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PUBLISHERS’ NOT E

ABHINAVAGUPTA scems to have given the final shape to the philo-
sophy of beauty in India. His name is familiar to all students of Sanskrit
poetics and Indian Aesthetics. His fame is still alive and his poetical
and philosophical theories hold ground even today. It is no wonder
that the aesthetic thought of Abhinavagupta, one of the most profound
and keenest minds that India has ever known, captured the imagination
of Prof. Raniero Gnoli who, besides being an erudite scholar, well-
known editor and able translator of various Sanskrit Texts, is a Sahrdaya
to the true sense of the term. His thorough understanding and scholarly
but lucid exposition of the Rasa-theory of Abhinavagupta in particular
and the aesthetic theories of other thinkers in general, are simply wonderful.
In the present work, AESTHETIC EXPERIENCE ACCORDING
TO ABHINAVAGUPTA, he has edited and translated the Com-
mentary by Abhinavagupta on the famous sttra of Bharata, Vibhavanu-
bhavavyabhicarisamyogadrasanispattih ( Natya sastra) which constitutes
the most important text in the whole of Indian aesthetic thought, and
explained it in the light of the views of prominent rhetors and philo-
sophers—both ancient and modern. The theory of Abhinavagupta has
actually been pf'ésented hére in a garb which can very casily appeal to
the modern mind.

The first edition of this work was issued some ten years back by the
ISMEO of Rome in the SERIE ORIENTALE ROMA ( No. X1) under

the direction of Giuseppe Tucci, and was much welcomed by the lovers



of Sanskrit literature, all over the globe, But the learned author, following
the famous. maxim of Kalidasa, ‘A paritosad vidusam na sadhu manye
prayogavijianam, etc.’, carried  on most devotedly his researches in the
field of his favourite study and as a result, could revise, enlarge and

re-elaborate the previous edition into the present one.

Wiile presenting the second edition before the readers we fervently
hope that it will be welcomed by scholars and students alike,

Our sincerest thanks are ‘due to ISMEO, Rome, Prof. G. Tucci and
Prof. R. Gnoli, the learned author, but for whose kind. approval, active
encouragements and keen interest, it would have not been possible for us

to print and publish this valuable work in India.
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THE AESTHETIC EXPERIENCE
ACCORDING TO ABHINAVAGUPTA






PREFACE

This book was first printed in 1956. Since then I have
never relinquished my researches in the fields of Indian
Rhetoric and Aesthetics. Some misinterpretations and mis-
takes occurring in the first edition have already been cotrected
by myself in 1957, in the paper Further Observations on the
Abbinavabhirati, East and West, year VIII, N. 1.-=April, 1957
pp. 100-103. This new edition represents, I trust, a great im-
provement in regard to the first one. The Introduction, the
critical apparatus, the translation and the notes have been
completely revised. The basic text of Abhinavagupta, i.e. the
commentary to the famous s##ra by Bharata, VI, after st. 31,
vibhavinubhavavyabhicarisamyogid rasanispattih, has been supple-
‘mented by thtee new texts, viz. the Commentaties on
Natyasastra, 1; st. 107, on Dhvanydloka, 1, st. 18, and 1I, st. 4.

As to the text I have directly compared the MS of Abbina-
vabhdrati preserved in the library of Madras (M). References to
the Kavi’s edition of the Abbinavabhirati ate to the second edi-
tion of it. 'The letters Hc and M. C refer to the viveka of
Hemacandra and to the samketa of Manikyacandra trespectively.
Although the additions and explanations of Hc do not alter
in any way the thought of AG., I have not reproduced them
in the text, which I have tried to set forth such as it was before
the exegetical activity of the great jaina scholat.

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

[ xmr ]



INTRODUCTION
The NatyaSistra

1. In India, the study of aesthetics—which was at first
testricted to the drama—draws its origin from no abstract ot
disinterested desite for knowledge but from motives of 2
purely empirical otder. 'The most ancient text that has come
down to us is the Natyasistra (4th or 5th Century A. D. ?),
asctribed to the mythical Bharata. This is 2 voluminous collec-
tion of obsetvations and rules concerned in the main with the
production of drama and the training of actots and poets. The
author, or the authors, with a certain sententiousness and ped-
antry typical of Indian thought, classify the vatious mental
states ot emotions of the human soul and treat of their transi-
tion from the practical to the aesthetic plane. The Natyasastra
is a2 wotk of deep psychological insight. Drama appeals to
sight and hearing at the same time (the only senses that are
capable, according to some Indian thinkers, of rising above
the boundaties of the limited ““ I””) and is then considered the
highest form of art. In it both sight and hearing collaborate
in arousing in the spectator, more easily and fotcibly than by
any other form of art, a state of consciousness swi generis,
conceived intuitively and concretely as a juice ot flavour, called
Rasa. This typically Indian conception of aesthetic experience
as a juice or a taste savoured by the reader or spectator should
not surprise us. In India, and elsewhere; sensations propet
to the senses of taste and touch, almost devoid of any noetic
representation, are easily taken to designate states of conscious-
ness mote intimate and removed from abstract tepresentations
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INTRODUCTION

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

This Rasa, when tasted by the spectator, pervades and en-
chants him. Aesthetic experience is, therefore, the act of
tasting this Rasa, of immersing oneself in it to the exclusion of
all else. Bharata, in a famous aphotism which, intetpreted and
elaborated in vatious ways, forms the point of departure of all
later Indian aesthetic thoughts, says, in essence, that Rasa is

botn from the union of the play with the petformance of the
actots, “Out of the union of the Determinants—he says

literally—, the Consequents and the Transitoty Mental States,
the birth ‘of Rasa takes place”. What is then the nature of
Rasa ? What are its relations with the other emotions and
states of consciousness ? And how ate we to understand this
word “birth ” ? The whole of Indian aesthetics hinges on
such questions, which have been an inexhaustible soutce of
polemic material to generations of thetors and thinkers, down
to our own days. But, before undertaking an examination of
their various intetpretations, iet us briefly expound here the
essentials of the empitical psychology of Bharata.

According to the Natyafistra, cight fundamental feelings,
instincts, emotions or mental states called bbava ot sthayibhava* ,
can be distinguished in the human soul : Delight (rati),
Laughtet (hdsa), Sortow ($oka), Anget (krodha), Heroism (ntsaba),
Fear (bbaya), Disgust (jugupsi), and Wonder (vismaya). These

1) The wotd bhiva is made to detive by Bhatata, VII, 342-346, from the
causative of bh7, to be, which may be intended in two different meanings,
that is *“ to cause to be ’ (viz. bring about, create, etc.) and “ to pervade ”.
According to the first meaning, that which is brought about are the purposes
of poetty, kavyartha, that is, the Rasas (cf. below, p. 50, n.24). According to
the second meaning these are so called because they petvade, as a smell,
the minds of the spectators. The meaning of szhdyin is permancnt,'basic, etc.

[ xv ]



INTRODUCTION

eight states are inbotn in man’s heatt, They permanently
exist in the mind of every man, in the form of latent impressions
(vdsani) derived from actual expetiences in the present life ot
from inherited instincts, and, as such, they ate ready to emerge
into his consciousness on any occasion. In otdinary life each
feeling is manifested and accompanied by three elements, causes
(&drapa), effects (kdrya) and concomitant elements (Sabakdrin).
The causes are the various situations and encountets of life, by
which it is excited ; the effects, the visible reactions caused by
it and expressed by our face, our gestures and so on; and the
concomitant elements, the accessory and temporaty mental
states accompanying it. ‘These eight bhavas, indeed, do not
appear in a pure form. The various modulations of our mental
states are extremely complex, and each of the fundamental or
permanent states appears in association with other concomitant
mental states, as Discouragement, Weakness, Apptrehension
and so on. These occasional, transitory, impermanent states
are, according to Bharata, thirty six. These same causes, etc.,
being acted on the stage or desctibed in poetry, not lived in
real life, give spectatots the patticular pleasute to which
Bharata gives the name of Rasa. The fundamental mental
states being eight in number, there are also eight Rasas, i.e.,
the Erotic (§77gdra), the Comic (bdsya), the Pathetic (karnpa),
the Furtious (raudra), the Heroic (vira), the Tetrible (bhayinaka),
the Odious (bibhatsa) and the Marvellous (adbhata). Later
speculation genetally admits a ninth permanent feeling,
Setenity (fama); the corresponding Rasa is the Quietistic
($anta). When they are not patt of real life but are elements
of poetical expression, even the causes, effects and con-
comitant elements, just as the permanent mental states, take
another name and are called respectively Determinants
(vibbiva), Consequents (anubbdva) and Transitory Mental States

[ xvr ]



INTRODUCTION

(vyabbicribbava)'. Of course, from the spectatot’s point of view,
the consequents do not follow the feeling, as they do in the
ordinaty lifc, but they act as a sort of causes which intensify
and prolong the feeling, brought about by the determinants.
2. Dapdin and Bhatta Lollata. Bharata’s text and the afore-
said aphorism in particular became, as we have said, the subject
of study and analysis for a whole series of thinkers, each of
whom was anxious to conttibute to a*cleater understanding of
the words of the Master. The earliest of these were, so far as is
known, Dandin (7th century) and Bhatta Lollata (9th Cent.),”

1) There is no need to insist upon the fact that all these English rende-
rings ate far from being satisfying. According to Bharata, VII, 346, the
term vibhava has the meaning of cognition, sij#iana. They ate so called,
because words, gestures and the representation of the temperament are
determined, »/bhavyate (that is, known, according to AG) by them. The
anubbava, on their turn, ate so called because the representation, in its three
aspects, that is, voice, var, gestutes, asigs, and physical reactions, sat/ra,
causes (the spectators) to experience (the correspondent feeling). I have
followed here the reading accepted by AG (yad ayam anubbavayati
rvagaigasativakyto’ bhinayap tasmad anubbira)). The commentary of AG on
this part of the Nityadastra is, howevet, not available, and there are, of
this passage, many different readings.

2) Dandin (7th centuty ?) wrote the Kapyddaria (this work may be
consulted also in the translation of O. Béhtlingk, Leipzig 1890). Bhatta
Lollata flourished in Kashmit in the 9th or 10th century. He wrote a
commentary, now lost, on the Nityaéastra of Bharata. Ksemarija (Span-
danirpaya, p. 34) and A.G. (M.V.V., v. 718) quote a Bhatta Lollata who
wrote a commentary (#7¢ti) to the Spandakiriki of Vasugupta. In my
opinion, it seems probable that these two Bhatta Lollatas are one and the
same person ; Bhatta Lollata would, in that case, have lived in the reign
of Avantivarman (856-83 A.D. ; Vasugupta lived undet Avantivarman) or
in the reign of his successor, Sanikaravarman. This change, also, involves
a change in the dates of Sankuka (cf. infra, p. 32, n. 4), who could then no
longer be identified with the poet Saikuka, who was a contemporary of
Ajitapida (eatly 9th century).
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INTRODUCTION

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

1) Cf. A.Bh., 1, p. 264 : rasabbavinam api vasanareSavasena nate sambhavad
anusamdhibalic ca layddydmuamztit ; cf. also Dh.A.L., infra p. 109 ; and, on
all this, K. M. Vatma, Seven Words in Bharata, Calcutta 1958, pp. 37,38. An
opposit view to that of Lollata was maintained by the followets of Udbhata
(a Kashmiri poet and writer at the court of King Jayipida (779-813),
according to whom our perception of the actor as having really bhavas and
Rasas is an illusion (drstas tu tatpratyayo nate bhramap., A.Bh., 1, 264).

2) Cf. f.i. A.Bh 1, 43, whete niranusamdhi means uncontrolled,
thoughtless.

3) Accotding to some later commentators, the meaning of anusamdhina
is visualization or something like that ; cf. f.i. Prabhakata, Rasapradipa,
Benates 1925, p. 23 : anusamdhinam ca Ravivivaksitasyirthasya vasanipa-
favavafit saksad iva Raranam ||

[ xvyir ]



INTRODUCTION

nature of actor. Seemingly, Bhatta Lollata’s theory does no.
concern the problem of how the spectators do relish Rasa.

3. Sankuka.—Sankuka, 2 Kashmiri who lived a little latet
than Lollata, disagrees! with this view. According to him,
Rasa is not as the ““ ancients ”” put it, an intensified state but an
imitated mental state. In ordinary life, the mental state of a
man is revealed by the causes which excite it, i.e. the determi-
nants; by the visible effects of his feeling, i.e., the consequents;
and by his concomitant feelings, i.c., the transitory mental
states. 'The successful imitation by the actor of the characters
and their experiences is no doubt, Sankuka says, actificial and
unreal, but is not realized to be so by the spectators, who forget
the difference between the actors and the characters, and in-
ferentially experience the mental state of the characters them-
sclves. This experience—which is actually a peculiar form of
inference—is, to Sankuka, different from any other kind
of knowledge. A horse, imitated by a painter, Hemacandra
obsetves, hinting at Sankuka’s theory, scems to onlookers
neither real nor false, and is nothing but an image which pre-
cedes any judgement of reality ot unreality. So far, so good.
Accotding to Abhinavagupta, the weak point of Saikuka’s
theory is his premise that the aesthetic state of consciousness or
Rasa is nothing but the petception of an imitated mental state.

1) Sankuka flourished in Kashmir aftet Bhatta Lollata. It is doubtful
whether he should be identified with the poet Sankuka, author of a poem
called Bhueanabhyndaya, who according to Kalhana (R.T., IV, 705) lived under
the reign of Ajitipida (about 830 A.D.). In this case, his predecessor,
Bhatta Lollata, can no longer be identified with the commentator, of the
same name on the Spandakairikd, and so his period should be brought back
to the end of the 8th century and the beginning of the 9th. Cf. above,
p- XVIIL, n. 1. Sankuka wrote a commentaty to Bharata, now lost, which is
frequently quoted by A.G.  On Saikuka, sec De, S.P., I, p. 38 ; Pandey,
A.G., p. 128.
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INTRODUCTION

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

4. Bhatta Nayaka.—A third thinker who is very important
in the history of the doctrine of Rasa is Bhatta Naiyaka, a
Kashmiri of about the first half of the 10th century, author
of the lost Sabrdayadarpapa'. His ctitique deals first of all

1) Bhatta Nayaka flourished in Kashmir after Anandavardhana (who
was a contemporary of King Avantivarman, 856-883 A. D.), the authot of-
the Dbvanyiloka, whom he refutes. Bhatta Nayaka is, therefore, to be
placed around 900 A.D. It is not, probably, mistaken to identify him with
the Brihmana Niyaka, who lived during the reign of Sankaravarman
(883-902 A.D.), and who is mentioned by Kalhana (R.T., V., 159), Inthe
ILP.V.V., 111, p. 96, A.G. quotes a stanza of $aiva inspiration, which he
attributes to Bhatta Niyaka, to whom he gives the title of mimamsakagranib
(the same title is given by A.G., elsewhere, to Kumirila, mimimsakapra-
vara). Another stanza of Bhatta Nayaka (taken from a stofra) is quoted by
Ksematija (Spandanirngya, p. 18). 1 am inclined to think that these two
Bhatta Nayakas wete one and the same petson. The poetic work of Bhatta
Nayaka was the Hrdayadarpana (ot Sabrdayadarpana) whichhas not yet come
to light. The opening stanza of this work, which contains an invocation
to Siva, has been preserved in the A.Bb., I, p. 5. The fragments of the
poetic work of Bhatta Nayaka have been collected by T.R. Chintamani,
J.O.R.M., Vol. 1, pp. 267-276. On the poetic doctrine of Bhatta Nayaka
and the confutation of the dhvani, cf. 'T. R. Chintamani, J.B.U., vol. 17,
part 2, pp. 267-276. Bhatta Niyaka’s theory is also stated with few varia-
tions in the Dh.A.L., pp. 180 ff. (infra, p. 107). On Bhatta Niyaka in ge-
neral, see Sankatan, op. cit., pp. 86-88, 102-4 ; Kane, S.D.V., pp. 212-215 ;
Pandey, A4.G., pp. 128-130.
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INTRODUCTION

with the word ““ birth ”; used by Bharata ; in what sense, he
asks, should the word be understood ? Petception, produc-
tion, and manifestation are facts of everyday life; they have
nothing to do with the aesthetic fact, with Rasa. Hence the
real meaning of ““ birth ”, as used by Bharata, cannot be pet-
ception, or production, or manifestation. ‘Theatrical pet-
formance (the actions of actors) or poetry (the wotds of a
poet) does not make Rasa petceptible, produce it, ot manifest
it. 'The relation between the practical, ot literal meaning, and
the poetic meaning lies in none of these ; rathert, it lies in some-
thing entirely different from these three facts of everyday life,
namely in “ revelation * (bbdvand). 'This trevelation, as Abhina-
vagupta says in his paraphrase of the Sabrdayadarpapa is a
special power, different from the power of denoting, that
words assume in poetry and drama. The specific task of this
power, which as Nayaka says, “ has the faculty of suppressing
the thick layer of mental stupor occupying our consciousness!,
is generalization or universalization of the things represented
or desctibed. ‘“The Rasa, revealed by this power is then
enjoyed (bh#j) through a sort of enjoyment different from direct
expetience, from memory etc.” The cote of Bhatta Niyaka’s
doctrine is precisely this concept of generalization—one of the
main contributions of Indian acsthetics. The aesthetic state of
consciousness—whether its material be anger, love, pain, etc.—
does not insert itself into the texture of everyday life but is

1) During the aesthetic experience, the consciousness of the spectator
is free from all practical desires. The spectacle is no longer felt in conne-
xion with the empirical I of the spectator nor in connexion with any
other particular individual ; it has the power of abolishing the limited
personality of the spectator, who fregains, momentarily, his immaculate
being not yet overshadowed by mayd. Moba, stupot, is the specific state
aroused by Zamah.

2 [ xx1 ]



INTRODUCTION

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

The drama performed or the poem recited has the power
to raise the spectatot, for the moment, above his limited ego,
his practical interests, which in everyday life, like ¢ a thick layer
of mental stupor ”, limit and dim his consciousness. Things
and events that in practical life when associated with ““ 17, with
“ mine 7, repel ot grieve us, are felt as a source of pleasure—
the aesthetical pledsure ot Rasa—when they are described or
tepresented aesthetically, that is, when they are generalized
or contemplated universally’. This conversion of pain into

1) Generality (sadbaragya) is the principal character of aesthetic ex-
petience. The events and facts of which the determinants, etc., consist
are independent of any relation with any particular individual and of any
particular association. The situation represented, says Mammata, is
independent of the following specifications : *“ This concerns me ”’; ““ This
concerns my enemy > ; ““ This concerns a person who is indifferent to me *’;
““ This does not concern me ” ; “This does not concern my enemy ”’;
“This does not concern a person who is indifferent to me . Generality
is thus a statc of self-indentification with the imagined situation, devoid of
any practical interest and, from this point of view, of any relation whatso-
cver with the limited Self, and as it were impersonal. The ‘determinants
and conseqqueats ditfer from ordinary causes and effects just on account of
this state of generality. ‘The same feclings of delight, sorrow and anger
which pervade ordinary life appear in a completely differcnt manner in the
aesthetic statc of consciousness. The witnessing of a scene of ordinary
life (e.¢., a love scene) necessarily arouses in the spectatot a certain serics
of teelings (anger, cavy, disgust, ctc.) propottionate to the closeness of the
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a sott of pleasure is proved, Niyaka holds, by the fact that, as
depicted on the stage, sights and events painful in themselves
do not repel us ; on the contrary, we enjoy them. Rasa, the
aesthetic experience revealed by the power of revelation (bhd-
vond), is not noetic in character, is not a petrception, but an
experience, a fruition (bhoga). ‘This fruition is charactetized
by a state of lysis (/zya), of trest into our own consciousness?,

ties which bind him to the protagonists of the scene in question. It may
be that he is completely indifferent to the actots in the scene and also to the
act which they petform;in this case he will be in a state of indifference
(#atasthya), which alsq is at the very opposite pole of the aesthetic expetience,
which is chartactetized by just an active participation (anupravesa) of the
cognizing subject in the event represented. The same scene represented
on the stage is, on the contrary, devoid of all particular associations and
free from any extraneous intetference (vighna)—anger, disgust, etc. The
spectator is without any pragmatic requitement, any of the interests (desire
for gain, etc.), by which ordinary life is characterized. He is immersed in
the aesthetic cxpetience to the exclusion of everything else ; the task of
generalization catried out by the poetic expression breaks the barrier of the

limited “ I and eliminates in this way the interests, demands and aims
associated with it.

1) Vifranti, test, denotes the fact of our being absotbed in something,
immerged in it, to the exclusion of every othet thing(vigalitavedyantarataya),
without, that is, having any mental movement, any extraneous desire (in
other words no obstacle, #ighna), which comes to break into that state of
consciousness. In aesthetic language, vifranti denctes, at the same time,
the fact of being absotbed in the aesthetic object, and the sensation of
pleasure sui generis which accompanies that state of comsciousness. In
the fziva metaphysics visranti denotes the tepose of everything that exists
in the “ I” (everything that exists is reposing in the consciousness, but the
consciousness does not repose in any othet thing different from itself, it is
reposed in itself) and, implicitly, the repose of the limited ““ I” in the cons-
ciousnessin its original fullness. The terms “solution” (sirvrti), ““lysis” (Jaya),
concentration(samapatti) etc., express the same concept(cf. infra, p.62). They
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the pervasion of consciousness by bliss and light : it belongs
to the same otrder as the enjoyment of the supreme brabman.
This last conception is very interesting, and even at first glance
cleatly reveals its kinship with cettain religious schools of
India, which must have influenced him, if only indirectly.
Brabman—Bhartrhati said more than four centutries before
Bhatta Niayaka—is nothing but the overcoming of the knots of
“I” and of “mine”, Not enough. The same idea of a
conversion of the things of reality (according to Niyaka, in the
aesthetic moment they appear, as it were, under another aspect)
is to be found, applied to the mystical rather than to the aesthetic
experience in some Buddhist schools. In teligious experience
the world of reality is not suppressed but is seen otherwise.
“If it be true (the Buddhist Vasubandhu says) that things are
unreal, lacking that substantial reality consisting in theit own
nature as imagined by the ignorant, it cannot nevertheless be
denied that they do exist in that ineffable way of being, which
Buddhas perceive ” (Vimsatikd, 10). 'The nature of things is
inexhaustible and they reveal more and more modes of being,
cotresponding to the beholder’s varying states of conscious-
ness. Reality, in this sense, may be the matter of a revulsion
(pardvrtti), of a sort of sudden reinterpretation through which
it is revealed under a new aspect: the painful and testless
flow of history, the samsdra, appears to the saint as ineffable
quiescence, #zirvipa. 'This conception, as will be seen, will

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

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

1) Vakyapadiya, 1, 5 (comm.), ed. e.f. : mamabam ity abamkiragranthi-
samatikramamatram brabmanab praptib.
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be criticized and at the same time developed by Abhinavagupta.
The final transfiguration of pain, it is true, is as if anticipated
and foreshadowed in the aesthetic experience (this, like the
mystical experience, transforms reality, converts the very
language, which magically reveals a new sense that exists side
by side with the practical meaning), but one must not forget
that, while the mystical experience is perfect fullness, in which
the knots of “ I’ and ““ mine ” are already completely undone,
in the aesthetic experience the process of undoing has only just
begun. In it, the history, the pain has not yet entirely lost its
weight; it is still present, ready to break out in all its violence.
The poet’s fullness is not that of the saint. “That fresh outlook
of poets—declares Anandavardhana—whose activity succeeds
in enjoying Rasas all, and that learned outlook which proceeds
towards probing the truth of objects verily—both of them we
have ttied to utilize in figuring out the world, so long that have
become exhausted in the attempt. O Lotd sleeping on the sea,
we never obtained in any of these, Happiness comparable to
devotion for Thee'.” Aesthetic enjoyment itself is veined by
an obscure unrest. ““ Often 2 man ”, says Kalidisa in a stanza
quoted by Abhinavagupta, “in the act of admiring in happiness
beautiful shapes or listening to sweet sounds, feels in himself
a keen disquiet. Does he, pethaps, recall, inhis soul, affections
of past lives, deep within his spirit without his knowledge? »”
The disquiet to which Kalidasa alludes, is, observes Abhinava-
gupta, an unobjectified desire; it corresponds to what is,
metaphysically, the desire which induces consciousness to deny
its original fullness and to crumble in time and space3.

1) Dbh.A., 11, 43 (comm.). I have teproduced here the translation of

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

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

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

1) See below, p. 48.
2) See below, App. III, p. 114.
3) See below, App. III, p. 114,
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sopher indeed, by the name of Anandavatdhana. In a justly
famous book, on which Abhinavagupta was to comment a
centuty and half later, called the Dhvanyalokas (“ Light of Re-
sonance ), Anandavardhana reached certain conclusions which
were accepted, with some rate exceptions, by all later Indian
thetors. The starting point of his speculation is the difference
between otdinary and poetical language. The philosophy of
language has very ancient roots in India, and in various epochs
its problems have been dealt with by diverse and radically
differing schools; yet Indian thinkets, both Buddhist and Hindu,
ate in substantial agreement on one point—the insttumental
and transitive nature of ordinary speech. Language is essen-
tially pragmatic: the words we use exist in so far as they serve
some putpose, and after we have used them they cease to be.
They, Buddhists hold, are powertless to grasp the living reality
of things; they deal with the general, which is simply an image
of things, an image out of focus, so to speak, and ultimately
unreal. What is then this new nature or dimension, that speech
assumes in poetry ? And from what is it detived ? Accotd-
ing to another Kashmiri rhetor, Udbhata, flourished in the
8th centuty, the essence of poetical language was the secondary
ot metaphorical function of the words'. The poetical speech—
he must have thought—at the very expense of the practical
value, entiches itself with various proceedings—rhymes,
figures, inversion—conceived as useless in a purely functional
language, but essential in the poetical one. One of the most
important elements of these figures of speech, differing from the
modes of practical language dominated by a direct way of ex-
ptession, is undoubtedly the secondary function of words.

1) See, on all that, R. Gnoli, Udbbata’s Commentary on the Kavydlamkara
of Bhamaba, Roma 1962, of which I have teproduced here some passages.
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This and nothing but this will then be the vety life of poetical
language, in antithesis with the practical one. Anandavatdhana
disagrees. The secondary function does not necessarily imply
poetry. Actually, all language is metaphorical. The soutce
of poetty must then be anothet sense or value that is assured
by words, altogether different from the primary (i. e., historical
ot literal) and the secondary one. “ Poetical meaning is diffet-
ent from conventional meaning. In the wotds of great poets it
shines out and towers above the beauty of the well-known
outer parts even as charm does in ladies ” (Dbvanyaloka, 1, 4).
This new sense—the poetical sense—itreducible, as it is, to the
literary one, cannot howevetr do without it, but is, as it were,
supported by it. “The poetic meaning ”, he says,

“1is not understood by a mete learning in Grammar and
Dictionary. It is understood only by those who have an
insight into the true essence of poetry. This meaning, and
that rare word which possesses the power of conveying it,
these two must be studied carefully by those who wish to
become true poets. Just as a man interested in perceiving
objects (in the dark) directs his efforts towards securing the
flame of a lamp since this is a means to realise his end, so
also does one who is ultimately interested in the poetic
meaning first evince interest in the conventional meaning.
Just as the purport of a sentence is grasped only through the
sense of individual words, the knowledge of the poetic
sense is attained only through the medium of the literal
sense. ‘Though by its own power the word-impott con-
veys the sentence-import, just as it escapes notice once its
putpose is setved, so also does that poetic meaning flash
suddenly across the truth-petceiving minds of cultured
critics, when they are indifferent towatds the conventional
meaning. To conclude, connoisseurs give the name of

-
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“ resonance ” (dhvani) to that particular sort of poetty in

which both the conventional meaning and the conventional

word atre subordinate > (Dbvanyiloka, 1, T-13).
A truly poetical word ot expression is that which cannot be
replaced by other words, without losing its value. Poetty
knows no synonyms. This poetic meaning of words, which
coexists, paradoxically, with the historical ot literal meaning—
as Mahe§varananda, a philosopher of the 13th century, points
out—stands in relation to the other powers of words just as
freedom does to men’s othet capacities and activities. The name
by which it is known, is resonance (dhvani) or suggested, mani-
fested sense (yya7igya). Rasa is nothing but it. Poetic wotds
make manifest, suggest it unexpectedly and without any noti-
ceable bridgez. ‘The theory of Anandavardhana, which we

1) I have quoted here the transl. of K. Krishnamoorthy.

2) When we read a poem we become, as it were, simultaneously aware
of the Rasas, viz. the sentiments not practically experienced but aesthetically
contemplated, that it suggests. The temporal sequence between the cogni-
tions of the expressed and the suggested sense would be noticeable only in
case the suggested sense were opposed to the exptessed one ot similar to it,
that is, on the same footing. See Dh. A, III, 33: “ But this temporal se-
quence in the two function of sounds cannot be noticed when sentiments
(i.e., Rasas) are suggested; because sentiments are neither opposed to the
exptessed sense nor appear as similar to the other senses; they are not capable
of being conveyed by aught else and all their accessories work together
with lightning—quickness ** (transl. cited above). The concept of alakgya-
krama and the necessity of admitting it has been expounded at length by
Anandavardhana himself, Db. 4., 111, 33. I cite here some words of P.
Valéry (Variété, Premiére Lecon du Cours de Poétique, ed. cit., p. 1356):
“ J’expliquerai un jour comment cette altération se marque dans le language
des poetes, et qu’il y a un langage poétique dans lequel les mots ne sont
plus le mots de I'usage pratique et libre. 1Ils ne s’associent plus selon les
mémes attractions; il sont chargés de deux valeurs simultanément engagée
et d’importance equivalente: leur son et leur effét psychique instantané .
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have expounded in its essentials here, is one of the greatest
conttibutions of India to the aesthetic problem, and it deserves
even now all our attention. One of the most sensitive critics
of our times, Paul Valéry, more than ten centuries later, ideally
connects himself to him. “La poésie ”, he says,

“est un art du langage. Le langage, cepcndant, est uie
création de la pratique. Remarquons d’abord que toute
communication entre les hommes n’a quelque certitude que
dans la pratique, et par la vérification que nous donne la
pratique. Je vous demande du fen. Vous me donne du fen : vous
m’avez comptis.

