience, otc., when all the specta-
tors are absorbed in the same thing to the exclusion of all other things, this
diversity ceases momeutarily to exist, to give place to the manifestation of
unity, of the unlimited consciousness.

1) Le., that the perception of events represented (in other words, nesthetic

perception) fs like a direct cogmition (sakpdtkérdyomépa = sikpétkdrakalps,
protyckgakalpa, cf. infra, p. 84, n. 3). The direct cognition or experience
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zed cognizing subject, etc.) on the one side, and those
afforded by the poem on the other, cancel et.ach othe.r
out and completely eliminate each other—readily nouri-
ehes (pus) the state of generality in question n, Tht?l't:-
fore this very density (ekaghanatd)® of the spectator’s
perception nourishes the Rasa of all of them readily, l.)e-
cause the latent impressions of their minds concord with
each other, the minds being varied by beginningless latent
impressions ®. This [form of] consciousness without obsta-

sdkyitkdra, pr @) is in a necessary connexion with the concept of realityf
(In this sm: :.:ttetzc perception, which is not dependent on the cone:pu ?:
reslity and unreality, is not a direct perception, but, A.G. says, is “like
a direct perception (cf. A.Bh., 1, p. 43: the drama is pratyaksakalpdnucya-
vasdyavigoyo lokaprasiddhasatydsatyddivilakapatvdt | On the meaning of. the
word anuvyavasdys, of. infra, pp. 106 £). In other terms, it is a direct
pexception eui generis, free of every relation with practical reality, ete.
. P n L

gg‘he‘,wﬂ:‘l ckoghanats derives from ghana. "Ghana..from. ghan, to
strike, hinder, etc., has a primary sense of * dense mase », implying a cone
demsation of multiple factors without extension in space ™ (A.E. Coomara-
swamy, The Transformation of Nature in An, Harvard 1934, 1:; 209). Hence
ekaghona comes to mean * dense™, “ compact ’, * uniform”, ete., ix:‘ the
senso of @ state of consciousness which does not allow the interference of * ob-

* (v On the obstacles, <f. pp. 77 f.

““l:; A.g.'sx:lz.u with this argument to the objection .of Bhatta Néyeka,
according to whom the spectator can identify himself only with a person similar
to bimeelf but not with a being of a non-ordinary nature, as Rima, deity, etf..
The identification and therefore the ctate of generality reqnind.fot the assthetic
experience postulates an affinity of mature (latent impressions, unduci.es.
instinct, otc.) between the spectator and the person rapres.enud. A.G. replies
to this objection saying that no being (animal or deity) exists with which man
has not affimity of nature. The saimsdra is heginningless and every mz
before being that which he actually is, hes been all the other beinss s we
The consciousness of the spectator thus possesses (in other words. s varied
by :..) the latent impreesions of all the possible beings and therafon. is suscep-
tibls of identifying himeelf with each of them. The same concept 1s expoun-
ded in the DAZ.L., p. 187: rémadicaritam tu na saroasya krdcymm?idm
mahat séhasam | citravBcanivifigtatvic cetasah | yod &ho * tdsém en&ditvan
&tigo nityatods ™, * jatidesakilovyavahitdnim opy &rantaryam smrtisamskirayor
ckarfipatvas ** iti (Yogastisra, IV, 9, 10) |
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cles ¥ is called camatkara ®; the physical effects (trembling,

D Cf p. 55, n. 1c. The * obstacles™ are discussed below, pp. 17 I

9 The term camatkdra means gesthetic experience, the state of fruition

of the Rosa.” Comatkira is aesthetic experience or Tasting. Thie word
pervades the whole of Indian nesthetics and religions speculation, from the
Yogavasiptha to the Agnipurdpa, from Abhinava to Jagannitha. It is com-
pounded of the camat and kdra: camat, which occurs only in this expression,
is probably no more than an interjection, expressing surprise or wonder, while
kdre (from kr) means the act of emitting such an interjection, of finding oneself
in this etate of consciousness. This sense of wonder or surprise at the presence
of samething which suddenly invades our field of consciousness is never absent
from the word camatkira (in this connexion cf. for example Ruyyaka’s com-

mentary on the Vyaktiviveka of Mahimabhosta, p. 53: dlekhyalekhyddau santama-

sivasthite pradipading prokdfite jhatiti adbhutdrthaprakafansc comatkéro jGyate

tedvad rasddau). Traditional etymology prefers the derivation of comaz from cam,

taste, eat and hence enjoy (bhuj). According to this interpretation camat is the

present participle of cam. The fact of being camas (comativam), in this sense, 3§
means being immersed in the Testing or enjoyment of something, particularly ¢4

of an aesthetic or mystical kind. A.G. accepts both interpretations, I.P.V.V.,
111, 251: camatkdro hi iti scétmany ananydpekse viSramapam|evam bhufijina-

térGpan camativam, tad eva karoti samrambhe vimrfoti ndnyatrinudhvatijcamad .

iti kriyéuifepanom, ckhapda eva o8 £abdo nirvighndsvidanavrtiibjcamed il o8 &n-
mmuMmmmrMmyMMMthwm-
dév api bhdvicittavrityontarodeyaniyamiimakevighnavirahita evdsvddo rasondtmés
comatkira ity uktam enyatrs | * The term comatkira means a state of rest in
one's own telf, which is independent of anything else. Thus the state of
being ecmat is equivalent to the state of being about to enjoy something. The
agent of this action is only doing this, is intensely (¥) thinking of this only snd
does not run off towards anything else. Camas designates a particular action;
the whols word has the sense of a Tasting, free from obstacles. It may be
said equally that camat is a non-diecursive phonic expression [avyaktdnukarops,
lit.: interjection] comsieting of a vocality animated by a form of consciousness
which ariees from the very rhythm of our interior movement. The Tasting
or Sampling, totally free of limiting obstacles (the apperance of other mental
movements) which occurs in the Rasa aroused by poetry and the drama, is also
a form of camatkira. All this is discussed elsewhere **. Thus camatkdra is a state
of consciousness, free of obstacles and withont pragmatic requirements. It presup-
poses the complete elimination of every particular element of one’s own perso-
oality. From this point of view it migh be said that camatkira is a kind of dilata-
tion or expansion of the Self (cf. for example Viévaniitha, S3hityadarpapa, 1112
comatkéras citavistérarlipo vismaydparaparydysh). Camatkéra is often men-
" tiomed, before A.G. and the school of the pratyadhijid, in the Yogavasiptha
(cf. the expression cittacomatkéra; Dasgupta, H.I.Ph., I, p. 236, translates
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horripilation, vibrations of joy (ullukasana)®, etc., are
also camatkdra®. For example: * Vigpu is still today in
a state of a camatkdra: how, oh how is it that limbs of
Laksmi, which are like the borders of a limb of the moon,
have not been convulsed by mount Mandara?” . That
is to say, what is called camatkdra is an uninterrupted

% self-flashing of thought™). The term camatkére is met with in Agnipu-
répe, ch. 339, 6l. 1-2:

cksaram paramam brahma sandtanam ajam vibhu |
vedantesu vodanty ekam caitanyam jyotir Uvaram (|
énandas sshajas tasys vyojyate ss kaddcana |
vyaktis 33 tasya caitanyacamatkdrarasdhvayd |)

“It is said, in the vedéintas that the drahman is immutable, supreme,
eternal, innate, omnipresent, and unique; it is consciousness, light ard lord.
When tho innate beatitude of this principle is manifested, this manifestation
is what ie called consciousness, camatkdra or Rasa ™.

" In the philosophical language of the pratysthijid, camatkdra, in the broad
sense of the word, may mean every kind of consciousness, the soul of conscion-
sness itself, the element which distinguishes consciousnees or epirit from inani-
mate matter; P.T.V., 49: sarcato Ry acamatkdre jodataiva, adhikccamatkirévesa
eva viryokyobhdtmd sahrdayatd ucyate, yosysiva etadbhogdsangibhydsenivefits-
antabr mihakootryaby mbitam hrdayam tesyaive sdtifsyacomatkriyd |

“ Tho complete lack of all comatkdra is the state of inanimateness. The
fact of being posscssed of heart [d. P: 65, . 1] (which consists in a perturbation
of the Force [of consciousness]) is simply, it is said, a state of immersion in
an intenss camatkdra; only those whose hearts are nourished by the infinite
noarishing Fores [of consciousness], engaged in the constant practice of enjoy-
ment [of aesthetic or mystical order], enjoy an intonse camatkéra .

Aecsthetic experience or camatkdra rcappears in the consciousness every
time the Determinants, etc. (the poetic expression), by which it is aroused,
are evoked. Cf. A. Bh., I, p. 37 (App. II). The example offered by A.G. {of
Vigpn who is etill ander the influence of a camatkdra) exemplifies just this
character of sesthetic pleasure.

1) The term ullukasana is explained by A.G. (4. Bh., 1, p. 331) gétrasyor-
dhvam s8hlddam .ghlrpanam.

9 A. Bh., 11, cb. XXII, p. 152: ihs cittavrttir eva samvedanabhimau
samkrdntd deham api vydpnoti | “ The mental movements, which are pheno-
mena of consciousnees, are also tramsmitted to the body and pervade it".

%) Unidentified stansa.
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(acchinna) state of immersion (dvess) in an Enjoyment,
characterized by the presence of a sensation of inner fullness
(erpti). It might be said indeed that camatkdra is the
action proper to a tasting (cam) or enjoying subject, i.e.,
to a person immersed in the inner movement (spanda)®
of a magic (adbhuta) enjoyment?®. This may be pre-
sented under the aspect either of a form of mental cogni-
tion (mdnasddhyavasdya), consisting of a direct perception
(saksatkara)®, or of i imagination (samkalpa), or of a form of
memory, which, nevertheless, is manifested in a different
manner to its ordinary nature. For as Kiliddea has said:

* Often a man, in the act of admiring in happiness beauti-

ful shapes or listening to sweet sounds, feels in himself a
strange, intense disquiet. Does he, perhaps, recall, in his
soul, affections of his past lives, affections which remain
fixed in his spirit without his knowledge?””¥, The form of

1) Spando means movement, vibration, energy, etc. According to the
foiva schools of Kashmir, codsciousness is vibration, the ceaseless force from
which springe all that exists. The modes of discursive thought are the fruits
of the solidification of this first, incandescent principle. This force manifests
iteelf in the instinctive motions of comsciousness (fear, joy, eotc.).: It ie the
energy that consents to go from word to word, from thought to thought. It
is the first moment of will (icchd), the initial motion of the spirit, which is
presupposed by any form of cosciousness. Thee terms heast’ (Ardaya), thought
(vimaréa), bliss (dnanda), vibration, (sphurastd, ghiirni), ete, express the same
concept. On consciousness as movement, etc., eee, above all, the Spandak3-
rikd by Kallaga, passim; Sominende, Sivedryfi, p. 11; LP.V.V., L, 5, v. 14,
In°the present case, spands is the movement, the inner rhythm of the
aesthetic experience. Aecsthetic experience is an inner perception (manapkira),

like pleasure, painm, etc., and, in this sense, is, not of a discursive order: .

(vikalpaka).

!)Cf.inﬁu.p.ﬂ.n.l.

8 Le, it is a mental or inner perception (mdnasapratyaksa; eee supra,
p. 38, n. 2 p. 66, n. & Adhycvasdya is used in the senso of anuvyavasdya
(NS, 1, 1.8% of infra, pp. 106 £.

6 Kalidisa, Sakuntald, V, 96. This stansa is quoted by A.G., also in
LP.V.V., I, p. 252. The disquiet, to which Kalidasa nlludes, is, observes A.G.,
an unobjectified desire; it corresponds to what is, metaphysically, the desire
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memory referred to in this stanza by means of the expres-
sion, “Does he, perhaps, recall...”, is not of the same kind
as ordinary memory as recognised by logicians (tdrkika).
The object of such memory, indeed, has never been perceiv-
ed in the past. In fact, we might say that its nature is that
of direct perception, i.e., of that form of direct perception
otherwise known as intuition?. In any case, it is
beyond question that it is a form of perception, in which
appears [a Permanent Mental Movement, (in this case]
Delight) consisting of, and animated by, a Tasting®. For
this reason, i.e., because it is not limited by further speci-
fications ®, this perception can be the object of a Tasting:

which induces consclonsness to deny its original follness and to crumble in time
and space, {.e., tho dpavamals. T.P.V.V., III, 252: camatkdrisd hi bhuhjéna-
rdpatd svdtmavifrantilaksapd sarvotra icchd | kvacit tu sydtmavifrdnsir bhdvan-
tarom andglritavifesam apekyyc utth8pyote yatra 88 icchd réga ity ucyate,
Jgﬂrilav“qcﬂy&m tu kdma it | &digrahandd obhildgamalo yatre Bh3vdntaram
#d3manydkirem opi vdsandvafosamdtrepdste yothSha * bhavosthirdpi janandnsa-
rasouhpdani™ iti | * The fact of being in a state of camatkira, of being on
tho point of enjoying something (characterised by a rest in ome’s own Self)
is, without any exception, a form of will [the will is the first moment of Con-
sciousness, before it uynanim in the forms of the discursive cognition;]. So-

" ymetimes such a rest in one’s own Self appears in connexion with an object

in general, withont any further determinations; in this case, the will is called
¢qttachment®. At other times it appears in connexion with a determined object
and, in this case, there is what is called ¢love’. By the word, *etc.’, Utpaladeva

" hints at the maculation of the desire [the dnavamala, otc; cf. supra]; it is ob-

tained when the objectivencss considered ia not only indefinite, bat in a state
of latent impression [that is, when it is not yet developed and appears in a
state of potentiality; the dpavamala is therefore an unobjectified desire, akar-
makam abhilfgamdiram. T.S., p. 75: * The maculation is an cager agitation con-
sisting in the presumption of one’s own non-fullness, o mere desire without an
objeet, a predisposition to the future l!mitaﬁom”] For example. ... the
affections of his past lives... remain fixed in his epirit... "

1) CL. p. 58, n. 3.

% In other words, characterized by the presence of a generalised Per-
manent Mental State.(Delight, Anger, otc.).

% By no temporal, spatial, individual, ete., specification. In other wo!dn.
by no obstacle.
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that is to say, it is neither a form of ordinary (laukika)
cognition, nor is it erroneous, nor ineffable, nor like ordinary
perceptionV, nor does it comsist of a super-imposition
(@ropa) of the latter . To conclude, we may say equally
a) that it consists of a state of intensification (upacaya) —
using this term to indicate that it is not limited by spatial
data, etc.; b) that it is an imitation Y—using this ex-
pression to mean that its operanon temporally follows
that of real life; and ¢) that it is a combination of diffe-
rent elements ®—this conception being interpreted in the

1) Le., on imitation of it (Sadkuka’s doctrine).

9 A. Bh., 1, p. 36: tegu na tottvena dhih, na sidrfyenn yamalakavat, na
bhréntatvena riipyasmptipurvakafuktir@pyavat, niropeps samyagjidnabidhinan-
toramithydjidnarlipam, na tadadhyavasdyena gaurvihtkavat, notprekgyamapat-
vena cendramukhavat, na tatpratikrtitvena citrapustavat (Read; G: °pastavos),
na tadanukdrepa gurufigyavyikhydhevikavat, na titkilikanirmdpenendrajalavat,
na yuktiviracitatadibhdsatayd hostaldghavidimdydvat, sarvepv etepu pakgesv asd-
dharapatyd drastur ouddsinye rasieviddyogit |

* With regard to the personnages moving on the stage, one has neither the
idea of being concerned with reality, nor of being concerned with a similitude—
83 in the case of two similar things—, nor with an illusion, as when o piece of
mother-of-pear] reminde one of a piece of silver—, nor with a super-impo-
eition—as when wrong kuowledge follows the denying of the right—, nor
with an ascertainment—ns when one says ° this pensant is a cow [i.e., ie foolish
s a cow}—, nor with a comparison—as bétween a face and the moon—,
nor with n copy—as in the case of a painted image—, nor with an imitation—
s in the case of masters and disciples, who seek to explain the ecriptures in the
same way—, nor with a sudden apparition—as in magic—, wor with a skilfolly
conjured-up appaorition—as in sleight-of-hand, etc. In aoll these cases, that
which emerges docs not appear, in fact, in a generolized form and, therefore,
the eubject does not actively share in what he secs. Im eonneqnence, the Ta-
sting of Rasa does not take place ™.