Mais, en me demandant du feu, vous avez pu prononcet
ces quelques mots sans importance, avec un certain ton, et
dans un certain timbte de voix—avec une certaine inflexion
et une certaine lenteur ou une certaine précipitation que
j’ai pu remarquet. J’ai compris vos paroles, puisque, sans
méme y penset, je vous ai tendu ce que vous demandiez, ce
peu de feu.

Et voici cependant que laffaire n’est pas finie. Chose
étrange: le son, et comme la figure de votre petite phrase,
revient en moi, se tépéte en moi ; comnu si elle se plaisait en
moi ; et moi, j’aime 2 m’entendre la t' ...ie, cette petite phrase
qui a presque perdu son sens, qui v czss€ de servir, et qui
pourtant veut vivre encore, mais d’une tout autre vie. Elle
a pris une valeur; et clle 'a priseaux dipens de sa signification
finie. Elle a créé le besoin d’étre encore entendue... Nous
voici sut le bord méme de I’état de poésie. Cette expétrience
minuscule-va nous suffire 2 découvrir plus d’une vérité

1) . Valéry, Vuriété, Poésie et Pensée Abstraite, pp. 1324-25 (La
Pléiade, Paris 1957).
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And again :
“La poésic n’a pas le moins du monde pout cbject de

communiquet A quelqu’un quelque notion déterminée,—a quoi
la prose doit suffite. Observez seulement le destin de la prose,
comme elle expire 4 peine entendue, et expire de I'étre,—
c’est-a-dite d’étre remplacée dans esprit attentif par une idée
ou figure finie. Cette idée, dont la prose vient d’exciter les
conditions nécessaries et suffisantes, s’étant produite, aussitot
les moyens sont dissous, le langage s’évanouit devant elle.
C’est un phénoméne constant dont voici un double contréle ;
notre mémoite nous répéte le discours que nous n’avons pas
comptis. La répétition répond 2 l'incompréhension. Ele
nous signifie que Pacte du langage w'a pu S accomplir. Mais au
contraire, et comme par symétrie, si nous avons compris, nous
sommes en possession d’exprimer sous d’autres formes I'idée
que le discouts avait composée en nous. L’acte du langage
accompli nous a rendus maitres du point central qui commande
la multiplicité des expressions possibles d’une idée acquise. En
somme, le sens, qui est la tendance 4 une substitution mentale
uniforme, unique, résolutoire, est 1’objet, la loi, la limite
d’existence de la ptrose pure.

Toute autre est la fonction de la poésie. Tandis que le
fond unique est exigible de la prose, c’est ici la forme unique
qui ordonne et survit. C’est le son, c’est le rythme, ce sont
les rapprochements physiques des mots, leurs effets d’induction
ou leur influences mutuelles qui dominent, aux dépens de leur
proprieté de se consommer en un sens défini et certain. Il
faut donc que dans un poé¢me le sens ne puisse ’emporter
sur la forme et la détruire sans tetour; c’est au contraire le
tetour, la forme consetvée, ou plutdt exactement reproduite
comme unique et nécessaite exptression de 1%état ou de la
pensée qu’elle vient d’engendrer au lecteur, qui est le ressort
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de la puissance poétique. Un bean vers renait indifiniment de
ses cendres, il redevient,—comme Peffet de son effet,—cause
harmonique de soi-méne **.

Let us now listen to some lines of the gteat commentatot
of the Dbvanyiloka, Abhinavagupta:

“ Aesthetical expetience takes place, as everyone can notice,
by vittue, as it were, of the squeezing out of the poetical wotd.
Persons aesthetically sensitive, indeed, read and taste many
times over the same poem. In contradiction to practical means
of petception, that, theit task being accomplished, ate no mote
of any use and must then be abandoned?, a poem, indeed,
does not lose its value after it has been comprehended. The
wotds, in poetry,must therefore have an additional power,
that of suggestion, and for this very reason the transition from
the conventional meaning to the poetic one is unnoticeables”,

“What some people say, namely that 2 phrase would then
come to have many different meanings, is due solely to their
ignorance. A sentence—they say referring to ordinary strumental
language—which has been pronounced once and the meaning
of which has already been petceived by fotce of convention,
cannot lead one to perceive two different meanings. The subject,
indeed, cannot remember, at the same time, several mutually
contrasting conventions; and if, on the other hand, these
conventions ate not contrasting, the meaning of the sentence
remains, then, one. Nor can it be admitted that the different

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

2) This is a quotation from the Viakyapadiya, 1I, 38. Apart from
Bhartrhari, the practical purpose of language has been discussed at length
and with an admirable penetration by Dhatmakirti in his Pramapavarttika,
especially I, 92 ff. Dharmakirti’s work was well-known to Abhinavagupta,
who cites it frequently. See, f.i., Locand, pp. 444 and 542 (Benates ed.).

3) See above, p. XXIX, n. 2.
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meanings are perceived one after the other, because the wotds,
after they have made one meaning petceptible and have thus
ceased to be efficacious, have no longer any powet to render
perceptible any othet meaning. And even if the phtase is
pronounced a second time, the meaning remains invariably the
same, the convention and the context being the same. Should
someone object that a sentence can lead one to petceive ano-
ther meaning, independently of the one perceived through
convention and context, it can be replied that, then, thete is no
longer any fixed relation between word and meaning; and
that one falls thus into the countersense, described in the stanza:
“ Therefore, what reason can one adduce for the fact that, on
hearing the phrase :  He who desites Heaven, must offer the
fite-sacrifice’, one does not petrceive the meaning ‘he must
eat dog-flesh ’ ?”t  Motreover, there would be no limit to the
numbetr of possible meanings and a general state of uncet-
tainty would exist. The fact of admitting that a sentence can
have several meanings is thus a fallacy.

“The case of the poetical word is however different. Here,
indeed, the aesthetical expression, etc., once perceived, tends
to become itself an object of aesthetic experience and one has
therefore no ultetior application of conventions. Aesthetic
cognition is not, in fact, the same as the forms of perception
ptopet to a didactic work, namely “I am commanded to do
this”, “I want to do this”, and “I have done what I had to
do”’. Such forms of petception ténd, in fact, to an exttinsic end,
successive to them in time, and ate thus of an ordinary, practical
nature. In aesthetic experience, what happens is, instead, the
birth of the aesthetic tasting of the artistic expression. Such an
experience, just as a flowet born of magic, has, as its essence,

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

Apart from some modern intuitions, of which Paul Valéry is
pethaps the most penetrating and brilliant interpreter, in order
to find something similar in the western linguistical exegesis,
one must turn to the conception—in the West connected with
the holy scriptutes—of a sensus historicus vel literalis, different from
the sensus spiritnalis, qui, howeves, super litteralens fundatur et
enm supponit2 Some passages of the Scriptures, if literaly
taken, are absurd and meaningless. They must therefore have
another sense. Every word of the Scriptures has, as a2 point
of fact, a hidden or spiritual sense.® The main difference
between India and the West is based on the fact that with us
this conception—which goes back to the Alexandrine school
and especially to Origines—has remained restricted to the
theological speculation. Had it been developed in a literary
direction, we would have had a sort of counterpatt to the con-
ception of Anandavardhana. Notwithstanding the undeni-
able differences, these two conceptions have, however, as a
common foundation, the intuition that both the poetical lan-
guage, and, in another sense, the religious one, do not exhaust
themselves in their transitive value, but, using the very words
of Paul Valéry, survive to comprehension.

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

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

3) On the scriptural exegesis in the West one may now consult the
beautiful book by H. de Lubac, Histoire et Esprit, L’intelligence de I’Beriture
d’aprés Origéne (Paris 1950). This conception has been sucessively examined
by the same author in the thtee volumes, Exégése-Médiérale, Les Quatre Sens
de PEcriture, Paris, 1959-61.
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6. Abbinavagupta. With the only exception of the Dhvanya-
loka, the theoties put forward by Lollata, Sankuka and Niyaka
ate known to us through the pen of Abhinavagupta. Abhi-
navagupta, son of Narasimhagupta, alias Cukhula, was botn
in Kashmir during the second half of the 10th centuty, of an
illustrious brahmin family. His wortks in the field of aesthetics
ate two, namely, the Abbinavabhirati, which is a commentaty
on the Nadtyasistra and a commentaty on Anandavardhana’s
Dbvanyiloka. 'The commentary on the Kavyakantuka of Bhatta
Tota, who was his ditect master in poetics is now lost. The
Kayyakantuka itself has not come down to us. The com-
mentary on Anandavardhana’s Dhvanyiloka constitutes one of
the most important works of the dhvani school, which Abhi-
nava played a leading role in developing. He accepts and
elaborates the core of Bhatta Nayaka’s aesthetic ideas, that is,
the concept of generalization, but he tejects Nayaka’s concepts
of the aesthetic expetience as fruition rather than as knowledge,
and of assumption by poetic wotrds of the power of tevela-
tion'. According to Abhinavagupta, in whose view the
dhvani and the Rasa schools are indissolubly merged, Rasa is
not revealed, but suggested, or manifested, as Anandavardhana
was wont to say. Aesthetic gustation is nothing but a petcep-
tion sui generis, differing from all others.

Rasa is unique?. The division into eight or nine Rasas
cortesponding to the permanent. mental states (according to
Anandavardhana and Abhinavagupta thete is indeed a ninth

1) See below, pp. 49-51.

2) A.Bb., 1, p. 271: eka eva paramarthato rasah. A.G. says in another
passage (A.B., I, p. 267) that all the various Rasas detive from one ‘great
Rasa’ only. On the unicity of Rasa, cf. also V. Raghavan, The Number of

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

1) A.Bb., 1,292 : asmanmate samyedanam evanandaghanam asvadyite |
tatra ki dubkhasankd | kevalam tasyaiva citratakarape ratifokadivasana-
yyaparab | tadundbodbane cabhinayadivyaparab |

2) ABb., I, 291 : ata eva natfe na rasah | kutra tarhi| vismytisilo
na(na) bodhyate | nktam hi defakalapramatrbhedaniyantrito rasa iti | keyam
adanka| mate tarhi kim | Gsvidanopiyal | ata eva ca patram ity meyate |
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singular knowing subjects —that is, of the “ practical ” per-
sonalities of the spectators, different each from the other—is
succeeded by a state of consciousness, a “ knowing subject ”
which is, unique, “ generalized ’, not circumsctibed by any
determination of space, time, etc. 'This conception goes deep
into the doctrines of the philosophical school, followed by
Abhinava. According to it, the differences between the vatious
“ego” are illusory. Actually the “I” or consciousness is
unique. 'The so-called Buddhist Idealism (vij7idnavida), accord-
ing to which reality is consciousness, but the vatious individua-
lities or “ mental series ”, sam#tina, are different each from the
other, is, to the Saiva, clearly contradicted by the fact that a
thing appears in the same way to mote subjects that see it in
the same place and time. In other wotds, two or more sub-
jects that see the same thing are in the same psychic condition,
that is, they form a single knowing subject. “ When more
subjects—said Utpaladeva in a2 wotk now lost—ate aware of
a given thing, f.e., a vessel, in the same place and time, then
about this thing, they come to make up an unity?”. This
state of unity, of course, is not permanent, and, at a certain
point, the various limited “I’s ”, that came to constitute an
unique “I”, again separate themselves. The responsible
element of these unions and separations is nothing but the
Lord, the liberty of consciousness itself.

This state of unity, which, in various degtees, occurs in

na bi patre madyasvadab | api tn tadupdyakal | tema premukbamatre
natopayoga iti |

1) This passage, borrowed from the lost #ik3 on the Pratyabbijfickarika,
has been quoted by Jayaratha in his commentary to Tantraloka, X, p.>67 :
sam tam ghatadim arthem ekadeScrycrasthitah pramatirch somam scmredva-
mands taraty ame tadeikyom npayanti |
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ordinary life also, is specially evident when we are assisting,
f.i.,, to a performance or during certain religious ceremonies
(f. i., the tantric cakras), which must be celebrated in common.
In these assemblies, the distinction between one’s own Self
and the Self of othet people, which is founded on the multipli-
city of bodies, minds and so on, ceases for the moment to exist,
and, beyond them, takes rise a psychological unity, correctly
realized as a subject unique and more powerful than the preced-
ing separated individualities. “‘The consciousness”, says
Abhinavagupta in the Taniriloka, which consists of, and is
animated by, all things, on account of the difference of bodies,
enters into a state of contraction. But, in public celebrations,
it retuns to a state of expansion—since all the components are
reflected in each other. The radiance of one’s own conscious-
ness in ebullition (7.e., when it is tending to pout out of itself)
is reflected in the consciousness of all the bystanders, as if in
so many mitrors, and, inflamed by these, it abandons without
effort its state of individual contraction. For this very reason,
in meetings of many people (at a performance of dancers, sin-
gers, etc.), fullness of joy occuts when every bystander, not
only one of them, is identified with the spectacle. The cons-
ciousness, which, considered separately also, is innately made
up of beatitude, attains, in these circumstances—during the

execution of dances, etc.—a state of unity, and so entets into
a state of beatitude which is full and perfect. In virtue of the
absence of any cause for conttaction, jealousy, envy, etc. the
consciousness finds itself, in these circumstanccs, in a state
of expansion, free of obstacles, and pervaded by beatitude.
When, on the other hand, even one only of the bystanders does
not concentrate on the spectacle he is looking at, and does not
share, therefore, the form of consciousness in which the
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other spectators are immersed, this consciousness is disturbed,
as at the touch of an uneven sutface. This is the reason why,
during the celebration of the cakra, etc., no individual must be
allowed to enter who does not identify himself with the cere-
monies and thus does not share the state of consciousness of the
celebrants ; this would cause, in fact, a contraction of the cons-
ciousnesst ”.

‘These conceptions pose again a problem, namely, which is
the relation between the aesthetic and the mystical experience.
We have seen that Bhatta Nayaka likened them each to other.
Abhinava, while accepting, on the one hand, the solution put
forward by Bhatta Nayaka, did not fail, on the other, to show
up clearly the boundaty lines which separate the state of mystical
consciousness from that of aesthetic consciousness. Religious
expetience, he argued, marks the complete disappearance of all
polarity, the lysis of all dialexis in the dissolving fire of God :
Sun, Moon, day and night, good and evil are consumed in the

1) Tantriloka, XXVIII, vv. 373 ff, :
samvit saryatmika debabhedid yi samkucet tu si |
melake ’nyonyasasnghattapratibimbid vikasvara ||
ucchalannijarasmyoghab samvitsu pratibimbitah |
babudarpanavad diptab sarvayetipy ayatnatah ||
ata eva nrttagitaprabbrtan babuparsadi |
yab sarvatanmayibhave blido na tv ekakasya sab ||
anandanirbhara samvit pratyekam si tathaikatim |
nrttadas vigaye praptd phirpanandatvam asnute ||
irgydsyadisamkocakaranibbavato 'tra sa |
vikasvard nigpratigham samvid anandayogini ||
atanmaye tu kdsmimscit tatrasthe pratibanyate |
sthaputaspariavat samvid vijatiyataya sthite ||
ataf cakrarcanadyesu vijatiyam atanmayam |
naiva praveiayet samvitsamkocananibandbanam ||
See below, pp. 56, 57.
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ardent flame of consciousness. The knots of “I” and “ mine ”
are, in it, completely undone. The yogin remains, as it wete,
isolated in the compact solitude of his consciousness, far beyond
any form of discursive thought?, In the aesthetic experience,
however, the feelings and the facts of evetyday life, even if
they are transfigured, are always present. In respect of its
proper and irreducible character, therefore, which distinguishes
it from any form of ordinary consciousness, the aesthetic ex-
petience is not of a discutsive ordet. On the other hand, as
regards its content—which is nothing but ordinary life purified
and freed from every individual relationship—the aesthetic
consciousness is no different from any other form of discut-
sive consciousness. Art is not absence of life—every element
of life appeats in the aesthetic experience—but it is life itself,
pacified and detached from all passions.? Further devotion
(which is a preliminary and unavoidable moment of religious
expetience) postulates the complete abandon of the subject
to the object of worship, God, Paramesvara,® who, although
being immanent and consubstantial, according to Abhinava-
gupta, with the thought which thinks Him, becomes in the re-
ligious moment as if transcendent to it and separate from its,

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

2) A.Bh., 1, p. 340 (cf. Raghavan, p. 104) : Zatra sarvarasanim Sinta-
praya evisvadah, visayebhyo viparivritya ||

3) The bhakti, religious devotion, is paramesvaravisayavaivafyasama-
vefargpa (LP.V.V., 1, p. 25). CKf. p. 82, n. 4, below.

4) In the vety moment that thought (vimarsa, samvit, etc.), which, in
teality, is nothing but subject, becomes the object of thought ( i.e., when
it is taught, meditated upon, etc.), it trapsforms itself into the images of Ego
(aham), Self (@tman), Consciousness (samvid), God(Ifvara, Paramesvara, Siva),
etc. ‘This concept is fully developed and discussed in the LP.V.V., and
inthe LP.V., 1,5, #. 15-17. Cf. also the LP.V.V,, I, pp. 55, 56.
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The putpose of the yogin is to identify himself with this
transcendental object. Religious devotion implies therefore
a constant drive towatds an end which is outside it and, as
such, is the very antithesis of the aesthetic expetience, which
is perfect self-sufficiency.

In every way, whatever the difference between them may
be, they spring from the same source. Both are characterized
by a state of consciousness self-centered, implying the suppress-
ion of any practical desite, and hence the merging of the
subject into his object, to the exclusion of everything else. The
appearance on the hotizon of consciousness of desites, of practi-
cal needs, destroys ipso facto the unity of the aesthetic or of the
mystical experience. Something is shattered, something cracks
within us, and extraneous, dispersive elements penetrate—-the
so-called “ obstacles ”, vighna, botn of the ego’s disturbing
influence.! The aesthetical and mystical bliss, in this sense,
is nothing but a state of independence, of liberty from any
extraneous solicitation and hence of rest, of “lysis®” in our
own Self. On this hand, the concepts of rest “ lysis ”, tasting,
gustation and bliss, are strictly connected. But let us now listen
to Abhinavagupta himself :

1) The vighna, obstacles, are all the extraneous elements which break
the unity of a state of consciousness (desires for gain, worry of all kinds,
etc.). The same conception is met with in connexion with religious ex-
petience. The vighna ate defined in the LP. V.V, 1,p. 18 : vighnanti vilum-
panti kartayyam iti vighnih adhyitmikilayo’ navadhanadosadayas trividbopaghatah
tadadhisthatara$ ca devativifesah | * The obstacles obstruct or hinder what
one does; this is why they are called obstacles. They ate of three kinds
(inherent in the perceiving subject, etc.) : lack of attention, etc. The
divinities which preside over them are also called obstacles . Their
principal source is lack of attention (anavadhana), i.e., the absence of a total
test of the whole being on the object of perception.

2) See above, pp. XXXVIII, XXXIX.
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“ What we call bliss is nothing but a full illumination of or.e’s
own being, accompanied by a form of cogitation which per-
vades all one’s own nature, one’s own Self. Let us consider,
for instance, a man limited by his particular incomplete ego,
defiled and contracted by the body and so on, and let us suppose
that he feels a sense of vacuity in his body and is then hungty.
Longing for food, that is, for something distinguished from
himself, will actually occupy all his mind ; and theréfore, since
the self-cogitation of which we have spoken, does not occut
in him in all its fullness, he is, as it were, devoid of bliss, biiss
consisting in the self-cogitation. Now let us suppose that the
belly of that very man becomes full of food. Obviously, in
this case, the previous state of unfullness, consisting in the
emergence of vacuity, will cease to exist. Soon after, how-
ever, he will begin to have new longings (he will desire to em-
brace women, etc.), that, until that moment, were in a state of
latent impressions, because, 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. Owing to this very contact
with other desites, such a bliss is then incomplete and, thete-
fote, it is not the supreme bliss. In fact, accotding to the
principle that, ¢ in the union one feats the future separation?,
and ‘ one thing breeds the longing for another ’, how can it be
a source of happiness ? °, the forms of bliss which we can enjoy
in practical life are unable to cut off completely the desitre of a
thing distinguished from one’s Self and this is why they are
incomplete bliss. As to the part bliss’ which is in them, its
determinant element is, however, as before, the afore-said self-
cogitation. In effect, because of this, Bhatta Niriyana has
said : ‘ Let us give a praise to Siva! All the forms of bliss
which may be found hete in these three worlds, ate only his
drops, belonging to him, a very ocean of bliss. (Stavacintimani,
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v. 61). Which are these kinds of bliss ? One of them, for in-
stance, arises while we are tasting a sweet flavout, etc. ‘The man
who is, as it is said, ¢ enjoying ’, is in a state of consciousness
quite diffetent from the one of a hungry man who eats up his
food greedily. He rests within himself. Tn other words, what
in such a state is ptedominant, is not the exterior reality, but
the knowing subject. A further form of pleasure, different from
the former and devoid of any extrinsic alteration, is tasted
when one, either through a poem or a drama, etc., is plunged
in some Rasa, as the Erotic one, and so on. Owing to the
absence of any possible obstacle (longing for earning, etc.),
this pleasute is different from the forms of bliss of practical life,
and just because it is devoid of obstacles, it is called Tasting,
Delibation, Lysis, Perception, Rest in the nature of the know-
ing subject. ‘The so-called aesthetic sensibility, the fact of
being possessed of heart is caused by this vetry predominance
of the heart,! that is, of thought (which gives it its very

1) Not everybody, A.G. obsetves, has the intrinsic capacity to taste
a poem. Individuals possessed of aesthetic sensibility ate called possessed of
heart, those who have the consent of the heart (sabrdaya, hrdayasamwiada-
bhak). 'The fact of being possessed of heart is defined in the following
way (Db.A.L., p. 38) : yesam kavyanusilanibhyasavasid viiadibhiite manomn-
kure varpaniyatanmayibhavanayogyata te svabrdayasamvidabhijah sabrdayap |
yathoktam (N.S., VII, v. 10)
Yo ’rtho hrdayasamvadi tasya bhavo rasodbhavah |
Sariram vyapyate tena Suskam Rastham ivagning ||
“The faculty of self-identification with the events represented [the
Determinants, etc.,] demands that the mirror of the mind should be made
completely clear, by means of repeated acquaintance with and practice of
poetry. The possessed of heart, those who possess the consent of their
own hearts, are they who have this faculty. For it has been said : the
tasting of that which finds the consent of the heart atouses the Rasa. ‘The
body is pervaded by it, as dry wood by fire > ”. The mind and heart must
be mirror-like (vifada, vimala), ready to receive all the images which are
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name), and, at the same time, by a sort of indifference to the
part “light ’, which consists and rests in the knowable—which
however continues to exist. The mental movements that are
made the matter of such a Tasting are the nine Rasas. They
are devoid of obstacles and consist of a Sampling. The so-
called supreme bliss, the lysis, the wonder, is thetefore nothing
but a tasting, that is, a cogitation in all its’compact density, of
our own liberty. ‘This libetty is realissima (that is to say, not
metaphorical) and inseparable from the very nature of cons-
ciousness. We must not, however, forget that in the tasting
of a juice of sweet flavour, etc., there is, between this bliss and
us, the separating scteen, so to say, of the exterior reality. In

reflected in them : vimalamukarakalpibbiitanijabrdayah, A.Bb., p. 37. In
the T.A., IIT, 200, A.G. says :

tathi hi madhure gite sparfe va candanidike |

madhyasthyavigame yasau brdaye spandamanati ]

anandasaktih saivok?a yatah sabrdayo 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-participa-
tion, impersonality, etc.), disappears and the heart is invaded by a state of
vibration (spandaminata; for the significance of the term spanda, cf. p. 60,
n.1). Such a stateis precisely the so-called power of beatitude, thanks to
which man is ‘ gifted with heart’”. According to the ssiva of Kashmir,
heart is consciousness itself, thought, beatitude, etc.

Elsewhere (A.Bh., 11, p. 339), A.G. says that poetic sensibility is the
faculty of entering into identity with the heart of the poet (kavibrdayatadat-
myapattiyegyatd). Of coutse, people whose nature is “ gentle (swkumara)” =~
will have a greater feeling for erotic poetry; people of bolder natute will
heroic poetry, etc. Every individual has a particular nature (tendencies,
innate instincts, beginningless root desires, vasand), according to which he
will feel himself more drawn to some poets than to others. * Sensibility
(sabrdayatvs) also plays an important role in religious expetience, but in this
case we may not talk of aesthetic sensibility, the more correct term being
teligious sensibility; cf. P.T.V., p. 45 ff.
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poetty, in drama, and so on, this scteen is actually missing,
but it remains in a latent state. Also in these forms of limited
bliss, however, those people whose heatts ate carefully devoted
to cancel the part which petforms the function of a screen,
succeed in reaching the supreme bliss. “ Supteme bliss ”, it
has been said, “may even take place, disclosed by drinking and
eating!”

The aesthetic and the mystical state of consciousness are not
only charactetized by a pasticular bliss ot tepose. Accotding.
to Abhinavagupta and his school, they ate accompanied by a
sense of wonder or surprise. The word expressing this wonder,
i.e. camatkdra is frequently to be found, in its ordinaty, non-
technical sense of surprise, amazement, in Indian literature.
““It appeats to me”—observes V. Raghavan®*—“that originally
the word camatkdra was an onomatopoeic word reterting to
the clicking sound we make with out tongue when we taste
something snappy, and in the course of its semantic enlarge-
ments, camatkdra came to mean a sudden fillip relating to any
feeling of a pleasurable type . The first to use this term in a

1) These last lines introduce us into the very core of the doctrines
professed by a mystical school, the so-called Krama, highly esteemed by
Abhinavagupta. According to this school the consciousness, the ‘I’
is conceived as a nucleus of energy, nourished by the images offered it by
the senses. ‘These must be, as it were, saturated and concentrated into a
unique point. Saturation and concentration imply each other. They
atise when the senses are absorbed in something, to the exclusion of every
other thing. ‘The objects which atouse this state may indifferently be a-
food, an alcoholic drink, a drug, 2 sexual contact, a song, a dance, and so on.
See on all that my translation of the Tantrasira (Abhinavagupta, Essenza
dei Tantra, Totino 1960), Introd., passim, and the Appendix No. 3, wherein
I have translated the pp. 45-52 of the Pardtrimsikaviraraga.

2) Some Concepts of the Alankara Sastra, Adyar 1942, p. 269.
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technical sense was probably Utpaladeva, who was the master of
the master of Abhinavagupta.! This word is indeed unknown
to the father of the Pratyabhijfia school, Somananda, and in
Anandavardhana it occurs once only, used in its ordinary sense,
without any technical connotation. Its occurtence both in the
Yogavisistha (cf. the expression cittacamatkdra, which Dasgupta
HIPh, p. 236 translates ‘self-flashing of thought’) and in the
Agniparana is of no great significance, because these works ate
both later than Utpala and may be even than Abhinava. The
term camatkdra was used, no doubt, by Bhatta Niyaka, but
probably, as appears from a passage of the Hrdayadarpapa
quoted by Abhinava®, not in its technical meaning ; and
anyhow, he was later than Utpala. In the Spanda School
(Vasugupta, etc.) an idea vety like to that exptressed by
camatkira is conveyed by the wotd vismaya, astonishment.
The yogin is penetrated by astonishment. The yogic stages
are astonishment. The general idea underlying these words
(compate, in this connection, also the Pali and buddhist term
samvega) is that both the mystical and the aesthetic experience
imply the cessation of a wotld—the ordinary, historical wotld,
the samsira—and its sudden replacement by a new dimension
of reality. In this sense the two_ate wonder or sutprise. A
parallel of this idea of a kind of wonder which fills the soul
in front of the beautiful or of the scared, exists in the western
thought also. We find it in Plato and especially in Neoplato-
nismus. “Souls”, Plato says, “ when they see here any likeness

1) See, f.i., the commentary to the Sivadrsti, 1, 8; Sivastotravali, p. 41.
2) Locana, comm. on II, 1.

3) See Sivasiitra, 1,12 : vismayo yogabhiimika. According to the M.V.V.,
IT, 99, the yogin is »ismayavistab.

[ xLvr ]



INTRODUCTION

of the things of that other world, are stricken with wonder,
extifreovrae and can no longer control themselves ” (Phaidrys,
2508). Accciding to Proclus, this sense of amazement,
%cnings, accompanies both the. beautiful and the sacred.
“The beautiful, he says in the Theolsgia Platonica, is
appearing with wonder pe? kmdjfeas garduevov, 2and incites
“all the things towards itself through desire and wonder."”
In the same work we read eventually that “we are incited
towards the beautiful with wonder and emotion” and that
“the soul, seeing the invisible, as it were, rejoices itself,
admires its appearing, and is astonished atit  And as the mys-
tics in the most saint religious rites, before the mystical visions,
are stricken with wondet, so, among the intelligibles also, the
beautiful appears in advance, before the communion with the
good, and strikes with wondet them who ate seeing.?”

According to Abhinavagupta and his school, this wonder
is present, in a broader sense, in every form of life, it is like
consciousness itself, the element which distinguishes cons-
ciousness ot spitit from inanimate matter. Aesthetic sensibi-
lity, as Abhinava says, is nothing but a capacity of wonder
mote elevated than the ordinary one. An opaque heart does
not wonder, 7on obstupesciz. 'The appearance of the beautiful
does not arouse in it any shock (&sobha) or wonder.?

1) Tbealogid P/aio;zim, Frankfurt, 1608, p. 51 :

&y =av"w rdvra duix molov roz qkmdpews dvsyoov. . i 2 7,&0)9
dawduevov.
2) Ibid., p. 151 :
7rpo$‘ 08 0 kaldy pet exmAnEewsS rar xwracws erefpo,z.sﬁa 70 azoppT“rw
il bty z&ouaa ( Scl Qukn ) pre( xal arafae 70 ¢av=v ra? em’orm:
ek aUZ'O Ked wan’ep b cdis arzwrara:S‘ telemz? 7Tpo TV ;.Janxwv
aparwv emlrng‘ Toy ,uvov,uevwd, oTw ov /rav 668 »orwcS‘ n'po LrS‘
@5 &yalfdh psrovaias té kdAioS apoparviperoy cm/rrre' To0S Opavras, rcl.
3} Paratripiikavivarana, p. 49.
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While the aesthetic experience, which concerns the spectator
first of all, was receiving so much attention, Indian thought
did not neglect to examine the creative moment, in which the
poet gives life and breath to his work. The chief thinkets to
study the nature of the birth of a work of poetty wete Ananda-
vardhana and Bhatta Tota and later Abhinavagupta, his direct
disciple.