The words dropa and adhyavasiya are used in the sense given them by
the Buddhists, according to whom discursive knowledge is an athbitrary and
jllusory super-imposition on reelity, on the thing in se (cf. L.P.V., p. 40).

3) Lollata’s doctrine.

4) Sadkukn's doctrine. Cf. A.Bh., p. 38: yadi tv evam mukhyalaukikakora-
pénusdritaydnukerapam ity ucyate tan na kafcid dogab | .

6) Bhattn Né&yaka’s doctrine. The different elements are the Determi-
nants, ete. Cf. (supra, p. 62) the stanza * Rasa is, it is eaid, the essence of
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light of the doctrine of the vijiénavadin. From whiche-
ver point of view it is examined, Rasa is, in any case, sim-
ply and solely a mental state which is the matter of cogni-
tion on the part of a perception without obstacles and
consisting in a Tasting.

The elements which eliminate the obstacles to aesthetic
perception are the Determinants, etc. To specify: here,
the words camatkdra, Immersion (nirvefa), Tasting (rasans),
Sampling (Gsvdédana), Enjoyment (bhoga), Accomplishment
(samépatti), Lysis (laya), Rest (visr@nti), etc., mean simply a
form of consciousness completely free from any obstacles.
The obstacles to Tasting are seven in number ¥; 1) unbe-
comingness (ayogyatd) of perception, called lack of verisi-
militude (sambhavandviraha); 2) immersion in temporal or
spatial determinations which are exclusively one’s own or
exclusively those of another; 3) the fact of being at the
mercy of sensations of pleasure, etc., which inhere solely
in one’s own person; 4) defective state (vaikalya) of the
means of perception; 5) lack of evidence (asphutatva); 6) lack

poetry...". Bhatta Niyokn says that Raea is not perceived but enjoyed.
Well, says A.G., this theory is also true if it is interpreted in the light of the
vijAdnavada,, the idealistic Buddhiem, according to which everything that
exiats is pure consciousness or perception {according to which, therefore, every
fruition, ete., is simply a form of perception).

1) In the following lines A.G. explains the vighna, the obstacles to aesthetic
perception.  The vighna, obstacles, are all the extraneous elements which
break the unity of a state of conscioueness (desires for gain, worry of all
kinds, etc.). The same conception is met with in connexion with religions
experience. The vighna are defined in the Z.P.V.V., I, p. 18: vighnanti vilum-
ponti kartavyam iti vighnih adhydtmikddayo ‘navadhidnadosddayas trividho-
poghdtah tadadhigthdsiraf ca devatdvifeysh | * The obstacles obstruct or
hinder what one does; this is why they are called obstacles. They are of
three kinds (inherent in' the perceiving subject, etc.): lack of attention, ete.
Tho divinities which preside over them are also called obstacles”. Their
principel source is lack of attention (anavadhéng), i.e., the absence of a total
rest of the whole being on the object of perception.
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of preeminence (apradhdnatd) and 7) the fact of allowing
admission to doubts. That is to say: '

1) A man who considers that what constitutes the
object of cognition (samvedya) [the subject of performance)
is lacking in verisimilitude is obviously not able to immerse
(vinivié) his consciousness in it . Thus the spectator will
not be able to rest in it ®. This is the first obstacle. The
means by which it is eliminated are the consent of the
heart ® and the representation of an event of an ordinary
nature (lokasimanya) 9. If there is any question of repre-
senting on the stage events which transcend ordinary life

" (alokas@manya), it is necessary to resort to the device of
bringing on to the stage people whose names are famous—
Rama, etc—to produce in the spectator a flow of trust
(pratyaya) deeply rooted in himself, aroused by the unin-
terrupted fame (prasiddhi) which the character represented
has enjoyed since antiquity®. For the same reasom, it
is said that ndfaka ®, etc., whose purpose is the illustra-
tion (vyutpatti) and teaching (upadefs) of deeds transcend-
ing ordinary life, necessarily requires to deal with famous

1) In other words, to identify oneself with it, to.partake actively in the
evonts represented.

9 ILe., identifying oneself in it to the exclusion of everything else.

9 Cf. p. 65, n. 1.

#) An event of an ordinary character finds a more ready response in
the spectator’s heart. - ’

£) If the same extraordinary events (crossing of the ocean, ete.) which
are, in fact, attributed to a ltgendary fignre (Rima, cte.) were referred to an
ordinary man, they would arouse the incredulity of the spectators. DAJ.L.,
p. 331: r@msdes tu tothdvidhem opi coritom plreaprasiddhiparamparopatito~
samprotycyopiriidham asatyatayd no cokdsti | * But when such undertakings
are refarred to Rima, etc., they lose all appearance of falschood; for. they are
rooted in the spectator’s confidence, the cumnmlative result of the uninter-
rupted fams enjoyed from antiguity by the character in question ™.

6 Chp 19 n L
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events, etc. This requirement however, is absent in the
case of comedies (prahasans). All this will be explained
at a suitable time and place . What has been saill will
suffice for the present.

2) One of the principal obstacles regularly occurs
when the spectator is at the mercy of the tasting of plea-
sures, pains, etc., inhering in his own person. This ob-
stacle consists in the appearance of other forms of con-
sciousness, due variously to the fear of being abandoned
by these sensations of pleasure, etc., to concern for their
preservation, to a desire to procure other similar sensa-
tions, to the desire to get rid of them, give them open
expression, hide them, etc. Even when someone perceives
pleasures, pains, etc., as inhering exclusively in other persons,
other forms of consciousness inevitably arise in him (plea-
sures, pains, mental stupor, indifference [mddhyasthya], etc.)
which naturally constitute an obstacle. The means of

1) A.Bh., ch. XVIIL. The appropriate subjects for the ten kinds of play
are described and commented upon in N.&., XVIII. Nésaka are plays on
elevated subjects. Dafarfipa, Haas, p. 4: * [The ten chief varietios of drama)
are: tho Nésako, the Prokarapa, the Bhips, the Prohasana, the Dima, the
Vydyoga, the Semavakira, the Wuht, the Anks (= Utsrerikdake), and the
Mf::"- CL. Ind. Th., p. 139 . In the A.BA., p. 27, A.C. makes the general
Temark: na ca vartamdnacgritinukdro yukto vineydnsm tatra régedvesamadhya-
sthatiding tanmaytbhdvabhave priter abhdveng vyutpotter apy"‘abhavﬂ. varia-
mdnacarite ca dharmddikermaphalesambendhadya pratyakgatve prayoge vai-
yorthyam | *It is not fitting to imitate an event of actual life; for in this
caso tho spectators would be affected by passions (hatred, partisanship, indiffe-
Teace, ete.) [extrancous to aesthetic experience] and would thus be unable to
identify himself with the event represented. Pleasure being thus absent, in-
struction would be absent as well. Besides, in thoe case of an actual event,
tho relation between the action (its merit, etc.) and the fruits which result
:?‘:::"M by direct experience; it is, therefore, nseless to put it on

The word imitation (enukdre) must be understood in a broad sense. Teach-
ing or knowledge is an accessary aim (prayojanc) of art; its principal aim
is aesthetic pleasure (prisi, dnando, ete.). Cf. App. 11, pp. 109 £.
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eliminating this obstacle are the actor’s changing of dress
—headwear, etc.—which hide his true identity. This
is revealed to the spectators both during the prelimina-
ries (pitrvaraiiga) (cf. the strophe: * It is best not to insist
too much...”) and in the initial presentation (prastd-
vand) (defined in the strophe: “ The actress, or the
jester...”) Y. It is with the same purpose in view—that
of eliminating this obstacle—that [all] the theatrical con-
ventions [ndfyadharmi] (including a number of things
which transcend ordinary life: the zones [kaksyd] dividing
the pavilion [mandapa], the stage [ranigapitha], the various -
‘types of women’s dance, the various dialects [bhasd],
used ?, etc.) are brought into play ®. For the presence of 3
all these elements eliminates the perception: this particular
individual, in this particular place, at this particular mo-
ment, feels pain, pleasure, etc.” This elimination takes
place is so far as the theatrical spectacle implies the ne-

1) The “ preliminaries ™ (pGrearange) include the whole body of rites,
ceremonies, ete., celebrated at the beginning of a play. They end with
the benediction stanza, ndndl. There is a risk of distracting or boring the
audience by a long-drawn-out performance of these rites. Bhorata himself
recommends that they chould not be too much insisted on (N.8., V, 165-166:
“ It is best not to insist too much on ritual dances end songs for the very
renson that if the songs, the instramental music ond the dances are performed
too long the actors as well as the spectators will get tired of them and, in this
case, they are not able to seise, with all their evidence, the Rasas and the mental
states which will be represented '), The ndnd? stansas are immediately fol-
lowed by the * prologue ™ (prastdvand), giving the neme of the play, of the
authoz, ete. The prologue gemerally consists of a dialogue between the pro-
ducer of the play and an assistant (pariparfvika); the latter may be replaced
by an actress, by the jester, ete.

D The term ndtyadharmt (N.8., VI, v. 25; XIII, v. 70 ff.) refers to all
the specific expedients, etc., of the theatre (scencry, costumes, traditional con-
veations, ete.). Cf. Ind. Th., p. 15 and Lokadharmt and Ndgyedharml, by V. Ra-
ghavan, in J.O.R., Madras, vol. VII, pp. 359-375, vol. VIIL, pp. §7-74.

% The different prokrsi, ete. CL Ind. Th.

4 In other words, it eliminates tho limited subject, space, and timo.
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gation both of the real being of the actor and of the real
being of the character he is playing?. Indeed, on ome
side there is the negation of the real being of the actor,
and, on the other, the spectator’s consciousness does not
rest entirely on the being represented (pratibhdsa, the
represented image, etc.)®, who[se representation] the-
refore does not succeed in hiding completely the real
being of the actor . To specify: dances such as dsina-
péthya, puspagandika?, etc., are not met with in ordi-
nary life; but, on the other hand, it cannot be said that
they are nothing, because it is undeniable that they exist
in some way®. For this reason—i.e., with a view to

1) The time, space, etc., of the actor as such and of the character repre-
seated by him cancel each other out.

9 Otherwise, aeothetic experience would become part of practical reality.
The person represented is seen on the contrary indipendently of the concepta
of reality end irreality.

%) L., the actor does not become Rama, etc. (as Rlma really was in em-
pirical life). '

) DafarSpa, Haos, 99: * The tenfold enmumeration of the sub-divisions
(asiga) in the Gentle Dance (ldsya; 1 trapslate: women’s dance) is: the Geya-
pada (Song), the Sihitapishya (Recitation by one standing), the Astnapithya
(Recitation by ono seated), the Pugpagandiks, the Pracchedoks, the Trigadha,
the one called Saindhava, the Dvigadha, the Uttamotiomaka, and the Ukta-
prasyukta (Amoebean Song) *'.

Each of these terms is definited by Bharata, N.§, XIX, vv. 119-135.
The dance, A.G. remarks, does not imitate anything in real life but is o self-
subsistent creation, free from any practical aim. It is the natural expression,
through the movements of the limbs, of o given state of mind. 4. Bh, I,
p. 21; nartanam nrttam gdirSpdm angopdngandm vildssna keepo na tu kenaocit
kartavydméena | The dance of Siva is the natural expression of his complete
ond perfect bliss, free of oll obstacles (nirvdra = nirvighna): fankarasyeva bha-
gavatak peripGrpdnandanirbhartbhitadehoccaladintaranirvdrasundarékirasya. . . ,
A. Bh, I, p. 21

5) Thus, even if the character represented is a negation of the actor as
such and of the real character represented by the actor, it cannot be ssid that
he does not exist, that he is a nonentity; his existence in fact is a datum of
one's own consciousness.

(81]
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producing a state of generality—Bharata has expo-
unded all this system of relative and connected mat-
ters, which serve just to realize the tasting of Rasa. All
this will be clarified in the chapters which explain these
dances ¥, etc. For the present, let us bow to his words. '
Thus we have explained the way to eliminate the obstacles,
consisting of the perception of temporal, etc., data as inher-
ing exclusively in one’s own person or in others.

3) In a similar way, the consciousness of a person 3
who is under the influence of a sensation of pleasure, etc.,

colouring work ¥ of well accomplished courtesans (ganika),
various kinds of pavilions, instrumental music (dtodya), :
vocal music, etc. (this work thus consists in various expe- 3
dients, phonic, etc.). All these elements, used at suitable §
times and places, are such as to be enjoyed by all the
spectators—in virtue of the state of generality [of which 4
we have spoken]. Thanks to these, even a person who 3
is not in a state of aesthetic receptivity (ahldaya) reaches 3%
a perfect limpidity of heart, as a result of which he becomes
* possessed of heart 2. In fact it has been said *“poetry 3
may be visible or audible ™ ¥,

4) Moreover, if the means of perception are absent,
perception itself will also naturally be absent.

1 N.&., XIX, f.
%) Ie., which colours the consciousness of spectators and draws their
attention. .
¥ CL p. 65, n. 1.
4 N.§., 1, v.11. The empirical division of sesthetic beauty into vieibile
and audible is not unfamilier to Indian thought. Only sense data teken in
through bearing and sight can be tasted, independently of any association
with the ego, in a generalized way (sddharantkrta). The other senses ** forment
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5) The presence of characteristic signs of a phonic
order? is sometimes not enough to make the perception
rest [on the object represented, to the exclusion of every
other object]; for they provoke an inevident (asphuta)
perception. In fact such a resting requires the immediate
certainty proper to direct experience, which consists in an
evident perception. For as Vatsyiyana has said: ** All
these forms of consciousness (pramiti) are based on direct
perception > %, Indeed, it is an immediate datum of ‘ self-
conscionsness itself (svasamvedana . . .) that what has been
directly perceived cannot be changed even by all the holy
writings (dgama) and all the inductions, etc., in the world.
In the case, for exemple, of a firebrand which is being
rapidly turned, what excludes the perception that this is a

. cirtle of fire (aldtdcakra), is in fact simiply a second direct

perception, stronger than the first: all this is met with even
in connexion with the forms of ordinary consciousness.
Thus in the case of that which is vitiated by these two
obstacles, the method consecrated by tradition to elimi-
nate them is made up of the four modes of Representa-

_tion ¥, béautified by the Styles of Procedure (vrtsi) %, the

solely in one's own Self (svitmany evocchalandt, P.T.V., p- 48)", i.e., are unable
to break the barrier of the limited “1".

1) Le., thé presence of the words alone, by means of which the. spectator
infers the acts narrated, is not encugh to make the epectator identify himself
with the subject and the characters of the play. To avoid this danger, says
A.G., recourse is had to visual representation.

) Nydyastitra, VatsyGyonabhésya, I, 1, 3: 53 (A.G. reads sarcd) iyam
pramitih pratyaksapard |

9 CL p. 35, n. 2 .

) The Styles of Procedure (orui) are four in number: kaifikl, sattvasl,
drabhatt and Bhérast. DafarGpa, Hass, p. 74: *The Gay Style (kailihl)' fis to
boe used] in [expressing] the Erotic Rass; the Grandiose Style (sdttvats) in [ex-
presing] the Heroic Rasa; the Horrific Style (Grabhast), on the other hand,
in [expressing] the Furious and Odious Rasa; The Eloquent Style (bhdraff)
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_ monners and professions differ in the different countrice of the world. They
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Local Styles (pravrei)V and the Realistic Representation
(lokadharmi) ®. The operation (or power, vydpdra) of
Representation is, indeed, of a different character from
that of characteristic signs of a phonic order; on the con-
trary, it is like the one of direct perception (pratyaksavya-
parakalpa) ®. All this will be explained later on.

everywhere™. Onthe vrtsi see The Vruis, by V. Roghaven, J.O.R., M dnu
vol. VI, pp. 346 fi.; vol. VII, pp. 33 1. o

1) Tho local colours {(pravreti) are four in number: dvanst, dakyipstyd,
oudromigadht, pancalt. CL. N.8., VI, v. 26, 27 XIII, v. 37 and prose,
pp. 205-207. Ind. Th, p. 16: * Locnol usages regarding costumes, langunges,

are the pravrti-or local colours in drama .