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

1) Dbh.A., 111, 43.

2) On this term, see below, p. 49, n,4 and J. Gonda, The Vision of the
Vedic Poets. The Hague 1963, pp. 318-48.
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vision. Vision is the power of disclosing intuitively the reality
underlying the manifold materials in the world and their as-
pects. ‘To be termed a ““ poet ” in the authoritative texts it is
enough to be possessed of this vision of reality. But in every-
day speech the world accotds that title to him alone who posse-
sses vision as well as expression. Thus, though the first poet
(7.e., Valmiki) was highly gifted with enduring and cleat vision,
he was not hailed as a poet by people until he embodied it in a
descriptive work'”., Rasa belongs, in reality, to the poet
alone ; it is nothing but his * generalized > consciousness.
“'The activity of the actor ”, says Abhinava in the .4bhinava-
bharati, 1, 294”, is depending on the poem and it is rooted
in the genetalized consciousness of the poet. Rasa, in reality,
is nothing but this consciousness. The spectator also, in the
beginning, is enchanted by this petception. The determinants,
etc., are perceived by him only at a later time, thanks to a sub-
sequent analysis. This is the purpose of Bharata. Thus, as
regards the dramatic performance, the poem ot the mind of the
spectator, the root is only this, viz., the Rasa which lies within
the poet. This is, as it were, the seed. The poet is, indeed,
comparable to the spectator, for, as Anandavardhana said,
“ if the poet is pervaded by Rasa, etc. (see above, p. XLVIII).
The poem, fot its patt, is, so to say, the tree. The activity of
the actor, that is, representation, etc., is, as it wete, the flower,
and the tasting of the spectatots, the fruit. Therefore, all is
pervaded by Rasa?.” Rasa fills the poet entirely with itself,

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

2) ABh., 1, p. 294 1 kavigatasadharanibbitasamvinmilas ca kRavyapurab-
saro natayyaparab | saiva ca samvit paramarthato rasap | samajikasya ca tatpra-
titya vasikrtasya pafead apoddhirabuddhya vibhavadipratiti iti prayojanam |
ndtye kayye simajikadhiyi ca tad eva milam bijasthaniyab kavigato rasab | kavir hi
samdjikatulya eva | tata evoktam Srigari cet Ravih ityadi anandavardhanicaryenal
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and is spontaneously translated into poetic expression, like a
liquid which ovetflows a vase—* if a pot is not full, it cannot
overflow ”—or like the natural manifestation of a state of mind
(intetjections, exclamations, etc.)'. In other words, artistic
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 interest by an inner force within the poet himself,
the creative or artistic intuition, pratibha. 'This state of
consciousness expressed in the poem, etc., is transferred to the
actor ot the reciter, and to the spectator. All three—poet, actor
and spectatot—, in the setene contemplation of the work of
art, form in reality a single knowing subject, merged together
by the same sensations and the same purified joy*.

The use of the tetm pratibhi in Indian poetics is very old,
and, before Abhinavagupta, we find it in various authors of
treatises on poetics, as, fi., Bhimaha (7th century), Dandin
(7th century) and Vimana (8th century). According to these
authotities, pratibha is, in brief, a sott of unborn genius, ima-
gination or quick-wittedness, etc. conceived as the ptimary
cause of excellence in literary art?, as the very seed of poetry?.
This intuition, to Rajasekhara (9th century) is not limited to the
poet, kavi. Accotrding to him, the word pratibbha has the double
sense of creative imagination, genius, inspiration, &drayitri

tato vrksasthaniyam Ravyam | tatra puspadisthaniyo ’bhinayadivyapdrab | tatra
phalasthaniyah simdijikarasasvidab | tena rasamayam eva visvam |
1) Locana, comm. to I, 5.

2) Cf, f.i., the verse by Bhatta Tota, quoted by A.G., (Locana, comm.
on 1, 6) : nayakasya kaveh Srotup samano *nubkavas tatah |

3) Cp. Bhimaha, Kavydlamkira, 1, 5, and Dandin, Kapyidarsa, 1, 103.
4) Cp. Vamana, Kayyalamkara, 1, 3, 16 : kavitvabijam pratibbanam.
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pratibha, and of aesthetic sensibility, here conceived in the
terms of an active power which permits the manifestation of
Rasa, bhavayitr pratibha'. All these descriptions of pratibha,
howevet, were superseded by the definition laid down by the
master of Abhinava, Bhatta Tota.  Intuition ”, he says, “is
a form of intuitive consciousness, praj#ii, which is an inex-
haustible source of new forms. It is by virtue of this intuition
alone that one deserves the title of ‘poet’, of one, that is, who
is skilful to express?”. This definition of pratibhi came to be
accepted and quoted in later times by almost all of the Indian
thetoricians. Abhinava himself did not add very much to it
and limits himself to stress the fact that pratibhi does not
exhaust itself in the poetical intuition, but is, in a broader
sense, 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 constrict 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®. ’

1) Cp. Rajadekhara, Kavyamimamsa, pp. 12-14.

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

prajita navanavollekhosalini pratibha mata |
tadannprapanajivadvarpananipupah kavih ||
3) This concept is expressed in the T.A., XI, pp. 60-62 (cf. AMLV.V.,

vv. 1031 onwards) : . :
yatha yatha cakrtakam tadriipam atiricyale |
tatha tathd camatkarataratamyam ribhavyale ||
adyamayiycraruantarninagne cottaroltare .
samkete pirvapirramsamajjane. pratibbhabhidap ||
adyodrekantabative' pi pratibhatmani nisthitah |
dbruvam kavilrarakirivasalitam yanti sarvatal ||
gavad dhamani samketanikarakalanojjhite |
visraulas cinmaye kim kim navelli na karoti ca

[ vt ]



INTRODUCTION

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

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

1) Anandavardhana (Dh.A., p. 91) says that poetic intuition is a parti-
cular form of pratibha (pratibhavisesam). A.G.’s comment (Dh.A.L., p.
92) is :

pratibba aphrvavastunirmanaksama prajiia | tasya viseso
rasaveSavaiSadyasaundaryam kavyaksamatvam ||
The concept of pratibha is identified in fsiva metaphysics with that of con-
sciousness as creative emission (visarga); cf., p. es., T.A,V., p. 432 :
« « Jisarganandadharaya | siktam tad eva sad visvam Safvad navana-
vayate ||
2) Dh.A.L., p. 540.
3) Dh.A., pp. 545-6.

[ Lix ]



TEXT

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






- evam kramahetum abhidhaya rasavisayalaksanasitram aha
‘ vibhavinubhivavyabhicitisamyogid rasanispattih > | atra
bhattalollataprabhrtayas tivad evam vyacakhyuh | vibhi-
vidibhih samyogo ’rthat sthayinah, tato rasanispattih | tatra
vibhava$ cittavrtteh sthiyyatmikaya utpattau kiranam | anu-
bhivi$ ca na rasajanya atra vivaksitah, tesim rasakiranatvena
gananinarhatvat, api tu bhivinim eva ye *nubhivih | vyabhi-
cirina§ ca cittavrttyitmakatvid yady api na sahabhivinah
sthiyina, tathipi visanitmateha tasya vivaksita | drstante

’pi vyafijanidimadhye kasyacid vasanatmakata sthayivad anya-

syodbhiitatd vyabhicarivat | tena sthiyy eva vibhavanubhavi-
dibhit upacito rasah | sthayi bhavatv! anupacitah | sa cobh-
ayot, api anukirye ’nukartary api cinusamdhinabalad iti® |

citantaninim ciyam eva paksah | tatha hi dandina svalam-
kiralaksane ’bhyadhayi ‘ ratih $rigiratim gatd riipabahulya-
yogena »® iti,

ity druhya* param kotim kopo raudritmatim gatah |
ityadi ca | ‘

etan neti $riSankukah’® | vibhividyayoge sthiyino linga-
bhavenivagatyanupapatteh, bhivanim purvam abhidheyata-
prasangit, sthitada$ayam laksanantaravaiyarthyat, mandatara-
tamamadhyasthyadyanantyipatteh, hasyarase sodhatvabhava-

Ybhavaty G, M; tv Hc 13, 2 sa cobbayor apy anukarye ’nukartary
api canusamibhinabalad iti G, M; the text of Hc is here'somewhat enlarged,
s.: cobbayor api mukhyaya vritya ramaday anukdrye *nukartari ca nate ramadiri-

patannsamdbanabalad iti 1117, 3 KAD, 11, v. 281, prak pritir dariita seyam

ratih syrgaratam gata | réjpababulycyogena tcd idam rasavad vacap)| * KAD.,
II, v. 283 ity arubya (Bohtlingk’s ed.) : adbiruhya G- : Gruhya M, cortected

in a second hand into adbirubya : arshya ca Hc || ©From this 1. to 1,14 -

the text has been freely paraphrased and enlarged by Hc ||
[ 3]
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pripteh, kimavasthasu dasasv asankhyarasabhavadiprasangat,
$okasya prathamam tivratvam kalit tu mandyadar$anam,
krodhotsaharatinam amarsasthairyasevavipatyaye hrasadar-
$anam iti vipatryayasya drSyamanatvic ca | tasmad dhetubhit
vibhavakhyaih kityai§ canubhavitmabhih sahacaririipai$
ca vyabhicaribhih prayatnarjitataya krtrimair api tathanabhi-
mianyamanair anukattrsthatvena lingabalatah pratiyamanah
sthayl bhavo mukhyarimadigatasthayyanukaranarapah, anu-
karanarpatvdd eva ca namantarena vyapadisto rasah |
vibhava hi kdvyabalad! anusamdheyih, anubhavih Siksatah,
vyabhicarinah krtrimanijainu*bhavatjanabaliat | sthayi tu kavya-
balad api nanusamdheyah | ratih $oka ityadayo hi $abda
ratyadikam abhidheyikurvanty abhidhinatvena, na tu vacika-
bhinayariipatayavagamayanti | na hi vig eva vicikam api tu
taya nirvrttam, angair ivangikam | tena |
vidaveneva jaladhih Sokah krodhena piyare® |
iti | tatha |
Sokena  krtastambbas?
tatha sthito yo ’navasthitikrandaib* |

ityevamidau na $oko ’bhineyo ’pi tv abhidheyah |

bhati patito likbantya®

1 kayyabalad He : kavyabali G,M || 2 Untiaced soutce ; the firs
two padas have been given by Hc and read as follows, vivrddhatmapy
agadho *pi duranto’ pi mahan api || 3 krtastambhas Hc : krtah stambhah
G, M |8 yo ’navasthitakrandaibh G : yo ’vasthitakrandaih M : yena vardhiti-
krandaih Hc. The two last padas of this stanza, whose source I have not
succeeded in identifying, are given by Hc and read as follows, brdaya-
sphutanabbayartai roditum (a.l., Ortair arditum) abhyarthyate sacivaib ||
8 ‘This is Hatsa, Ranavali, 11,11 ; the complete stanza runs as follows,
bhati patito likhantyas tasya baspambusikarakanaughab |svedodgama iva karatu -
lasamspar$ad esa me vapusi | 4

[4]



THE AESTHETIC EXPERIENCE, ETC.

ity anena tu vikyena svirtham abhidadhati udayanagatah
sukhdtma ratih sthayibhivo ’bhiniyate na tiicyate | avagama-
nadaktir hy abhinayanam vacakatvid anyi | ata eva sthiyipa-
dam satre bhinnavibhaktikam api munina noktam | tena ratir
anukriyamina $ragara iti tadatmakatvam tatprabhavatvam ca
yuktam | arthakriyapi mithydjidnad drsta'| na catra nartaka
eva sukhiti pratipattih, nipy ayam eva rima iti, na capy
ayam na sukhiti, napi rimah syid va na vayam iti,’> na capi
tatsadréa iti® | yah sukhi rima asiv ayam iti pratitir astiti|
tad* dha |

pratibhati na samdeho na tattvam na viparyayah |

dhir asdv ayam ity asti nisav eviyam ity api ||

virnddbabuddhyasambhedid ° avivecitasamplavah® |

Juktya paryanuyujyeta sphurann annbbavah kaya || iti |

tad idam apy antastattva$inyam na vimardaksamam ity
upadhyayah 7 | tatha hy anukaranariipo rasa iti yad ucyate tat
1) kim samajikapratityabhiprayena, 2) uta natabhiprayena,
3) kim va * vastuvrttavivecakavyakhyatrbuddhisamavalamba-
nena yathihur  vyakhyatarah khalv evam vivecayanti ® ” iti,
4) atha bharatamunivacananusitena |

1) tatradyah ® pakso ’samgatah | kimcid dhi pramaine-
nopalabdham tad anukaranam iti $akyam vaktum | yatha
evam asau suram pibatiti surdpananukaranatvena payahpinam
pratyaksavalokitam pratibhati ] iha ca natagatam kim tad

1 Hc adds hete one stanza of Dharmakitti, PV, II, 57, manipradipa-
prabhayor  manibuddhyabhidbivatoh | mithyajiianavisese *pi viseso’ rthakriyam
prati || 2 napi ramab syad va na vayam iti G, Hc : omitted in M ||
3 After kim tn Hc adds sampyaimithyisamSayasidysyapratitibhyo vilaksana
citraturagadinyayena | 4 ted G,M ; yad Hc || 8 %uddhyasambhedid Hc :
Sbuddhisambhedid G, M || & Ssamplavah G, M. : Oiplavah Hc ||
? upadhyayih G : upadhyayah M : bhattatotah Hc || 8 This is Dharmakirti,
PV, Svavrtti, p. 39 (ed. Gnoli) ||  ° tatradyab He, M : dadyabh G ||

[5]
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upalabdham yat sa ity anukaranatayi! bhititi cintyam |
tacchariram tannistham pratiéirsakadi romificakagadgadikadi ®
bhujaksepacalanaprabhtti * bhritksepakatiksadikam ca na rate$
cittavrttirapataya*nukaratvena kasyacit pratibhiti | jadatvena
bhinnendriyagrihyatvena ® bhinnidhikaranatvena ca® tato
’tivailaksanyat | mukhyamukhyavalokane 7 ca tadanukarana-
pratibhdsah | na ca rimagatim ratim upalabdhapiirvinah
kecit | etena ramanukari nata ity api nirastah pravidah |
atha natagatd cittavrttir eva pratipanni sati ratyanukirah
$rigira ity ucyate tatripi kimatmakatvena si pratiyata iti cin-
tyam | nanu pramadadibhih karanaih kataksadibhih karyaih
dhrtyidibhi$ ca sahacaribhir lingabhttair ya laukiki karyartpi
karanariipa ® sahacirirlipi ca cittavyttih pratitiyogya tadatma-
katvena'si natacittavrttih pratibhati | hanta tarhi ratyakarenaiva
si pratipanneti dite ratyanukaranativicoyuktih| nanu vibhi-
vidayo ’nukirye paramirthiki, iha tv anukartari na tatheti
videsah | astv evam, kim tu te vibhavidayo ® ’tatkiranatatki-
ryatatsahacaratipd api kivya$iksidibalopakalpitih krtrimah
santah kim krtrimatvena’ simijikair grhyante na vi | yadi
grhyante, tada taih katham rater avagatih | nanv ata eva tat
pratiyaminam ratyanukaranam | mugdhabuddhe *° kiranin-

1 yat sa ity anukaranatayd Mc, p. 69 (Hcin a note) : sadannkarapatayi
G, M : yad ratyanunkarapatayd Hc : yad anukarapatgya P, p. 417 ||
2 romanicaka® G, M : ‘romaiica® Hc || = 8 %alana® Hc : %alana® G,M ||
& cittavrttiriipatayd G, M : cittavyttiripiya He || © bhinnendriyagrahyat-
vena represented in Hc, is possibly a later addition, and it is, as such, bracke-
ted both in G and M (in a second hand) || .6 ¢z is omitted by Hc ||
7 Perhaps the original reading was mukbyavalokane only, and %amukbya®,
bracketed bothin G and M and absent in Hc, is a later addition ||
8 karapariipi G,M : omitted by Hc || *® te vibhavidayo Hc : te hi vibhava-
dayo GM || 10 wmingdhabuddke : ratyannkarapabuddhep kiragam G, M ;
mngdha 3 ddhep Hc ||

[ 6]
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taraprabhave hi kiarye suSiksitena' tathdjiine vastvantara-
syanuminam tivad yuktam | asudiksitena ® tu tasyaiva pra-
siddhasya karanasya | yatha® vrscikaviSesad gomayasyaivanu-
minam vr§cikasyaiva* tat param mithyajidnam | yatrapi li-
ngajfidnam mithya tatripi na tadabhasinuminam yuktam ° |
na hi bispid dhumatvena jiatad anukarapratibhiasaminad
api lingat tadanukirinuminam yuktam | dh@manukaratvena
hi jidyamanan niharan nignyanukarajapapufijapratitir ¢ drsta |
* nanv akruddho ’pi natah kruddha iva bhati | satyam,
kruddhena sadréah | sidrSyam ca bhrukutyadibhir gor?
iva gavayena mukhadibhir iti naitavatdnukarah kascit | na
capi samajikinam sadr$yamatir asti | simijikanam ca na
bhavasunya nartake pratipattir ity ucyate | atha ca tada-
nukarapratibhasa iti riktd vicoyuktih | yac coktam rimo
’yam ity asti pratipattih, tad api yadi tadatve’® tiniScitam
taduttarakalabhavibadhakavaidhuryabhave katham na tattva-
jianam syat | badhakasadbhive vi kathain na mithya-
jiidnam | vistavena ca vittena badhakinudaye ’pi mithya-
jiidnam eva syit | tena “ viruddhabuddhyasambhedad ® ”’ ity
asat | nartakantare ’pi ca!® ramo ’yam iti pratipattir asti |
tata$ ca rimatvam simanyariipam ity dyitam | yac cocyate
vibhavah kavyad anusamdhiyante tad api na vidmah |
na hi mameyam siti kacid iti svatmiyatvena pratipattir
natasya | atha simajikasya tathi pratitiyogyah kriyanta ity

1 Oprabhave hi karye susiksitena tatha jiane Hc (but jiate for jhiane) :
Oprabbavesn hi karyesu Siksitena na tatha jhane G,M || 2 asusiksitena Hc,
G : astusiksitena M || 8 yathd G, Hc : tatha M| % vrscikasyaiva G 1
vricikasyaiva vd@ Hc : vrscikas caiva M || 5 na. . yuktam : ayuktam
He : na...aqyuktam GM || © Yapapuija® He : Yapapugpa® G,M ||
7 gor He : ganr G,M || 8 taditwe ’tiniscitam (the avagraha added by me)
M,G (Zadatveti (vi) niscitams) : ladatve niscitam Hc || 9 Spuddhyasambhedit
He : Y%uddbisambbedat G,M || 1 °pi ca G,M : ca omitted by Hc ||
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etad ! evanusamdhanam ucyate, tarhi sthayini sutarim anu-
samdhinam syat | tasyaiva hi mukhyatvena asminn ayam
iti simajikanim pratipattih | yas tu ? vag viacikam ityadini
bhedabhidhinasamrambhagarbho ® mahiyan abhinayatiipata-
vivekah krtah sa uttaratra svivasare carcayisyate | tasmat
samajikapratityanusarena sthiayyanukaranam rasa* ity asat |

2) na capi natasyettham pratipattih rimam taccittavrttim
vanukaromiti | sadt$akaranam hi tivad anukaranam anupala-
bdhaprakstini ® na $akyam kartum | atha padcitkaranam
anukaranam, tal loke ’py anukaranitmatatiprasaktd | atha
na niyatasya kasyacid anukirah, api tittamapraksteh Sokam
anukaromiti,® tarhi keneti cintyam | na tavac chokena tasya
tadabhavit | na caSrupitadina $okasyanukarah, tadvailak-
sanyad ity uktam | iyat tu? syat, uttamaprakrter ye Soka-
nubhavas tan anukaromiti | tatripi kasyottamapraktteh |
yasya kasyacid iti cet, so’pi vi$istatim vina kathainp buddhav
aropayitum $akyah | ya evam rodititi cet, svitmapi madhye
natasyinupravista iti galito ’nukaryanukartrbhavah | kim
ca natah $iksavasat svavibhavasmaranic cittavrttisaidharani-
bhivena hrdayasamvadat kevalam® anubhavin pradar$ayan
kivyam ucita® kikuprabhstyupaskarena patham$ cestata ity
etivanmitre ’sya!® pratitit'* na tv anukiram vedayate |
kantavesinukiravad dhi na ramacestitasyanukarah | etac ca
prathamidhyaye ’pi dar$itam asmabhih |

1 ¢tad G,M : etavad Hc || 2 yas tu ¢ yat tn GM || 3 Ogarbho :

Ogarbha® G,M || % rasa GM : rasa Hc || 5 Oprakrtinda G,Hc :
Oprakriindm M || 8 anukaromiti Hc : anukeroti G,M || 7 jyat tu
G,M : yar tu Hc || 8 kevilam G,M : kevalin Hc || 9 ucita °Hc,
M : wpacita® G || W otavanmatre sya GM :  etavanmatragya He ||
U pratitir G, Hc : pratitim M || 12 Cf. ABh, I, p. 37 (infra,
App. 1, p. 98) ||
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3) napi vastuvrttinusarena® tadanukiratvam, asamvedya-
manasya® vastuvtttatvinupapatteh | yac ca vastuvrttam tad
dar§ayisyamah? |

4) na ca munivacanam evamvidham asti kvacit sthay-
yanukaranam rasd iti | * napi lingam atrirthe muner upala-
bhyate | pratyuta dhruvaginatilavaicitryalasyangopajivanam
nirapanadi viparyaye lingam iti samdhyangadhyayante vita-
nisyamah * | “ saptadvipanukaranam ® ”’ ityadi tv anyathapi
$akyagamanikam iti | tadanukire ’pi ca kva nimantaram
kantavesagatyanukaranid ¢ |

yac cocyate varpakair haritaladibhih samyujyamina eva
gaur ityadi, tatra yady abhivyajyamina ity artho ’bhiptetas
tad asat | na hi sinduradibhih paramarthiko gaur abhivyajyate
pradipadibhir iva, kim tu tatsadréah samihaviseso nirvartyate |
taeva?hi sindiradayo gavivayavasamnivesasadrSena samni-
vedaviSesenavasthitd gosadrg iti pratibhisasya visayo naivam
vibhavidisamiho ratisadr§atapratipattigrihyah| tasmit bhi-
vanukaranam rasa ity asat |

yena tv abhyadhayi sukhaduhkhajananasaktiyukta visaya-
simagri bahyaiva simkhyads$a sukhaduhkhasvabhivo trasah |
tasyim ca simagryam dalasthiniyd vibhavah, samskaraka
anubhavavyabhicirinah, sthayinas tu tatsimagtijanya antarah
sukhaduhkhasvabhiva iti | tena ° sthayibhiavin rasatvam
upanesyama ® >’ ityidav upaciram angikurvata granthaviro-
dham svayam eva budhyamianena dasanaviskaranamaukha-
tyat ® pramaniko janah'e pariraksita iti kim asyocyate | yat tv

1 yastuyritanusarena G,Hc : vastutvanusarena M || % asapwedyamainasya
Hc: anusamvedyaminasya GM.|| 3 Cf. infra, p. 00| ¢ Cf. ABb, III,
ch. XIX| 5 NS, I,v.120 | © %yukaragad : Owwkaragidas G,M ||
"fa ewa Hc: ata ewa G, M| & NS, prose after v. 45|
® Ymankbaryat Hc: Omanrkhyat G, M || ' pramaniko jamah GM :
pramapikajanah Hc ||
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anyat ' tatpratitivaisamyaprasangadi tat kiyad * atrocyatim |
bhattanayakas tv 3ha | raso na pratiyate, notpadyate,
nabhivyajyate | svagatatvena hi pratitau karune duhkhit-
vam syat | na ca sa pratitir yuktd sitader avibhivatvit,
svakantasmrtyasamvedanit, devatidau sidhiranikaraniyogy-
atvat, samudrollanghanader asidharanyit | na ca iadvato®
rimasya smrtir anupalabdhatvat | na ca §abdinumanadibhyas
tatpratitau lokasya sarasata yukti* pratyaksad iva | niyaka-
yugalakavabhase hi pratyuta lajjajugupsasprhadisvocitacitta-
vittyantarodayavyagrataya ki sarasatvakathapi syat® | tan
na pratitir ¢ anubhavasmstyadirGpa rasasya yukta | utpattav
api tulyam etad diisanam | $aktirGpatvena purvam sthitasya
paScad abhivyaktau visayarjanatiratamyapattih | svagata’-
paragatatvadi ca parvavad vikalpyam | tasmit kivye dosa-
bhavagunilamkaramayatvalaksanena, nitye caturvidhibhina-
yaripena nividanijamohasamkatatinivaranakirini ® vibhiva-
disidharanikaranatmanabhidhato dvitiyenamsena bhavakatva-
vyaparena bhivyamino * raso ’nubhavasmrtyadivilaksanena
rajastamo’nuvedhavaicitryabalad  drutivistara ® vikasitmani
sattvodrekaprakisanandamayanijasamvidvisrantilaksanena pa-
rabrahmasvadasavidhena bhogena param bhujyata iti |

1 yat tv anyat tat® Yc : yat tv atyantam nah G.M || 2 tat kiyad Hc :
tat kim yad G,M || 3 tadvato G, M : tattvato Hc | 4 sarasatd
guktd He @ sarasatd praywkta G,M (for sarasatd’ pi yukta?) || ° ka
sarasatvakathapi syat Hc : Rasarasatyamathapisyat G,M || § Before tan
na pratitir, etc. Hc adds the following sentence, paragatatvena tu pratitan
tatasthyam eva bhavet | 7 svagata® He, M : svagatatva® G || 8 %samkata-
tanivarapdkaring He : Ssamkatakaripg G,M, equally possible || ® Oistira®
G,M : Wistara® Hc | 10 After bhujyata iti He adds the words yat sa evaba,
followed by two stanzas, sutely borrowed from the lost Hrdayadarpana,
abbidla bhavand canya tadbhogikrtir (alia lectio, fadbhogikrtam) eva ca | abbi-
dhidbamatam yale Sabdirthalamkrii tatal || bhavanabbavya eso pi Srigaradigano
niatal (alia lectio, hi yat) | ladbhogikrtariipena vyapyate siddbiman narap |
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THE AESTHETIC EXPERIENCE, ETC.

tatra  parvapakso ’yam bhattalollatapaksinabhyupaga-
mid eva nabhyupagata iti taddasanam anutthinopahatam
eva | pratityadivyatirikta$ ca samsire ko bhoga iti na vid-
mah | rasaneti cet, sapi pratipattir eva, kevalam upiyavai-
laksanyan namantaram pratipadyatim, dar§aninumiti$ru-
tyupamitipratibhanadinimintaravat |  nispadanabhivyakti-
dvayanabhyupagame ca nityo va ’san! va rasa iti na trtiya
gatih syat? | na cipratitam vastv asti vyavahiare yogyams3 |
athocyate pratitir asya ¢ bhogikaranam, tac ca drutyadisvari-
pam®| tad astu, tathapi na tivanmatram | yavanto hi rasis
tivatya eva rasanitmanah ¢ pratitayo bhogikaranasvabhavih |
guninim 7 cingingivaicitryam anantam kalpyam iti ka tri-
tveneyatta |

bhavanibhivya eso ’pi Srrgaradigano bi yat® |
iti tu yat ® kavyena bhavyante rasa ity ucyate, tatra vibhava-
dijanitacarvanatmakasvidaripapratyayagocaratipadanam eva
yadi bhavanam tad abhyupagamyata eva| yat tiktam |

bhavasamyojandvyangyaparasamvittigocarab |

dasvadandtmanubbavo rasah Ravyartha ncyate ° ||

Lsan Hc : ’sad G,M || 2 gatih syat Hc : gatir asyim G :
gatim asyim M || 3 asti vyavabare yogyam G,M : astitiyyavahirayogyam
Hc || 8 pratitir asya Hc : pratitir iti tasya G : pratitir iti rasya (for
rasasya ?) M, which reading is equally possible || S drutyadisvarifpam
Hc : bhatyadisvariipam GM. |  © rasanitminah G, M : rasatmanab Hc ||
7 gunanam G,M : thisis explained by Hc by sattvadiguninam || & gano hi
yat He : %ano bhayat G (cotrected into 47 yat), M || ® iti tu yat Hc :
itiyat GGM || 1° This stanza is quoted in this form in the Vyaktiviveka,
p- 67 (read parasamwitti® for parisamvit?i®). Both in G and M we read
in the fitst pada samwedanikhya (cottected into Samvedamikbyaya in G),
which is quite nonsensical. Hc quotes a different stanza : samsargadir
Jatha S$astra ekatvat phalayosatah | vakyarthas tadvad evitra J’,ﬂigd;'a'di raso
matah || iti tad asmakam abbimatam eva ||
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iti tatra vyajyaminatayi vyangyo raksyate! | anubhavena ca
tadvisaya iti mantavyam | nanv evam katham rasatattvam |
astdm, kim kurmah |
dmndyasiddhe kim apfirvam etat
samvidvikase ’dbigatagamitvam |
ittham svayamgrahyamahbarbabetu-
dvandvena kim diisayita na lokap ||
*drdbvordhvam drnbya yad arthatattvam
dhih pasyati Srantim avedayanti |
DPhalam tad Gdyaib parikalpitanim
vivekasopanaparampardpin ||
citram nirdlambanam eva manye
prameyasindhan? prathamavatiram |
tanmargalabbe sati setubandpa-
purapratisthadi na vismayaya ||
tasmat Satim atra na diisitani
matini tany eva tu Sodhitani |
pitrvapratisthapitaygjanasu
mAlapratisthaphalam amananti ||
tathy ucyatim pari$uddhatattvam?® | uktam eva munini,
na tv apirvam kimcit | tatha hy aha ““ kavyarthin bhavayan-
titi bhavah ¢ ” iti tat kavyartho rasah s | yathi hi * ritrim
sata®”, “ tim agnau pradat?” ityadav arthitadilaksitasyi-
dhikarinah pratipattimatrad atitivraprarocitit prathamapra-
vrttdd anantaram adhikaivopattakalatiraskirenaiva © dsajs’

Lrakgyate G (in the first ed.) : Jekgyate G: labhyate M (cotrected into
laksyate) || 2 prameyasindban : prameyasiddban G, M| 3 parisuddbatattvam
GM : parisuddbam tattvam Hc || ¢ The entire quotation is kavyarthan
bhavayantiti bhavah (NS, prose at the beginning of ch. VII) || & Hc
paraphrases fasmar kavyartho rasap || © ratrim dsata G: réatrir asate M.
Untraced source || 7 Taittiriya Sambita, 2, 1,1 | B8 dsai : aste G
(corrected into ase), M ||

[ 12]



THL AESTHETIC EXPERIENCE, ETC.

‘pradadani’ ityadirapa samkramanadisvabhivi yathadaréanam
bhivana'vidhiniyogadibhasabhir  vyavahrta  pratipattih,
tathaiva kivyitmakad api $abdad adhikarino ’dhikasti prati-
pattih | adhikart catra vimalapratibhanadalihrdayal | tasya ca
“grivabhangibhirimam?” iti “ umapi nilalaka?®” iti ““haras
tu kimcit *” ityadivakyebhyo vakyarthapratipatter anantaram
manast saksatkaratmika apahastita’ tattadvakyopattakaladivi-
bhiga tivat pratitir upajiyate | tasyim ca yo mrgapotakadir
bhiti tasya viesariipatvibhavid bhita iti trisakasya® parama-
rthikatvid bhayam eva param de$akaladyanilingitam, tata
eva bhito ’ham bhito ’yam $atrur vayasyo madhyastho vetya-
dipratyayebhyo duhkhasukhidikrtahaniadibuddhyantarodaya-
niyamavattayi vighnabahulebhyo vilaksanam nirvighnapra-
titigrahyam siksid iva hrdaye nivi§amanam? caksusor iva vipa
‘rivartamanam bhayinako rasah | tathavidhe hi bhaye natmaty-
antatiraskrto ® na videsata ullikhitah | evam paro ’pi | tata eva
na parimitam eva sidhiranyam api tu *vitatam, vyaptigraha
iva dhiimagnyor bhayakampayor eva vi| tad atra saksatka-
riyamanatve pariposikd natadisamagri, yasyam vastusatim
kavyarpitinim ca dedakalapramatradinim niyamahetinim
anyonyapratibandhabalad atyantam apasarane sa eva sidhi-
ranibhavah sutarim pusyati | ata eva sarvasamajikanam ° eka-

32

1 bharana : pratibhdvani M (corrected in a second hand into pratibhi-
bbardna) : pratibhabhavana G. In my opinion prati is simply a note by
some reader who has not understood the expression yathidarsanam,
which was later incorporated in the text || % Kalidasa, Abhijfanasa-
kuntals, 1, 2| 3 Kalidasa, Kwmdrasambbhava, 111, 62 || 4 Kalidasa,
ibid., III, 67 ||  ® dpabastita® Hec, M (but corrected in a second

~

hand into apah. sita®): apabasita G ||  © trdsakasya He, G: grabakasya

M| 7 nivifamanam HHce, G: nidhiyamanam M || 8 atyantatiraskrio.

G,M : atyanta omitted by Hc || ¥ servasimijikinim GM : sima-
Jikanam Hce ||
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ghanatayaiva' pratipatteh ? sutarim rasapariposiya sarvesim
anadivasanavicittikrtacetasim vasanasamvadat | sa cavighna
samvic camatkarah | tajjo ’pi kampapulakollukasanadir vika-
ra§ camatkirah | yatha

afja vi bari camakkai
kaba kaba vi na mamdarena dalidim 3 |
camdakalikamdalasac-
chabdim lacchiim amgiim ||
tatha hi sa ca trptitvyatitekenacchinno bhogivesa ity ucyate|
bhufijanasyadbhutabhogaspandavistasya camatah karanam®
camatkira iti | sa ca siksitkirasvabhivo manasadhyavasiyo
va samkalpo va smrtir va tathitvenasphuraty® astu | yad dha |
ramyini viksya madburams ca niSamya Sabdin
paryutsukibbavati yat sukbito ’pi jantup |
tac cetasa smarati ninam abodhap iirvam
bhavasthirani jananantarasanbrdani ||
ityadi | sarvathi tavad esasti pratitir, asvadatmi yasyam
ratit eva bhati | tata eva viSesantarinupahitatvit si rasaniya
satl na laukiki na mithyi ninirvicya na laukikatulya na tada-
ropadiripa | esaiva copacayivasthastu’ de$adyaniyantranat |
anukiro ’py astu bhavinugimitaya® karanit | visayasimagty
api bhavatu vijiianavadavalambanit | sarvathi rasanitmakavi-
tavighnapratitigrahyo bhava eva rasah | tatra vighnipasaraka
vibhavaprabhrtayah | tathd hi loke sakalavighnavinirmukti
samvittit  eva  camatkaranirve$arasanisvaidanabhogasami-

1 ekaghanatayaiva G, M (corrected in a second hand from ekaghanataiva):
ekaghanataiva Hc || 2 pratipatteh Hc, M: G suggests pratipattih ||
3 Jalidim GM: kaliaim Hc || 4 sa ca trpti® (sa va trpti® ?): sa catrpti®
G,M || 5 camatah karanam : ca manahkarapam G, M || 8 zathatvendsphuraty
M : Zathatvena sphuraty G : tathatvenasphuranty Hc || 7 Yasthastu He 3
%asthasu G,M || 8 bhavanugamitaya G,M: anugamitaya Hc ||

[ 14 ]



THE AESTHETIC EXPERIENCE, ETC.

pattilayavisrantyadiSabdair abhidhiyate | vighna$ casyam 1) pra-
tipattdv ayogyata * sarnbhavanaviraho nima 2) svagatatva -
patagatatvaniyamena deSakalaviesave$ah 3) nijasukhadiviva-
§ibhavah  4) pratityupayavaikalyam 5) sphutatvabhavah
6) apradhinati 7) sam$ayayoga$ ca | tatha hi

1) samvedyam asambhivayamanah samvedye samvidam
nive$ayitum * eva na $aknoti | ki tatra vi$rantir iti prathamo
vighnah | tadapasirane hrdayasamvado lokasamanyavastu-
visayah | alokasiminyesu tu?® cestitesv akhanditaprasiddhi-
janitagadharadhapratyaya‘prasarakari  prakhyataraimadinama-
dheyaparigrahah | ata eva nihsimanyotkarsopadesavyutpatti-
prayojane natakadau prakhyatavastuvisayat¢adi niyamena nira-
payisyate °* | na tu prahasanidav iti® | tac ca svivasara eva
‘vaksydma ity astaim tavat |

2) svaikagatanim ca sukhaduhkhasamvidam asvade yatha-
sambhavam tadapagamabhirutaya va tatpariraksivyagratayi va
tatsadréatjijisayd va tajjihdsaya va tatpracikhyapayisaya va
tadgopanecchaya va prakarintarena va samvedanantarasamud-
gama eva paramo vighnah | paragatatvaniyamabhijam api
sukhaduhkhanam samvedane niyamena svatmani sukhaduhkha-
mohamidhyasthyadisamvidantarodgamanasambhavanid avasy-
ambhavi vighnah | tadapasarane 7 ““ karyo natiprasasigo ’tra®”
ityadina parvaranginigihanena® prastavanavalokanena ® ca
yo nataripatadhigamas tatpurahsarah!! prati$irsakidind tat-

1 svagatatva® G,M : svagata® Hc || 2 nivesqyitum Hc, M: vinivesayitum
G| 3#G,Hc : omittedbyM || 4 %ridhapratysya® G,M: ®ridhaciti-
pratyaya® Hc | 5 nirfpayisyate G,M (ABh, 11, ch. XVIII) : wirdjpyate
Hc | %4iHc: iva GM || 7 tadapasarane He : tadapakiraze G :
tadapakarage M || 8 NS, V, v. 165 ||  ° Before pitrvaranganigithanena
Hc adds’ parvaraigaridbim prati, which looks like a pida of the NS |
10 Befote prastaranaralokanena He adds natl vidisako vapi (Nf, XX, v. 30
1) iti laksita® || W tatpurabseral G,M: tatpurabsara® He ||
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pracchidanaprakiro ’bhyupiyo ’laukikabhisadibhedalasyanga-
rangapithamandapagatakaksyadiparigrahanatyadharmisahitah |
tasmin hy! asyaivatraivaitarthy eva ca sukham dubkham veti
na bhavati pratitih | svaripasva nihnavid rGpantarasya ciro-
pitasya pratibhasasamvidvi$rantivaikalyena svatiipe vi§rinty-
abhavat satyatadiyarapanihnavamitra eva paryavasanit | tathid
hy asinapathyapuspagandikadi loke na drstam | na ca tan na
kimcit, kathamcit sambhavyatvad iti sa esa sarvo munina
sadharanibhavasiddhya rasacarvanopayogitvena patikaraba-
ndhah samafrita iti tatraiva sphutibhavisyatiti tad iha tavan
nodyamaniyam | tatah sa esa svaparaniyatativighnipasirana-
prakaro vyakhyatah |

3) nijasukhadivivasibhita§ ca katham vastvantate samvi-
dam viSramayed iti tatpratyihavyapohaniya pratipadirthani-
sthaih  sadharanyamahimna  sakalabhogyatvasa*hisnubhih
$abdadivisayamayair * atodyaganavicittamandapapada®vida-
gdhaganikadibhir uparafijanam samasritam yenahrdayo ’pi
hrdayavaimalyapraptya sahrdayiktiyate | uktam hi ““drsyam
$ravyam ca v’ iti |

4) kim ca pratityupayanim abhave katham pratitih |

5) asphutapratitikariSabdalingasambhave ’pi na pratitir
vi§ramyati sphutapratitiripapratyaksocitapratyayasakanksatvat |
yathahuh ‘“sarvd ceyam pramitih  pratyaksapara ® ” iti|
svasaksitkrta agaminuminalatait apy ananyathibhavasya
svasamvedanit | alatacakridau saksatkirantarenaiva balavatd
tatavadharanad ¢ iti laukikas tavad ayam kramah | tasmat
tadubhayavighnavighate ’bhinaya lokadhatmivsttipravsttyupas-

Y tasmin by G,M : tasmin bi saty He || 2 Omayair Hc : mayibhir G
(cotrected into ®mayair), M || 3 %ads® G,M : omitted by Hc ||
¢ NS, I, v. 11| 8 Nydyasiitra, Viatsyayanabbasya, 1, 1, 3 (the edited text
gives sa for serra) || © ladaradbaranat G, M: tatpramityapasirapat He ||
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ketadh samabhisicyante | abhinayanam hi sasabdalingavyapa-
ravisadr§am eva pratyaksavyaparakalpam iti niScesyamah? |
6) apradhine ca vastuni kasya samvid vi§timyati | tasyaiva
pratyayasya ® pradhanintaram praty anudhavatah svatmany avi-
§rantatvat | ato ’pradhinatvam jade vibhavanubhavavarge vya-
bhicatinicaye ca samvidatmake ’pi niyamenanyamukhapreksini®
sambhavatiti tadatiriktah sthayyeva tatha 4 carvanapiatram | tatra
purusirthanisthih kascit samvida iti pradhanam | tad yatha ratih
kima*tadanusangidharmarthanistha, krodhas tatpradhanesv arth-
anisthah kimadharmaparyavasito ’pi, utsahah samastadharmadi-
paryavasitas, tattvajiidnajanitanirvedaprayo ’pi bhavo ¢ mokso-
paya iti tavad esam pradhanyam | yady api caisim apy anyonyam
gunabhavo ’sti tathapi tatpradhane ? ripake tattatpradhinam®
bhavatiti ripakabhedaparyayena satvesim pradhanyam esim
laksyate | adirabhagabhinivistadrsas ® tv ekasminn api rapake
prthak pridhanyam| tatra sarve ’mi sukhapradhinih svasamvi-
ccarvanaripasyaikaghanasya praka$asyanandasaratvit | tatha hy
ekaghanadokasamviccarvane ’pi loke sttilokasya 1 hrdayaviéra-
ntir antardya$tnyavisrantiSariratvit | avi$rantirGpataiva ca dub-
kham | tata eva kipilair duhkhasya caficalyam eva pranatveno-
ktam rajovsttitim vadadbhir ity dnandarGpatd sarvarasinam |
kim tiiparafijakavisayavas$at kesam api katukimnasti spatéo vira-
syeva!! | sa hi kle$asahisnutadiprana eva | evam ratyadinim pra-
dhianyam | hasadinam tu satiSayam sakalalokasulabhavibhivata-

1 ABh, II, chapp. VIII ff. | 2 pratyayasya G,M: prat :-asya Hc ||
3 Opreksipi He, M: Csampreksini G || 8 tatha G,M : omitted by Hc ||
5 kama® : kamah G,M (in M ) bracketed in a second hand) : kame
Hc ||  © %rdyo’ pi bhavo (see V. Raghavan, Bloja, p. 00) : %prayo

vibbaro GM : famaé ca Hc || ? tatpradbane M: tattatpradbine G,
Hc || 8 tattatpradhanam G,M: tatpradbanam Hc || S %réur G,M ¢
Odrid He || 2 strilokasya Gc: ’sti lokusya M || U piragyera He:

virasya G.M ||
8 | 17 ]
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yoparafijakatvam iti pridhanyam®| ata evanuttamaprakstisu
bahulyena hasidayo bhavanti| pamatapriyah * sarvo ’pi hasati
Socati bibheti patanindim adriyate alpa’subhisitatvena ca sat-
vatra vismayate | ratyadyangatayi tu pumarthopayogitvam api
syad esim| etadgunapradhanabhavakrta eva ca daartpakadi-
bheda iti vaksyamah | sthiyitvam caitivatim eva| jita eva hi
jantut iyatibhih samvidbhih parito bhavati | tatha hi
dubkhasamSlesavidvesi sukbdasvidanasidarah® |

iti nydyena sarvo riramsaya vyiptah svitmany utkarsamanitaya
param upahasann abhistaviyogasamtaptas taddhetusu kopa-
paravaso ’$aktau ca tato bhiruh kimcid arjijisut * apy anucita’-
vastuvisayavaimukhyatmakatayakrantah kimcid anabhistata-
yabhimanyaminas tattatsvakartavya*daréanasamuditavismayah
kimcic ca jihasur eva jayate | na hy etaccittavrttivisanasiinyah
prani bhavati | kevalam kasyacit kicid adhika cittavrttih kacid
nd, kasyacid ucitavisayaniyantrita kasyacid anyatha | tat kicid
eva purusirthopayoginity upadedya | tadvibhagaksta$’ cottama-
prakrtyadivyavahirah | ye punat ami glani$ankaprabhrtayas ®
cittavettiviSesas te  samucitavibhavabhavaj janmamadhye
’pi® na bhavanty eva | tathd hi rasiyanam upayuktavato
muner 1 glanyilasya$ramaprabhrtayo nottisthanti' | yasyapi
vi bhavanti vibhavabalat tasyapi hetupraksaye ksiyamanah
samskaradesatim tavan'? nava$yam anubadhnanti | utsahadayas'
tu sampaditasvakartavyataya pralinakalpa api samskaraSesatam

1 pradhanyam He, M : (na) pradbinyam G| 2 alpa® GM : svalpa®
Hc || 3 Untraced source || 4 arjijisar G,M : possibly, #jjigisar ||
5 anucitd® G : cita® M || 8 Opakartapya® G,M : Osvapartikartayya®
Hc || 7 tadvibhdga® Hc: tadribhira G (cortected into Zadvibhaga®), M ||
8 glanisaikaprabbrtayas G,M: dhriyadayas He | ° ’pi G,M : omitted by
Hcll 1 munch G,M : omitted by He || "wottisthanti G,M: na bhavanti Hc ||
2 tivan G,M : omitted by He || ¥ atsahadayas G,M : ratyadayas He ||
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nativartante  kartavyantaravisayasyotsihider ! akhandanit |
yathiha patafijalih “na hi caitra ekasyim striyam rakta ity
anyasu vitaktah 2 ”’ ityadi | tasmat sthayirGpacittavrttisiitrasytta
evimi vyabhicirinah svitminam udayastamayavaicitrya$ata-
sahasradharminam  pratilabhamana  raktaniladisGtrasyttavi-
ralabhivombhana®*sambhavitabhangisahasragarbhasphatikakaca-
bhtimakatpadmarigamarakatamahaniladimayagolakavat tasmin
stitre svasamskaravaicitryam aniveSayanto “pi tatsiitrakrtam upa-
kiarasammdarbham bibhratah svayam ca vicitrarthah®sthayisatram
ca vicitrayanto ’ntarantari§uddham api sthayisatram pratibha-
sivakifam upanayanto ’pi pirvaparavyabhicariratnacchaya-
$abalimanam ava$yam anayantah pratibhasanta iti vyabhicarina
ucyante | tathd hi glino’yam ity ukte kuta iti hetupraénenis-
thayitasya shitryate® | na tu rima utsihadaktimin ity atra
hetupra$nam ahuh | ata * eva vibhavias tatrodbodbakah santah
svaripoparafijakatvam vidadhina ratyutsihider ucitanucita-
tvamitram avahanti | na tu tadabhive sarvathaiva te nirupa-
khyah, viasanitmand sarvajantinim tanmayatvenoktatvit |
vyabhicirinam tu svavibhivabhive nimapi nistiti vitanisyate
caitad yathidyogam vyikhyavasare” | evam apradhinatvaniri-
sah sthayiniriipanaya ® “ sthayibhavin rasatvam®” ityanaya
samanyalaksanadesabhataya viSesalaksananisthaya ca krtah1® |

7) tatrinubhavanim vibhivinam vyabhicitinim ca prthak
sthayini niyamo nasti, baspader nandaksirogidijatvadaréanid

Y kartavyantaravisayasyotsibader G,M : vastvantaravisayasya ratyader He ||
% Yogasiitra, V)ydsabbagya, 2, 4 ||

3 %jralabbavombbana® (see, on this
passage, R. Gnoli, Farzher Observations, p. 102) : %iralabhavo(go) palambhana

[ G : viralabbavo bhana M || 4 Obbrimaka® G : bhramaka M || 8 vicitrar-

thap : vicitrartha® GM || © Oszhayitasya sitryate He : sthayi tasya siicyate

{ G : sthayi taga sitryante || 7 Abb, ch. VIL|| 8 Cniriipapaya He, M:
nirfipandyim G || ® Cf, supra, p. 9, 1. 23 || 10 krtah G,M: munina
krah He ||
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vyaghrade§ ca krodhabhayadihetutvat §ramacintader utsiha-
bhayadyanckasahacatatvivalokanat! | simagri tu na vyabhi-
cirini | tathi hi bandhuvini$o yatra vibhavah paridevita$ru-
patidis tv® anubhdva$ cintidainyadi§ ca -vyabhiciti, so
*vadyam $oka eveti® | evam saméayodaye Sankitmakavigh-
nasamaniya samyoga upittah |

tatra lokavyavahire karyakaranasahacaritmakalingadar-
dane ¢ sthayyatmaparacittavrttyanumanabhyasapatavad adhuna
tair evodyanakatiksadhrtyadibhirs laukikim karanatvadibhuvam
atikrintair vibhavaninubhivanasamuparaiijakatvamatrapranair
ata evilaukikavibhavadivyapadesabhigbhih pracyakaranadira-
pasamskitopajivanakhyapaniya vibhivadinimadheyavyapade-
$yair bhaviadhyaye ’pi vaksyamanasvaripabhedair® gunapra-
dhinataparyayena simajikadhiyi samyagyogam sambandham
aikiagryam va’saditavadbhir alaukikanirvighnasamvedanatmaka-
carvanigocaratim nito ’rtha$ carvyamanataikasiro na tu siddha-
svabhavas titkilika eva na tu carvanatiriktakildvalambi sthi-
yivilaksana eva rasah | na tu® yatha $ankukadibhir abhyadhi-
yata “sthayyeva vibhavadipratydyyo rasyamanatvaid rasa
ucyata” iti ® | evam hi loke ’pi kim na rasah, asato ’pi hi
yatra rasaniyatd syit ' tatra vastusatah katham na bhavisyati |
tena sthayipratitir anumitirGpa vicya, ! na rasah | ata eva
sitre sthdyigrahanam na krtam | tat pratyuta $alyabhitam
syat | kevalam aucityad evam ucyate sthayl rasibhiita iti |
aucityam tu tatsthiyigatatvena kiranaditaya prasiddhanim

Y OvaloRarat | samagriti ma vyabbicarini Hc : Cvalokana. . .ryabbicarini
GM| 2%2# GM. :ca Hc|| 3 joka ereti Hc, M: Soka eve (va ve)
G| 4 Ofarsane G,M : Oarsanaja® Hc || 5 %hrtyadibhir Hc :
Oviksadibhir GM || 8 ABbh, ch. VII|| 723° GM :¢a Hc || 8 natu
Hc : nanu G (cotrected into na t), M || ° iti G,M : omitted by Hc ||
10 syat G,M. (deleted in a second hand) : omitted by He || 1 racyg He :
Pragya (cotrected into prapyd) G : prapya (corrected into pracya) M ||
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adhuni carvanopayogitayi vibhavaditvavalambanit | tatha hi
laukikacittavettyanumaine ki rasati | * tenalaukikacamatkaritma
rasisvadah smrtyanumanalaukikasvasamvedanavilaksana eva |
tathi hi laukikeninuminena samskstah pramadidi na titas-
thyena pratipadyate, api tu hrdayasamvaditmakasahtdayatva-
balat parnibhavisyadrasisvidankuribhiveninumanasmrtyidiso-
pinam anaruhyaiva® tanmayibhavocitacarvanaprinatayi | na
ca si catvani pranminintarad yenidhuna smrtih syat | na
citra laukikapratyaksadipramanavyaparah | kim tv? alaukika-
vibhividisamyogabalopanataiveyam carvani | si ca pratyaksa-
numinigamopamanidilaukikapramanajanitaratyadyavabodhatas
tatha yogipratyaksajatatasthaparasamvittijfianat sakalavaisayiko-
parigasiinya§uddhaparayogigatasvinandaikaghananubhavac ca
viSisyate, etesaim® yathiyogam atjanadivighnantarodaya‘-
titasthyasphutatvavisayive$avaivadyakrtasaundaryavirahat | atra
tu svatmaikagatatvaniyamisambhavan svinuprave$it paragata-
tvaniyamibhivat® tadvibhavadisadhiranyavasasamprabuddhoci-
tanijaratyadivasanive$avadic  ca na vighnintaradinim sam-
bhava ity avocima bahu$ah | ata eva vibhavadayo na nispatti-
hetavo rasasya, tadbodhipagame ’pi rasasambhavaprasangat |
niapi jiiaptihetavah, yena praminamadhye pateyuh, siddhasya
kasyacit prameyabhiitasya rasasyabhavit | kim tarhy etad®
vibhavadaya iti | alaukika eviyam carvanopayogi vibhavadi-
vyavahirah | kvanyatrettham drstam iti ced bhiisanam etad
asmikam ? alaukikatvasiddhau® | panakarasisvido ’pi kim

1 anarubya Hc (see infra, p. 00, 1. Oalso) : drubya GM || 2 kimtv Hc,
G : kim ca®M(cortectedinto £imtv ina second hand) | 3 efesam G,Hc:
etasam M || % °daya® : ®dayat G,M. This passage has been paraphrased
by Hc in the following way : yathdyogam arjanidivighnantarodayena tatas-
thyabetukasphutatvena visayavesavaivasyena ca saundaryavirabat | 5 Hc adds
na visayavesivaiva$yam aftet %sambbavat and tatasthyasphutatvam after paraga-
tatvaniyamabbavat || © etad Hc : etad dbi GM || 7 etad asmikam
G,M : asmikam etad Hc || 8 siddban G, He : Osiddbeh M ||
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gudamaricadisu drsta iti saminam etat | nanv evam raso
’prameyah syat, evam yuktam bhavitum athati, rasyataikaprino
hy asau na prameyadisvabhivah | tarhi satre nispattir iti
katham | neyam rasasya, api tu tadvisaya'rasaniyih | tannispattya
tu yadi tadekayattajivitasya rasasya nispattir ucyate na kascid 2
atra dosah | sa ca rasand na praminavyapiro na karakavyi-
parah, svayam tu naprimaniki svasamvedanasiddhatvit | rasani
ca bodhariipaiva, kim tu bodhintarebhyo laukikebhyo vila-
ksanaiva, upiayinam vibhivadinim laukikavailaksanyit | tena
vibhavidisamyogad rasani yato nispadyate tatas tathividha-
rasanagocaro lokottaro ’rtho rasa iti tatparyam sttrasya |
*ayam atra samksepah | mukutaprati§irsakadina tavan nata-
buddhir " acchidyate | gadhapraktanasamvitsamskiric ca
kavyabaliniyamanapi na tatra rimadhir viSramyati | ata evo’-
bhayades$akilatyigah | romaficadaya$ ca bhiiyasa ratipratitika-
ritaya drstds tatrivalokiti deSakiliniyamena ratim¢ gama-
yanti| yasyim svitmapi tadvasanavattvad anupravistah | ata
eva na tatasthatayd ratyavagamah | na ca niyatakaranataya,
yenitjanabhisvangadisambhavana | na ca niyataparitmaika-
gatatayd, yena duhkhadvesadyudayah | tena sadhiranibh@td
samtinavrtter ekasyd eva va samvido gocatibh@ita® ratih
§ragirah | sidharanibhavani ca vibhavadibhir iti |

1 tadvisaya® GM : t.dvisaydyda He || 2 na kafeid G,M : tan na kascid

Hc | 3 ataeva GM : fataeva Hc || % ratim He, M : tatra ratim G|
3 gocaribbiita He,M : gocarabbitd G ||
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TRANSLATION

Bharata’s siitra

1. After explaining the reason for the foregoing succession!,
Bharata states the s##7a defining the nature of Rasa : “ Out o
the combination (samyoga) of the Determinants (vibbiva), the
Consequents (anubbiva) and the Transitory Mental States (vya-
bhicarin), the birth of Rasa takes place ”.

The interpretation of Bhatta Lollata, etc.

2. This sttrahas been explained by Bhatta Lollata, etc., in the
following way :—The bitth of Rasa takes place out of the
combination of the permanent mental state—implicit in the
sitta—with the determinants, etc. Mote precisely, the determi-
nants are the cause of the birth of the feeling, which consti-
tutes the permanent state of mind. The consequents intended
by Bharata are not, obviously, those which arise from the
rasas—for they cannot be considered as causes of rasa’—, but
the consequents of the states of mind only. Even if the transi-
tory states of mind, in so far as they are feelings, cannot accom-
pany simultaneously the permanent mental state, still, accord-
ing to Bharata, this is not absent, but remains in a state of

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

2) Rasa will also produce certain effects in the spectators—it will make
them mutter in fear, make theit hair stand on end etc. ‘These effects (lit.,
consequents, anubbava) cannot, of course, be considered as the causes of
Rasa. The causes of Rasa can only be the effects of the permanent mental

states.
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latent impression’. In the example? too, some flavoutings
appear in a latent state, like the permanent state, and othets in
an emetgent state, like the transitory states. Rasa, thetefore,
is simply a permanent state, intensified by the determinants, the
consequents, etc.; but, had it not been intensified, it is only
a permanent state. This state is present both in the person
reproduced and in the reproducing actor, by virtue of the
power of realization (emusamdbina)’.

1) Itis a general principle of Indian thought that two forms of cogni-
tion cannot occur simultaneously (cf. Nyayasiitra, I, I, 16). To avoid a
contradiction of this rule, Bhatta Lollata rtemarks that there is nothing to
prevent the assumption that the permanent mental state is presented in
the state of a latent impression (samskira, visani). The word samskira
““ means the imptessions (which exist sub-consciously in the mind) of the
objects experienced. All our experiences whether cognitive, emotional ot
conative exist in a sub-conscious state and may under suitable conditions
be reproduced as memory (smrti). The wotd vasani (Yogasiitra, IV, 24)
seems to be a later word. . .It comes from the root * yas” to stay. Itis
often loosely used in a sense of samskdra, and in Vydsabbasya they are identi-
fied in IV, 9. But sdsana generally refers to the tendencies of past lives
most of which lie dormant in the mind. Only those appeat which can find
scope in this life. But samskaras are the subconscious states which are being
constantly generated by experience. Visanas ate innate samskaras not
acquired in this life ” (Dasgupta, H. I. Ph., I, p. 263).

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

3) Cf. the Introd., p. XVIIL The text of Hemacandra 1s hete somewhat
enlarged ; it runs as follows : ““ This state is present in both the petrson

[ 26 ]
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This view, again, is the same as that of the ancients. Dandin,
for example, in his definition of the ornaments?, said that in
association with a number of other elements, the fecling of
delight is transformed into the Erotic Rasa (§77igira) , and *“ on
reaching its extreme height, the feeling of anger is transformed
into the Futious Rasa (rundra)”, etc.

The interpretation of Sarkaka and bis criticisms of Bhatta
Lollata’s view.

3. This interpretation, says Sarkuka, is unsound. Why ?—
a) Because, without the determinants, etc., the permanent mental
state cannot be known, for the determinants, etc., are the cha-
ractetistic signs, i.e., the logical teasons (/iiga) by means of
which knowledge of itis made possible?. %) Because, if the

reproduced and in the reproducing actor, in the petson reproduced (Rima,
ctc.) in the primaty sense (mukhyayd vr¢tya) and in the reproducing actor by
virtue of a recollection of the nature of Rima, etc.”