9 Cf. p. 80, n. 2.

3) For the best explanation, see A. Bh., I, 292: tatra ye svabhdvato nir-
malomukurahydayds ta eva samsarocitakrodbamohabhildsaporavafamanaso na
woau;il tesdm tathdvidhadabartipakikarpanasamaye sddhiraparasanétmakacar-
vapdgrihyo rosasameayo nigyalaksanah (G: °laksapa®) sphufa eva | ye tv atithd
bhiltds tegdm pratyskgocitasathdvidhacarvepdlabhays natddiprakriyd svagatakro-
dhafokidisankagahydayogranthibhafijandys gltadiprakriyd ca munind viracitd |
“In this conuexion, the mind of those who have by nature hearts like
an immaculate inirror is not at the mercy of the desires, anger, or stupog
propier to samsdrika existence [that of everyday life]. . The mere fact of hearing
the play read is sufficient [in itself, independeatly of any acting] to induce
in them with the greatest clearness the perception of the voricus Resas
which animate it; this perception consists in a Sampling animated by a geno-
rolised Tasting. To meake this Tasting (which needs a direct perception) avai-
lable to people who have not this faculty, Bharata has, on the one hand, explain-
ed the discipline of the actors, etc., and, on the other, to cut the knots of
the heart obscured by Anger, Sorrow, ete., inherent in one’s own Self, has ex-
plained the discipline of vocal music, etc. ™. Representation (and therefore
drama in general which is founded upon Representation) consists of a form
of direct perception, is an adhyavasiyo (mental cognition, ete.; slso vyavasdya,
anuvyavasdya, cf. App. 1) that is like the direct perception (sdkydtkdrakolpa,
p'mtyahnkdpa). A. Bh., XXII, 150: obkinayanam hi cittavrttisédhirapctdpas-
tiprépasdkeatkirakalpadhyavaséyasampidanam | ** Representation aronses a
mental cognition which is like a direct perception; it conaiste in cousing the
generolisation of mental movements™. A. Bh., XXII, 148: vighnasambhd-
vandviliinasakalasddhdrapaspagabhivasakedtkirakalpédhyavosSyasampatiaye sare
vegdm prayoga ity uktam | “It is said that the acting (prayogs = pargadi
prokajtkarapam, A. Bh., 1, 16) of the four forms of Representation aims

[84]

THE AESTHETIC EXPERIENCE, ETC.

6) Does there exist a man whose consciousness rests
on anything of a secondary order (apradhdna)? Such a per-
ception would find no rest in itself and would thus run
(anudhav) automatically towards something occupying a
pre-eminent position. Thus only the Permanent Mental
States can be the object of Tasting: the Determinants
and the Consequents which are [in themselves] insentient
(jada), and the Transitory Mental States, which, though
their nature is consciousness, nevertheless necessarily depend
on the Permanent Mental State, occupy a secondary posi-
tion®, Among these Permanent Mental States, some can
be found in a more elevated position than others: these

_ are the forms of consciousness based on the four purposes

(artha) of life®. To specify, Delight is based on Love

just at arousing n mental cognition, which is like direct pereeption. It
comsists of a generalized state of evidence common to all the spectators
and devoid of every possible obstacle™. Drama is the object of cognition
by an anuvyavasiya (about this word cf. App. I) which is like a direct perception,
A. Bh., 1, 83. .

1 Cf. DhA.L., p. 177: taccarvapdpi cittovritigy eva poryavasofisi rasabhs-
vobhyo nadhikam carvapfyom | * The Tasting of the Determinants, etc., neces-
sarily ‘terminates in the mental movements; thus apart from the bhive (the
matter of the Rasas) there is mothing else which can be tasted.

A.BR., T, p. 268: 3a ca yady apy anantavibhivdtma tathipi sarvesim Jjadanam
samvidi tasyds ca bhokiari bholtrvargasya ca predhdne bhoktari paryavasindn
niyakabhidhanabhoktpvisopasthiyicistavytsisoabbivab | Though [dramo, etc.] is
comatituted by an infinite number of Determinants, otc., aoll the elements, which
compound it, rest, however, in the consciousness [the Permanent Mental State].
This rests in the enjoying subject [the limited enjoying subject, the practical
Self] end the whols of the enjoying subjects rests, in their turn, in the princi-
pal enjoying subject [the generalized knowing subject). Therefore, we may
say that drama consists in o Permanent Mental State of o particular enjoying
_subject, called an actor, ote.”. Such a mental state, continues A.G., is unigue;
generalized, devoid of the notions “own™, “of others®, etc., and, therefore,
it pervades also the spectactors: ata eva sidharaptbhtatays samdjikem api
sviitmasadbhivena samdvefayants... .

9) According to a pan-Indian conception, human life is motivated by four
purposes: kima, artha, dharma, and mokga. Kama is plensure and love. Arika
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and, in the second place, on the forms of Profit (artha)
and Right Action (dharme) which may depend on Love
Anger, in people in which it predominates, is based on
Profit—but can also rest in Love and in Right Ac-
tion. Energy rests in all three, Right Action, etc. Sere-
nity is the means of Liberation; its predominant element is
the disgust which arises from the knowledge of reality 9,
These four Permanent Mental States are thus to be found in
a pre-eminent position. Of course, they will not be found in
a predominant position all four together: the emergence of
one of them naturally postulates the subordination of the
other three. In every drama these constitute the domi-
nant elements, but all the same one of them must neces-
sarily be in a leading position. Thus, according to the
character of the various dramas, all of these may be said
to be found in a leading position. If, on the other hand,
things are more closely examined, all four of them will be

is material property (economics, politics, etc., are directed to the fulfilment
of this end). Dhorma embraces moral and religious duty. Moksa is the libera-
tion or redemption of the soul from the corrent of existence; it is the paramartha,
the eupreme purpose of msn. For an excellent account of the four artha, see
H. Znmen, Les Philosophies de I'Inde, Payot, pp. 35ff. The principal forms
of consciousness (sthéyidhava) are those which are necessary to the fulfilment
of these purposes; they are Delight (rati), Anger (krodha), Energy (utsdha),
and Serenity (foma). The end of Delight i Pleasure; however, through Plea-
sure, it can bring us to the achievement of Profit and Rigth Action (Bha-
rata, N.§., XVIIL, v. 72 fi., distinguishes three kinds of Erotic Rasa, kdma-
driigdra, arthafriigdra, and dharmafrrgirs). Anger and Energy arc associated
with artha and dharma respectively, but both of them may also contribute to
the realization of oll three purposes (cf. DA.A.L., p. 393: svirqroudrayes tv
etyentaviredho 'pi nisti | saminam ripam ca dharmérthakdmdrjanopayogitvam).
Spiritunl Freedom ie the fruit of Serenity, )

D) The charncteristics of this sthiyibhdva are discussed by A.G. in the
A.Bh., pp. 333-42. Abhinava Gupta's text is edited with o commentary by
V. Racuavan, The Number of Rasas, Adyar, 1940,

[86]

THE AESTHETIC EXPERIENCE, ETC.

seen to be present in the same drama, in various passages,
in a preeminent position.

In this connexion, all Rasas are dominated by plea-
sure; for the essence of light—closely dense (el.mghana) n
light, consisting of the Tasting of one’s own consciousness—
is beatitude ?. For example: in ordinary life also, women,

1) Uniform, without obstacles (vighna). . . .

9 The intimate essence of comsciousness or the “I7, according to the
faiva, is beatitude. The absence of beatitude ond suffering are due. toa 'med.
privation, or desire for something seporated from the Self. . Beatitude is fhe
absence of this desire, the resting in oneself to the exclusion of cverythlflg
clse. The “I* contains all things; everything that exists arises from its
unconfined liberty. It conmot be the seat of any depriva'tlon and cen desire
nothing but itself. Aestbetic experience is the tasting of one’s own consciousness
and, therefore, of one’s own essential bentitude. In this sense, R.nsn is single.
This Tasting is coloured (anurafijits, 7upita) by latent impressions (vdsam‘?.
samskira) of the mental proceeses of Delight, etc., aroused .by the Determi-
nents, ete., i.e., by poetic expression. From this point of view the plurality
of the Rasas is due to the diversity of the v;bl::: l(oibhi;;l;hcdam mm

na sfcayati..., A.Bh., p. 293). Cf. A. y P : asman
MWG’ m - dagh al:vidyau | tatra k& dubkhafarikhi | kevalam ta-
:y;ivn citratakarape ratifokddis@sandvysparas sadudbodhane edbh;‘nay&divy?pirab |
* According to us, that which is tasted io comsciounsuess alone fvhich is sat'u-
sated with beatitude. This fact excludes, therefore, any euspicion of paoin.
This consciousness which is single in jtself, is nevertheless differentiated by
the operation of the latent traces of Delight, Sorrow, etc., whifh are swnkt;d
by the operation of the Comsequents, etc. (cbhinaya = anubhiva). For the
nature of this * colouring® infused into the conscionsness by the mental
cesses of Delight, etc., cf. infra, p. 100, n. 4.
e The best ex:ooition of the concept of beatitade occurs in T.P.V.V., IL
pp. 111 £ svarlipasya svdtmanah paripﬂmanijmabhﬁyuprak&lamm eva paré-
morfomayatam dadhad dnanda iti ucyate | fothd dehdduaﬁkocakalu;&p.m:ipﬁmc-
pratyagdtm8hambhdvanigthatvena farirasya riktatayé kyudhdturasya vycunluhinn&.-
Bhildgavivaitkytamater Gtmapar@marfo "yom ckaghanacrtiyd yato na :amb voti,
tato *yam anananda iva &ste, sati dtmopardmaorfamaye svdnande | yadd tu annapa-
riptirpajatharaté asys tads tadriktatodrekarips t&wd apﬂrp?ui vinagtd | sam-
skdrarGpatayé tu todintm yod oblildjaplyam hiuxdhrigm.ddl par@marfantyam
sthitam yad dha gurub patafjalib * na ki caitra ckasydm striyGm .rcqu iti anyaa.u
virakiah® ity@di, tadyogdd aplirpo "yom Gnanda iti parcmiinarrd.o e mna N.wvcttl
sdmsdrikef ca sarve 'sydnando °libhe bhaviviyogabBirub ® iti vqoy:o'maydn-
tardrthitdm jonayan vd jonayet katham sukham® iti co nydyena vyatirikekank-
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even when they are immersed in the compact (ekaghana)
Tasting of the form of consciousness called Sorrow, find

¢dvicchedamayatdm sarvitmand na svtkurute ité tato *pi apilrpa eva } yos tu Gnan-
datdmfas titra svitmaparémarforipataiva prayojiketi, tata evokiam

* trailokye *py atra yo ySvin dnanda} kafcid tkgyato |

sa bindur yasya tam vende devam dnandasigaram [|°
iti dribhaspandrdyanena | tathd ca madhurddau rase audarikabhyavahdravailak-
gopyena pravrtta idam istham iti pramdtari viframayan promatrbhigem eva
prodhdnotay8 vimrfan bhufijina iti ucyate | yatrdpy atyantam anyathdbhdvam
atikramya sukham &svidyate arjanddisambhivyamanavighndntoranirdsst voigayi-
kénandavilaksapam [Read; the printed text has °vilaksana®) Srigaradau négys-
kivyddivigaye tatra oltavighnatvdd eva atau rasapd carvapé nirertih prasiih
pramétyivifrintir eva, tato eva hrdayena parimarfalaksapena pradhanyds vya-
padefyd vyavasthitasydpi prokdlabhigasya vedyavifréntasya anddarapds sahyda-
yatd ucyate iti nirvighnih svidarlpif ca rasindtadgocortkarydf cittavritayo rasd
nave ity ayomt ortho ‘bhinavabharaty@m ndpyavedaviortau- vitatya vyuipidito
Yamabhir iti tatkustihalt tm evivdlokayet | iha tu prakytavighnakéritoss na vitatab |
tasmid anupacaritasys samvedanariipaténintariyatvena avasthitasya svitantryasya
[T propose; the printed text has svatanirasya] eve rassnaikoghanatoyd pard-
marfah pareménando nirersif camatkira ucyate | tasmad yuktom Gha * camat-
krser abhivis ' { madhurddirasdsvide tu vigayasparfavyavadhinam | tato *pi kdvya-
nigyédau tadvyavadhdnafiinyatd tadvyavadhinasamskirdnuvedhas tu | satrdpi tu
tathoditavyavadhani miatiraskriydsivadhinahrdayd labhanta eva paraménandam |
yathoktam

¢ jogdhipanakytolldsarasdnandavyavasthitel | * ityddi |

* What we call beatitude is nothing but a full illumination of one’s own
being, accompanied by a form of intellection which pervades all one’s own
nature, ont’s own Self. For example: he who is hungry feels a sense of va-
cuity.in his body; his mind (the state in which he is, is due, of course, to
the not full limited egoness, maculated by the contraction of the body etc.)
ie really longing for something (food etc.), distinguished from himself, and,
therefore, the intellection of the Self, of which we have spoken, cannot be veri-
fied in him in all its complets fulluess. Therefore, it is said that such a per-
son is devoid of beatitude (beatitude consiste, in fact, in the full intellection
of the Self). But, when the belly of that very person is full of food, the pre-
vious state of unfullness, consisting in the emergence of vacuity, ceases to
exist. Soon after, however, he begins to have new longings (ho desires to
embrace women, ete.) that, until that moment, were in a state of latent im-
pression; Patafijali has in fact said: ‘the fact that Caitra is in love with
one woman does not imply that he is out of love with the others®, [Yoga-
siiira, Vydsabhdgya, 2, 4] ete. Owing to this very contact with other desires,
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rest in their own heart, in so far as their consciousness,
even then, consists of, and is animated by, a rest without

such beatitude is incomplete [not full] and, therefors, it is not tho supreme
bsatitude. In fact, according to the principle that, *in the union one fears
the future separation ’, and, ‘ one thing breeds the longing for nmother; there-
fore how can it be a source of happinesa?, * the forms of beatitude which we
can enjoy in _practical life [i.c., the samsbric beatitudes] are unable to cut off
completely the desire of a thing disjoined from one's own Self and this is why
they ore incomplete [not fulll. As to the part * beatitude * which is in them,
its determinant elements is, however, as before, the intellection of one’s own
Self. In effect, becauss of this, Bhatta Narfyaga hes said: ‘Let us give a
praise to Sival All the forms of beatitude which may be found here in this
threo worlds, are only his drops, belonging to him, who is an ocean of beati-
tudel* [Stavacintémapsi, v. 61]. To specify: ho who is tasting n sweet drink,
ete., is in a state quite different from the one of a hungry man who eats up
its food greedily. What there is in his conscionsness is just the iden * this is
thus® ond therefore that which, in his thinking, is in a state of emergence
is exactly the part *knowing-subject®. He who is in such o condition in
called *enjoying subject’. A further form of pleasure, different from the
former, devoid of any extrinsic modification [obstacles, etc.], is obtained when
one, either by a poem or a drama, etc., is absorbed in tho Erotic Rass, ete.
Owing to the absence of eny possible obstacle (longing for earning, etc.), this
pleasure is’ differont from the forms of beatitude of practical life, and just
becauae it is devoid of obstacles, itis called Tasting, Delibation, Soluntion, Per-
ception, and Rest in the nature of the knowing-subject. Owing to this very
fact, the expression which designates this pleasure more adequately is the heart,
which, characterised by iutellection, is just what predominates in it; atthe
eams time, the port * light® which consists and rests in the knowable, though
continuing to exist, is [in the gesthetic plessure] in a state of non-evidence:
these are the very reasons to which we due the expression * condition of pos-
sessing a heart®. The mental movements, devoid of obstacles, consisting of
a Sampling, mado the matter of such Tasting, are the nine Rasas. This subject
has been much dealt with by us in Abhinavabharast, our comment to the Ni-
tyaveda; those who wants to know more about it may be satisficd in reading

this treaties:. In this work it would represent an obatacle to the matter we ’
deal with and, therefore, we think that it is much better not to dwell on it.
What is called supremo beatitude, Solution and camatkéra is, therefore, nothing
but Testing, i.c., an intellection, in oll its compact density, of the realissima
[i-6-, mot metaphorical] liberty, inseparable from the nature of conscicusmess,
Therefore, Utpaladeva is right in saying: *becauso of the lack of camathd-
ra...%. We must not forget that in tasting a juice of sweet Havour, ete.
the relstive form of beatitude fs perceived through the screen of o direct con-
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obstacles ». Pain is, simply and solely, an ahsence of(
rest. This is precisely the reason for which the disciplesi§
of ‘Kapila, in explaining the activity of rajah, say tha

the soul of pain is mobility (cdficalya)®. All the Rass
thus consist of beatitude. But some of them, on account o
the objects by which they are coloured ?, are not free from 2
a certain sense of harshness; this happens, for example, in
the Heroic Rasa. For this consists of, and is animated by,
precisely the ferm endurance of misfortunes. Delight, etc.,
thus occupy a pre-eminent position. Laughter, etec., again,
also occupy a pre-eminent position; for these—whose Deter-
minants are easily accessible to all types of people—pos
sess an extremely high power of colouring . For this very

tact with the cbjects of the exterior reality. Again, in poetry, in drama, ote.,
there is not such a screen, nevertheless it remnins in the form of latentim-
pression. Also in these cases, however, those people whose hearts are cares
folly devoted to cancel the part which performs the functions of a ecreen, suce
ceed in reaching the supreme bentitude. In fact, it has been said: * The su-
preme beatitude may take place, disclosed by drinking and eating*® [VijA3-
nabhairava, v. 12. Cf. T.4., 111, pp. 218 #; Kyemardje, od Stevocintdmapi,
p. T1: igham ca tattatparimitdnande’ pi ekigribhévitacittal paramdnandam &vi-
fati yogijanah...] .

.1} The coocept is as follows: women, even when they are being bitten,
scratched, etc., by their Jovers (and therefore experiencing pain) find in the
pain itself the fulflment, the realisation of all their desire: * they rest in
their hearts” or consclousmess to the exclusion of everything else. There-
fore, this pain is pleasure, beatitude. Pair occurs only when the conscionsness
finds no rest in what it contemplates, is not totally absorbed in the object of .
contemplation, {.¢., when it desires something different from the thing in which
itis and from what it is. These desires, etc., which interrupt the homogeneity
and compactness (ekaghanatd) of conzciousuess, are the vighna, the obstacles.

The same concept occurs in the Protdparudriys (Medras, 2th. Ed., 1931),

comm., p. 209: sambhogasamaye strindm cdharadaméanddan krtrimadubkhéna.
Shdvasttkdravad atrdpy upapsttil |

N Cf. 8.Ka, 13.
%) The Determinants, etc.

4) Le., thoy are widely diffused, easily make en impression on the con-
sciousnese.
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reason, Laughter, etc., are mostly encountered in people
of inferior nature (anuttamaprakrti). Every man of low
caste laughs, grieves, is afraid, tends to despise others, and
is astonished at the poorest attempt at a fine saying. All
the same, these depend on Delight, etc., and as such n.m.y
also be of help in attaining the ends of man". The divi-
sion between the ten types of drama is itself based on the
different positions occupied by these mental states. All
this will be explained later. The mental states of perma-
nent nature are solely these nine. Indeed every creature
from its birth possesses these nine forms of consciousnese.
In fact, on the basis of the principle that all beings * hate
to be in contact with pain and are eager to taste plea-
sure 9, everyone is pervaded by sexual desires [Delight];
believes himself to be superior to others, whom he is thus
led to deride [Laughter]; grieves when he is forced to part
from what he loves [Sorrow]; gets angry against the causes
of such separation [Anger]; gets frightened when he finds
himself powerless [Fear]—but still is desirous of overcom-
ing the danger which threatens him [Heroism]; is attacked,
when judging a thing to be displeasing, by a sense of re-
vulsion directed just towards this ugly object [Disgust];
wonders at the sight of extraordinary deeds done by him-
self or others [Astonishment]; and, lastly, is desxrous
of abandoning certaing things [Seremity]. No living
creature exists without the latent impression of these
mental movements. All we can say is that some predo-
minate in some people and others in others, and that m
some people they originate from the usual causes and in

1) The Comsic, Pathetic, Marvellous and Terrible Rasas depend on the
Erotie, Furions, Herole and Odious Rasas respectively.
9 Unidentified veree.
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others from causes different from the normal. Thus on
some mental movements are such as to realize the purpo
of man"; therefore these are rightly the object of teack
The current division of men into men of elevated
ture, etc., is determined by the different position occup
by these states. Some mental movements (Weakness, Aj
prehension, etc.) ¥, however, can never possibly be ms
fested if the corresponding Determinants do not exist. Fo
example: a muni who practices rasdyena ¥ is immune fror
‘Weakness, Indolence, Weariness, etc. Even in one in whom
by virtue of the Determinants %, these are present, the

regularly disappear without leaving any trace of themselvess
when the causes of manifestation cease ®. Heroism, ete.;:

however, even when they apparently disappear after their:

tasks are completed, do not cease to remain in the state:
of latent impressions—for other forms of heroism, inherent

in other tasks, remain intact. Indeed, as Pataiijali has said,
 The fact that Caitra is in love with one woman does not

imply that he is out of love with the others”,  etc.”. Thus

these Transitory Mental Movements follow one another,

1) Only the nine Permanent Mental States are able to contribute to t.hoj
realization of the four ends of man. The Transitory Mental States have not
this foculty, Cf. H.C., viveka, p. 139 (certainly a quotation from A.G.): ayam
ca nirvedah svayam purugdrthasiddhaye v3 utsiharatyddivat, atyantdnurafija-
ndya hisavismayddivan na prabhavatity atyantamukhaprekyitvad vyabhicsry eva |

%) The object of the play is to illustrate and teach the means of reali-
gation of the four ends of man.

% The Transitory Mental States.

. ) Rasdyana (the science or art of the rasas or vegetable juices, otc.) is, more
or less, the Indian equivalent of alchemy.

8 I.e., in virtne of the presence of their caueses.

€) Ie., without remaining in the state of latent impressions.

7 Yogasatra, VydsabhBgya, 2, 4. Coitra stonds for any nome whatever.
The eame quotation is used in the L.P.V.V., 11, p. 178; cf. supra, p. 87, 0. 2.
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threaded on the thread of the Permanent Mental State.
They rise and set an infinity of times. They may be compar-
¢d to beads of erystal, glass, mica, topaz, emerald, sapphire,
etc., continuously changing their position, threaded, so as to
be set rather far apart, on a red or dark blue thread?.
These beads on such a thread leave no trace of themselves,
but all the same they nourish the ornamental composition
animated by this thread ®. Themselves varied, they vary in
turn the thread of the Permanent Mental State. Although
the permanent thread does not appear in all its purity,
it is still left visible at intervals by them. It nevertheless
remains obviously affected by the polychrome reflections
of the jewels, which, being “ transitory”’, follow one another:
it is for this very reason that these mental movements
are called * transitory . When, that is to say, someone
says, “ This is a form of Weakness”, it is natural to
ask: by what is it provoked? This question shows up
precisely the instability of this mental movement. But
in the case of the expression, * Rima is full of Heroism *,
it is not usual to ask for the cause. The Determinants
(the elements which awaken the mental states) are limi-
ted, therefore, to bringing to actuality the Permanent

1) These still allow the thread of the permanent mental state to appear
here and there. For a similar image, see A.Bh., p. 341: viralombhitaratndn-
toralanirbhdsamanasitatarasitraves. .. ‘The colours (red, dark blue, etc.) of
the thread allude to the sth3yibhava. The various Rasas are each associated
by Bharata with o different colour (the Erotic with green, the Comic with
white, the Pathetic with ash-grey, the Farious with red, the Heroic with orange,
the Terrible with black, the Odious with dark blue, ond the Mucvellous with

- yellow).

%) In other words, they are the ornamental elements of the thread. Bhr =
puy, nourish; cf. the often-quoted stanza (e.g., Kaévyapradips, comm., p. 61):

sraksiltrabhavad anyepdm bhiviném anugdmakab |

na tirodhlyate sthiy! tair asau pugyate param ||
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Mental States (Delight, Heroism, etc.) corresponding
tively to their nature—and they do this by infusing
them their own colouring. Even when their corresp
ing Determinants are absent, it cannot be said th
Permanent Movements are completely unobservable;
has been said that these, in the state of latent impressi
are pregent in all beings. Of the Transitory Mental Stz
however, when their corresponding Determinants are abs
not even the names remain—all this will be expla
more extensively at the suitable time and place?. In
way the necessity of elements occupying a pre-eminent
tion has been demonstrated. This necessity was als
implicitly, mentioned by Bharata in his description’ of
Permanent Mental States, which begins: * The Permane
Mental States we shall bring to the state of Rasas ™. Tl
description is the consequence of the definition of the gen
ral marks [of Rasas] and constitutes the definition of the
particular characteristics.

7) The Consequents, the Determinants and the
Transitory Mental States considered separately are in.x
definite relation with a given Permanent Mental State. Tf
- is, indeed, found that tears, etc.¥, may be aroused indiff

1 In the ch. VIII of the A.BA. (which bas mot yet come to light). -
0 N4, VI, prose after v. 50 (in a note). In this sentence, Bharata sayd
implicitely that only the sthlyibhdva (i.c., the elements of principal order)
and not the a vibhdro ete. are brought to the state of Rasa. The general

% Tears are Comsequents.

¢
.
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THE ARSTHETIC EXPERIENCE, ETC.

rently by a great Delight, a pain in the eyes, etc. A tiger?
may arouse Anger, Fear, etc. As we know, Weariness
(érama) or Anxiety (cintd)® may accompany the Perma-
nent Mental States of Heroism, Fear, etc. The combination
of these elements, however, has an unmistakable signifi-
cance. For example, when the Determinants consist of the
death of a friend, the Consequents of wailing, tears, etc.,
and the Transitory Mental States are Anxiety, Depres-
sion (dainya), etc., then the Permanent Mental State which
results cannot be other than Sorrow. For this reason,
when it appears that a doubt might arise, one has recourse
to the combination of these elements (simply to eliminate
the obstacle of doubt).

The Determinants, etc. (which consist of gardens, expres-
sive glances, mental states of Contentment [dhTei], etc.),
transcend the state of causes, etc., as these are understood
in ordinary life. Their function consists solely in the fact
that they colour [the consciousness of the spectator]; this
function is called vibhdévand, anubhdvand, etc.®. Thus
these take the name, of @ non-ordinary character, of Deter-

- 1) Tho tiger is an example of a Determinant.

%) Wearinees, etc., aro Transitory Mental States.

%) The Determinants, properly speaking, awaken in the spectator the
latent traces of the mental movements corresponding to their nature.
Acathetic experience or Rasa is coloured by these latent traces. The

exact meaning of vibhdvand, ete., is explained by Viivanitha, s.D., 1I:
vibh&ranaem ratydder vibeyena Esvddstkurapayogyatdnayonam| anubhévanam evem-

. bhitasya ratyddeh ssmanantoram eva rasddirlipotayd bhivanam | scmedronam

tathabhsasyaitasye samyak cirapem | In other words, according to Vigva-
nithe, vibhdvana is the first manifestation of the germination of Ress; anu-
Bhdcana is the gradual corroboration of the Rasa which is on the point of
sppearing; aud samedrapa (which is not mentioned by A.G.) is the intemsifi-
cation or consolidation of Rass. Samcirapa, according to Vifvanitha, is
the specific operation of the vyabhicdribhdva (samedri = vyabhicdri). The ela-
boration of these three stages is due, of course, to the necessity of allotting
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minants, etc. ¥, and this denomination is aimed at express
ing their dependence on the latent traces left by the cor-2g
responding preceding causes, etc.® The particular nature

of the various Determinants will be explained later ». Th
operation of the Determinants, etc., presupposes, of course, 313
that the spectator, in the course of his ordinary life, has n?t :
neglected to make a close observation of the characteristic;
signs (effects, causes and comcomitant elements) of other
people’s mental processes, in other words to deduce the one
from the other. In the mind of such a spectator, the"
Determinants, etc. (let us remember that any work of.
poetry is dominated at times by one of them and at .ti-.
mes by another), reach a state of perfect union, connexion % :
and identity ¥. That which, in this state, they make the
matter of Tasting—Tasting consisting of a form of con-
sciousness free from obstacles, differing from ordinary *
forms of consciousness—is precisely Rasa. It differs from
the Permanent Mental States, and consists solely in this
state of Tasting—it is not, that is to say, something already
realized ®—and lasts exactly as long as the Tasting, i.e., .

specific functions to the cidhdva, ete. Rasa is, in reality, single, ond its mani-
featation does not have carlier and later stages. This divieion is of a ;mn:ly.
didactic noture.

1) In eo for as they are different from ordinary causes.

2) The Determinants, etc., arouse the Jatent traces of the mental processes
of Delight, ctc., provoked by ordinary causes. They, thus, demand the pre- %3
sence of these traces and depend upon them. -3

% N.§., VII; Abbinava Gupta's commentary on this chapter hos not yet |
come‘)ﬁ';'h‘isb:ord used by Bharata, samyvoge, union, implies both that the ‘
Deoterminants, etc., unite with each other to form a single whole, and that -
the mind of the spectator is identified with them or participates actively (onu-
pravif) in the eituation which they determine.

8 Le., it is not an nlready realized, eclf-subsistent thing which can exist 33
independently of this Taating. Rssa is simply the perticular form of percep- | 1%
tion called Tasting.
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it does not lean on any time separate from it?. Our
thesis is thus different from that of Sankuka, who says that
what is called Rasa is simply a Permanent Mental State,
brought to our knowledge by the Determinants, etc., and
that, because this is the object of a Tasting, it takes the
name of Rasa?. For, if things were so, why should Rasa
not exist also in everyday life? For if an unreal thing is
capable of being the object of Tasting®, a real thing has
all the more reason to be capable of it. Thus it is legiti-
mate to say that the perception of a Permanent Mental
State consists in an inference; but we certainly cannot
rightly say that Rasa is also of this nature. This is the
real reason® why Bharata has made no mention in the
siitra of the word ‘‘ Permanent Mental State”; on the
contrary, if he had mentioned it, this would have been a
source of difficulties®. Only by analogy is it said: * The

1) Dh.A.L., p. 160: iha tu vibhGvidicarvand adbhutapugpavat tatkalaséraivo-
ditd na tu pirodparckélanubandhint | ** In aesthetic experience, what happens
is, instead, the birth of the Tasting of the Determinante, etc. Such a Tasting

. is like o flower born of mugic; its essence is solely the present [i.e., it appears

and dieappears suddenly], it is correlated neither with what came before nor
with what comes after . In other words, aesthetic experience is without prag-
matic demaonds, is not directed towards an extrimsic end but is an end in
taelf. '

» Rasa, says A.G., does not consist in the inferenco (in inferential cogni-
tion) of someone elss’s mental state (in which cose it would be n cognition of
a diu:unive order, savikalpa), but is o personal experience—the spectator
identifics himself with this mental state and lives it himself. This observation
is aimed at Sadkuke, who maintained that Raea is simply & Permanent Mental
State deduced by the spectators by means of the Determinants, etc., and that

- the mental state perceived in this way is nothing but an imitation by the actor
- of the Permanent Mental State of the character ho represents.

%) Therefore the imitated Permanent Mental State is unreal.