To sum up, according to Bhatta Lollata Rasa is a perception of the
permanent mental state of the character reptesented by the actor. This
sthdyibhava, intensified by the Determinants, etc. is presented to the specta-
tor in the form of 2 Rasa. 'The same thesis of Bhatta Lollata is met with in
the Agnipuripa ; cf., for example, ch. 339, sl. 4 :

abhimindd ratis 5@ ca pariposam  upeyusi |
vyabhicaryadisamanyit  Srigira iti  giyate ||

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

2) Hete Hc. adds : na hi dbimam vind dharadharintabstho vabnir
ayagamyate || < If there were no smoke, the fite which is within a mountain
could not be perceived ”. Hence the interpretation of Lollata, who in-
tended the siitra, as if Bharata had said : “ Out of the combination of the
permanent mental state with the determinants ”’, etc., does not stand to
reason,
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thesis of Lollata is right, Bhatata should first have evpounded
the permanent states and only afterwards the Rasas'. ) Because,
the second definition of the determinants, etc. in their state of
full development, (put forward by Bharata in connexion with
Rasas, which accotding to Bhatta Lollata, are nothing but
permanent mental states), would become a useless waste of
words®. d) Because, every feeling would come to be subdivided
into an infinity of different gradations, weak, weaker, weakest,
indifference, etc®. ¢) Because, there would no longer be six
vatieties of Comic Rasa (basyz)*. f) Because, in the ten states
of love (kdma) thete would be an infinite number of mental

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

2) If, as Lollata says, Rasa is no motre than an intensified permanent
mental state, why should Bharata have taken the trouble to explain the
Determinants of this mental state twice ovet, once in connexion with itin
its non-intensified state (N . chap.VII) and once again in connexion with
it in its intensified state (N. §. chap. VI) ? It is illogical to explain the
causes of the same thing twice over, once when it is not far from its nascent
state and once when it has teached its full development. H.C. clarifies :
na cotpattan padarthanim kiragam abhidbdya pugyatim punas tadutpattikirapam
abbidhatavyam, vaiyarthyipatteb ||

3) In other words, if, as Lollata says, the Rasa is nothing but a feeling
intensified, “then, as intensity admits of many degrees, similatly there ought
to be different grades in the Rasa realized » (Sankaran, The Theories of Rasa
and Dhvani, Madras, 1929, p. 99).

4) “Orif it is urged that only when the utmost intensity is reached
is Rasa tealized, then the division of the ComicRasa into six vatieties, made
by Bharata, would be wrong (bid., p. 99): As to the six qualities of laught-
et cp. Bharata, VI, pp. 314-16. They ate slight smile (s#i4), smile (basita),
gentle laughter (vibasita), laughter of ridicule (upabasita), vulgar laughter
(apabasila) and excessive laughter (atibasita). The renderings adopted are
those of Manomohan Ghosh, op. cit.
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states and of Rasas’. g) Because we see that what happens
is just the contrary, in the sense that sorrow ($okas) is at first
intense and is seen to grow weaker with time, and that in the
feelings of anger (krodba), heroism (utsaha) and delight (rati) a
diminution is met with when the indignation (amarsa), firmness
(sthairya) and sexual enjoyment (sevd) are absent.

Therefore, Rasa is simply a permanent state of mind, and,
mote precisely, the reproduction (anukaraya) of the permanent
state of mind propet to the petson teptoduced—Rama, etc.;
and just because it is a reproduction, it is called by a different
wotd, that is Rasa. ‘This teproduced mental state is petceived
by means of thtee kinds of elements, viz., causes, hete called
by the name of determinants, effects, that is, the consequents,
and accompanying elements, constituted by the transitory states
of mind. Though these causes, etc., are brought into existence
by the conscious effott (prayatna) (of the actor), and are thus
attificial and unreal (&r#rima), yet they are not realised to be so.
This permanent state is petceived (and this perception is
aroused by the characteristic signs already referred to) as lying
in the reproducing actot.

The determinants, indeed, can be realized (amusamdba)
through the power (bald) of poetty, the consequents through the
skill (¢7&s4) of the actor, and the transitory mental states through
the actot’s ability to present his own artificial consequents. But

1) In the Erotic Rasa there ate, actording to Bharata, (XX, vv. 154-6)
ten stages ; now, if each of them should have different grades according to
their intensity, thete would then be endless vatieties under that Rasa and
feeling alone. Cp. Sankaran, op. cit., pp. 99. The aforementioned ten
stages of love (kama) ate: longing (abbilisa), anxiety (arthacintd), tecollection
(anusmrti), enumeration of the loved one’s metits (gupakirtana), distress
(#dvega), raving (vilipa), insanity (unmida), fever (vyadhi), stupot ( jadata),
and death (marapa). Cf. Dasarijpa, Haas, p. 132.
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the permanent state cannot be realized, even through the power
of poetry’. The words “delight ”, “sorrow , etc., as it is
to be expected from expressing words, are, indeed, only able
to turn the feeling of delight, etc., to which they refer into an
expressed thing, but they are not able to communicate (avagan)
it [in its fullness], as if they were forms of verbal representation
(vacikabbinaya). For verbal representation does not consist
merely in words, but rather in what effect the words produce;
in the same way gesticular representation (arigikabbinaya) does
not consist merely in the movement of the limbs but in the
effect which this movement produces. In the following
stanzas, the feeling of sorrow is not an object of representation
but simply of verbal expression :

“ Great, deep, wide, and unbounded, the ocean is nevet-
theless drunk by underwater fires: in the same way, sotrrow
is drunk by anger®”

Again :

“ He is paralysed by sorrow, motionless in this state, so that
he is begged imploringly to move by his companions, who,
filled with the fear that teats their hearts, increase their
lamentations >3,

Examples may be multiplied. But the following stanza :
“This multitude of droplets, fine rain of tears falling

1) The meaning appeats to be that the permanent state can be ascer-
tained only indirectly, through an inferential process. The determinants,
etc., on the other hand, are realized, ascertained, directly.That is why
the word “ permanent state > (s2h@yibbava) is not mentioned in the satra.

2) Unidentified stanza.

3) Unidentified stanza. In both stanzas the word ““ sotrow ’
Thus, in them sotrow is in the state of verbal expression,

[ 30 ]

b

occufts.



THE AESTHETIC EXPERIENCE, ETC.

while she painted, produces on my body the effect of a

petspitation 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 (s#kha)
proper to Udayana', Representation (abbinayana), indeed, is
nothing but a powet of communication (avagamanasakti)y—this
power differing from the one of verbal expression. Precisely
for such teasons, Bharata did not mention at all the word
“ permanent mental state ” in the siitra, not even in a different
grammatical case’. Thus the Erotic Rasa is simply the pet-
manent mental state of delight imitated; so that [what Bharata
said, namely] that Rasas are made up of the permanent feelings
and are born of them is quite appropriate tof. It is found
furthermore, that even mistaken cognition is, sometimes, not
without causal efficiency (arzbakriya).

1) Harsa, Rasnavali, 11, 11.

2) Le., its literal meaning.

3) The word “ delight” does not occur in this stanza.

4) The chief character of the Ratnavali,

5) In the genitive, cf. supra, p. 25.

6) According to Bharata, the erotic and the pathetic Rasas are born
(%prabhava) of the sentiments of delight and sorrow respectively; while,
instead, the other Rasas are made up of them (%itmaka). Cf. AG, p. 312.

7) To cotroborate this statement, Hemacandra quotes here a famous
stanza of Dharmakirti, P1/, II, 57 : * 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 mis-
taken cognition. This stanza is also quoted by Mahimabhatta, Vyaktiviveka,
p- 78. Casual efficiency, the capacity to produce effects (arthakriya, artha-
kriyakaritva) is the basic criterion of every form of right cognition, and,
therefore, of the real existence of a thing. When, for example, a man
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Futthermore, here there is none of the following percep-
tions :—‘“ The actot is really happy ”, “ Rama is really that
man ”, “Thai man is not happy ”, “Is this Rima ot not ?”,
“This is similat to Rdma”,—but rather the perception:
“'This is that Rima who was happy'”. Sankuka himself said :
“(Here) there is neither doubt, nor truth, nor error ; the
notion which appears is, ““ This is that”, not.  This is really
that ”.  What sort of an argument could disprove an ex-
perience evident in and by itself—an experience wherein, being
it devoid of any contradictory idea, one cannot distinguish
any etror ?”

sees a mirage and, on going neat it, does not find the watet which he ex-
pected to find (and cannot, therefore, drink, wash himseif, etc.), his percep-
tion is a mistaken one; the water which he has seen is not capable of appea-
sing his desires, of catrying out the functions propes to real water. In
some cases, however, even the mistaken perception is endowed with causal
efficiency. In the present case, for instance, it allows the observing subject
to find a jewel which is real ; in other terms, it does not delude the expecta-
tions of the perceiving subjects. Even a mistake, obsetves Dharmakirti,
if it does not delude the perceiving subject, is a source of right knowledge.
Now, if even a mistaken cognition, observes Sankuka, can be gifted with
causal efficiency, then it is all the more reason for a reproduced cognition,
i.e., the aesthetic cognition, to be gifted with it. The spectators do not,
in fact, remain deluded by this, but find in the spectacle the fulfilment
of their desires.

1) Here Mammata quotes and clarifies at the same time AG. ‘‘The per-
ception we have ”, he says, * takes the form : * This is Rama ”’. Like the
experience one has when observing a hotse in a picture, the afore-mentioned
petception is neither valid perception, nor etror, not doubt, nor similitude,
These, indeed, take respectively the forms : “This is really Rima”, *“ Rima
is really this ”, ““ This is Rama ” (being, vitiated, in a second time, by the
perception : “ This is not Rima ), “Is this Rima or not ”,  This is
similar to Rima”
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Abbinavagupta, following his master Bhatta Tota, criticises the
theory of reproduction, supported by Sarikuka.

4. 'This thesis too, my masters say", is without intrinsic value
and is incapable of resisting a close criticism.  Specifically,
from what point of view, may we ask, was Sankuka saying that
Rasa has the nature of a reproduction ? 1. From the point
of view of the spectators’ perception, 2. or that of actot,
3. ot that of the critics (»yakhyarr) who analyse the real nature
(vastuvrtta) (of dramatic presentation)—for it has been said that
“it is in fact, the critics who analyse in this way*—4. or,
finally, following the opinion of Bharata himself ?

1) The expression ““my masters ”’, observes Hc., alludes to Bhatta
Tota (or Tauta), who was the direct master of A.G. and, therefore, lived in
Kashmir during the second half of the 10th century.. Bhatta Tota wrote
a work of poetry, the Kdyyakantuka, on which A.G. wrote a commentary
(vivaraga) which has not yet been found. The confutation of Sankuka,
given in the following pages, goes back, therefore, to Bhatta Tota.

2) This quotation is taken from the svqvr##i of Dharmakirti to the svar-
thanumanapariccheds of the Pramapavartika (cf. supra, p.5; ed. Gnoli, p.
39) : yaklyatara khaly evam vivecayanti na yyavahartarap | te tu svalambanam
evarthakriydyodyam manyamana dr$yavikalpyav arthav ekikrtya pravariante |
Practical life (zyavabara) is based, according to Dharmakitti, on the identi-
fication of the thing /u se (svalaksapa) with its mental image. The mind
supet-imposes (4r0p) on the thing itself the image that it has 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 image
which has been super-imposed upon it, is a theoretical distinction created
by the ¢ critics * and  philosophers * (vygkbyatr, tattvacintaka). In confuting
this concept, A. G. asserts that it is impossible to explain a thing in the
theotetical moment by an explanation which contradicts one’s awareness
of it in the practical moment. In other words, the spectators, while they are
immersed in the Rasa aroused by the spectacle, 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. /nfra, pp. 40, 41.
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1. The first alternative cannot be upheld. Reproduction,
indeed, can be said to be only something petceived by a means
of cognition!, as, fot example, in the case of a person drinking
some milk (thls action being directly petceived by the specta—
tots), and saying “ Thus did so-and-so drink the wine . In
this case, the action of milk-drinking rcproduces the actlon of
wine-drinking. But here what is it that is perceived in the
actot, which might seem to be a reproduction of some feeling,
as, for instance, delight ? This is the problem. His body, the
headweat that crowns it, his hotripilations, his faltering words,
the raising of his arms, the waving of them, his frowns, his
expressive glances, etc., certainly cannot be regatded by any-
one as the teproduction of delight, which is a feeling. They,
indeed, being insentient®, being petceived by different organs
of sense?, and having different substrata® are thus as unlike
feelings as it is possible to imagine. Consciousness of a re-
production presupposes, furthermore, petception both of the
original and of the copy; but none of the spectators has ever
in his life perceived the delight of the hero, say, Rima. So the
possibility that the actot is reproducing Rama is excluded.

“ But (someone might say) what is called erotic Rasa, the
reproduction of delight, is simply the feeling of the actor, which,
as petceived by the spectators, appears to them in this vety

1) The explanation‘is given a few lines below.

2) I e. they are not of a mental or_spiritual nature.

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

4) The body, etc. The mental states are based on the mind. M. C,,
p- 09, comments : fatha hi natavapuradinim jadatvam caksurgrahyatvam, rater
ajadatvany  manograbyatvam ca | pratisirsakadinam. vapur adbikarapam, rates
tu mano dhikarapam iti |
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form . To this opinion, however, we object : Of what, when
perceived, does this feeling appear to consist ? 'This is the
problem. It may be urged that the actor’s feeling appears to
the spectators to consist of just those characteristic signs
(causes, such as women, etc., effects, such as expressive glances,
etc., concomitant elements, such as contentment, etc,) which
serve to render perceptible an ordinary feeling, But lo (we
teply), if this were the case, the feeling of the actor would be
petceived simply in the form of delight!, so that for your idea
of a reproduction of delight there would be no more place,
“But (you can pethaps urge) the determinants, etc., ate real
in the reproduced characters and here, in the actors, unreal ”,
True. But, even if these determinants, etc., ate not the real
causes, effects, and concomitant elements of the feeling of the
actor, even if, that is to say, they are fashioned solely by the
powet of the poem, the skill of the actot, etc.,, and ate thus
artificial, are they so petceived by the specators or are they
petceived as real P And, if they are Perceived as artificial,
how would it be possible, through them, to perceive the fecling
of delight ? If you say that for this very reason what is per-
ceived is not delight but the reproduction of ‘delight, this
answer, we reply, could only be made by a man of dull wits?

1) Le., there would be a perception of ordinary nature, not aesthetlc
cognition,

2) Bhatta ‘Tota’s reply (set out in the following lines) may be summa-
rized : Assuming that the Detetminants, etc., ate perceived as unteal
ot artificial (krtrima), they cannot legitimize the inference of either Delight
or an imitation of Delight. From a mistaken or apparent logical reason
(e. g 2 cone-shaped cloud mistaken for a pillat of smoke; the cone-shaped
cloud does not stand in any cause-effect relation to fire, and is thus a mis-
taken logical reason) we cannot infer fire (in this case, mistaken cognition
would occur) nor, still less, anything imitating fite (e. g, as A.G. says, 3
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For a thing different from the usual one can be inferred from
more apparently similar effects, only if the effect, from which
it is inferred is really detived from a different cause and is re-
cognized as such by a person of experience. An inexpetienced
petson can infer from them the usual cause only. From some
patticular scorpions, for instance, it is legitimate to infer that
their cause is cow dung ; and the inference, from them, of
another scorpion, as their cause, would be nothing but a false
cognition. But, when the cognition of the logical reason—
e.g., smoke—is erroneous, the inference based on this apparent
logical reason will itself be invalid. The inference from mist
(whether it be supposed by the observer to be smoke, or whether
the latter is aware of its being only a reproduction of the true
logical reason) of something which is a reproduction of fire,
is, no doubt, unsound. Indeed, 2 veil of mist—something
which reproduces smoke and is recognized as a reproduction—
does not legitimate the inference of a heap of red roses, namely
something that reproduces fire.

heap of red roses). A person of experience can undoubtedly infer from two
things, which to the laymen are apparently the same, the respective causes
of each of them (example : the scorpions. According to tradition there
are two kinds of scorpions, one kind being born from other scotpions and
the other kind from dung) ; but in the present case the logical reason is
nevertheless mistaken or apparent (the determinants, etc., are perceived as
kririma) and as such an effect is neither of delight nor of an imitation of
delight. ‘Thus, for a petson of expetience the inference of something
which imitates delight is impossible. ‘The inference of delight made by an
inexperienced person is a form of mistaken cognition. Hc. explains :
ayam bhavah prasiddhid ratilaksanit kiranad ratyanwkaranam nima kirapanta-
ram tatprabhavis ced anubhivalh synh | tathaiva ca vifesavidi yadi jAdyeran tada
ratyanukarapalaksanasya vastvantarasyinsmanam Samafijasam Syt \ na caivam,
tat katham iva ratyanukarapapratitih | avifesavidi ca tathivighanubbavadarsane

-t

ratir evanumiyate tac ca mithydjianam eveti |
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“ Even if the actot (it may be urged) is not himself enraged,
still he seems so . True enough, we answer, he is like some-
one who is enraged. But this resemblance is due to a con-
traction of the eyebrows, 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 and so on, without that,
by this, any reproduction be involved. Again, the spectators
ate not conscious of this resemblance; the perception of the
spectators, while they perceive the actor—it is said—is not
without the mental state which he appeats to have!. There-
fore, the thesis according to which what appears is a reproduction
is a vain discourse only®.

Further, to say that the audience has the petception :
“That is Rama”, is not cotrect. For if this perception,
devoid of every doubt duting the play is not stultified later
by some subsequent cognition which invalidates it (bddbaka),
why is it not a true cognition® ? And, if it is stultified, why
is it not a false cognition ? In fact, however, even if no invali-
dating cognition does appeat, it will be always a form of false
cognitiont, Thus, Sankuka’s contention, namely, that this is
‘““an experience wherein, being it devoid of any contradictory

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

2) M. C,, p. 71 teplaces “iti rikta vacoyuktih™ by *iti svavacanaviro-
dbah.”

3) M.C, p. 71 simplifies : yic coktam ramo ’yam ity asti pratitih,
tatrapi yadi na badbakodayah tat Ratham na sampyagjiianam, badhakodayas cet
katham na mithya. ||

4) According to Sankuka the aesthetic experience consists of an
imitation ; therefore, he maintains implicitly that it is unreal,
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idea, one cannot distinguish any etror ”, is untrue!, Further-
mote this same perception, namely “ This is Rima ” is had in
other actors also and hence of Rima we have only his universal
aspect’, Nor can his other assertion, ““The determinants can
be recognised through the power of poetry ”, be successfully
explained. Indeed, the actor does not have the perception, “ Sit
is the woman I love ", as if, that is to say, Sita were a part of his
own real lifer, If it is replied that this is the meaning of the
word realization, i.e., that this is how the determinants are made
perceptible to the spectators, then we answer that there ought
mote reasonably to be, instead, a tealization of the permanent
state. Indeed, the perception of the spectators is concerned, in a
primary sense, principally with this and is presented in the form :
“That man (is) in this (feeling) . The pompous analysis of the
nature of representation made by Sankuka by the expression,
“ Word. . .verbal representation ”, etc.,—where he emphasizes
the diversity [both of verbal representation and of the simple
verbal expression}—will be discussed later at the appropriate
time and placet. Therefore, it is wrong to say that from the
point of view of the spectators, Rasa is a reproduction of the
permanent mental state.

2. Nor again does the actor have this notion, “I am fe-
producing Rama or his feeling”. For a reproduction, that

1) Cf. supra, p. 32,

2) See Sankaran, op, cit,, p. 101 : * and hence the conception of
Rima is only in his universal aspect of a great hero ”,

3) The actor does not identify or unite the determinants taken from
the poem with the things which are ““ causes” in his own feal life. In
other words, he does not have the perception that they form patt of his
real life,

4) Ch.IX of the N. 5., in which A.G. discussed it, has unfortunately
not yet come to light. Cf. also N. §, chp. XIV,
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is, a production of actions similar (sadysakarapam) to those of
someone whose naturc we have ncver perceived’, is not
possible. And if you say that the meaning of the term re-
production is aftet-production (pascatkaranam), such teproduc-
tion, we reply, would extend to ordinary life also®. It may be
said, perhaps, that the actor does not treproduce a particulat
being (niyats), and that he has only this notion, “I am tepro-
ducing the sorrow of some noble person (uttamaprakrt). But
then, we teply, by what is this reproduction performed ? This
is the problem. Certainly not by sorrow, since this is absent
in the actot. It is undoubtedly not done by tears, etc., for
these, as has already been said, are of a nature other than that
of sorrow®. Well, it may be replied, then let us say that, in
the actort, the following perception occurs : “I am reproducing
the consequents of the sorrow of a noble petson . But in this
case again, we observe, which noble person ? If you say “ any
noble petson, no matter which ”, then we reply that no petson
can be brought into the mind without a definite idea (viSistatam
ving)*. If, on other hand, you say that the actor is reproducing
aperson who should have wept in the manner he does, then
his personality (s¢dtmd) also intervenes, so that the relation of
reproduced-reproducing no longer exists.* Besides, the actor

1) It has not been perceived before. Every imitation presupposes a
previous perception.
2) In other words, if imitation is felt in this way, there is an imitation

every time someone does something which has already been done by some-
one else.

3) Cf. supra, p. 34.

4) Cf. infra, App. I, p. 95.

5) M.C., p. 71 paraphtases : ya erum rodititi cet, turbi svilmanam api
#nafo ’I//(’KT.'II‘O/i()‘ ayatam tasyapi rodanasadbhirad iti galito *nukaryinunkartybharap ||
“If, they say, there is the notion ¢ he who weeps thus ’, then, we reply, we
must assume that the actor is reproducing himsclf as well (for the actor
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has no consciousness of catrying out a reproduction. The actot’s
petformance, indeed, takes place only through three causes : his
skill in art, his memory of his own determinants, and the consent
of his heatt, atoused by the state of generality of the feelings;
and in virtue of this, he displays the corresponding consequents
and reads the poem with suitable accompanying intonations
(kdk#) of voice. Accordingly, he is conscious of this only and
not of reproducing someone. Indeed, reproduction of the deeds
of Rama is different from reproduction of the attire of the beloved
being'. But all this we explained before in the first chapter®,

3. Not can it be said that there is 2 reproduction from the
point of view of the nature of things (vastuvrtta); for it is im-
possible that a thing of which one is not conscious, has a real
nature® . We shall explain further in what the nature of things
consistst.

4. Nor did Bhatata ever say in any passage : “ Rasa is the
reproduction of a permanent mental state . Such an asset-
tion was never made by him even indirectly by means of an
indication. On the contrary, the vatious sub-divisions of wo-
men’s dance (/isya), the vatious musical tempi (z4/s) and the

himself would have to be really grieving). Thus the reproduced-reproduc-
ing relation would no longer hold .

1) Cf. A. Bh., p.37 A personin love, according to the Indian thetors,
is sometimes impelled to imitate or repeat every gesture and attitude, etc.,
of his beloved. The aesthetic act has nothing to do with this imitation.
Hc., p. 424 : vagvesacestitaih priyasyanukrtir lila.

2) A.Bb., ch. 1, p. 37.

3) Le., from the point of view of the analysing mind. Cf I P. V.,
II, p. 179 : samredanatiraskaripi ka khaln ynktir nama anupapattis ca bhisa-
manasya kanya bhavisyati.

4) In the statement of his own thesis.
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dbravé songs desctibed 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 junctures (samdbyasiga)®.
The expression met with in Bharata everty now and again,
“Drama is an imitation (of all the forms of existence in) the
seven islands ”, etc., can have also other explanations®. And,
if even that was a reproduction, then what would be the diffe-
rence between it and the reproduction of the attire, the walk,
etc., of the beloved onet ?

Other theories

5. Sotne people say : “'The pigments—otpiment, etc.—
undoubtedly compose (samynj) a cow®”. Now if the word
“ compose * is undetstood in the sense of “ manifest (ab/;zqu/)”
these people are also in etror. For we cannot say that minium,
etc., manifest a teal (pdramarthika)icow like the one which
might'be manifested by a lamp, etc. All they do is to produce

1) They do not imitate anything in ordinaty life.

2) N. S, XIX. Dafarfjpa, Haas, 11 : “ The Junctutes ate the sttuc-
tural divisions of the drama, which correspond to the elements of the plot
and the stages in the hero’s realization of his purpose”. The Junctures
are divided into sixty-four sub-divisions (asigs). Cf. Ind. Th., p. 140, etc.

3) N. 8, 1, v. 120 : saptagvipanukarapam #ityam etad bhavigyati | In
other words, drama can be an * imitation > of all the forms of existence
in the wotld (the expression ““ the seven islands ”, refers to the world with
its oceans, continents, etc.,; cf. A.Bh., I, p. 42 : saptadvipabhavinukarana-
ripe natye. . .). ‘The term ‘imitation’ must be interpreted as a * re-telling »
(anukirtana) and therefore as a *‘ re-perception ” (anuvyavasiya).

4) Text and translation both doubtful.

5) ‘A cow painted by a painter is considered concretely as a composition
of different colours mixed together and applied to a given surface.
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(nirvre) a patticular aggtegate (samiha) 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 patticular atrange-
ment (samnivesa) similat to the atrangement of the limbs of a
cow.. In the case of the aggtregate of the 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 reproduction of mental states.

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

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

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

3) The decterminants, etc., arc external (i.e., they are not psychic
states). ‘The clements in question are the determinants, the consequents,
and the trinsitory states ; the latter are also ‘regarded as external in the
present passage.

4) According to the Simkhya, extcrnal (;bjccts arc a modification of
prakrti, which is made up of pleasure, pain and stupor. The external
objects are, thus, also themsclves made up of pleasure, pain, etc. This
conception is empathically confuted by Dharmakirti, P. V2, II, 268 fF,
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made up of pleasure and pain, are internal. The supportets
of this thesis maintain that expressions such as, *We shall
bring to the state of Rasa the petmanent mental states,” etc.,
must be understood metaphorically, i.e., they are themselves
awate that they are in flagrant contradiction with Bharata’s
text. ‘Thus the student is presetved from falling into ertor
by the fact that the mere statement of this thesis displays
gartulously ex ore suo its unsoundness'. What use is thete in
teplying to such people ? Let us rather state the essential
points of the othet hypothesis, etc., arising out of this difficult
problem, i.e., what is the nature of aesthetic petrception.

The view of Bhatta Nayaka

6. Again, Bhatta Niyaka says :—Rasa is neither perceived
(prati), not produced (#tpad), not manifested (abbivyaj). For if
it were perceived by the spectator as really present in himself,
in the pathetic Rasa he would necessarily experience pain?,
Again, such a petception does not stand to reason, because
Sita, etc., does not play the role of a determinant [as regards
the spectator]® ; because no memory of his own beloved one
does arise in the spectator’s consciousness (while he looks at
Sita)!; because [the representation of] deities, etc., cannot

1) According to this theory thete is no longer any diffetence between
Rasas and permanent mental states. Its supporters are therefore forced
to give a metaphorical interptetation to all the passages in which Bharata
distinguishes Rasas from permanent mental states.

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

3) The spectators ate not Rima, etc., so thatitis impossible to suppose
that the fortunes of Sitd can play the role of determinant in their case.

4) At the same time, there is no identification of the image of Sita
with that of his own beloved.
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logically atouse (in the spectator) the state of generality
(sadbaramikarana) [ tequired for the aesthetic experience]';
because ocean-crossings, etc., [ate extraordinary undertakings,
and thus] fall short of generality (sddhiranya)®. Not it can
be said that what occuts is simply the memory of Rima, as:
endowed of such-and-such quality?, in so far as the spectatot
has had no such previous expetrience. Moreover, even if it
is supposed that he is perceived through verbal testimony
($abda), inference (anumana), etc., logically there cannot be any
occurrence of Rasa in the audience—just as it is not aroused
by a thing perceived through direct knowledge'. For on the
appearance of a pair of lovers united togethet, the mind of
anyone present rather becomes the prey of conflicting feelings
(shame, disgust, envy, and so on); and we sutely cannot say
that the onlooker in such a scene is in a state of Rasa ! If, on
the other hand, it is supposed that Rasa is perceived as present
ina third party, the spectator should be in a state of indifference.
Therefore, it is not possible to suppose that Rasa can be pet-
ceived—whether this perception be a form of direct experience
or of memory. The same errors may be imputed to the thesis
which maintains that Rasa is produced. If it is supposed that
Rasa first preexists in a potential form ( Szktiripatvena) and
is later manifested, then the determinants must necessarily

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

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

3) Hetoism, etc.

4) In other words, if Rasa could arise from a simple inference, all the
more should it arise from a direct perception,
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illuminate it little by little! Besides, the difficulties already
encountered would recur: is Rasa manifested as really present
in our -own self ot as present in a third party ? Thetefore,
(out thesis is as follows :) Rasa is revealed (bhavyamina) by
a special power assumed by words in poetry and drama, the
powet of revelation (bhavand)—to be distinguished from power
of denotation (abhidhi)—consisting of the action of generalizing
the determinants, etc. This power has the faculty of suppress-
ing the thick layer of mental stupor (moba) occupying our own
consciousness: in poetty it is charactetized by the absence of
defects (dosa) and the presence of qualities (g#sa) and ornaments
(alamkara)? ; in drama by the fout kinds of reptesentation.
.Rasa, revealed by this powet, is then enjoyed (b4#) with a kind

1) This objection tepeats, mmtatis mutandis, the objection of the Bud-
dhists and of the mimamsaka against the concept of sphota, which, according
to the grammarians (vajydkarapa), is a vocality, eternal and without parts,
distinct from the letters and manifested (2747) by these. This eternal vocality
causes the cognition of the meaning. This objection is as follows : is
sphota manifested entirely by the first letter of a word or not ? 4) If
sphota is manifested in its entirety, the letters which come after are unne-
cessary. In othetr words, the first letter would be capable of rendering
petceptible the méaning of the whole world. 5) If sphofa is manifested
gradually, then it could no longer be without parts. This second alter-
native is, therefore, in contradiction to the very natutre of sphota. The same
reasoning is applied by Bhatta Nayaka to Rasa and to the words by which
it is manifested.