< & ILe., Sadkuka’s reason is mot the real one; of. supra, p. 36.
5) Bharata did not eay * The production of Resa is provoked by the
wnion of the Permanent Mental State [of someone else, i.0., the character repre-
sented,] with the Determinants, the Consequents, and the Transitory Mental
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Permanent Mental State becomes Rasa™?. This analogy, to
specify, is caused by the fact that the very same things;
which were previously considered to be causes, etc., inhe
rent in a given Permanent Mental State, now serve to
realize the Tasting, and thus are presented in the form of
Determinants, etc.”. That is, it is quite impossible to say
that the inference of an ordinary mental state is a source of
Rasa. For this reason, the Tasting of Rasa (which cons-

ists in a camatkdre different from any other kind of ordinary . §

cognition) differs from both memeory, inference and any

.form of ordinary selfconsciousness®. To be precise: a per- 1

Movements". If he had, Rasa would simply be a perception of romeone else’s
Permanent Mental Movement. y

1) Bhorata eays sometimes (cf. e.g., N.§, VI, prose after v. 50 [in a note])
that the Permanent Mental States hecomes Raso; such expressions, A.G. remarks,

are only due to the * correspondence (analogy, ete)”. Cf. the next mote. .

9 Dh.A.L., p. 89: foke hi sthiyibhdve ye vibhdvnubhdvis tatsamucitd cit~
tavpttid corvyamSndtma rasa ity aucityat sthdyino rasatdpattir ity ucyate | ** Rasa
is simply the Tasting of the mental movement, corresponding, for example,
with the Determinants and the Consequents of the mental state of Sorrow.
The expression: * the Permanent Mental States become Rasas’, atises solely,
therefore, by analogy (= correspondence) ™.

3 Forms of * ordinary sclfconsciousness* are, e.g., pleasure, pain, ete.

DhA.L, p. 55: nonv evam dhimdvegamandnsntardgnismarapavad vibhd-
vidipratipattyananantaram ratyddicittavritipratipastir iti sabdavydpdra evdtra
ndsti | idam tévad ayam pratttisvorlipajfio mimdmsakah praptavych | kim atra
paracittaoritimétre protipastir eva rasaprotipattir abhimatd bhavatah | na coivem
thramitavyam | evam hi lokagataciavpttyanumdnamatram iti k@ rosatd | yas to
alaukikacamatkiratmé rasisvidol kavyegatavibhividicarvapdpripe ndsau sma-
rapdnumdnddisimyena khiltkarapdtrikartavyal | * Objection: * the perception of
the mental perception processes of Delight, ete., is born, thus, immediately
after the perception of the Determinants, etc.,—in the same way as the me-
mory of fire that is born immediately after the smoke is perceived. For this
reason, this perception is not the fruit of the power of the words [i.s., it is
not aroused by the power of evocation, dhvananavydpdra] . To euch an in-
quirer, who knowe the nature of perception so well, we would put this ques-
tion: do you consider that the perception of Rasa is nothing but the percep-
tion of another’s mental state? One must be careful not to fall into this
error, For in this case, there would exist, indeed, only the induction of a
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son assumed to possess latent traces of the ordinary induc-
tive processes, will certainly not perceive [the represen-
tation of] a young woman, etc.”, in a manner devoid
of active participation?. On the contrary, just in virtue
of his possessing heart (the latter quality consisting in
a consent of the heart),” this perception will be, as it
were, the seed in him, from which the Tasting of the Rasa
will develop, of the Rasa about to appear in all its fullness
(purnibhavisyat). This Tasting will unfold in complete
indipendence of every kind of ordinary cognition (induc-
tion, memory, etc., and will consist of, and be animated
by, a Tasting characterized by a state of identity with
the image seen®. This Tasting does not of course arise
from another cognition previously unfolded; for in that
case it would be a form of memory. Nor is it the fruit of
the operation of ordinary means of cognition (direct per-
ception, etc.) ?. It is aroused solely by the union of the
Determinants, etc., which, as has been said, are of a
non ordinary nature. Tasting is distinguished a) from
perception of the ordinary mental states (Delight, etc.)

given mental process of an ordinary nature—and this certainly is not Rasa.
The Tasting of Rosa—which consists in a camatkdra of a non-ordinary nature—

-is animated, in fact, by a Tasting of the Determinants, etc., which are of poe-

tical natare, It is quite impossible to identify this Tasting with memory,
inference, etc! ™.

D ** A young womean * is a Determinant; * etc.* here includes the Con-
sequents and the Transitory Mental States.

9 Impersonally. Téjasthyo or madhyosthys, indifference, is the exact op-
posite of anupravefa, personal or active participation. Cf. p- 55, o, 1.

5 CL p. 65, n. 1. :

4) Le., it is perceived in a gencralized manner; of. p, S5, n. 1.

8 Dh.Z.L., p. 153: na cisou carvapd pramépsntarato ja&3 piirvam, yene-
dantm smrtib sydtna cSdhuna kutafcis pramapansaréd utpannd, elaukike pra-
tycksddyavydpdrat | The operation of direct perception, etc., refers only to

things of an ordinary, i.e. practical nature.
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aroused by the ordinary means of cognition (direct percep-
tion, inference, the revealed word, analogy, etc.); b) from
cognition without active participation (tafastha) of the
thoughts of others, which is proper to the direct perception
of the yogins"; ¢) from compact (ekaghana)® perception
of one’s own beatitude, which is proper to yogin of higher
orders (this perception is immaculate, free from all impres-
sions [upardgd] deriving from external things)®. For
these three forms of cognition are without the beauty
(saundarya), [which is proper to the aesthetic experience).
The causes of this privation are a) the appearance of
other obstacles (practical desires, etc.), b) the lack of
evidence, due to the ahsence of active participation, and
c) the fact of being immersed in complete abandonment
within the [adored] object . In aesthetic experience, on

1) Telepathy, the knowledge of other people’s minds, is one of the yogin
powers (Yogasdtra, III, 19: pratyayesys paracittajidnam; this sda is quoted
and commented by A.G. in I.P.V., I, 4, 5). This phenomenon, observes A.G.,
is of o totally different order to aesthetic experience. In this, in fact, the di-
stinction between one’s own self ond the self of others (svaparavibhaga) con-
tinuee to exist, while the aesthetic experience postulates the senernlization
of the mental states and therefore the suppression of every Lmited self.

9CLp. M, n. 2.

9 Abhinava Gupta olludes, in this passage, to the highest degree of
mystical experience (cf. supra, p. 56, n. 2) which is free of any trace of
ordinary things.

4) Mysticol experiente involves the annihilation of every pair of opposites;
everything {s reabsorbed in its dissolving fire, Sun and moon, night and day,
beautiful and ugly, eté., no longer exist in it. The limited “I1" is complotely ab-
sorbed into $iva or Bhairava, the adored object; everything vanishes from the
field of consciousness. Aesthetic experience, on the other hand, requires the pre-
sence of tho latent traces of Delight, etc., (aroused by the operation of the Determi-
nants, etc.). In other words, aesthetic experience presupposzes a pre-constituted
knowledge on the part of the spectator, of the psychic reactions, etc., which are
normally felt before a given situation, This knowledge is, in part, innate (it
forms, that iz, on integral part of human nature) and is, in part, acquired
through the experience of one’s own reaction nnd one's observation of the
reactions of others.
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the contrary, a) the fact of being immersed in complete
abandonment within the [adored] object, b) the lack of
evidence, due to the absence of active participation, and
c) the presence of obstacles, are absent. The reasons
for this absence are a) the absence of abandonment to
one’s own self to the exclusion of everything else, b) an
active participation in one’s own self, and thus the absence

Aesthetic experience, Rasn, manifested by a postical description of a béau-
tifal woman is, for example, coloured by the mental state of Delight, which
is oroused by the description itseli. Such a mentel etate is supposed to pre-
exist in the spectator in a latent etate, in the form, that is, of samskdra or
v8sand. The Determinants, which manifest agesthetic experience awaken,
implicitly and of necessity, these latent traces also. For this concept, cf. supra
also, p. 87, n. 2.

The beauty, the pleasantness proper to aesthetic experience is duo to the
colouring of these mental processes; of. A.Bh., I, p. 291: ...laukikas pratyaydd
uparjanédivighnabahuldd yogipratyaysc ca .vigaydsvidesinyatiparusid vilaksans-
k&uukhcdubhhﬁdivkﬁrm&méuuudﬁopcwdrdynmikymmoicumpitmn&
bhufjate budhah. ., | ** Aesthetic enjoyment consists in the Tasting of ons’s own
consciousness; this Tasting is endowed with extreme pleasantness (beauty),
which it obtains from o contact with the various latent traces of pleasure,
pain, ete. It differs both from ordinary perception, which is full of obstacles
(pragmatic requirements, ctc.), and from the perception of the yogins, which is
not free from harshness, on account of the total lack of any tasting of external
objects ™. Thus, by comparison with aesthetic experience, the compact homo-
geneity (ekaghanatd) of mystical experience possesses a certain harshness. Its
pursuit, that is to say, calls for uncommon foree and energy (cf. the concept
of otra, herc). Aesthetic experience, on the other hand, is easily attained.
It is particularly suitable for peopls endowed with * gentle mind ™ {suku-
méramati), In the DhA.L., p. 51, A.G. defines Rasa in the following terms:
labdumamyam&pahrdayudmv&duundamibﬂv&aubﬁiommmprwmim-
rcuddiv&mdw&gankwrmmmﬁddmndmncﬁoy&pm'ucniyaap ra-
2ah | ** Rasa is tested through the act of tasting the beautitude of one’s own
consciousness. This tasting is pleasant [and not paruja, as in mysticalexpe-
tience] in that the conaciousness is coloured by the latent truces of the mental
states of Delight, ete., pre-existing [in the minds of the spectators]. Such
traces are aroused by the corresponding Detorminants and Consequents, which—
pleasant [beantiful, ete.,] by virtue of the consent of the heart—are afforded
by the words™., Cf: DhA.L., p. 81: anubkdvovibhdvivabodhanottoram cvo
tanmayibhavanayuktys ladvibhdvduubh&ood!uiumrﬁv&un&m«ﬂjhaummuid&-
nandgcarvapdgocaro riho rasiima sphuraty eva. .. |
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of the character of otherness proper to cognition of the
thoughts of others, and c) immersion in the latent traces
left by the mental states of Delight, etc., reawakened by
the corresponding Determinants, etc., which are generali-
zed . All-this has been said over and over again.

Thus the Determinants are not the causes of the birth
of the Rasa; otherwise, the Rasa should continue to exist
even when they no longer fall under cognition. Nor are
they the cause of its cognition (if they were, they would
have to be included among the means of cognition);
for a Rasa, already realized and standing by itself, which
‘could function as an object of a cognition, does not exist ;
What is it, then, which is designated by the expressions
Determinants, etc.? We reply: the expressions Determi-
nants, etc., do not designate things of an ordinary charac-
ter; they denote what serves to realize the Tasting. Does
any such thing occur elsewhere? The fact that it does
not occur elsewhere, we reply, can do nothing but streng-
then the thesis of their non-ordinary character, which
is the thesis we uphold. Does the taste of the Rasa of
panaka perhaps occur in molasses, peppers, etc. [» of which,
however, it consists]?® The case is perfectly analogous.

1) The Determinants, etc., are perceived in independance of any associa-
tion with a particalar person, in & generalised way. They eliminate the * obsta-
cles’, (vighna), i.c., the pragmatic needs associated with the limited “1”,

9 Cf. supra, p. 58, n. 1; infra, p. 103.

9 The example of pinaka is to be found fairly frequently in Indian philo-
sophy. Cf. for example, N.M., p. 341: evam padirthedhyo *nya eva vakyarthal
Ppanakidivat, yoth2 panakam Sarkardndgakefaramaricidibhyo ‘rihantaram eva
Yatha ca sindiroharitalalakeddibhyo "rthantaram eva citram, yathZ o8 gadjargabha-
gdndhdradhaivotidibhyo ‘rihdntaram eva grémardgal tathd podebhyo vdkyam,
padirthebhyo vdkydrthah | ** The meaning of a sentence is different to the mean-
ring of the words ‘(as happens with pancka, ete.). Just as pdnaka is different
from sugar, spice, pepper, etc., just as a painting is different from minium,
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Someone might object: * According to your thesis,
then, Rasa is not an object of cognition; this is a logical
consequence of what you say, i.e, that Rasa consists
solely of a Tasting and has not the nature of an object of
cognition, etc. How then do you think the expression
which Bharata uses in the sitra can be justified, when
he says: ‘The birth of Rasa?’” This expression, we
reply, must be understood in the sense of a birth not of
the Rasa, but of the Tasting which refers to the Rasa.
For if the expression * The birth of Rasa* is understood
in the sense of the birth of a Rasa, consisting solely of,

. and animated solely by, the Tasting in question, our thesis

is not beset by any difficulty ?. This Tasting, in fact, is
neither the fruit of the operation of the means of cogni-
tion nor of the means of action. On the other hand, it
cannot be .said that, in itself, this Tasting is devoid of
authoritativeness: for its real existence is an inconfutable

. datum of our own consciousness. Besides, this Tasting

is nothing but a form of cognition—which is however diffe-
rent from any other form of ordinary perception. This
difference is due to the fact that the means which arouse
the Tasting (the Determinants, etc.) are of a character
different from the normal. To conclude: what is aroused
by the union of the Determinants, etc., is simply the
Tasting; the form of existence, of a non-ordinary cha-

orpiment, lake, etc., or as a piece of music is different from the various notes
of which it is composed, so the meaning of a phrase iz different from the mean-
ing of the words ™', )

1) Le., this expression might lend itself to interpretation in the sense
that Rasa is something different from the act of cognition by which it is
known, so that it would be an object of cognition. A.G.'s reply to this
objection is that Rasa is the percoption itself, and that the word Rasa does
not denote anything distinct from the perception by which it is known.
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rdacter, which is the matter of this Tasting, is called Rasa.
This is the sense and purport of the sitra.

-All this may be summarized in the following way: in
the first place, the identity of the actor as such is concealed
by tiaras, headwear, etc.; in the second place, the idea that
this is R&ma, etc., aroused by the power of the poem, never
theless does not succeed in resting altogether in the being
of the actor, for the consciousnesa of the spectators is inten-
sely coloured by the latent traces of real life . Just for
this reason, the spectator is no longer living either in the
space and time of Riama, etc., nor in the space and time

-of the actor as such?, Acts of horripilation, etc., which

have repeatedly been seen by the spectator in the course
of everyday life as indexes of Delight, etc., serve, in this
case, to make known a Delight, etc., uncircumscribed by
either time or space. In this Delight, just because he
possesses the latent traces of it in himself, the Self of the
spectator also actively participates. For this very reason,
this Delight is perceived neither with indifference, from

1) Therefore he does mot see Rima as a real individuol. If he did, the
spectator would be immersed in Rima's own time, space, etc. (would be &
contemporary of Rma). Latent traces of his ordinary life, which is affectad
by particular temporsl, spatial, etc., duta prevent the total immersion of
the spectator in Rima's time and space, i.e., prevent him from feeling Rima
as part of his real life. The figure of Rima impersonated by the actor is not
perceived as an element of real life. ** The spectator of & drama has the con-
sciousness more or less distinct, more or less clear, that what happens on the
stage is not true, with the truth of real life, but only represented—that what is
happening there has no consequence for him, does not imsert itself into his
practical life—that the people acting there are not renl persons but just actors **
(A. TucuER, Estetica, Roma 1931, p. 62). Therefore, the spectator is immersed
neither in the time and epace of the actor as such (and therefore in the time
and space connected with his practical life), nor in the time and space of Rﬁma
as a real person.

9 Therefore, in the spece and time of his own real life.
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the outside, nor as if it were linked with a particular [un-
generalized] cause—for, in this case, intrusion by pragma-
tic requirements, interests of gain, etc., would occur—,nor
as if it belonged only to a third person—for, in this case,
sensations of pleasure, hatred, etc., would be manifested
in the spectator). Thus the Erotic Rasa is simply the
mental state of Delight generalized and made into a matter
of perception by a form of cognition, which may either
develop consecutively or be single . The task of genera-
lization is carried out by the Determinants, etc.