This gradual manifestation of the Rasa has also been criticized by
Sankuka, cf. supra, p. 28. '

2) One classical definition of poetty (Hc., p. 33) says : adogan sagu-
vau silagkéran ca Sabdarthan kavyam ||  Poetty is word and content with-
out defects, possessing qualities and also (but not necessarily) ornaments *,

[45]



R. GNOLI

of enjoyment (bhoga), different from direct experience, memoty,
etc. ‘'This enjoyment, by virtue of the different forms of con-
tact between sattva and rgjah and tamah,' is consisting of the

1 a) The light of the self, of the consciousness, does not teveal
itself, in the sdmsarika existence, in immaculate purity, but is conditioned
by the three constituent elements (guza) of mental substance (buddhi), sattva,
light, luminous and pleasant, rajah, mobile, dynamic and painful, zamab,
inert, obstructive and stupid. ‘These three constituent elements are never
ptesent in isolation, but mingled together in unequal proportions. The
state of emetgence of the element sa##va, limpid and mirror-like, coincides
with a manifestation, always more distinct and evident, of the light and
beatitude ptoper to the Self—these indeed reflect themselves in satfva.
LP.V.V., 1, p. 150 : sattvam prakisariipam nirmalanabbabprakhyam sarvato
Jaladapatalena iva varanatmana tamasi samavrtcm dste | tatra ca marutasthani-
yam pravrttisvabbavam rajal kriyatmakatayi kramena tamojalcdam apasirayati
nyagbhavayati || ““Sattva, which is made up of light and is like the immaculate
ethet, is completely enshrouded by zamabh, the principle of obsttuction, as
by a blanket of cloud, Rajah, which is made up of action and is, thetefore,
imbued with activity, serves as a wind, which, little by little, brushes away,
dissipates, the cloud-bank of Zamah . The three constituent elements,
sattra, rajahp and famah are associated with three states of consciousness
called, respectively, expansion (rikdsa), provoked by an absolute pte-
dominance of sattra, fluidity (druti), determined by a contact of sattva
with rajab, and dilatation (ristara) determined by a contact of saffva

with zamab.
The conception of the three gnpas, belonging, in patticulat, to the s7m-

khya and yoga systems, is accepted, without notable modifications, by the
whole of Indian thought.

b) Drnti, vistara, and vikisa are each connected with certain Rasas by
later Indian theorists. Druti is the proper state of consciousness of Srigira,
karnpa and Santa ; vistara of vira, randra and bibbatsa ; vikasa, of hasya, adbbuta
and bhayanaka. Cf. Dh. A.L., comm., p. 206. Rajah predominates in
druti, tamah in vistara and saettra in vikisa. M.C., p. T4 : yadi hi rajaso
gnnasya drutih tamaso vistarah sattvasyitivikasah tadanim bhogah svarfjpam labhate|

“Itis when rajup is in fluidity, Zema) in dilatation, and saftva in full expan-
sion that fruition is realized ”,
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states of fluidity (draf) enlargement (vistara) and expansion
(vikdsa), is characterized by a resting (vifranti) on one’s own
consciousness (samvif), which due to the emergent state of
sattva, is pervaded by beatitude (dnanda) and light (prakasa),

1 a) The exptession sattvodreka is teproduced almost without change
by Mammata, p. 74 : sattvodrekaprakasinandamayasamvidvisrantisatattvena.,
It has been commented upon in several ways. I have followed, in the
translation, the commentary of Vidyacakravattin (K. P., Trivandtum San-
krit Series, LXXXVII) : sattvodrekat yau prakisanandan  tanmayyim som-
vidi samadbivrttiriipdyam ya yoginam visrantir vigalitasakalasrama nistaraigena-
vasthitis tatsadrsena. M. C., p. 74, comments on : saitvodrekena prakasal
Dprakato ya dnandas tanmayi ya samvit tasyam visrantih, sa satattvam paramartho
_ya.fya/m tathi. Referring to Rasa A.G. says in Dh.A.L., p. 183, that it is
rajastamovaicitryanwiddhasativamayanijacitsvabbavanirvrtivisrantilaksanah. ‘The
famous definition of the aesthetic experience given by Vi$vanitha in his
Sahityadarpana, adds nothing to the conception of A.G. and Bhatta Nayaka.
Vi$vanatha says :

sattvodrekid akbhandasvaprakasinandacinmayab |

vedyantarasparsasiinyo brabmasvadasabodarab |

lokottaracamatkarapranal kaiscit pramatrbhib |

svakaravad abbinnatvendyam asvidyate rasab ||
¢ Rasa is tasted by the qualified persons (i.e., gui razionem artis inselligunt).
It is tasted by virtue of the emergence of satfva. It is made up of a full
Intelligence, Beatitude and Self-Luminosity. It is void of contact with any
other knowable thing, twin brother to the tasting of brabman. It is animated
by a camatkara of a non-ordinary natute, Itis tasted asif it wete our very
being, in indivisibility . Cf. the translation of A. K. Coomaraswamy, The
Transformation of Nature in Art, Hatvard, 1934, pp.48ff. Coomaraswamy
translates camatkara with “lighting-flash . According to Visvanitha,
sattva is nothing but the mind or innet sense (wanap) devoid of any contact
with rajap and zama.

%) The terminology used by Bhatta Nayaka and referred to by A.G.
is exactly analogous to that used by Bhoja, in his definition of the sanan-
dasamadhi : yadd tu rajastamolesanmiddbam antabkaragasaltvam bharyate tadi
gunabbavic citisakteh Subbaprakasamayasya sattvasya bhavyamanasyodrekat sanan-
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and is similar to the tasting (dswada) of the suptreme brabman'.

dap samadhir bhavet || (Bhojavyti, 1,17). “ When the matter of concentration
(bhavana is commented on by Bhoja bhdvand bbavyasya visayantaraparibarena
cetasi punah punar niveSanam) is the sattva tinged by the rajab and tamap proper
to the inner sense, then by virtue both of the subordinate state of the self,
and of the emergence of sa/#va, which is made up of bliss and light and is the
matter of concentration, that which is called sdnandasamadhi occurs ”. . ‘This
passage is also quoted by Pandey, I. Aes., p. 189. ’
1) Bhatta Nayaka was perhaps the first to associate aesthetic experi-
ence with mystical experience. ‘The aesthetic state of consciousness is no
longer associated with the limited “I” ; during the aesthetic experience
the subject is completely absorbed in the object contemplated, and the whole
of the reality which surrounds him disappears from his view. The same
thing, mutatis mutandis occuts in mystical experience ; in this sense, aesthetic
expetience is similar (savidha, sabrabmacarin, sabodara) to expetience of the
Absolute or of the brahman. Bhatta Nayaka and A. G. (A. G. also accepts
Bhatta Nayaka’s opinion ; Dh. A.L., p. 190 : parabrabmasvidasabrahmacari-
dvam castay asya rasasvadasya), however, do not fail to emphasize the unmis-
takable characteristics of each. Bhatta Nayaka says (Db A.L. p. 91) :
vagdhennr dugdha etam hi rasam yad balatrspaya |
tena ndsya samab sa 5yad dubyate yogibbir hi yah |
“‘This Rasa (aesthetic pleasure) is poured forth spontaneously by the
word which is like a cow, for love of her childten ; for this teason it is
different from that which is (laboriously) milked by yogins ”’. Cf. also .A4.BA.,
p- 5. On the opinion of A.G., infra. pp. 82-84. Two stanzas which reflect
thesame idea and which are certainly from Bhatta Niyaka, are quoted
by Mahimabhatta (Vyaktiviveka), p. 94 (see the translation in the Introd.
p. XXVI) :
Dpathyad atha dbruvaginit tata sampitrite rase |
tadasvadabharaikagro brsyaty antarmakhah ksapam ||
tato nirvisayagyasya svariipavasthitan nijap |
vyajyate hladanigyando yena trpyanti yoginah ||
The association between these two states also appears in the affinities
of the terms which designate them : risranti, nirvrii, laya, nirvesa, samapatti,

camatkara, etc.,
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In this exposition, the thesis confuted by Bhatta Niyaka are
accepted even by us—simply because we do not accept the
thesis of Bhatta Lollata. 'Thus the errors confuted by Bhatta
Niyaka have been defiinitely put to death.

As fot the rest we do not see what kind of enjoyment dis-
tinguishable from perception, etc., can exist in the world. If,
as you say it is tasting (rasand), we teply that this too is a per-
ception?, and is only called by another name on account of
the particular means (#pdya)* by which it is called into exis-
tence. ‘The same thing happens in the case of direct perception
(darsana), teasoning (anumaina), the revealed word (§rati), analogy
(#pamiti), intuition, (pratibhina), etc., each of which takes a
different name. Besides, if we do not admit that Rasa is
produced or manifested, we shall be forced to conclude that
it is either eternal or non-existent : no thitd possibility exists.
Again, the existence of an unpetceived thing cannot be affitm-
ed. The supporters of Bhatta Niyaka will perhaps reply
that the perception of Rasa is just what they call the power of

1) Cf. Db A.L., p. 187. 'The thesis confuted by Bhatta Niyaka do
not admit the concept of generality; they distinguish between one’s own
perception and somebody else’s. Cf. s#pra, introd., pp. XX fl.

2) See below, App. III, p. 112.

3) The determinants, etc.

4) The tetm pratibha, pratibhana, is used in several senses (cf. Intr.,
pp. XLVIII ff. In the present passage, it has the sense of ““ an inexplicable
intuition as to what may occur in the future, for cxample,_ ‘' Tomottow
my brother will come ””. It also includes the power of understanding all
kinds of sounds without effort, all that may be communicated by any animal
in the world and also the power of having heavenly visions ” (Dasgupta,
H.I Ph., V, 127). 'This patticular form of consciousness is discussed by
Jayanta, Nydyamaiijari (Benates 1936), pp. 97 ff.

12 [ 49 ]



R. GNOLL

bringing about enjoyment (bbogikarana)'—consisting in the
states of fluidity, etc. Very well, then ! But it is impossible
that it should consist solely in these three states. For there
exist just as many forms of petception—whose natute, accord-
ing to you, lies in this very power of bringing about fruition—
consisting of a relish, as there are kinds of Rasa. Besides, the
constituent elements, sa#fva, 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 relish to only three.

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

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

1) If, says A. G., the expression ‘‘enjoyment” is undetrstood in the
sense of perception (so that the power of generating enjoyment becomes
the power of generating the aesthetic perception, the Tasting), it may cer-
tainly be accepted. In this sense, the power of generating enjoyment be-
comes the same as that which followers of the dhvani school call the power of
evocation (dbvananavyapira). Cf. infra, App. III, p. 113.

2 a) The expression kdyyartha is borrowed from Bharata, N. §., VII,
D 342 : kavyarthan bbivayantiti bhavap . [Tflc mental states] are called
bhava because they bring into existence (bhav) the aims of the poem .
Artha, A.G. comments (A.Bb., p. 344), in this expression does not carry
the meaning of sense, something expressed (abhidheya) but means the final

cause, the aim of the poem (arthyante pradbanyencty arthah na tv arthasabdo
*bbidbheyavaci) ; in other words, Rasa.
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and is the matier of cognition by a not ordinary form of cons-
ciousness (parasamvitti), manifested (vyasigya) by the union of
the determinants, etc.,” Bhatta Niyaka appatently considers
Rasa as manifested—so that the theotry of manifestation is
rather maintained than discarded’. By the wotrd * expeti-
ence ’ we inust really understand the object of ite.

But, being it so, what is then the true nature of Rasa ?
That is enough | Well, what shall we do® ?

Four stangas of intermezggo

7) Why repeat truths disclosed already in the thought of
our predecessor and thus behave as no one has behaved
befote ? 'This double, setious and evident error will certainly
be imputed to me by the audience.

Tireless, the mind of man climbs ever higher to gaze on
truth, Behold ! This is just the fruit of the doctrines which
have succeeded each other on the ladder of thought.

In the beginning, the crossing of the tiver of the knowable
is, I know, agitated and supportless: but as we advance

b) Aesthetic experience is associated with the experience of brahman,
with the supreme consciousness, cf. supra p. XXIV.

1) The existence of dhvani is explicitly denied by Bhatta Nayaka (cf.
the passage quoted by Jacobi, ZDMG, 62, p. 296, Pandey, p. 246 ff.). In
some passages, A.G. points out, he seems, nevertheless, to admit its exis-
tence implicitly. Inthis stanza, Bhatta Nayaka uses, for example, the verbyyaj
and therefore admits implicitly the theoty of dhvani, the sense manifested
i.e., not expressed, that words assume in poetry.

2) That is to say, that Rasa is the object of the afore-mentioned
experience.

3) At this point A. G. interrupts his examination of tejected doctrines
with the four following stanzas, which serve as a sort of prelude to the
exposition of his own thesis.
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doggedly along this toad, 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 predecessors. Thus
the doctrines of the sages of antiquity will only be tefined by
us here and not refuted.

The correct view

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

1) See the literal translation of this quotation at p. 50, n. 2 4.
2) Two quotations taken from revelation (fruti).
3) The past tense of the two expressions in question.

4) In other wotds, some scriptural sentences (e. g, those quoted)
awaken in the belicver the need to give the omentum to the fire himself,
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to happen in the case of poetry : there occurs in a qualified
person a perception transcending the words of the poem.
The qualified person is in this case any person whose heart
possesses a spotless power of intuition (pratibhina). In such

etc. In this sense, their literal meaning undergoes a transformation : the
past tense and the third person, etc., used in these sentences ate turned into
the present tense, etc. There arises in the heart of the believer the form
of consciousness (pratipatti),”“1 will give the omentum to the fire ”, etc.
This passing from one sense to another is given the names of propulsion
(bhavana), order and command (vidhi, niyoga). The terms bhavand, vidhi,
and #iyoga ate proper to the liturgical speculations of mimamsa (the term
bhivina used by Bhatta Niyaka was probably taken from the terminology
of the pirvamimamsi). 'The terms vidhi and niyoga, observes J., T.A.,
I, p. 167, are used above all by the followers of Prabhikara ; Kumarila’s dis-
ciples prefer instead the word bhivand. 'The shift of sense involved, of
course, presupposes the adherence of the subject to the sacred writings,
his desire to attain certain ends, etc. ‘This shift of sense is clearly explained
in three flokas quoted by H.C., p. 98 (no doubt taken from a wotk on
poetics existing prior to A.G., perhaps the Hrdayadarpana of Bhatta
Niayaka) : :

arogyam aptavan Simbab stutvd devam abarpatim |

syad arthivagatih piirvam ityadivacane yatha ||

tata$ copittakaladinyakRarenopajayate |

pratipattur manasy evam pratipattir na simsayah ||

yab ko 'pi bhaskaram stauti sa sarvd’py agado bhavet |

tasmad abam api staumi roganirmukiaye ravim ||

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

God?, etc. there occurs at fitst the perception of its literal sense, and then
(and on this there is no matter of doubt) there arises in the mind of the pet-
ceiving subject 2 perception which eliminates the temporal data, etc.,
assumed by the sentence in question. This perception is presented in the
following form : “ Everyone who praises the Sun regains his health ;
so I too will praise the Sun, so as to free myself from disease”. Cf.
LPV.V., L p 24; IP.V, T, p. 2.
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a person hearing the following phrases, “ There Lc (scil., the
deer) is now, gracefully by the bending of his neck...},
“Even Uma, dropping the golden kasrgikira...?, “'The
firmness of Hara. .3, thete appears, immediately after the
perception of their literal sense, a petception of a different order
(an inner [manasi] petception, consisting in a direct experience
(saksatkdrat] which completely eliminates the temporal dis-

1) Kalidasa, Abbijianasakuntald, 1,2 : “ There he (scil. the deer) is now,
gracefully by the bending of his neck casting a glance ever and anon at
the chariot which putrsues him, by [the contraction of] the hinder half
(of his body) repeatedly drawing himself into the fore [part of his] body
through feat of the descent of the atrow; strewing the road with grass half-
chewed which drops from his mouth kept open from exhaustion. See!
by teason of his lofty boundings he goes chiefly in the air, and little on the
ground ”’ (Monier Williams, Sakuntali, Hertford, 1853, p. 9).

2) Kalidasa, Kumarasambhava, 111, 62 : “ Even Umi, dropping the
golden karnikira flowers which glowed among her black tresses, deeply
bowed her head (while the flowers which adorned them fell from her eats)
before Siva ”.

3) Op. cit., ITI, 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
desire towards the face of Uma, towatds her lips, red as the fruit of
the bimba .

4) Like to sensations of pleasute, pain, etc., the aesthetic experience is
an inner or mental perception (manasapratyakya), i.e., it is perceived through
the mind or innet sense. Such a petception is self-knowing (svasamvedana-
siddba). In the A.Bh., p. 291, A. G. observes that the fact of tasting
(dsvadana ; aesthetic perception being conceived as a particular form of
tasting) is of a mental order : it differs from the fact of eating, whichisa
purely material act (rasanayyaparad bhojanid adhiko yo manaso yyapirab sa
evasvidanam). The mind of him who tastes must be ekdgra, absotbed in the
object of the tasting to the exclusion of all else. On the contraty, he
who eats may be also amyacitfa: he can also think of other things, etc.
Aesthetic tasting is of a non-ordinary nature (alankika), sui generig,
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tinction, etc., assumed by these sentences. Besides, the young
deer, etc., which appears in this perception is devoid of its
patticularity (vifesa), and at the same time, the actot, who
[playing the role of the deet], frightens [the spectators] (¢7d-
saka. . showing to be afraid, is unteal (apdramarthika). As a
tesult, what there appeats is simply and solely fear—fear in
itself, uncircumsctibed by time, space, etc.! 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 necessarily affected by the appearance of fresh
mental movements (of shunning, etc.)?, consisting of plea-
sute, pain, etc, and just for this reason are full of obstacles
(vighna). 'The sensation of the fear above mentioned, on

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 othet sensory percep-
tions, etc. 'The subject is immetsed in a camatkara set apart from any
distinction of “ self”” or * others . Aesthetic tasting is a ‘ generalised ’
perception and free, thetefore, of obstacles (in the A.BA., I, p. 291 the
exptession dsvadayanti manasi N.S., VI, v. 36, is commented upon in the
following mannet : 7 samantat sadharanibbavena nirvighnapratipattivasin
manasa  indriyantaravighnasambhavanisiinyena  svadayanti  svaparavivekasinya-

svadacamatkiraparavasa. . ).

1) In other wotds, the spectator (and hence the state of consciousness
by which he is pervaded) is not in the real time and space either of the deer
or of the actor as such. In the aesthetic experience, these two temporal and
spatial orders cancel each other out. On the one hand, thetefore, the deer,
etc, is without any temporal or spatial determination (viz. it is not felt as
an element of ordinary life but is perceived in a generalized form); si-
milarly, the actor, and hence the impression of fear which he suggests, is
not perceived as a constituent element of practical life. 'The state of cons-
ciousness which does occut is, therefore, unaffected by space and time;
it is a generalized permanent mental state, a Rasa.

2) ““ Shunning, etc ”, i.e., shunning, accepting and disregarding.
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the contrary, is the matter of cognition by a perception devoid
of obstacles (#/rvighna), and may be said to enter directly (nivis)
into our heatts, to dance (viparivrt)! before our eyes : this
is the terrible Rasa. In such a fear, one’s own self is neithet
completely immersed (#raskr) nor in a state of particular
emergence (#//ikh), and the same thing happens with the other
selves. As a result of this, the state of generality involved
is not limited (parimita), but extended (vitata)—as happens at
the moment in which is formed the idea of the invariable con-
comitance (vydpti) between smoke and fire or, in fact, between
trembling and fear’. Therefore, this idea to be confronted

1) Viparivrt—means to move, to revolve, etc. The use of the word
is ancient. ItistobefoundinBhartrhari(I, 125, £7&4, p. 125(ed. of Lahote) :
buddhau viparivartate. In the same sense (that is, with buddbas) it is used by
Dharmakirti and Kumirila also. A.G. comments on the word viparivarta-
manasya in the following way (I.P.V., 11, p. 140) : vicitratvena visvasya bheda-
bheditmana parivartamanasya spandanena sphurato . . .

2) In the first case there would be no aesthetic cognition, but mystical
cognition, characterized by the total absence of discutsive thought and
distinct apprehensions (vikalpa). In the second case, ordinary discursive
cognition would occur. In both these cases, then, the #bbayadesakalatyagah
required by the aesthetic experience would be absent. Cf. the Natyadarpana
by Rimacandraand Gunacandra, Baroda, 1929, p.161. For the antithesis
between dtman and para cf. PTV, pp. 71-12 2 atra-hi madhyamapide Gtmaiva
samSrante naparah . .. atmana eva Sravapam $yat na parasya. ..

3) The best explanation of this passage is to be found in LP.V.,
II, 4, 12 : 7ha tu darsane yyaptigrabandvasthayam yavantas taddesasapmbhayyama-
nasadbhavah pramataras tavatam eko’san dbiimabhisa$ ca vahnyibhasas ca bah-
Jyanaye iva, tavati tesam paramesvarepaikyam nirmitam|K. Ch. Pandey, Bhaskari,
vol. IT, p. 178. translates : ‘ But, according to this system, at the time
of forming the idea of invariable concomitance, the images of smoke and
fire are common to all 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 wotld. For, in relation to these images,
the Lozd [i.e., 1$vara, the unlimited Ego, etc.] has made the subjects one
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with a real experience! is noutished by the combination of

A.G. obsetves that the pleasure given by a spectacle increases when there
are a large number of spectators. In other words, when each spectatot is
conscious that the spectacle is being seen at the same time by a number of
other people. T. A, X, v. 85 f. :
tathd hy ekagrasakalasamajikajanekgitam |
nritam gitam sudbasarasagaratvena manyate ||
tata evocyate mallanatapreksopadesane |
sarvapramatrtaditmyam pirparipinubbivakanm ||
. tavammétrarthasamvittitustah pratyekaso yadi |
kab sambhilya gunas tesim pramatraikyam bhavec ca kin ||
Jadi tu tattadvedyatvadharmasamdarbbagarbhitam |
tadvastu Suskad pragrijpad anyad yuktam idam tadi ||
“ The spectators who watch, absorbed, a petformance of dancing, of
singing, etc., feel that it is a real sea of nectar (J. comments : ‘“ anyone,
in fact, can obsetve that spectacles seen by many people at the same time
generate a greater pleasure than those which are seen by a single individual).
1t is for this reason that those who teach the true natute of performances of
wrestling and acting, say that, in these, a real state of identity of all knowing
subjects takes place ; this state generates a perception of a full and perfect
beatitude (J. comments : pdrnarspeti iyad eva hi piirpam rijpam yad vigalitave-
dyantarataya tatraivinanyakanksatvena paramarSanam nama). If the mere
consciousness of what they see on the stage (without, that is, the realization
that the petformance is seen by other people) were sufficient to satisfy the
spectators taken cne by one, how then can the different state of . conscious-
ness, 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 seen at the same
time by all others also, one can say with reason that it appears in a different
form from the arid aspect it had before (this spectacle, then, observes J.,
takes on another nature which generates a very high cematkira) . See on
all that the Introd., pp. XXXVII ff. In A.G. the exptession vitatayyapti,
etc., accuts elsewhete also, and not always in a technical sense (seef.i.,
Dh.A.L., p. 378 ; Bh. G.A.S., pp. 110, 136).
1) The aesthetic perception, which is not dependent on the concepts
of reality and unreality, cannot be spoken of as a real expetience (that is,
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actors, etc. In this combination, indeed—in that the real
limiting causes (niyamahets), (time, space, the particularized
cognizing subject, etc.) on one side, and those afforded by
‘the poem on the other, neutralize each other and then comple-
tely disappear—the afore-mentioned state of generality is
readily nourished; so that by vittue of the very uniformity
(ekaghanatar) of the spectatot’s petception, it being so noutrished,
readily noutishes the Rasa in all of them: and this occuts,
because the latent impressions of their minds concord with each
other, the minds being vatried by beginningless latent im-
ptessions.?

the direct experience, perception of something teal, pratyaksd, saksitkara)
but, A.G. says, it is *like  a real experience (saksatkardyamana=saksatkara-
kalpa, pratyaksakalpa). See A.Bh, 1, p. 43 : the drama is pratyaksakalpanu-
vyavasiyavisayo lokaprasiddbasatyasatyadivilaksapatvat. In other terms, the
aesthetic experience is a direct perception sui generis, free of every telation
with practical reality, etc.

1) The word ekaghanati derives from ghana. *° Ghana, from ghan, to
strike, hinder, etc., has a primaty sense of  dense mass”, implying a
condensation of multiple factors without extension in space” (A. K.
Coomataswamy, The Transformation of Nature in Art, Harvard 1934 p. 209).
Hence ekqghana comes to mean * dense”, °compact’,  uniform”,
etc., in the sense of a state of consciousness which does not allow the intet-
ference of * obstacles > (vighna).

2) A.G. replies with this argument to the objection of Bhatta Nayaka,
according to whom the spectator can identify himself only with a person
similar to himself but not with a being of a non-ordinary nature, as Rama,
deity, etc. 'The identification and therefore the state of genetality required
for the aesthetic experience postulates an affinity of nature (latent impre-
ssions, tendencies, instincts, etc.) between the spectator and the person

‘represented. A.G. replies to this objection saying that no being (animal
or deity) exists with which man has no affinity of natute. The samsira is
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This (form of) consciousness without obstacles is called
camatkdra'; the physical effects of it, that is to say, trembling,
hottipilation, joyful motions of limbs (wlinkasana®), etc.,
ate also camatkdara®. For cxample :  Vignu is still today
in a state of cumatkdira : how, oh how is it that the limbs
of Laksmi, which are as beautiful as a picce of the moon,
have not been taken to picces by mount Mandara* ?** Indeed,
camatkara may be likewise defined as an immetsion in an en-
joyment (bhogavesa)) which can never satiate and is thus
uninterrupted (#7ptivyatirekendcchinnah). The word camatkira,
indeed, properly means the action being done by a tasting
subject (camatah karapam), in other wotds, by the enjoying

beginningless and evety man, before being that which he actually is, has
been all the other beings as well. The consciousness of the spectator thus
possesses (in other words, is varied by. . .) the latent impressions of all the
possible beings and he is therefore susceptible of identifying himself with
each of them. The same concept is expounded in the Dh.A.L., p. 187 ;
see below, App. III, p. 112,

1) See the Intr., pp. XLV-XLVI.

2) The tetm #llukasana is explained by A. G. (A. Bb., 1, p. 330) gatrasyor-
dbvam sabladam dhinanam.

3) A.Bh., III, ch. XXII, p. 152 : iba cittavyttir eva samvedanabbiiman
samkrantd deham api vyapnoti || ““ The mental movements, which are pheno-
mena of consciousness, are also transmitted to the body and pervade it

4) Unidentified stanza. This is an allusion to the churning of the
ocean. ‘The gods and demons took Mount Mandara for a churning stick
and vatious precious objects were churned from the deep, amongst which
the moon and Sti (Laksmi), the goddess of beauty. The aesthetic expe-
tience of camatkira reappeats in the consciousness every time the determi-
nants, etc. (the poetic expression), by which it is arou§ed, are evoked. Cf.
A.Bb., 1, p. 37 (App. II). 'The example offeted by A.G. (of Visnu who is
still under the influence of a camatkira) exemplifies this very character of
acsthetic pleasure.
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subject, he who is immersed in the vibration (spanda)t of a
marvellous enjoyment (adbbutabboga)®. It may be thought of
either as a form of mental cognition (wanasidhyavasiya) consis-
ting of a direct expetience’, or of imagination (samkalpa)
or of remembrance, which nevertheless, is manifested in a
different manner to its ordinaty nature. For as Kilidasa
said : “ Often a man, though happy, becomes uneasy of mind
on seeing beautiful objects and hearing sweet musics. Sutely,
he remembers in his soul, though vaguely, associations of
former births deeply implanted in him”. In any case, how-
ever, it is a form of perception—a perception in which what

1) Spandi means movement, vibration, enetgy, etc. According to the
$aiva schools of Kashmir, consciousness is vibration, the ceaseless force from
which springs all that exists. The modes of discursive thought are the
fruits of the solidification of this first, incandescent principle. This force
manifests itself in the instinctive motions of consciousness (fear, joy, etc.).
It is the energy that consents to go from word to word, from thought to
thought. It is the first moment of will (i¢cchd), the initial motion of the
spirit, which is presupposed by any form of consciousness. The terms
“heart’ (brdaya), thought (vimaria), bliss (ananda), vibration, (sphuratta,,
ghrini), etc., exptess the same concept. On consciousness as movement,
etc., see, above all, the Spandakiriki by Kallata, passim ; Somananda,
Sivadrsti, p.- 11; LP.V.V,, 1,5, v. 14. In the present case, spania is the
movement, the inner thythm of the aesthetic experience. The aesthetic
experience is an inner perception like pleasure, pain, etc., and, in this
sense, is not of a discursive order (vikalpaka).

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

4) Kalidasa, Sakuntald, V, 96. ‘This stanza is quoted by A.G., also
in LP.V.V., III, p. 252. ‘The disquiet, to which Kaliddsa alludes, is,
observes A.G., an unobjectified desite ; it corresponds to what is, metaphy-
sically, the desite which induces consciousness to deny its ariginal fullness
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appears (is just a feeling, for instance) delight, consisting of a
tasting!. For this reason, i.e., because it is not conditioned
by further specifications?, this perception is apt to become the
object of a relish, and, as such, it is neither a form of ordinary
cognition, nor is it erroneous, not ineffable, nor like ordinary
perception?, not does it consist of a super-impositiont. To

and to ctumble in time and space, i.e., the dpavamala. LP.V.V., 111, 252 :
camatkarita hi bbufijanarfipatd svaimavisrantilaksand sarvatra iccha | kvacit tn
svdtmavisrantir bhavintaram anigiiritavisesam apeksya utthipyate yatra si icchd
rdga ity ugyate, aghritavisesatayam tn kama iti | adigrabanad abbilasamalo yatra
bhavantaram simanyakiram api vasandvasesamatrendste yathaha  bhavasthirani
janandntarasaubydini® iti : * The fact of being in a state of camatkara, of
being on the point of enjoying something (characterized by a rest in one’s
own Self) is, without any exception, a form of will [the will is the first
moment of Consciousness, before it ctystallizes in the forms of the discutsive
cognition]. Sometimes such a rest in one’s own self appears in connexion
with an object in general, without any further determinations ; in this case,
the will is called €attachment’. 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
apavamala, etc.; cf. supra) ;itis obtained when the objectiveness considered
is not only idenfinite, but in a state of latent impression (that is, when it is
not yet developed and appeats in a state of potentiality ; the dnavamala is
therefore an unobjectified desire, akarmakam abhilisamatram. T.S.,p.75 :
‘ The maculation is an eager agitation consisting in the presumption of
one’s own non-fullness, a mere desire without an object, a predisposition
to the future limitations ]. Forexample : *. .. theassociations of former
births deeply implanted in him *.

1) In other words, a petception chatacterized by the presence of a
generalized feeling (delight, anger, etc.)

2) By no-temporal, spatial, individual, etc., specification. In other
wotrds, by ‘no obstacle.

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

4) ““ As when wrong knowledge follows after the right one is vitiated”,
See below, App. I, p. 93.
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conclude we may say equally well that it consists of a state of
intensification'—using this term to indicate that it is not limited
by space, etc.; that it is a reproduction—using this word to
mean that it is a production which repeats the feelings®; and
that it is a2 combination of different elements—this conception
being interpreted in the light of the doctrine of the vijinavadin®.
From whichever point of view it is examined, Rasa is, in any
case, simply and solely a mental state which is the matter of
cognition on the part of a perception without obstacles and
consisting in a relish.