1) Cf. supra, p. 51, n. 1.

9 In the case of a play, long poem, ete., various etates of soul occur in
alternation with each other (Delight, Sorrow, etc.); in the case of a short
poem there is generally speoking only one dominant motif.
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Arrenpix L.
The nature of drama and the concept of anuvyavasiya
(4.Bh., I, p. 37).

anuvyavasiyaviéegavigayikiryam nityam | tathd hy dh-
dryavifegddind nivytte taddefakilacaitramaitridinatavie-

gapratyakgibhiméne viéegaleopakramena ca vini pratyak- ¥

gipravrtter dpite! ramadifabdasyitropayogit prasiddha-

- tadarthatayddarapiyacaritaviacakasyisambhavanamitrani -

rakarapeninuvyavasiyasya pratyaksakalpatd ?, hrdyagita-
dyanusyiitatayd camatkirasthinatvid dhrdayanupraveéa-
yogyatvam, abhinayacatugtayena svariipapracchidanam,
prastivanidind natajiiinajasamskirasficivyam, tena raiija-
kasimagrimadhyénupravigtena pracchiditasvasvabhavena
prikpravrttalaukikapratyaksinuménadijanitasamskarasah-
éyena natajfiinasamskérasacivena hrdayasamvidatanmayi-
bhavana’sahakiripd prayoktri dyfyaménena yo ’nuvyavai-
siyo janyate sukhadubkhadyakiratattaccittavyttiriigita’ni-
jasamvidénandaprakiéamayo 'ta eva vicitro rasandisvida-

nacamat.ka.racarvana‘mrveﬁabhogadyaparaparyayah, tatra'

yad avabhiisate vastu tan natyam |

1 G: gydte, quite nonsensical, but my eonjecﬁn'e in the text is hardly
the true reading; I suppose the author wrote Cpravpiutdy ydts || 3 Read

(cf. e.5.s A.Bh., p. 43: pratyakyskalpdnusyavasiyavigayo); G: pratyoksakalpans®
? G: obhdvana®l ¢ G: °(rpa)rByita® ||

Drama is matter of cognition by a special form of
re-perception, (anuvyavasdya)”. Namely, 1) in the first

1) Cf. supra, p. 47, n. 7:‘p. 84, n. 3.
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place, in virtue of the different kinds of Representation,
the presumption of a direct perception of a particular
actor (Caitra, Maitra, etc.,) and of his particular space
and time ceases to exist"; in the second place, since direct
perception cannot take place without at least a mini-

. mum of particularization, recourse is had to such names as

Riama, etc. The fact that Rima, etc., are the names of

- famous characters eliminates the possibility that one who

declaims their venerable exploits might provoke [in the
spectators] the obstacle of unverisimilitude . Owing to
all this, this re-perception is like a form of direct percep-
tion. 2) The scene represented is accompanied by plea-
sure-giving vocal music, etc., and, for this reason, is a
receptacle of camatkdra ¥. In virtue of this it has a natu-
ral suitability to enter the heart 9. 3) The four forms
of representation hide the true identity of the actor. 4) The
prologue, etc., give to the spectator the awareness that
he has to do with an actor ®. In this connexion, the actor -
is immersed in the colouring combination [of Determi-

nants, etc.]; his real identity is hidden; he possesses mental
impressions arising from direct, inferential and other forms

of ordinary perception which have occurred in the past; he
possesses mental impressions of the awareness of being an
actor; and he partakes in creating a state of identity [of
the spectators] with the representation, and this through
their heart’s consent. His appearance arouses a [particular
form of] re-perception, which ‘consists in the light and the

1) Cf. supra, pp. 80, 81.
9 Cf. supra, p. 78, .
3 CL supra, pp. 72, £.
4 Cf. qupra, p. 65, n. 1.
6) Cf. supra, p. 80.
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beatitude proper to consciousness, which is coloured by
the various mental states—made up of pleasure and
pain—and which is therefore varied?. This re-perception
has also other names: Tasting, Sampling, camatkdra, De-
libatio, Immersion, Enjoyment, etc. Drama is nothing ¥3
but the matter of this form of re-perception ?.

1) Otherwise, it would be a form of mystical cognition; cf. p. 68.

%) Bharata (N.§., I, v, 106 or 107) says that * Drama is the re-telling .
{onuktrianam) of all the forms of existence in the three worlds (frailokya-
sydsyc sarvasya nityom bhavinukirtanam)*. According to A.G., the worde
“ re-telling ** and *imitation ** (anukarapa, anukira), used by Bharata, must
be interpreted in the sense of a * re-perception sui generis ™ (anuvyn.oudya.
anuvyavasiyavifesa) and not in the proper sense of anukarapa, imitation.
This onuvyavasiya is * like a direct perception ™ (pratyaksokalpa, sikyétksra-
kalpa); see supra, p. 70, n. 1.

The term anuvyavasiyo is one proper to logic; it defines the activity of © °
the mind which works on data furnished by the senses. It is, therefore, the
mental re-perception (anu = pafeds, afterwarde) of the sensible perception
(vyavasdya). L1.P.V.V., IlI, p. 43: manah (= amabkarapam) enuvyavasiyom
sdkgdtkravimadrkasys pabcidbhsvina m vimarsam vidadhas kriydsambandhédivigayh
kalpand vikolpajAdnini pramaipvyspérapridhonyena karoti | The oldest text
in which the term onuvycvasdya is found is the Nydycsitra, Vatsy8yansbhisya,
I, 1, 4: sorvatra prasyakgavipaye jAdur indriyeps vyavasdyal, pafedn mmad'
nucyovasdyal | In gesthetics, anuvyavasdyc has come to mean sesthstic re-
perception (without, that is, any association with the concepts of reality and ir-
reality [cf. supra, p. 70, n. 1] and therefore with the limited ** I, but genera-
lized) of things perceived in practical life. The expressions anukarapa, anu-
Mrtana, etc,, used by Bharata (ef. N.§, I, pp. 36, 40, 43, etc.), observed
A.G., should not be interpreted literelly, in the sense, that is, of imitation,
i-e., of a replica of reality, but in the sense of anuvyavasdya, of aesthetic
ro-perception of the facts of practical life.
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The nature of aesthetic experience and the cognitive
value of art (4.Bh., I, pp. 36-37).

etad uktam bhavati | etddrfam te! ramiadayo na kada-
cana pramapapatham avitaran | yadigamena varpyante
tadi tadvifegabuddhir yady api ramayapaprayad ekasman
mahivikyid ullagati tathapi vartamanatayaiva vifegipam
saprhﬁvyamﬁnﬁﬁhahiyﬁsﬁmarthyitmakasvﬁlakganya’pa-
Tyavasinin na ca tesim vartaminatety upagatii tavad
viségabuddhih ® | kivyesv api hrdaya eva tivat sadhs-
rapibhévo vibhividindm jitah | tatrdpi kathimatre sa-
dhirapibhivah sambhavati yady api tathipy *evam
ye kurvanti tegim etad bhavati’ itivakyavad raiijana.
tifayabhivan na cittavyttir nirpayagata bhavati | kdvye
tu  gupilamkiramanoharadabdagarire lokottararasapra-

" pake hrdayasamvidavasin nimagnikiraki tivad bha-

vati cittavyttih | kimp tu sarvasya pratyaksasakgitkdrakalpa
tatrana dhir udeti| natye tu paramarthikam kimcid adya me
krtyam bhavigyatityevambhiitabhisamdhisamskiarabhavat
sarvaparigatsidhirapapramodasira‘paryantavirasanidara-
niyalokottaradaréanaéravapayogt bhavigy@mityabhisamdhi-
samskirid wucitagititodyacarvapavismrtasamsirikabhiva-
taya vimalamukurakalpibhiitanijahrdayah siicidyabhinays.
valokanodbhinnapramodafokatanmayibhavah pathyikarpa-

! Read. G has tai ¢ Read. € has °silaksapya® | 3 P p. 432 quotes
partially this passage; his correction apagatd for upagatd is wrong. Cf. supra,
P- 106: videsalefopakramena g ving pratyckycpravriter dpéite . .. A.Bh., 1, p. 43:
nirddhdrasya vritasya darfayitum afakyatvdt|| ¢ I propose; G: os3rd® (|
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napétréntarapraveéavadit samutpanne defakilavifegivesi-

nilingini samyaimithyisaméayasambhavanadijiianavijiie-

yatvapardmaréinaspade rdmardvapidivigayadhyavasiye
tatsamskardinuvrttikirapabhiitatatsahacarahrdyavasturii-
pagitatodyapramadinubhavasamskirasiicitasamanugatata-
duktariparaimadhyavasiyasamskira eva bhavan paiicagair
divasaih sacamatkiratadiyacaritamadhyapravigtasvitma®-
ripamatih svitmadvirepa viévam tathd pasyan pratyekam
simidjiko defakalavifegapidparimarfena evamkarinim idam
iti lidhatmakavidhisamarpitam samvijjatiyam eviirtham g
samvidvifegaraiijakapripavallabhépratimarasasvadasahdca-
raramyagititodyadisamskararasinubhavavaéena  hrdaya-
bhyantaranikhiitam tata evotputikhafatair api mlanima-
tram apy abhajaménam bhajams tattacchubh#éubhaprep-
sdjihdsdisatatasyiitavrttitvid eva fubham acaraty afubham
samujjhati |

* Read; Gz Ofiea®]] - ¢ The insertion of the word artham (which does
not exist in the published text) after samoitsajiilyam eva seems to me indi-

spensable. Cf. A.Bh., §, p. 288:... niyctadefakalddyasprytabhiita idam phalam
iti vidhisthdnlyo "rtho vyutpattim vitarati |

These personages, i.e., Rama, etc., have never descen-
ded into the sphere of our means of knowledge. When
these [Ridma, etc.,] are described in the scriptures, even
if the idea of the particularity of each of them (tadvife-
$abuddhi) arises from a Great Sentence such as the Rama-
yapa, etc., nevertheless, only when these are [felt as]
contemporary (vartamdna), do they amount to a real indi-
viduality (svalakfanya) animated by the power (sdmarthya)
of a corresponding Causal Efficiency (arthakriya). Now,
this contemporaneity does not exist and therefore there

is no contradiction in the idea of their particularity (per- -
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sonality) being accepted in drama?. This state of gene-
rality of the Determinants, etc., occurs also in proper
poems; in this case, it penetrates directly into the heart.
Even if this state of generality can also occur in mere
- tales (kathdmatre), nevertheless in this case (cf. for example
the sentence, “ Such-and-such happens to people who do
so-and-s0 ') it has only a weak power of colouring and

* therefore the corresponding mental movement does not

obtain a state of convinction (nirnaya). But owing to
the consent of the heart every mental movement remains
completely submersed, in the case of a poem (let us re-
member that poetry is made up of words embellished by
Qualities and Ornaments and consists of, and is animated

by, a Rasa of a non ordinary nature)?. Not in every person,

however, does arise through poetry an idea similar to a

1 o) The perception of the particular names and shapes of Rima, ete.
(therefore of their qualifications of time, space, otc.), does not involve that
they cannot be perceived in n generalised form. A persomality, etc., inserts
itself into oyr practical life (develops, so to eay, his Causal Efficiency). only
when it is contemporary with us, i.c., connected with the present and there-
fore with the practical intereste, etc., of our own Ego. When these personalities
are not contemporany they cannot develop their natural Causal Efficiency. In
the asesthetic perception, they are independent from the concepts both of
reality and non reality and are thus perceived as * generalized ", In this sense,
their particularity (vifega) is not contrasting with the concept of generality.

3) In this context, svilakgapya is e simply synomym of svarfips, one’s
own form or shape, one’s own peculiar nature and thus individuality, etc.
Svalakgapya is commented on by A.G. in this way in the DAA.L., p. 538. The
Causal Efficiency (arthakriys; on this concept, cf. p. 36, n. 7) in the ‘sense
of practical or pragmatical functionality belongs to the real individuality
(i.e., contemporary with the spectator) only. The generalized image of the
atsthetic experience has no practical efficiency, i.e., does mot insert itself in
practical life. The concept of Cansal Efficiency in connexion with the one of
individuality (in the eenso of a particular essence contrasting with the general
essence, the sdményolaksopa) has & buddhist origin snd, freely interpreted,
became part of the common philosophical vocabulary.

% Cf. supra, p. 54
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direct perception. In drama this difficulty does not arise U,
[What is the true nature of drama?] In drama there is

the absence of the mental trace of the intention, ¢ Today I 3%

must do something practical’, and the presence, in its place
of the intention, ‘Today I am going to enjoy venmerabl
sights and sounds of a non-ordinary character, which arouse;

in the end, a state of freedom from worldly interests .

and whose essence is a generalized pleasure shared by all
the spectators’. During the spectacle, the spectator for-
gets about the samsdrike existence and immerses himself

. in the Tasting of the vocal and instrumental music which

accompanies the play being acted ®. The heart of such
a spectator has, of course, to be as clear as a spotless
mirror; only if it is, will he be able to identify himself
with the mental states of Sorrow, Delight, etec., aroused
by the sight of the [four species of] Representation (gesti-
culation, etc.). By listening to the play which is being
performed the spectator enters into the life of a character,
different from himself, and, for this reason, there grows
up in him a cognition whose objectis Rima, Rivana, etc.?,

1) Some individuals whoso aesthetic sensibility (consent of the heart. ete.)
is poor need visnal illustration of what is suggested by the power of the poem;
such visuol illustration (consisting of the actors, ete.) contributes to bring
ebout the immersion of the spectator in the events represented to the exclusion
of everything else. Cf. supra, p. 84, n. 3.

% The type of dramn to which A.G. refers in these lines §s the négyo,
which is, in general, inspired by the facts and ‘personnages taken from the

Mahabharata and the Rémdyspa. A.G. observes that the murdsrs, deaths’
and tragical occurrences which are raccounted, £, i., in the Mahabhorata give
the reader a feeling of the vanity of human life (cf. DhA.L., p. 530;: yady

api dharmarthakimindm sarvasvam t3dyn nésti yad anyatra na vidyate, tath3pi
paryanisvirasatoams atraivévalokyatsm 1)

3 Colouring power (rafijakatva) par excellence belongs to the music accom-
panying the performance of the play. '

#) In other words, the spectator Lves the lifo of the characters represeated
(Réma, Rivapa, etc.). ‘
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THE AESTHETIC EXPERIENCE, ETC.

This coguition is not circumscribed by space and time
and is free from all notion of the things which are the
matter “of real, mistaken, uncertain, probable, etc. ¥,
forms of knowledge. The spectator is accompanied by the
impressions of this cognition (whose object is Rima, etc.) for
several days; they are evidenced, in their turn, by impres-
sions of the direct Pperception of the vocal and instrumental
music and of the images of the women 9, These pleasure-
preducing things accompanying the spectacle are themselves
the cause of the continuation of these impressions. The
spectator, whose awareness of his own self (svétmariipa —
svardpa, identity, etc.) is lost in the events répresented
endowed with cematkara, continues, by means of his own
self to see everything in this light®. The spectators,
therefore, remain in possession of a particular from of
consciousnes afforded to them by the following affirma-
tion, which remains, as it were, on their lips to be licked
and tasted (Iighdtmake)¥; ¢ Such-and-such happens to
people who do so-and-so’. . This form of consciousness
is free of every spatial and temporal specification. By
virtue of the perception of Rasa, aroused by the traces
of all the Pleasure-producing things—vocal and instru-
mental music, ete.—which accompany its Tasting (Rasa
colours the consciousness in a special way, differing from
that of the heart’s beloved), this form of consciousness
remaing deeply fixed in the heart, like an arrow, in such

]

1) Cf. supra, p. 31

9 Cf. supro, p. 82.

%) Cf. Mrechakosika, III, S: yar satyam virate ‘pi gliasamaye gacchimi
érnvann iva || * To tell the truth, although the song is ended, I nee:x to ear

S it as T walk ™,

4) Cf. the verse quoted in the Rasspradipa by Prabhakara Bhg Bena-
res 1925: simajikds 1 Jihate rasam péram napo matal | P ome

[113]
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a way that by no possible effort can it be disregarded, let
alone extracted V. Thus the subject who enjoys it (and
this happens simply because the mind is naturally desi-
rous of attaining to the good and abandoning the bad)
does good and avoids evil ?,

1) 1 have not been able to find the word utpuiikha in eny diétionnry. The
sense, however, shows, without any possibility of doubt, that utpuiikha is a
synonym of uipdfana, which denotes the sct of extracting an arrow (punkha
is the ebaft or feathered part of an arrow). The same expression is to be found
in the ZP.V.V., 1, p. 37: prosiddhifataptirie jivaloke kasyacit kicid eva pro-
siddhi} * Itneva pratibimbiteva likhitevantarnikhateva ca (Malatimadhava, S, 10)"

. iti nydyena hydayabhistau utpatanafatair api hrdayam anunmilya nipasarpati |

9 A.G. meeepts the traditionsl Indien view of art as o means of instruc-

tion, but tends to give the word instruction a meaning of his own.' Such in- .

struction, according to A.G. is of a different character form eny other, and of an
unmistakeble natore. Dh.A.L., p. 190: vyuspddanam ca fdsanapratipidana-
bhydm #astresihsakriabhydm vilakgapam | yothd rémas tathdham ityupamdndsi-
riktém rasésvidopdyasvapratibhdvijrmbhiripdm vyutpattim ante karotlti kam
upélabhimahe | * The knowledge imparted by postry differs from the injunc-
tions and instruction of religious treatises and historical nerrative. However,
if it is meant that poetry ultimately produces instruction consisting in the
enrichment of one's acsthetic sensihility (this being the instrument which allows
of the tasting of Raza), different from ordinary apalogy (as with Rima, so with
wme), we have zo objection to make™; A.BA., I, p. 41: nanu kim guruved upsa-
defam karoti, netydha, kintu buddhim vivardhayoti, svapratibhém evam tadystim
vitarati | Elsewhere (Dh.A.L., p. 40) A.G. says that the principal element is
not knowledge (for in that case there' would be confusion with works on
cthies and historiography) but pleasure (priti, Gnanda). The pleasure nnd
knowledge, both sui generis, aroused by poetry are mot distinct from each
other but two aspects of the same thing (ma caite pritivyutpotst bhinnaripe
eva, dvoyor apy ekavigayatvst, Dh.A.L., p. 336).
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The numbers refer to pages. Italic type figures indicate the chief references.

abkildza, cf. Longing.

Abhinavagupta, XXI); et passim.

abhinaya, cf. Representation.

abhivyaj, cf. manifest.

Accomplishment, samdpaysi, 551¢, 77.

Active partecipation, anupravesa, 51°,
99, 100,

adhikérin, cf. qualified pereon.

adbhuta, cf. Marvellons Rasa.

adhyavasdya, 74°.

adhyavasiya, of. ascertainment.

Aesthetic pleasure, priti, dnanda, 79+,

Aecsthetic senses, 82¢.

Affection, sevd, 34.

agema, cf. Holy writings.

Agitation, dvega, 291,

Agm'pu.rapa. 323, 729,

dhéryabhinaya, 35°

Ajitapida, 303, 323,

alamkira, ¢f. Omament.

é&lasya, cf. Indolence.

alaukika, cf. non-ordinary, passim.

omarga, cf. Indignation.

Analogy, upamiti, upsmina, 58.

dnanda, cf. beatitnde. .

Anandavardhena, XXV f,, 501, 591,

anavadhdna, cf. lack of attentionm.

dpavamala, 748,

Anger, krodha, 291, 32, 34, 84°, 86,
91, 95.

anirvicya, cf. Ineffable.

anubhiva, cf. Consequents.

onublywa. ef, immediate perception.

anubhdvand, 95.

anukarapa, cf. imitation.

anuklrtana, cf. re-telling.

anuména, cf. inference.

anupravesa, cf. active participation.

anussmdhd cf. visualizati

anuvyavasiya, cf. re-perception.

Aunxiety, arthacined, 343,

Anxiety, cintd, 29, 95.

apahasita, cf. Uproarious Laughter.

apasmdira, cf. Epilepsy.

Apprehension, farikd, 291,

apradhdnatd, cf. lack of preeminence.

Scabhatl, cf. Horrific Style.

drop, 8ropa, cf. super-impose.

Arrogance, gorva, 291

artha, cf. Profit.

artha, cf. purposes of man.

artha, its meaning in the expression
kdvyértha, 621a, -

arthacintd, cf. Anxiety.

anusmyti, cf. Recollection.

arthakriyd, cf. Causal Efficiency.

Artificisl, kptrima, 34, 41, 421.

Ascertainment, adhyavasiya, 763,

dstnapdshya, 81, B4,

afru, cf. Weeping.

Assurance, mati, 29 1.

Astonishment, vismaya, 291, 91.

aslyd, cf. Envy.

&svida, cof. Tasting.

éswidana, cf. Sampling.

atihasita, cf. Convulsive Laughter.

dtman, cf. Self.

audramagodht, 841,

autsukya, cf. Impatience.

avagem, cf. communicate.

avahasita, cf. Smile.

avahind, cf. Diesimulation.

Gvamtl, B41.

Avantivarman, 30, 501, 591
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dvega, cf. Agitation,

dveda, cf, immersion.

Awaokening, vibodha, 29%. .

Beatitude, anonda, 55, 551, 74?, 87,
87%

Beauty, ssundarya, 100.

Benediction stanza, nondl, 80°.

Bhairava, 10604,

bhéna, 791.

Bhﬂl’ntﬁ. Xlll, xlx“ 29. 30' 32 .0 33,
36, 319, 47, 49, 49°, 82, 843, 97.

bharati, cf. Eloguent Style.

bhayd, cf. dialects.

Bhatta Tota, XXIt, XXVII, f., 38,

. 391, 421,

bhkaya, cf. Fear.

bhaydnaka, cf. Terrible Rasa.

Bhotta Lollata, XX, 30, 301, 311, 32,
32133, 33, 3323, 76°.

Bhotta Nirdyapa, 878,

Bhagta Nayake, XX £., 50, 501, 523,
53%,55%, 56,561,574, 61, 62%, 76%.

bhiva, cf. mental state.

bhivand, cf. propulsion.

bhoga, cf. enjoyment.

bhogtkarapa, of. enjoyment.

Bhoja, 551.

bhokty, cf. enjoying subject.

bhranti, cf. mistake.

Bhuvanabhyudaya, 32°.

bibhatsa, cf. Odious Rasa.

" brahman, expeneuea of, XXIII, 55°*,

56, 561,
Buddhists, 76
cakra, 68°
camatkdra, 551, 669¢, 683, 72, 72%,
73, 74, 744, 11, 819, 98, 107, 113.
cdpala, cf. Inconstancy.
Cousal Efficiency, arthakriyd, 36, 367,
111
Cuause and effect, law of, XXII.
Change of Colour, vaivarpya, 293,
Change of Voice, vaisvarya, 291,
Characteristic sign, linga, 32.
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cintd, cf. Anxiety.

eit, cf. intelligence.

cittavptti, cf. Mental movement.

Combination, samagrf, 49, 68, 76.

Comic Rasn, hdsya, 291, 33, 91.

Communicate, avagam, 35.

Comparison, utprekyd, 763,

Concomitance, vyapti, 68, 683.

Convulsive Laughter, atihasita, 33°.

Copy, pratikysi, 76*.

Command, vidhi, 64, 641.

Connotation, power of, lukpm,mvya-
pdra, 59

Consciousness, supreme, parassmvilti
‘62, 621,

Consciousness, ss mml. XXII, 55, 551,
87, 87°%

Consent of the heart (aesthetic sensi-
bility), sohrdeyatva, hydayssamod-
da, XXVIIL s, 46, 65.

C quents, bhd 29, 293, 30,
309, 31, 34, 35, 46, 49, 491, 51, 85,
879, 94, 97, 989, 1004,

Constituent elements, gupa, 54.

Contentment, dhrsi, 291, 41, 95.

Correct perception, 37, 371

Counterfeit, vikirapa, 48,

Courteson, gapikd, 82.

Critie, philosopher, vydkhydtr, tatt-
vacintaka, 39, 39%,

Cruelty, ugratd, 29 1.

dainya, cf. Depression.

dakgindtyd, 841.

Dance, nariana, nyita, noture of, Bl.
814

Dapdin, XX, 32, 322

Death, marapa, 291, 341,

Defects, doga, 54, 541.

Deliberation, tarka, 291,

Delight, rati 292, 32, 34, 35, 36, 40.

41, 421, 48, 75, 85, 87, 90, 91, 94,

95, 9883, 99, 104, 105,
denotation, power of, abhidhd, XXVI,
53, S3°, 591,

c i
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dense or compact, density, ekaghana,
o3, 71, 712, 87, 87 %, 88, 100, 100 ¢,

Depression, dainya, 291, 95.

Despair, vigida, 291,

Determinents, vibkdva, 29, 291, 30,
32, 321, 33, 44, 449, 46, 48, 381.3,
49, 49, 50, 503, 511, 52, 53, 58",
61, 62, 72%, 768, 11, 85, 851, 90,
90, 92, 93, 94, 95, 95, 96, 97,
98, 99, 100¢, 102, 11l.

Devotion, bhakti, XXV, 100.

dharma, cf. Right Action.

Dharmaokirti, 367, 393, 493, 591

dhrti, cf. Contentment.

dhruvd songs, 47, 561.

dhvananavydpdra, cf. evocation.

dheani, XI, 359, 591, 62

Dhvanyéloka, 503, 591,

Dialects, bhags, 80. ©

Dilatation, vistara, 548, 55.

dima, 191

Direct perception, prasycksa, the ne-
sthetic perception is like..., 702

Direct experience or perception, si-
kyétkira, prasydksa, 51, 66, 74.

Disconragement, nirveda, 291.

Disgust, jugupsd, 291, 91.

Dissimulation, avahitts, 291.

Distraction, moha, 292, . ,

Distress, udvega, 341.

Drama, nifys, nature of, 106 .

Dreaming, supta, 291,

druti, cf, fluidity.

- doga, cf. Defects.

Doubt, samifoys, 37.

doigdha, 814

ckaghana, °-td, cf. dense, density.

Ego, aham, XXV % e pchim.

Eloquent Style, bharast, 83 4.

Enjoying subject bhoksr, 851

Enjéyment, power of generating, bho-
gikaropa, 53, 57, 59, 59, 60.

Enjoyment, bhoga. 's4, 56, 58, 74, 17,
108.

Enumeration of the loved one’s me-
rits, gunakirtana, 34 1.

Envy, aslyd, 291,

Epilepsy, apasmdra, 291,

Erroneous perception, 76; cf. mistake.

Erotic Rasa, fpagare, 291, 32, 40,
$7, 61, 834, 86, 91, 105.

Eseence of poetry, kivydrtha, 62, 62,
63. ’

Evocation or manifestation, power of,
dhvananavyipdra, vyafijanavydpéra,
XXVI, §91.

Expansion, vikisa, 54% 55.

Ecstasy, cf. brahman.

Fainting, pralaya, 291

Fear, bhaya, 291, 67, 91, 95.

Fover, vyddhi, 34'.

Firmness, sthairya, 34.

Fuidity, druti, 54, 54°%, 59.

Firmness, sthairyx, 34.

Fuidity, druti, 54, 543, 59.

Fright, trésa, 291.

Function, power, eydpéra, vriti, XXVI.

Furious Rasa, reudrs, 29, 32, 834,
9l.

gopikd, cf. courtesan.

gorva, of. Arrogance.’

Gay Style, kaifiki, 83¢. -

Generality, generalisation, generalize,
sédhirapyo, sidhiraptbhdva, ete.,
XX ff., 448, 46, 50, 511, 53, 531,
574, 664, 671, 6B, 683, T1, 5%
768, 82, 824, 849, 851, 10583, 1081,
111

Gentle Smile, smita, 33°%.

Genus, logical generality, sdménya,
“, 4.

Gesticular Reprenentnnon. angikabhi- -
naya, 35, 35

geyapada, 814,

gharpi, cf. vibration.

glani, cf. Weakness.

Grandiose Style, siitvarl, 834,

gupa, cf. constituent elément.
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gupa, cf. Qualitics.

gunakirtana, cf. Enumeration, ete.

Hara, 66, 66°,

Hargn, 36%,

harga, cf. Joy.

hdsa, cf. Laughter.

hasita, cf.Smile.

hastaldghava, cf. sleigbt of hand.

hésya, cf. Comic Rasa.

Heart, hrdaya, 741, 843, 879, 107.

Heroie Resa, vira, 291, 834, 90, 91.

Heroism, utsika, 291, 34, 519, 86, 91,
94, 95.

Holy writings, dgamas, 83.

Horrific Style, drabhatt, 83 ¢,

Horripilation, romdfica, 291,

hydaoya, cf. heart and consent of the
heart.

Hydayadarpapa, 502, 571.

icchd, cf. will,

thamrga, 19

Illusion, bhrdnsi, 76%, cf. mistake.

Imagination, samkalpa, 74.

Imitation, anukdre, anukerapa, 34,
39, 40, 46, 471, 76, 163, 79

Immediate perception, anubhava, p. 38.

Immersion, avsfa, 74.

Immersion, nirvefa, 77.

' Impatience, autsukya, 291,

Inconstancy, cipale, 291,

Indifference, #3fasthya, mddhyasthya,
§11, 52, 79, 79%, 99%.

Indignation, amarga, 291, 34,

Tudividuelity, svSlakganya, 110, 1111,

Indolence, dlasys, 291, 92.

indrajdla, cf. magic.

Ineffable, aniredcya, coguition, 76.

Inferente, reasoning, enumdénag, 42,
421, 58.

Insanity, unméda, 291, 341,

Instrumental music, dtodya, 82.

Intelligence, cit, 551.

Intensification, intensified, upacaya,
upacita, 31, 339, 76.
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Intention, power of, titparyafakii,
591,

interiections, exclamations, vagvild-
pa.... XXVII, XXXII.

Intoxication, mada, 29 1.

Intuition, pratibhd, XXVII, f., 58,
64, 6510, 75.

Involuntary States, sattvabhive, 29°t.

Igvara, XXV, 682,

Jodats, <f. Stupor.

Jagennftha, 728,

Joy, harga, 291,

jugupsd, cf. Disgust.

Junctures, samdhi, 47, 471.

kaifikl, cf. Gay Style.

kakgyd, cf. zoves.

kdku, cf. voice’s intonntion.

Kalkaga, 32%, 508,

Kalidasae, 74, 744

Kalkaga, 741

kéma, cf. love.

Keant, XXXIIL.

Kapila, 90.

karupa, cf. Pathetic Rasa.

Kashmir, 302, 328, 382, 503, 581¢,
651, 141,

Kavyakautukavivarapa, XXIX 1, 388,

kdvydrtha, cf. Essence of poetry.

krodha, cf. Anger._

kyirima, cf. artificial

Keemardja, 308, 501

Kumdrila, 501.

Lack of attention, anavadhdna, 771

Lack of evidence, asphufatva, 77.

Lack of preeminence, apradhidnatd,
18.

Lack of vensmnhtude. sambhévand-
viraha, 77.

laksapdvydpdra, of. connotation.

Lakpmi, 73.

ldsya, cf. women’s dance.

Latent impression, etc., vdsand, sam-
skdra, 31, 311, 651, 719, BT, 100,
107, 113.
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Laughing, vihkasita, 33 %

Laughter, hdsa, 293, 90, 91.

Laughter, upchasita, 33°%

laukika, cf. ordinary.

faya, cf. lysis.

Liberation, spiritunl freedom. mokya,
851,

Light, sclf-luminosity, prakife, 55,
531, 87.

1la, of. play.

linga, «f. logical reason, characteristic

sign.