The obstacles to the realization of Rasa

9. In this connection, the elements which eliminate the
obstacles are the determinants, etc. Also in the ordinaty world,
indeed, the different wotds camatkdra, immersion (nirvesa), telish
(rasana), tasting (dsvidana), enjoyment (bhoga), accomplishment
(samapatti), lysis (Jaya), rest (vifranti), etc., mean nothing but
a [form of] consciousness completely free from any obstacles
whatever. Now, the obstacles to the petception in question
are-4) the unsuitability, that is to say, the lack of verisimilitude;
b) the immetsion in temporal and spatial determinations
perceived as exclusively one’s own or exclusively those of ano-
ther; ¢) the fact of being at the mercy of our own sensations of

1) Lollata’s doctrine.

2) Tentatively, I have so rendered the linguistic explanation of anukdra
by bhavanugamitaya karapat. Lit., “to mean that it is an operation tem-
porally following the feelings .

3) See above, p. 41. Well, says A.G. hete, this theory is also true if it
is interpreted in the light of the vij#anavada, the idealistic Buddhism, accord-
ing to which everything that exists is pure consciousness or petrception,
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pleasure, etc.; d) the defective state of the means of petcep-
tion; ¢) the lack of evidence; f) the lack of some predominant
factor; g) and the presence of doubt.

@) Indeed, if one considers the things presented as lacking
in verisimilitude, he cannot obviously immerse (vinivis) his
consciousness in them, so that no rest—no rest, I say, in them—
can take place. This is the first obstacle. The means by which
it is eliminated is the consent of the heart which takes place
at the view of ordinary events'. When extraordinary inci-
dents have to be portrayed, it is necessary to choose personages
whose names are famous, like Rima, etc., who make us give
ielief to their undertakings—a believing (pratyays) indeed,
deeply rooted in ourselves, aroused by the uninterrupted fame
(prasiddbi) which they have enjoyed since antiquity®. Just for
this reason, it will be said that #dtaka’, etc., whose purpose
is the learning (vymtpatti) and teaching (#padesa) of deeds trans-
cending the ordinary life,necessarily requires to deal with famous
events and so on. 'This reqtﬁrement, however, is absent in
the case of farces (prahasana). But all that will be explained

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

2) If the same extraordinary events (crossing of the ocean, etc.) which
ate, in fact, attributed to.a legendatry figure (Rima, etc.) where referred
to an ordinary man, they would arouse the incredulity of the spectators.
Dh. A.L., p. 331 : ramades tu tathavidbam api caritam piirvaprasiddbiparam-
paropacitasampratyayopiridham asatyatayd na cakasti || But when such under-
takings are referred to Rima, etc., they lose all appearance of falsehood ;
for they are rooted in the spectator’s confidence, the cumulative result
of the uninterrupted fame enjoyed from -antiquity by "the character in
question

3) Cf. p. 64, n. 1.
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at a suitable time and place!. For the time being this is
enough.

b) One of the principal obstacles regulatly occurs when the
spectator is at the metcy of the tasting of pleasures, pains, etc.,
inhering in his-own person. This obstacle consists in the appea-
rance of other forms of consciousness, due variously to the
fear of being abandoned by the sensations of pleasure, etc.,
to concetn for their preservation, to a desire to procure other
similar sensations, to the desire to get rid of them, give them
open expression, hide them, etc. Even when someone pet-
ceives pleasures, pains, etc., as inhering exclusively in other
persons, other forms of consciousness inevitably atise in him
(pleasures, pains, mental stupor, indifference [mdidhyasthyal,

1) A.Bh., ch. XVIII. The approptiate subjects for the ten kinds of
play are described and commented upon in N.S.,, XVIII. Nataka are
plays on elevated subjects. Dadar#pa, Haas, p. 4 : “ The ten chief varie-
ties (of drama) are: the Nafaka, the Prakaraga, the Bbaga, the Prabasana,
the Dima, the Vyayoga, the Samavakara, the Vithi, the Anka (=Utsysti-
karika), and the Ibamrga™. Cf. Ind. Th., p.139 f. In the A.Bh., p. 27,
A.G. makes the general temark : #a ca vartaminacaritanukaro yukto vingyanam
tatra ragadvesamadpyasthatiding tanmayibbayabhave priter abbavena yyutpatter apy
abhavat,vartamanacarite ca dharmadikarmaphalasambandhasya pratyaksatve prayoge
vaiyarthyam | “It is not fitting to imitate an event of actual life; for in
this case the spectator would be affected by passions (hatted, pattisanship,
indifference, etc.) [extraneous to the aesthetic experience] and would thu
be unable to identify himself with the event represented. Pleasure being
thus absent, instruction would be absent as well. Besides, in the case of
an actual event, the relation between the action (its merit etc.) and the fruits
which result from it is discerned by direct expetience ; itis, therefore, useless
to set it on the stage ”.

The word imitation (anukara) must be understood in a broad sense.
Teaching or knowledge is an accessory aim (prayojana) of art; its principal
aim is aesthetic pleasure (priti, ananda etc.) Cf. App. 111, p. 114.
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etc.) which naturally constitute an obstacle. The means of
eliminating this obstacle ate the so-called theattical conven-
tions (ndtyadbarmi)!, which include a number of things not
to be found in ordinary life, as, for instance, the zones (kakgyd)
dividing the pavilion (mandapa) the stage (rasigapitha), the vatious
types of women’s dance, the vatious dialects (bhdsa), used,
ctc.; and last but not least, also the different dress of the
actors—the headweat, etc.—by which they hide their
true identity. However, this is revealed to the spectators
during the preliminaties (p#rvarariga), (see the stanza :

“It is best not to insist too much on dance and song ™),
as well as in the initial presentation (prastavand), defined
in the stanza: “The acttess, or the jester...2” Indeed,
the presence of the afore-mentioned elements eliminates the
petception: this particular individual in this particular place,
atthis particular moment, feels pain, pleasure, etc. This eli-

1) The tesm nagyadharmi (N.S., VI, v. 25 ; XIII, v. 70 ) refers to all
the specific expedients, etc., of the theatre (scenery, costumes, traditional
conventions, etc.). Cf. 1#d.Th., p. 15 and Lokadbarmi and Natyadharmi, by
V. Raghavan, in J.O.R., Madras, vol. VII, pp. 359-375, vol. VIII, pp. 57-74.

2) The “ preliminaries ” (p#irvarasga) include the whole body of rites,
ceremonies, etc., celebrated at the beginning of the play. They end with
the benediction stanza, nandi. ‘There is a risk of distracting or boring the
audience by a long-drawn-out performance of these rites. Bharata himself
recommends that they should not be too mueh insisted on (.S, V. 165-
166;) ‘It is best not to insist too much on ritual dances and songs
for the very reason that if the songs, the instrumental music and the dances
are performed far too long, the actors as well as the spectators will get tired
of them and, in this case, they will not be able to seize, with all their evidence,
the Rasas and the mental states which will be represented ). ‘The nandi
stanzas are immediately followed by the ““ prologue ” (prastavana), giving
the name of the play, of the author, etc. ‘The prologue generally consists
of adialogue between the producer of the play and an assistant (pariparsrika) ;
the latter may be replaced by an actress, by the jester, etc.
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mination takes place in so far as in the theattical petformance
there is on the one hand the negation of the real being of the
actor, and on the other—since the spectatot’s consciousness
does not rest entirely on the represented images'—there is no
rest on the real being of the supetimposed personage?; so
that, as a result of all this, there is eventually just a negation
both of the real being of the actor and of the real being of
the character he is playing. Indeed, even if dances such as
dsinapathya, puspagandika®, etc., ate not seen in ordinary life, it
cannot be said that they do not exist at all—for it is undeniable
that they exist in some way*.

1) Here the reading is uncertain ; see the Crit. App. 1 read pratibha-
sasamwitvisrantivaikalyena and take pratibbisa as image, etc., that is, the re-
presented images.

2) In other words, the character of Rima, etc., who is super:imposed
to the real being of the actor.

3) Dasaripa, Haas, 99 : “ The tenfold enumeration of the sub-divisions
(a7iga) in the Gentle Dance (Jigya ; I translate : women’s dance) runs as
follows : the Geyapada (Song), the Sthitapithya (Recitation by one stand-
ing,) the /I.rz'ﬂapﬁ,t/gya (Recitation by one seated), the Pugpagandika, the
Pracchedaka, the Trigiidha, the one called Saindhava, the Dvigiidha, the Utta-
mottamaka, and the Uktapratynkia (Amoebean Song) ”.

Each of these terms is defined by Bharata, N. S, XIX, vv. 119-135.
The dance, A.G. remarks, does not imitate anything in real life butis a
self-subsistent creation, free from any practical aim. It is the natural ex-
pression, through the movements of the limbs, of a given state of mind,
A.Bh., I, p. 21 ; nartanam nrttam gatranam angopanganim vildsena kgepo na tu
kenacit kartavyamsena | The dance of Siva is the natural expression of his
complete and perfect bliss, free of all obstacles (nirvara=nirvighna) : Sanka-
rasyeva bhagavatah paripirpanandanirbharibhiitadeboccaladintaranirvarasundara-

karasya. .., A.Bh., 1, p. 21. o
4) Thus, even if the character represented is a negation of the actor

as such and of the real character represented by the actot, it cannot be said
that he does not exist, that he is a nonentity ; his existence in fact is a datum
of one’s own consciousness.
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To conclude, all this system of relative and connected
matters has been adopted by Bharata, in so far as by virtue of
the state of generality produced, it promotes the gustation of
Rasa. All this will be clarified in the chapters which explain
these dances, etc.! and so for the time being, it is of no
use we strive after it. And thus we have explained the way
to eliminate this obstacle, consisting of the perception of
temporal, etc., data as inhering exclusively in one’s own
petson or in others.

¢) Again, how can any one who is overpowered by his own
happiness, etc., make his consciousness rest on something else ?
To avoid this obstacle thete have been adopted various means
to be used at suitable times and places, such as music, vocal
and instrumental, well-decorated halls, well-accomplished
courtesans, and so on% In virtue of the afore-mentioned
state of generality these expedients—phonic, etc.,.—are such
as to be enjoyed by all the spectators and possess such a charm-
ing power (zparafj) that even an unaesthetic petson (shrdaya)
reaches limpidity of heatt and becomes “ possessed of heart .
Indeed it has been said, ‘“ poetty is visible or audible® ”,

d) Moreovet, if the means of perception are absent, percep-
tion itself will also naturally be absent.

1) N.S, XIX, f.

2) The term pada aftet mapdapa is not clear to me, and it is not
tepresented in the translation.

3) N.S,I,v.11. ‘The empirical division of aesthetic beauty into visible
and audible is not unfamiliar to Indian thought. Only sense-data taken
through hearing and sight can be tasted independently of any association
with the ego, in a generalized way (sadbaranikrta). 'The other senses
“ferment solely in one’s own Self (svatmany evocchalanat ; P.T.V., p.
48) ”, i.e., are unable to break the batriet of the limited “I 7,
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¢) Even if thete may be such vetbal testimonies and in-
ferences, as to provoke an evident perception, perception,
howevet, does not test (in them), because thete is, in it, the
expectancy of the certainty proper to ditect experience, which
consists in an evident -petception’. For as Vitsydyana has
said : “ All valid knowledge depends upon direct experi-
encet”. It is well-known, indeed, that a thing which has
been directly perceived, cannot be proved to be otherwise by
any number of inferences and verbal testimonies. In cases
like the imaginary citcle of fire created when a burning
stick is swiftly revolved, our knowledge is disproved only by
a more powerful direct perception. 'This is quite an ordinaty
process. Thetrefore, to remove these two obstacles, thete
are—consecrated by tradition—the four modes of tepre-
sentation, furnished with the styles (v7##)%, the local usages

1) “Even though—thus A. Sankaran, op. cit.,, p. 106, paraphrases
this passage—there may be clear and unmistakable verbal testimony and
inference, we do not completely rest content with the knowledge derived
therefrom ; for therein is lacking that perceptual cognition which alone
makes for clear, direct and definite knowledge ”. With A. Sankaran, I
bave read here, sphutapratitikarisabdalingasapbbave *pi. Should I have pre-
ferred the reading asphuta, the translation would have been : “ Even if
thete may be verbal testimonies and inferences—which, as a rule, do
not provoke an evident perception—"" etc.

2) Nyayasiitra, Vitsyayanabhigya, 1, 1, 3 : sa (A.G. reads sarva) iyam
pramitib pratyaksapara |

3) The Styles (v7##i) ate four in number : kaifiki, sattvati, @rabhatiand
bharati. Dafarfjpa, Haas, p. 74 : “ The Gay Style (kaifiki) (is to be used)
in (expressing) the Erotic Rasa ; the Grandiose Style (saftvati) in (express-
ing) the Heroic Rasa ; the Horrific Style (Grabhati), on the other hand, in
(expressing) the Furious and Odious Rasa ; The Eloquent Style (bhirati)

everywhere .  On the vr##i see The Viyttis, by V. Raghavan, J.O.R.,
Madras, vol. VI, pp. 346 f. ; vol. VII, pp. 33 ff.
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(pravrtti)', and the realistic representation (lokadbarmi)*. Re-

1) The local usages ( pravriti) ate four in number : dvanti, daksinatya,
andramagadhi, pancali, Cf. N.S., VI, v. 26, 27 ; XIII, v. 37 and prose, pp.
205-207. Ind.Th., p. 16 : ““ Local usages tegarding costumes, languages,
mannets and professions differ in the different countries of the wotld.
They are the pravrtti or local colours in drama ™.

2) For the best explanation, see A.Bh., I, 292 : fatra ye svabhavato
nirmalamukurabydayis ta eva samsarocitakrodhamobabbilisaparavasamanaso na
bhavanti | tesim tathavidhadasargjpakikarpanasamaye sadhiranarasanatmaka-
carvanagrahyo rasasamcayo nityalaksapah (G : ®laksana®) sphuta eva | ye tv
atathabhiitas tesam pratyaksocitatathdvidbacarvapilibbdya natidiprakriya svaga-
takrodhaSokidisasikatabydayagranthibbafijandya  gitddiprakriya  ca  muning
viracitd | “In this connexion, the mind of those who have by nature
hearts like an immaculate mitror is not at the mercy of the desites, anger,
ot stupot proper to samsirika existence (that of everyday life). The mere
fact of hearing the play read is sufficient (in itself, independently of any
acting) to induce in them with the greatest clearness the perception of the
various Rasas which animate it ; this perception consists in a Sampling
animated by a generalized Tasting. To make this Tasting (which needs a
direct perception) available to people who ate deprived of this faculty,
Bharata has, on the one hand, explained the discipline of the actots, etc.,
and, on the other—to cut the knots of the heart obscured by Anget, Sortow,
etc.,inherent in one’s own Self—has explained 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 adhya-
vasdya (mental cognition, etc.; also wavasdya, anmyyavasiya, cf. App. I)
that is like the ditect perception (sdksatkirakalpa, pratyaksakalpa). A.Bh.,
XX, 150 : abbinayanam bi cittavrttisidbirapatapattipranasaksatkarakalpi-
dhyavasdyasampadanam | Representation arouses a mental cognition which
islike a direct perception; it consists in causing the generalization of mental
movements . A.Bh., XXII, 148 : vighnasambhivanivibinasakalasidbirapa-
spastabhavasaksatkirakalpadhyavasiyasampattaye sarvesim prayoga ity uktam |
‘1t is said that the acting (prayoga=parsadi prakatikaragam, A.Bh., I, 16)
of the four forms of Representation aims just at arousing a mental cognition,
which is like a direct perception. It consists of a generalized state of evi-
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presentation, indeed, is a different operation from that of
infetence and vetbal testimony; and, as we will expound later
on, it is almost equal to direct petrception.

f) Does thete exist a man whose consciousness rests on any-
thing of a secondaty order (apradhina) ? Indeed, such a percep-
tion would find no rest in itself and would thus run (anudhaiv)
automatically towards the predominant thing. This is the reason
why the Permanent State only can be the object of Tasting :
because, I say, the Determinants and ‘the Consequents, which
are insentient (jada), and the Transitory Mental States, which,
though not insentient, nevertheless are necessatily depending
on the Permanent States, are all equally subordinatet. Now,
among the vatious sentiments, some are conducive to the ends

‘dence common to all the spectators and devoid of every possible obstacle ”.
Drama is the object of cognition by an anumvyavasaya (about this word cf.
App. I) which is like a direct perception, .A.BA., I, 43.

1) Cf. Db.AL., p. 177 : taccarvapipi cittavrttisy eva  paryavasatiti
rasabhavebhyo nadhikam carvapiyam | ‘‘ The Tasting of the Determinants,
etc., necessarily terminates in the mental movements; thus, apart from the
bhava (the matter of the Rasas) there is nothing else which can be tasted.

A.Bh., 1, p. 268 : sa ca yady apy anantavibhavitma tathapi sarvesam jadi-
nam samidi tasyis ca bhoktari bhoktrvargasya ca pradhine bhoktari paryavasinin
nayakabhilhanabhoktrvisesasthayicittavrttisvabbavah |  Though [drama, etc.]
is constituted by a infinite numbet of determinants, etc., all the elements,
which compound it, rest, however, in the consciousness (the petmanent
mental state). This rests in the enjoying subject (the limited enjoying
subject, the practical Self) and the whole of the enjoying subjects rest, in
theit turn, in the principal enjoying subject [the generalized knowing sub-
ject]. Therefore, we may say that drama consists in a permanent mental
state of a particular enjoying subject, called an actor, etc. . Such a mental
state, continues A.G. is unique, generalized, devoid of the notions “own
“ of others ”’, etc. and, therefore, it petvades also the spectators : 4tz era
sadbaranibbiitatayd samajikam api svatmasadbhivena samdavesayanti . . .
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of life* : these are the predominant ones. To specify, delight
is conducive to pleasure, and to the forms and profit connected
(anusangi) with it. Anger, in people in which it predominates,
is conducive to profit—but can also end in pleasure and merit,
Energy ends in all three, merit, etc. Eventually, another
sentiment—consisting 2bove all in the disgust aroused by the
knowledge of reality>—is the means of liberation. These four
sentiments only are the predominant ones. Even if they are
not to be found in a predominant position all fout togethet,
and the emergence of one of them naturally postulates the
subordination of the other three, nevertheless someone of
them is always predominant in each drama, so that all of
them are cleatly recognised as being, in turn (that is, one in

1) According to a pan-Indian conception, human life is motivated by
four purposes : kima, artha, dharma, and moksa. Kima is pleasutre and
love. Artha is material property (economics, politics, etc., are directed to
the fulfilment of this end). Dharma embraces moral and religious duty.
Moksa is the liberation or redemption of the soul from the flow of exis-
tence ; it is the paramartha, the supreme purpose of man. For an excellent
account of the four artha, see H. Zimmet, Les Piblosophies de I’Inde, Payot,
pp. 35 ff. The principal forms of consciousness (s#h@yibbdva) are those
which are necessaty to the fulfilment of these purposes ; they are delight
(rati), anger (krodha), enetgy (utsiha), and setenity (fama). 'The end of
delightis pleasure ; however, through pleasure, it can bring us to the achieve-
ment of profit and right action (Bharata, N.S., XVIII, v. 72 ff., distinguishes
three kinds of Erotic Rasa, kdmasrigira, arthasrigira, and dharmasrigara).
Anger and Energy are associated with artha and dharma respectively, but
both of them may also contribute to the realization of all thtee purposes
(ct. Dh.A.L., p. 309 : virarandrayos tv atyantavirodho ’pi nasti | samanam
ripam ¢a dbarmarthakimarjanopayogitvam). Spiritual Freedom is the fruit
of -serenity.

2) The chatacteristics of this sthdyivbhava ate discussed by A.G. in the
A.Bh., pp. 333-42. Abhinava Gupta’s text is edited with a commentary
by V. Raghavan, The Number of Rasas, Adyar, 1940.
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this drama and the othet in another one), equally predomi-
nant. Moreover, if things are more closely examined, all four
of them will be seen to be present in the same dtama, in
vafious passages, in a pre-eminent position.

In this connection, all these Rasas ate dominated by plea-
sute (sukha), for the essence of the closely dense (ekaghana)t
light consisting of the gustation of our own consciousness, is
beatitude?. Indeed, in ordinary life also, women, even when
they are immersed in the compact (eksghana) gustation of the
form of consciousness called sofrtow, find rest in their own

1) Uniform, without obstacles (vighna).

2) The intimate essence of consciousness ot the “I”, according to
the faiva is beatitude. ‘The absence of beatitude and suffering are due to a
need, privation, ot desire for something separated from the Self. Beatitude
is the absence of this desire, the resting in oneself to the exclusion of every-
thing else. The “I” contains all things; everything that exists atises from
its unconfined liberty. It cannot be the seat of any deprivation and can
desire nothing but itself. Aesthetic experience is the tasting of one’s own
consciousness and, thetefore, of one’s own essential beatitude. In this
sense, Rasa is single. ‘This Tasting is coloured (anurasijita, rusita) by latent
imptessions (vasand, samskara) of the mental process of Delight, etc., aroused
by the determinants, etc., i.e., by poetic expression. From this point of
view the plurality of the Rasas is due to the diversity of the vibhiva (vibhava-
bhedam rasabhede hetutvena sicayati. . . A.Bh., 1, p. 290). Cf. A.Bh., I, p. 292:
asmanmate tu samyvedanam evinandaghanam asvadyate | tatra kad dubkba-
Satikd | kevalam  ‘tasyaiva citratikarape ratiokadivasanayyaparas tadudbo-
dhane cabhinayadivyaparah | * According to us, that which is tasted is
consciousness alone which is saturated with beatitude. ‘This fact excludes,
therefore, any suspicion of pain. This consciousness which is single in
itself, is nevertheless differentiated by the operation of the latent traces of
delight, sotrow, etc., which are awakened by the operation of the Conse-
quents, etc. (abbindya=anubbiva). For the nature of this “ colouring”
infused into the consciousness by the feelings of delight, etc., cf. infra.,
p. €2, n. 4. N
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heart, for this very sotrow consists of, and is animated by, a
rest without obstacles'. Pain, indeed, is simply and solely an
absence of rest. 'This is precisely the reason why the disciples
of Kapila, in explaining the activity of rajah, say that the soul
of pain is mobility (caicalya)>. All the Rasas thus consist
in beatitude. But some of them, on account of the objects
by which they ate coloured?, are not free from a certain touch
of bitterness; this happens, for example, in the Heroic Rasa.
For this consists of, and is animated by, precisely the firm en-
durance of misfortunes.

Thus delight, etc., occupy a pre-eminent position. Laugh-
tet, etc., on the other hand, also occupy a pre-eminent position,
on account of the fact that these—whose determinants are easily
accessible to all type of people—possess an extremely high
power of winning the heart (4parasijakatvam)t. For this very
reason, laughter, etc., are mostly to be met with in people

1) The concept is as follows : women, even when they are being bitten,
scratched, etc., by their lovers (and therefore experiencing pain) find in the
pain itself the fulfilment, the realization of all their desite: “ they rest it
their hearts ”” ot consciousness to the exclusion of everything else. Thete-
fore, this pain is pleasure, beatitude. Pain occuts only when the conscious-
ness finds no rest in what it contemplates, is not totally absotbed in the
object of contemplation, i.c., when it desires something different from the
thing in which itis and from what it is. These desites, etc., which interrupt
the homogeneity and compactness (¢kaghanati) of consciousness, are the
vighna, the obstacles.

The same concept occuts in the Pratdparudriya (Madras, 2nd, Ed.,
1931), comm., p. 209 : sambhogasamaye sirinam adbaradamsanidan kyiri-
madubkhanubhivasitkiravad atrapy upapattip ||

2):Cf. S8.Ka., 13.

-3) The Determinants, etc.

4) Le., they ate widely diffused, easily make an impression cn the
consciousness.
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of infetior natutre (amuttamaprakyti). Every man of low caste
laughs, grieves, is afraid, tends to despise othets, and is astoni-
shed at the pootest attempts at a fine saying. All the same,
even these depend on delight, etc., and as such may be of help
in attaining the ends of man'. The division 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 permanent nature are solely these nine. In-
deed, every creature from its birth possesses these nine forms
of consciousness. In fact, on the basis of the principle that
all beings ““ hate to be in contact with pain and are eager to
taste pleasure?”’, everyone is by natute pervaded by sexual
desites [delight]; believes himself to be superiot to othets, whom
he is thus led to deride [laughter]; grieves when he is forced
to part from what he loves [sorrow]; gets angty at the causes
of such separation [anger]; gets frightened when he finds
himself powetless [feat]—Dbut still is desirous of overcoming the
danger which threatens him [heroism]; is attacked, when judg-
ing a thing to be displeasing, by a sense of revulsion directed
just towards this ugly object [disgust]; wondets at the sight
of extraotdinary deeds done by himself or others [astonish-
ment]; and, lastly, is desirous of abandoning certain things
[serenity]. No living creature exists without the latent im-
pression of these sentiments. All we can say is that some of
them predominate in some people and othets in others, and
that in some people they originate from the usual causes and
in others from causes different from the habitual. Thus,
only some sentiments are able to promote the ends of

1) The Comic, Pathetic, Matvellous and Terrible Rasas depend on the
Erotic, Furious, Heroic and Odious Rasas tespectively.

2) Unidentified verse,
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man', and, as such, they are rightly the object of teaching?.
The current division of men into men of elevated natute, etc.,
is determined by the different position occupied by these senti-
ments. Other sentiments, as weakness, apprehension, etc.3, on
the other hand, can never possibly be manifested if the cottes-
pondent determinants do not exist : so, for example, a muni
who practises rasdyana* is immune from weakness, indolence,
weatiness, etc. Even in one in whom, by virtue of the detet-
minants®, these are present, they regulatly disappear without
leaving any trace of themselves when the causes of manifesta-
tion cease’. Heroism, etc., on the contrary, even when they
appatently disappear after their tasks are completed, do not cease
to remain in the state of latent impressions—for other forms of
heroism, concerning other tasks, remain intact. Indeed, as
Patafijali has said, ““ The fact that Caitra is in love with one
woman does not imply that he is out of love with the others
etc.” Thus these transitory sentiments being, so to say,
threaded on the thread of the permanent one, appear and dis-

1) Only the nine Permanent Mental States ate able to contribute to
the realization of the four ends of man. 'The Transitory Mental States do
not have this faculty. Cf. H. C., viveka, p.139 (no doubt a quotation
from A.G.) : ayam ca nirvedap svayam purusirthasiddbaye va uisaharatyadivat,
atyantinarafijandya bhasavismayadivan na prabbavatity atyantammkbapreksitvad
vyabbicary eva || '

2) The object of the play is to illustrate and teach the means of realiza-
tion of the four ends of man.

3) The Transitory feelings.

4) Rasdyana (the science of att, of the rasas, or of vegetable juices, etc.)
is, mote ot less, the Indian equivalent of alchemy.

5) Le.; by virtue of the presence of their causes.

6) Le., without remaining jn the state of latent impressions.

7) Yogasdira, Vyasabhasya, 2, 4. Caitta stands for any name whatever, The
same quotation is used in the LP.V. V., 11, p. 178 ; cf. supra, Intr., p. XLIL
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appear an infinity of times. In some sense, they are like the
beads of ctystal, glass, magnet, topaz, emerald, sapphire, etc.,
which filling the thread on which they are' threaded no matter
if red, blue, etc.l—so as to be set rather far apart from each
other and continuously changing their position, do not leave,
it is true, trace of themselves on this thread, but, all the same,
noutish the ornamental composition made by it?; and, being
themselves various, and varying in tutn the permanent thread,
let it no doubt appear at intervals, in its nudity, though, at the
same time, they affect it by their polychrome teflections—the
reflections I mean of the transitory jewels : it is for this vety
reason that these sentiments 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, ““ Rama is full of heroism ,
one does not ask for the cause. The determinants (the ele-
ments which awaken the mental states) ate limited, therefore,
to bringing to actuality the permanent sentiments (delight,
heroism, etc.) cortesponding respectively to their nature—

1) These still allow the thread of the permanent mental state to appeat
hete and there. For a similar image, see A.Bb., I, p. 340 : viralombhitaratnan-
tardlanirbbasamanasitatarasiitravat. .. The colours (ted, blue, etc.) of the
thread allude to the s#hayibhava. 'The various Rasas ate each one associated
by Bharata with a different colour (the Erotic with green, the Comic with
white, the Pathetic with ash-grey, the Furious with red, the Heroic with
orange, the Tertible with black, the Odious with dark blue, and the Mar-
vellous with yellow).

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

sraksitrabbavad anyesam bhavinam anugimakah |
#a tiroqbgj'ate sthayi tair asan pusyate param ||
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and they do this by infusing into them their own colouring.
Even when their corresponding determinants are absent, it
cannot be said that the permanent sentiments ate non-exis-
tent, for it has been said that these, in the state of latent im-
pressions, are present in all beings. Of the transitory senti-
ments, however, when their corresponding Determinants are
absent, not even the names remain—all this will be explained
mote extensively at the suitable time-and place.!

Such a refutation of the subotdinate elements has been made
by Bharata also through the description of the permanent
sentiments, introduced by the wotds : “ We shall now bring
the permanent sentiments to the state of Rasas®”. This
desctiption follows on the definition of the general marks and
concerns the particular ones.

g) The consequents, the determinants and the transitory
sentiments considered separately atre in no definite relation to
any specific permanent sentiment; for, e.g., teats, etc.?, may
arise out of bliss, some disease in the eye, etc., a tigert, may
arouse anger, fear etc., and, as we know, weariness [§ramal,
anxiety (cintd), etc.5, may accompany many permanent feelings,

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

2) N.S. VI, prose after v. 50 (in a note). In this sentence, Bharata
says implicitly that only the sthayibbava (i.e., the elements of principal order)
and not the ibhava etc., are brought to the state of Rasa. The general
definition (sdmanyalaksana) begins with the sutra : vibbavinubhavayyabhica-
risamyogid rasanispattih. ‘The particular definition (vifesalaksana) consists
of the description of the characters of each Rasa. Cf LP.V.V., 1, 57.
A.Bh., 300 : ye sthayino bhiva loke cittavrttyatmano babuprakaraparisramapra-
savanibandhanakartayyataprabandhibhidbiyinas tan api nama rasatvam visran-
tyekayatanatvenopadeSadisinvesyamal |

3) Tears are consequents.