Local Styles, pravrtti, 84.

Logical reason, characteristic sign,
liriga, 32.

Logicians, tirkika, 75.

lokadharm?, cf. Realistic Representa-

" tiom.

Longing, abhildge, 34 1.

. Love, kama, 33, 85, 858, 86.

Lysis, layas, 551¢, 77.

mada, cf. Intoxication.

Magic, indrajila, 76%.

Maohabharata, 112%.

Mahimobhatta, 561.

Mammata, 511

Man of elevated nature, uttamaprokpti
45,

mdnasapratyaksa, cf. mental percep-
tion.

mapdapa, cf. pavilion.

Mandars, 73.

Maonifest, vyaj, abhivyaj, 48, 50, 523,
591, 62, 62,

mantra, XXXII.

maraps, cf. Death.

Marvellous Rosa, adbhuta, 297, 91.

- mati, cf. Assurance.
. mdys, 539, 68°%

Memory, smrti, 52, 75.
Mental cognition, mdnasddhyavasdya,
14, -

: : Mental movement, cittavrtti, passim.

Mental state, bhdva, passim.

Mental perception, mdnasapratyakqa,
382

Mental stupor, moha, 53, 53% 79.

Mistake, viplava or samplava, bhranti,
38.

Mistaken perception or cognition, 36,
367, 37, 378, 42, 421, 43, 44.

Mobility, cditcalya, 90.

moha, cf. mental stupor.

moha, cf. Distraction.

mokga, cf. liberation.

muni, 92. .

Musical tempi, tilas, 47.

Mystical experience, 1004,

nandt, cf. benediction.

nartana, cf. donce.

ndtaka, 78, 791,

adtya, cf. drama.

ndgyadharml, cf. theatrical conventions.

Négya Sdstra, XIX: et passim.

nidrd, cf. Sleeping.

nirveda, cf. Discouragement.

nirvesa, cf. immersion.

nirvrti, ef. solution.

niyoga, cf., order.

Non ordinary, non prncncal [authe-
tic, religious, etc.], alaukika, passim.

Nyéyastitra, 31

Obstacle, vighna, XXII, XXXI, S11¢,
$511,67, 68, €689, 713,177,771, 78,

19, 80, B14, 82, 849, 87%, 873, 90,
10213,

Odiocus Rasa, bibhatsa, 291, 834,91.

Order, niyoga, 64, 64,

Ordinary, practical, laukika, passim.

Omnment.o, alamkéra, 32, 54, 541, lll.

Pain, dubkha, XXIV, 90.

Painted horse, principlo of, 37,

Painting, 373, 48, 48°%,

plidcals, 841,

Paralysis, stambka, 291.

paramdrthika, cf. real.

Parameiévara, XXV.

pard vdk, supreme vocality, XXX 1,
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Particularity, determination, ctc., vis
dego, 67, 671, 11112,

Potatjoli, 92.

Pathetic Rasa, karupa, 291, 50, 91°.

Pavilion, mapdapa, 80.

Permanent Mental States, sthiyibhdva,
291, 30, 31, 32, 33, 34, 35,36, 40,
44, 45, 47, 49, 492, 6713, 75, 15°%,
85, 851, 86, 90-92, 93, 94, 95, 96, 91.

Play, U4, 473, 48.

Poctic language, XXV ff.

Poetic word, its difference from the
proze word, XXVI, 591,

Possessed of heort, schrdaya, 82.

pracchedaka, 814

Practical life, vyavchdra, 39°*

prohasana, 79, 7191

prejaé, XXXL

prakaraga, 79

prakyti, 49°%.

pralaya, cf. Fointing.

Proméapavériika by Dharmakirti, 367,
39,

prastdvand, cf. presentation, 80,801

pratibhi, cf. Intuition,

pratikrti, cf. copy.

Pratycbhijag, 12°

Preliminories, plirvaroriga, 80, B80°.

Presentation. prologue, prostévend,
803

Profit, artha, 853%, B6.

Propulsion, bhdrand, 64, 641,

Purposes of man, artha, 92.

parvaraiige, f. preliminaries.

puspagapdiks, 81, 814

Qualified person, adhikdrin, 63, 64.

Qualities, gupa, 54, 544, 111

Quictistic Rasa, §dnta, 29°.

rojal, 54, 54°%, 90.

Rajafekhara, XXX °.

Rima, 32, 34, 37, 40, 43, 44, 45, 46,
soe, 51, 52, 78, 78%, B1°%, 104!,
107, 110.

Rimiyspe, 110, 112°.

rarigapltha, cf. stage.

Rosa, XIX ff., 29, 29% 30, 30% 31,
319, 32, 321, 33, 3313, 34, 375,
39, 47, 48, 49, 497, 50, 52, 523, 52°*
§3, 53°% 54, 563, 574, 58, 581,
591, 60, 61, 62, 63, 65, 67%
68, 68°, 763, 717, 82, 834, 842, 85¢%,
87, 87%, 89, 90, 91, 93, 94, 95°,
96, 97, 974, 98, 981.2.3, 99, 100°¢,
102, 1034, 111, 113.

rasadhvani, XXVI, 59*.

rasand, cf. Tasting.

rasdyana, 92.

rati, cf. Delight.

Ratnavali, 362.

raudra, cf. Furious Rasa.

Ravagas, 112,

Raving, vildpa, 341.

Real, péramarthika, passim.

Realistic, Representation, lokadharmt,
84,

Reality, tattva, 76%.

Recollection, anusmypti, 341,

Recollection smyti, 291,

Re-perception, anuvyavaséya, 477, 74°,
853, 106 f.

Representation, abhinaya, 35, 35 %, 54,
83, 84, 84°, 112.

Rest, resting, vifranti, 54, $51¢, 77.

Re-telling, anukirtana, 477, 108°.

Revelation, power of, bhdvand, S§3,
532,

Revealed word, frusi, 58.

Right Action, dhorma, 8512, 86.

roméfca, of. Horripilation.

Ruyyaka, 72%.

sidhdrapyo, cf. generality.

sédrsya, cf. similitude.

sahpdaya, cf. possessed of heart.

saindhava, 814

dama, cf. Serenity.

s3magri, cf. combination.

sémdnya, cf. geaus.

samavakdra, 791.
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sambhivanavireho, cf. lack of wverisi-
militade. )

samdhi, cf. Junctures.

samkalps, cf. imogination.

Samkhys, 49, 49°, 54°.

samkramapd, cf. transfer.

samplova, cf. mistake.

Sampling, Gsvddgna, 61, 77, 108.

samsdre, XXI £., 719, 847, 112.

samfaya, cf. doubt.

samskéra, cf. latent impression.

samuit, cf. consciousness.

sdnandasamé&dhi, 55°.

fontks, cf. Apprehension.

$sdkaravarman, 303, 50%.

$aakuka, VI, 301, 32, 32%, 357, 367,
37s, 88, 383, 39, 391, 43, 44,44,
48, 161, 91.

fanta, of. Quicetistic Rasa.

sattva, 54, 543, 55, 61.

sattvabhdva, cf. Involuntary States.

sittvati, cf. Grandioas Style.

sattvikabhinaya, 35°.

saundarya, cf. beauty.

Scorpions, two keinds of, 42, 421,

Self, &iman, XXV, 68; et passim.

Serenity, foma, 297, 853, 86, 9.

sevd, cf. Affection.

. Shams, orids, 291.

Sickness, vy8dhi, 291
siddhimén, 57°

Similitude, sidpfys, 37, 76 %
Sita, 37°%, 44, 50, S03.4.

$ive, XXV?, XXXI, 68, 814
Sivadrsti, 4%

Sleeping, nidrd, 29°.

Sleight of hand, hastaldghava, 76°%
Smile, hasita, avahasita, 33°%.
smita, cf. Gen tle Smile.

smyti, cf. memory.

smytf, of. Recollection.

doka, cf. Sorrow. .

Solution, nirepti, 551¢.
Somfnanda, 74°%.

Sorrow, 6oka, 297, 34, 35, 36%, 45,
46, 84°, 91, 95, 105°.

Spanda, f. vibration.

Spandakdrikd, 30, 32°.

Spandanirpsyo, Bhatta Lollota quo-
ted in, 30%; Bhotta Niayake quo-
ted in, 50°.

sphota, 52%.

sphuroud, cf. vibration.

frama, cf. Weariness.

érngara, cf. Erotic Rasa.

Sruti, cf. revealed word.

Stage, rasigapitha, 80.

sthairya, cf. Firmness.

stambha, cf. Paralysis.

sthiyibhéva, cf. Permanent Mentol
States.

sthitapithya, 81 ¢.

Stupor, jadasd, 29%, 341,

Styles of Procedure, vrui, 83, 83

Sudden apparition, tatkdlikanirméga,
6% ‘

Super-imposition, dropa, 39°, 76, 76°%.

supta, cf. Dreaming.

svalakgapa, cf. thing in se.

svdlakganya, cf. individuality.

sveda, cf. Sweating.

Sweating, sveda, 291,

téla, of. musical tempi.

tamah, 3% 54, 54°%

tarka, cf. Deliberation.

Testing, dsvéda, rasand, 56, 58, 581,
591, 61, 62, 664, 708, 729, 75,76°,
71, 84°% 851, 87, 87°, 88, 96,97,
99,100 ¢, 102, 103, 104, 108, 112.

tigasthyo, cf. indifference.

titparya; cf. intention.
tativa, cf. reality.

Teaching, upadefa, T9%.

Telepathy, paracittajidnam, 1001

Terrible Rasa, bhaydnaka, 29 %, 68, 91*.

Theatrical convention, natyadharmi,

~ 80, B2°%,

Thing in se, svalaksapa, XXXI, 39
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Thought, vimarda, XXV ?, 68°

Time, space, ete., XXI, 67, 61, 70,
71, 753, 80, 80¢, 81%,

Transfer, samkramand, 63.

Transitory Mental Stotes, vyabhicd-
ribhava, 29, 291, 30, 31, 34, 35, 49,
491, 92-94.

trdsg, cf. Fright.

trigdha, B1°.

Trembling, vepathu, 29 1.

Udayana, 36.

udvega, cf. Distress.

ugraté, cf. Cruelty.

uktapratyukta, 81 4.

ullukasana, vibrotion of joy, 73; its
definition by A.G., 73%

Ums, 66, 66

unmdda, cf. Insanity.

upccaya, upacita, cf. intensification.

upadefa, cf. teaching.

upahasita, cf. Laughter.

upamiti, ete., cf. analogy.

Uproarious Laughter, apahasita, 332

Utpaladeva, 744, 873,

utprekss, cf. comparison.

utsiha, cf. Heroism.

utspppikanka, 791,

uttamaprakyti, cf. man of clcvated
nature.

uttamottamaka, 81 %

vaisvarya, cf. Change of Voice.

vaivarpyo, cf. Change of Colour.

visand, cf. latent impression.

Vasugupta, 301,

Vatsyliyana, 83.

vepathu, cf. Trembling.

Verbal Representation, vdcikabhinaya,
35, 35¢, 45.

vibhdva, cf. Determinantes.

vibhieand, 95.

vibodha, cf. Awakening.

Vibration, inner movement, spanda,
651, 744

vidhi, ¢f, command.

vighna, cf. obstacles.

vijidnavddin, 685, 76 4, 17.

vihasita, cf. Laughing.

Vibration, sphurattd, ghdrpi, 741

vikira, cf. counterfeit.

vikdsa, cf. expansion.

vildpa, cf. Raving.

viparivrt, 68, 681.

viplava, cf. mistake.

vira, cf. Heroic Rasa.

viyada, cf. Despair.

visarga, XXX ¢,

vifega, cf. particularity.

vismaya, cf. Astonishment.

Viepu, 73.

vidrinti, cf. rest.

vistarg, cf. dilatation.

Visunlized, 34, 35, 44; cf. visualization.

Visualization, anusamdhina, 32, 44.

Viévanitha, 551, 2%, 95.

oithl, 792

Voice's intonation, kdku, XXXII, 46.

vridd, cf. Shame.

vrtti, cf. Styles of Procedure.

vyabhicdrin, °-bhiva, cf. Tramsitory
Mental States.

vyadhi, cf. Sickness, Fever.

vydkhydtp, tattvacintoka, cf. critic.

Vycktiviveka by Mahimabhatta, 367

vyofijonavydpdra, cf. evocation.

vyépti, cf. concomitance.

vyavahira, cf. practical life.

vydayoga, 791,

Weakness, glini, 291, 92, 93.

‘Weariness, frama, 291, 92.

Weeping, afru, 291

Will, icehd, 7414,

Women, 87 ff.

Women's dance, lasys, 47,81¢4.

yogins, 563, 591, 100.

Yoga, 542

Yogasiitra, 311,

Yogavasigtha, 72°.

Zones, kokgyd, 80.
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ADDENDA

P. 19, kino 21. Shonld one read ajokac— or alaukikadharms (= nigyadharms) for
lokadharm!? In this case the tramslation (cf. p. 84) would be ** Thea-
trical Conventions ” and mnot ** Realistic Representation ™. .

P. 32. The word cnusamdhins is commented upon by Prabhikara, Rasapradipa,
Benares 1925, p. 23: anusampdhdnam ca kavivivakyitasy8rthasya visandpd-
favavails sikedd ive karapam | In my opinion, the best translation of
this term js therefore * visualization ™.

P. 34. In this passage, Firnmmess and Affection are comsidered as Tramsitory

' Mental Movements. They, however, are not in the traditional list of vya-

bhicaribhav (cf. p. 29).
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Amhimofllubookhu f bt some mispricts, ete, to light. lhn
preferred not to leave them uanoticed, htuw‘iom-lldnt mofuymaqnm

. xx11, line 12, read: interferences

. Xxv, line 24, read: Raghavan, The Number of Rasas, Adyar 1940, p. 104

xxx, line 1, vead: conscioueness

. XxXI, line 2B, read: vifigtam and riipam. Line 31, read: °fabdd®

xxxi1, line 8, read: to

xxxi1, line 16, read: interests

. §, line 26, read: vikyena

8, line 25, read: °dumdnam

14, lines 11, 12, read: Spratigthapita® and Cpratigthac

. 17, line 33, read: H.C.; G, D: prahasanid eva |

. 20, line 14, rend: egim

21, line 27, read: ‘fakioftaya)

22, last line, read; °dharmdpsm

. 23, line 29, read: p. 11, n. 1 {for notec 102)

25, last line, read: bhapapam

. 30, line 7, read: sthiyibhiva

. 33, lines 2, 15, 16, read: Rasas

P. 39, line 33, read: of it

P. 48, line 6, read: ch. 1

P. 53, line 16, read: Rimoélraka

P. 58, line 30, read: pp. xxvm ff.;

P. §9, last line, read: artha® and syat

Pp. 60, 61, 65, recd: sentence (for phrose)

P, 68, line 3, read: that

P. 171, line 12, read: non reality

P. 71, line 30, read: instincts

P. 72, line 3 ond line last but one, read: Yogavdsigtha. Line 21, read: samrambhe

P. 72, line 39, read: might

P. 76, add in rcference to line 4: Perhaps we must translate: * Nor does it
consist of a super-imposition of the foregoing forms of cognition*. In
other words, acsthetic experience docs not consist of an ineffable thing
in se (svalakgapa), on which one super-impases arbitrarily the concepts
of mistake, reality, similitude, etc.

P. 76, line 18, read: asédhdrapatayd

P. 79, line 25, read: °bhdve

P. 80, line 36, after Ind. Th., add: pp. 127 fl.

P. 80, read: stansa (for strophe)
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P. 81, line 9, read: Puppagapdiks

P. 81, line 17, read: nop reality

P. 86, read: Heroiaim (for Entrgy)

P. 87, line 4, read: iasrq, Line 18: reag ndntartyakatreng
P. 98, line 28, read: “oriti® and fqbdgo

P. 106, line 1g; reference to note
P. 109, line 17, read; Pitamarthikam
P. 110, line 10, resg: “samarpitar

S suppresseq
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