4) The tiger is an example of a determinant.

5) Weariness, etc., are the transitory mental states.
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as f.i., heroism, fear, etc. But the combination of these ele-
ments has an unmistakable signification. Thus, where the
death of a close relation is the determinant, wailing, shedding
teats, etc., the consequent, and anxiety, deptession (dainya),
etc., the transitory feelings, then the permanent sentiment
cannot be other than Sortow. Therefore, considered (such
a possible) arising of doubt, combination is used, just to re-
move this obstacle,

The nature of Rasa

10. Rasa, in this connexion, is just that reality (ar#ha) by
which the determinants, the consequents and the transitory
feelings after having reached a petfect combination (samyag
yoga), telation (sambandha), conspiration (aikdgrya)—where they
will be in tutn in a leading or subordinate position—in the mind
of the spectator, make the matter of a gustation consisting of
a form of consciousness free of obstacle and different from the
otdinary ones. This Rasa differs from the permanent feelings,
consists solely in this state of gustation and is not an objective
thing (siddbasvabbiva)!, lasts exactly as long as the gustation
and does not lian on any time separate from it.2 The detet-
minants, etc., (which consist of garden, exptessive glances,
feelings of contentment (dbr#), etc.), transcend on their side
the state of causes, etc., as these are understood in ordinary life,
Theit function consists solely in the fact that they colout (the
consciousness of the spectatot); this function is called vibhavand,

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

2) Cf. Db.A.L., supra, Intr., p. XXXIV.
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anubbhavand, etc'. ‘'Thus, these take the name, of a non-ordi-
nary character, of determinants, etc.® and this denomination
aims at expressing their dependence on the latent traces left
by the cotresponding preceding causes, etc.? The particulat
nature of the various determinants will be explained later?.
The operation of the determinants, etc., presupposes, of coutse,
that the spectator, in the course of his ordinary life, has not
neglected to make a close obsetvation of the characteristic
signs (effects, causes and concomitant elements) of other
people’s mental processes, in other words to deduce the one
from the other. [But let us return to Rasa. This is, as we
have said, different from the permanent sentiment ] and it can-

1) The determinants, propetly speaking, awaken in the spectator the
latent traces of the mental movements corresponding to their nature. Aes-
thetic experience or Rasa is coloured by these latent traces. The exact
meaning of vibbavana, etc., is expldined by Visvanitha as follows, S.D., III :
vibbavanam ratyader visesena asvadarkarapayogyatanayanam | - anubbavanam
evambhitasya ratyadeh samanantaram eva rasadirfipataya bhavanam | samciranam
tathabbittasyaitasya samyak caragam | In other words, according to Visva-
natha, vibhdvana is the first manifestation of the germination of Rasa ;
anubhdvana is the gradual corroboration of the Rasa which is on the point
of appearing ; and sagmearapa(which is not mentioned by A.G.) is the intensi-
fication or consolidation of the Rasa. Samcdrapa according to Visvanatha,
is the specific operation of the wyabbicaribhava (sameari=yyabbicari). The
elaboration of these three stages is due, of coutse, to the necessity of allctting
specific functions to the vibhava, etc. Rasa is, in reality, single, and its
manifestation does not have earlier and later stages. This division is of a
putely didactic nature.

2) In so far as they are different from ordinary causes.

3) The determinants, etc. arouse the latent traces of the mental process
of delight, etc., provoked by otdinary causes. They, thus, dem%nd the
presence of these traces and depend upon them.

4) N.S., VII ; Abhinava Gupta’s commentary on this chapter has not
yet come to light.
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not absolutely be maintained, as Safikuka did, that what is called
Rasa’is simply a permanent sentiment, brought to out know-
ledge by the determinants, etc., and that, because this is the
object of a telish, 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 relish?, a
real thing has all the more reason to be capable of it. Thus, it is
legitimate to say that the perception of a permanent mental
state consists in an inference; but we certainly cannot tightly
say that Rasa is also of this nature. 'Thisis the real reason?
why Bharata has made no mention in the s##7a of the word
“ permanent sentiment ’; on the contrary, the mention of it
would have been a source of difficulties®. Such expressions
as “The permanent sentiment becomes Rasa®’, are due to

1) Rasa, says A. G., does not consist in the inference (in inferential
cognition) of someone else’s mental state (in which case it would be a
cognition of a discursive order, savikalpa) but is a personal experience—
the spectator identifies himself with this mental state and lives it himself.
This obsetvation is aimed at Sankuka, who maintained that Rasa is simply a
permanent mental state deduced by the spectators by means of the deter-
minants, etc., and that the mental state petceived in this way is nothing ‘but
an imitation by the actor of the permanent mental state of the character he
represents.

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

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

4) Bharata did not say “ The production of Rasa is provoked by the
union of the permanent mental state (of someone else, i.e., the character
represented), with the determinants, the consequents, and the transitory
Mental Movements ”." If he had, Rasa would simply be a perception of
someone else’s permanent mental movement.

5) Bharata says sometimes (cf. e.g., N.S., VI, ptose after v. 50 in a
note) that the Permanent Mental State becomes Rasa ; such expressions,
A.G. remarks, are only due to the ¢ correspondence (analogy, etc.) 7. Cf.
the next note.
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the correspondence (awcitya) only. 'This cortespondence, to
specify, is due to the fact that the vety same things which wete
pteviously consideted to be causes, etc., trelated to a given
permanent sentiment, now setrve to tealize the gustation, and
are thus presented in the form of detetminants, etc'. What
kind of a Rasa is thete indeed, in the inference of an otdinary
sentiment ? Therefore, the tasting of Rasa (which consists
in a camatkira different from any other kind of ordinary cogni-
tion) differs from both memory, inference and any form of
otdinary self-consciousness®. Indeed, he who possesses the
latent traces of the otdinary inferential processes, does not
apprehend a young woman, etc?, as if he were indifferent to
her, but, by virtue of his sensibility—which quality is con-
sisting in a consent of heatt—, he rather apprehends her,
without mounting on the steps of memory, inference, etc., as
if merged in a gustation, suitable to an identification (with this
young woman, etc.), which is, so to say, the sprout of the tasting
of Rasa, about to appear in all its fullness. This gustation,
again, is not already born in the past, from some othet means

1) Dh.AL., p. 89 : doke hi sthayibhave ye vibhavanubbivas tatsamucitd
cittavritis caryyaminatmi rasa ity amcityat sthiyino rasatipattir ity wucyate |
“ Rasa is simply the tasting of the mental movement, corresponding, fot
example, to the determinants and the consequents of the mental state of
sortow. The expression: ‘ the permanent mental state becomes Rasa ”,
arises solely, therefore, by correspondence ”.

2) Forms of ‘ otdinary self-consciousness” are, e.g., pleasutre,
pain, etc.

3) “ A young woman ” is a detetminant ; “‘etc.” hete includes the
consequents and the transitory mental states.

4) Impersonally, Tatasthya ot madhyasthyd, indifference, is the exact
opposite of anupravesa, personal or active praticipation.

16 [ 81 ]



R, GNOLI

of knowledge, so that it is, now, a form of memory'; not
is it the fruit of the operation of ordinary means of cognition
(direct perception, etc.); but it is atoused solely by the combi-
nation (sazyoga) of the determinants, etc., which. as we have
said, are of a non-ordinary nature.

This gustation is distinguished 4) from petception of the
otdinary sentiments (delight, etc.) aroused by the ordinary
means of cognition (direct perception, inference, the revealed
wotd, analogy, etc.); 4) from cognition without active patti-
cipation (fafastha) of the thoughts of others, which is proper
to the direct perception of the yogins®; ¢) and from the com-
pact (ekaghana) expetience of one’s own beatitude, which is
propet to yogins of higher orders (this perception is immaculate,
free from all imptessions [#pariga] detiving from external
things).? Indeed, these three forms of cognition, being
in due otder (yathdyogam) subjected to the appeatance of obs-
tacles (practical desites, etc.), lacking evidence and at the
mercy of the (adored) objectt, ate deprived of beauty (sasndarya).

1) Cf. Db. A. L., infra, App. I, p. 104.

2) Telepathy, the knowledge of other people’s minds, is one of the
yogin powets (Yogasiitra, 111, 19: pratyayasya paracittajiianam ; this sitra is
quoted and commented by A.G. in IP.V.,1,2,4,5). This phenomenon,
observes A.G., is of an otder entirely different from the aesthetic experience.
In it, in fact, the distinction between one’s own self and the self of others
(svaparavibhaga) continues to exist, while the aesthetic experience postulates

the generalization of the mental states and thetefore the suppression of every
limited self.

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

4) Mystical experience involves the annihilation of evety pair of
opposites ; everything is reabsorbed in its dissolving fire. Sun and moon,
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Here, on the contrary, because of the absence [ of sensations of
pleasures, pain, etc.] as inhering exclusively in out own per-

night and day, beautiful and ugly, etc., no longet exist init. The limited
“I1” is completely absorbed into Siva or Bhairava, the adored object ;
everything vanishes from the field of consciousness. Aesthetic experience,
on the other hand, requires the presence of the latent traces of delight, etc.,
(aroused by the operation of the determinants, etc.). In other words,
the aesthetic experience presupposes a pre-constituted knowledge on the
patt of the spectator, of the psychic reactions, etc., which ate normally
felt before a given situation. This knowledge is, in part, innate (it forms,
that is, an integral part of human nature) and is, in part, acquired through
‘the expetience of one’s own reactions and one’s own observation of the
reactions of others.

Aesthetic experience, Rasa, manifested by a poetical description of a
beautiful woman, is, for example, coloutred by the mental state of delight,
which is aroused by the description itself. Such a mental state is supposed
to preexist in the spectator in a latent state, in the form, that is, of samskara
ot vdsand. The Determinants which manifest aesthetic experience awaken,
implicitly and of necessity, these latent traces also.

The beauty, the pleasantness propet to the aesthetic experience are due
to the colouring of these mental processes ; cf. A.Bb. I, p. 290. lankikat
pratyayad updrjonadivighnababulad yogipratyayic ca visayisvidasiinyataparusid
vilaksanakarasukhadubkbidivicitravasananuedhopanatabydyatatisayasamviccarvanit-
mand bhufijate budhah. .. | * Aesthetic enjoyment consists in the tasting
of one’s own consciousness; this tasting is endowed with extreme pleasant-
ness (beauty), which it obtains from a contact with the various latent traces
of pleasure, pain, etc. It differs both from ordinary perception, which is
full of obstacles (pragmatic requirements, etc.), 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 the aesthetic
experience, the compact homogeneity (¢ekaghanati) of mystical expetience
possesses a certain harshness, Its pursuit, that is to say, calls for uncommon
force and energy (cf. the concept of vira, hero). Aesthetic expetience, on the
other hand, is easily attained. It is particulatly suitable to people endowed
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son, of an active participation in out own self (svatmannpravesit),
of the absence [ of the afore-mentioned sensations ] as inheting
exclusively in other persons, and the immersion (drefs) in the
latent traces of our own sentiments of delight, etc., reawakened
by the cotresponding determinants, etc., which are generalized—
because, I say, of all these causes, the appearance of obstacles
is impossible! And all this has been said over and over

again.

For this teason (e/z eva) the determinants ate not the causes
of the production (nispatti) of Rasa; otherwise, Rasa should
continue to exist even when they no longer fall under cog-
nition. Nor ate they the cause of its cognition (jAap#i) (if

with a ¢ gentle mind * (swkumaramati). Inthe Dh.A.L., p. 51, A.G. defines
Rasa in the following terms : Sabdasamarpyamanabrdayasamvidasundaravibha-
vanubhavasamucitapragyinivistaratyadivasaninurdgasukumarasvasamvidinandacarva-
nayyapararasaniyardiipo rasap | “ Rasais tasted through theact of tasting the
beatitude of one’s own consciousness. This tasting is pleasant (and not parusa
as in mystical experience) in that the consciousness is colouted by the latent
traces of the mental states of delight, etc., pre-existing (in the minds of the
spectators). Such traces ate aroused by the cotresponding determinants and
consequents, which—pleasant (beautiful, etc.,) by virtue of the consent of
the heart—are afforded by the words ”. Cf. Db.A.L.,p. 81 : anubbavavi-
bhavivabodhanottaram eva tanmayibbavanaynktya tadvibbavanubbavocitacittavrtti-
vasananurafijitasvasapwidinandacarvanagocaro ’rtho rasitma sphuraty eva. . . |
1) This passage has been somewhat modified and enlarged by Hema-
candra (see the critical Apparatus) : “ Here, on the contrary, because of the
absence [of sensations of pleasure, pain, etc.] as inhering exclusively in
out own petson, we are not at the metcy of the [adored] object ; because
of an active patticipation in our own self [and] the absence [of the afore-
mentioned sensations] as inhering exclusively in other persons, there is no
lack of evidence ; and because of the immersjon in the latent traces of out
own sentiments of delight, etc., reawakened by the corresponding determi-
nants, etc., which are generalized, there is no possible appearance of

obstacles ».
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they were, they would have to be included among the means
of knowledge (pramina), because Rasa is not an objective
thing (siddba), which could function as a knowable object.
What is it, then, that is designated by the expressions, ““ detet-
minants etc. ?° We reply to this question that the exptressions
“ determinants etc. ” do not designate any ordinary thing, but
what setves to realize the gustation (carvanopayogi). Does
any such thing appear elsewhere.? But the fact that it does
not occur elsewhere, we reply, can do nothing but strengthen
our thesis of their non-ordinary character. Does the taste
of the rasa of pinaka perhaps occur in molasses, peppets, etc.,
(of which, however, it consists) P The case is petfectly
analogous. “ But (someone might say) in this way Rasa is not
an object of cognition (aprameya) >  That is what really occuts,
we reply and suitably. Rasa, indeed, consists solely of a tasting
and has not the natute of an object of cognition, etc. * But how
then do you think that the expression which Bharata uses in
the sitra can be justified when he says : “ The production of
Rasa (rasanispasti)” ? 'This exptession, we reply, must be
understood in the sense of a production not of the Rasa, but

1) See the N.S., 287 fl. 'The example of panaka is to be found fairly
frequently in Indian philosophy. Cf. for example, N.M., p. 341 : evam
Dpadarthebhyo *nya eva vakyarthah panakadivat, yatha panakam S$arkaranigakesa-
ramaricadibhyo ’rihantaram eva yatha ca sindirabaritdlalaksadibhyo rthantaram
eva citram, yathd vi sidjarsabbagandharadhaivatadibhyo rthantaram eva grama-
ragab tathd padebhyo vikyam, paddrthebhyo vakyarthah |  The meaning of a
sentence differs from the meaning of the words (as happens with panaka,
etc.). Just as panaka is different from sugar, spice, pepper, etc., just as a
painting is different from minium, orpiment, lake etc., or as a piece of music
is different from the various notes of which it is composed, so is the meaning
of a phrase different from the meaning of the words ”,
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of the tasting which refets to the Rasa (fadvisayarasand). Like-
wise, if the expression “The production of Rasa™ is under-
stood in the sense of a production of a Rasa whose subsistence
is exclusively depending on the said tasting, our thesis is not
be set by any difficulty’. Besides, this tasting is neither the
fruit of the operation of the means of cognition nor of the
means of action. On the other hand, it can be said that, in
itself, it is not ascertained by any means of aknowledge (sprama-
vika), for its real existence is an inconfutable datum of our own
consciousness (svasamvedanasiddha). 'This tasting, moteover,
is, no doubt, solely a form of cognitica, but a form of cognition
different from any other ordinary perception. This difference
is due to the fact that the means of it, that is, the determinants,
etc,, are of a non-otrdinary character. To conclude : what
is produced by the combination (sa7yoga) of the Determinants,
etc., is the tasting (rasand); and the Rasa is the non-otdinary
reality, which is the matter of this tasting. This is the sense
and purport of the sitra,

All this may be summatized 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 he is
Rima, etc., atoused by the power of the poem, nevertheless
does not succeed in imposing itself upon the idea of the actor,
for the latent traces of the said idea ate strongly impressed on
the spectator’s minds. For this vety freason, the spectator
is no longer living either in the space and time of Rima, etc.,

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 perception itself, and that the word Rasa does
not denote anything distinct from the perception by which it is known,
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not in the space and time of the actor as such.  Acts of horripi-
lation, etc., which have repeatedly been seen by the spectatot
in the course of everyday life as indexes of delight, etc., setve,
in this case, to make known a delight, etc., uncitcumscribed
by either time or space. In thisdelight, 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 the outside, nor as if it
were linked with a patticular [ungeneralized] cause—for in
this case, intrusion by pragmatic requitements, interests of
gain, etc., would occut—, nor again as if it exclusively belonged
to a defined third person—fot, in this case, sensations of plea-
sure, hatred, etc. would occur in the spectator'. Thus, the
Erotic Rasa is simply the feeling of delight—a feeling, however,
which is both generalized and the object of a consciousness,
which may be either single or develop consecutively®.

The task of generalization is catried out by the determinants,
etc.

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

2) In the case of a play, long poem, etc. vatious moods of the soul
occur n alternation with each other (Delight, Sottow, etc.) ; in the case of
a short poem there is generally speaking only one dominant motif.
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ArpEnDIx 1

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

nanu caivam apy asmatprsthe kim etad yojitam ity aha

naikdntato ’tra  bhavatim  devinim  cinubbavananm |

trailokyasyisya  sarvasya  uatyam  bhavinnkirtanam ||

ayam bhavah | na yusmatprsthe kenacid etad yojitam |
devasurasya bahir yathasvastham avasthinam | a#rezi nityavede
na devasurinam ekanteninubhavanam | naiva te’ nubhivyante
kenacit prakarena | tathi hi tesu na tattvena dhih | na
sadrSyena yamalakavat | na bhrintatvena ripyasmrtipirvaka-
Suktirlipyavat | niropena samyagjfianabidhinantara'mithya-
jianaripavat® | na tadadhyavasiyena gaur vahika itivat? |
notpreksyamanatvena candramukhavat | na tatpratikstitvena
citrapustavat | na tadanukirena gurusisyavyakhyahevikavat |
na titkilikanirmanenendrajilavat | na yuktiviracitatadabhasa-
tayd hastalighavadimayavat | satvesv etesu paksesv asidhi-
ranatayd drastur audisinye rasisvadayogit | kave§ ca niya-
tavarnaniyaniScitatve kavyasyaivasampatter anaucityivarjana-
yogit | laukikamithunadg$iva samsarikaharsakrodhanvayi-
tapatter! ubhayadar§anakulataya® mukhyadrstau® prayoktrdrstav
anusamdhisampattyabhavit’ | kim tarhy etat | zha #railo-
kasyeti | etad uktam bhavati |

Y O%antara® G : Cnantaram M || % mithydjfianaripavat : mithydjsiana-
rijpam G : mithydjfianariipyam M || 3 gaur vahika itivat M : gaur vahikavat
G || ¢ “mayitapatter G : napyitayapatter M (corrected in a second hand
into Omayitatapatter | 8 Odarianakulataya : °darSanaku (corrected into m
(sic) lataya G : OdarianckillatayaM || © muklyadrstan G : mukhadrstan M ||
7 anusamdhisampattyabbavat is a doubtful correction of mine : faddbi
sampattya (corrected into dvisamvittya) bhavat G: skandbisampattyabbavat M ||
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etidréam te rimidayo na kadicana praminapatham ava-
taran | te® yadigamena varnyante tada tadvisesabuddhir ? yady
api fimayanapriyid ekasmin mahavikyad ullasati tathapi
vartamanatayaiva  viSesinam sambhavyamanarthakriyasa-
marthyitmakasvalaksanya’paryavasanin na ca tesim vattama-
natety upagati * tivad visesabuddih | kavyesv api® hrdaya eva
tavat sadhiranibhivo vibhavadinam jitah | tacrdpi kathamatre
sidharanibhavah sambhavati yady api tathapy ‘evam ye
kurvanti tesam etad bhavati’ itivakyavad rafjanatiSayabhavin
na cittaveetit® nirpayagatd bhavati | kivye tu  gunalam-
karamanohara$abdasarire iokottararasapranake ’ hrdayasamvi-
davadin nimagnakariki® tivad bhavati cittavsttih | kim tu
satvasya pratyaksasiksitkarakalpa tatra na dhir udeti® |
nitye tu paramarthikam kimcid adya me kityam bhavisya-
tityevambhitabhisamdhisamskarabhavat sarvapatisatsadha-
ranapramodasaraparyantavirasanadaraniyalokottaradar§anasra -
vanayogi bhavisyamityabhisamdhisamskirad ucitagitatody-
acarvanivismstal®simsatikabhavataya vimalamukurakalpi-
bhitanijahrdayah sticyadyabhinayavalokanodbhinnapramo-
dasokatanmayibhavah pathyakarnanapatrantaraprave$avasat
samutpanne  dedakalavidesavesanalingite samyanmithyasam-
$ayasambhavanidijfianavijfieyatvaparimar§inispade ramara-
vanadivisayadhyavasaye  tatsamskaranuvrttikaranabhiitatatsa-
hacarahtdyavasturapagititodyapramadanubhavasamskarasicita-

Y avataran | te i avatiryante G : avatirayaste M || ¢ %uddbir G :
siddbir M || 3 svdlaksanya® : Osilaksanya® G : °gyalaksamya® M || ¢ upa-
gatd G : avagata (pethaps corrected into apagatd) M || © kavyesy api hrdaya
eva (hrdaya eva cotrected from hrdayam eva) G : kavyeryavibrdayadeva M ||

8 cittavretir (corrected from cittavriter) G : cittavytter M || 7 lokottara-
rasapranake G : lokottararasam pranate M || 8 nimagnakarika G : nimagna-
karatin M || ® wdeti G : wdgyati M || 10 carvanivismrta® G : %arpanie

ca vismria® M |
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samanugatataduktariiparimadhyavasiyasamskara eva bhavan
paficasair divasail sacamatkaras'tadiyacaritamadhyapravistasva-
tmaripamatih svatmadvarena visvam tathi pasyan pratye-
kam simajiko dedakilaviSesanaparamaréena ¢ evamkarinim
idam” iti  lindtmaka®vidhisamarpaka’samvijjitiyam  eva
samvidvidesarafijakam?prinavallabhapratimam?® rasasvada®sahaca-
raramyagititodyadisamskaram’ rasanubhavavasena®  hrdaya-
bhyantaranikhatam tata evotpumsana’$atair api mlanima-
tram apy abhajamanam bhajams tattacchubhasubhaprep-
sajihasasatatasyitavrttitvad eva $ubham acaraty asubham
samujjhati |

idanim upayasamvedanalabhat tad idam  amnkirtanam
anuvyavasayaviSeso nityaparaparyayah | nanukara iti bhrami-
tavyam anena | bhindena rijaputrasyinyasya vanukrtav '
anyidibuddher abhavat tad vikaranam® iti prasiddham
hasamatraphalam madhyasthanim | yadabhiprayena munir
vaksyati  * paracestinukaranid dhasas samupajayate ’1? |
tatpaksyandm®® tu tad eva dvesastyanuvrttya'‘diphalam |
tadbuddhyaiva hi daityanim hrdayaksobhah evambhiita
vayam upahidsabhdjanam iti | upahisyatabhirava§ ca nivar-
tante tatah | na tGpade$ena | nanv evam tavatd niyatinukato
mi bhit | anukirena tu kim apariddham | na  kimcid
asambhavad rte | anukara iti hi sadr$akaranam | tat kasya |

L sacamatkiras : sacamatkara® G,M || ¢ [irdtmaka® G (corrected
from lidhatmaka®) : lighatmaka® M || ¥ Ysamarpaka® : “samarpitam G :
samarpakam M || * rafijakam : ®raiijaka® G,M | 3 pratimam : °pratima’
GM|| ©rasasvada® G : rasasvide M || 7 samskdram : samskira G,M ||
8 rasanubhavasena G (corrected from rasavasena) i rasd...vasena M I
S tpumsana® M : tpuitkha® G | 19 nyasya vanukytav (corrected from
vanukyrte) G : myasyavaganukrie M || W tad vikarapam : tad dbi vikarayam
(cotrected from vikdrapam) G : tad dbi karagam M || 2 N.S., VIL, 10 |
B tatpaksyanam M : tatpaksiyanam G| M %mmwrtty® (corrected from
Onivrtty®) G i wivrity® M ||
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nma tivad rimasya | tasyinanukiryatvit | etena  pramadi-
divibhavanim anukaranam parakrtam | na cittavettinim
$okakrodhaditapanim | na hi nato ramasadréam svitmanah
$okam  karoti | sarvathaiva tasya tatrabhivat | bhave
vananukaratvit | na cinyad vastv asti yac chokena sadram
syt | anubhavams tu karoti | kim tu sajatiyin® eva | na tu
tatsadr$dn | sidharanaripasya kah kena  sadréyarthas
trailokyavartinah | sadréatvam tu na viSesitmana  yauga-
padyenopapadyate  kadacit | kramena niyata  evanukrtah
syit | siminyitmakatve ko’ nukarirthah | tasmid aniya-
tinukiro * nityam ity api na bhramitavyam | asmadupi-
dhyayakste kivyakautuke ’py ayam evibhipriyo mantavyah |
na tv aniyatinukiro ’pi | teninuvyavasiya®videsavisayikaryam
natyam | tathd hy 3zhiryaviSesadind nivrtte tadde$akala-
caitramaitridinatavidesapratyaksibhimine videsaleSopakra-
mena ca vina pratyaksipravrtter dpite rimadisabdasyatro-
payogat prasiddhatadarthatayadaraniyacatitavicakasyasambhi-
vanimatranirikaraneninuvyavasiyasya pratyaksakalpati, ®
hrdyagitidyanusyiitataya ~ camatkirasthanatvid ~ dhrdayi-
nuprave§ayogyatvam, abhinayacatustayena svaripapraccha-
danam, prastivanidinid natajiidnajasamskarasicivyam, tena
rafijakasimagrimadhyanupravistena pracchaditasvasvabhavena
prakpravrttalaukikapratyaksinumanadijanitasamskarasahdyena °
natajiianasamskirasacivena  hrdayasamvidatanmayibhavana-
sahakirind prayoktri dréyaminena yo ’nuvyavasiyo janyate
sukhaduhkhadyakaratattaccittavrttirisita’nijasamvidanandapra-
kidamayo ’ta eva vicitro rasanisvadanacamatkaracarvana-

1 sajatiyan G : jatiyan M || 2 tasmad anityata® G : tagydyata M ||
8 Opuyyavasiya : Onuvyavasiyavat G,M | 4 %apyite : Oayate G, M |
5 pratyaksakalpati :  pratyaksakalpandtye G :  pratyaksakalpand M ||
8 % anmayibhavana® i Otanmayibhavani® GM || 7 Ordgita® @ Oriiparisita®
G : Oruparipita® M ||
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nirveSabhogidyaparaparyiyah, tatra ya  avabhisate vastu?
tan nityam |

tac ca jiianakaramatram aropitam svaripam? siminyitmakam
tatkalanirmitaripam cinyad va® kimcid astu | natriprastu-
talekhanenitmano  dar$anantarakathaparicayaprakatanaphalena
prakrtavastuniripanavighnam acarantal sahtdayan khedayamah |
tasmad anuvyavasayatmakam kirtanam tsitavikalpasamve-
danam natyam | tadvedanavedyatvit | na tv  anukarapa-
tipam | yadi tv evam  mukhyalaukikakarananusiritaya
‘ nukaranam ity ucyate tan na kalcid dosah | sthite vastuto
bhede $abdapravitter avivadaspadatvat | etac ca yathivasa-
ram vitanisyata ity astaim tavat | yata§ cedam ninukaranam
tato yat kaiscic coditam tad anavaki$am |

Yvastu G :staM || % sardpam G : svardpam. . M || 3 cinyad v
G : canyatha® M |
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“ But how is it that this burden (viz. the defeat) has been
imposed on our back ?”’* 'To this question the author replies :

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

The sense intended in this verse is that nobody has imposed
such a burden on your back. Both the demons and the gods
stay outside, at ease. Here, thati is, in the Natyaveda anyway,
those who ate seen are not the real demons and the gods. As
to them, indeed, there arises neither the idea of reality, not of
similitude, as in the case of twins ; nor of illusion, as in the
case of the illusion of a piece of mother-of-pearl, preceded by
knowledge of a piece of silver ; nor of super-imposition, as
when wrong knowledge follows after vitiating the right one ;
not of identity, as when one says °this peasant is a cow’ ;
nor of a poetical fancy, as when the moon is fancied as the face
of the night, etc.; nor of copy, as in the case of a painted model;
nor of reproduction, as in the case of the counterfeit re-
presentation of the instruction imparted by a teacher to his
students ; not of sudden creation, as in magic; nor of an appea-
rance effected by tricks, as in sleight of hand, etc. In all these
cases, indeed, there is a lack of generalization so that the on-

1) According to N.S\, vv. 99-106, Drama has not been instituted by
Brahmia to cast an unfavourable light on the demons (Daitya, Vighna
étc.), but to tepresent impartially acts and ideas both of gods and demons.
Demons have no reason to be afraid of it and to spoil the dramatic per-
formance. Here the objector is a hypothetical daifya and the * burden”
is the defeat of the demons by the gods, which was the argument of the
first dramatical production. ( see N. S., vv, 54 f).
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looket, being consequently in a state of indifference, will not
logically be able to be petvaded by the relish of Rasa. Again,
if the poet aims at a too specific (#iyata) subject-matter, poetry
will not be accomplished, and he will not be able to avoid the
fault of improptiety (anancitya).! Further, as it happens at the
sight of a pair of lovers united together, the mind of onlookets
will rather became the prey of the ordinary, actual feelings
of delight, rage, and so on.? Eventually, (we may here add)
that whenever the mind of the spectators is troubled by the
sight of two different individuals, viz. the represented personage
and the actor, the (necessary) umﬁcatlon (anusamdhi) between
them cannot take place.

What is then dfama ? The author answets :

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

The sense intended in this verse is as follows. These.
petsonages, i.e., Rama, ctc., have never come down into the
path of our means of knowledge. Now, when they are des-
cribed in the scriptures there is no doubt, it is true, that the
Ramayana-hke narrations, that is to say, these unique great -
sentences,® give frise to the idea of the individual essence

1) See, on theidea of ancitya, V. Raghavan, Some Concepts of the Alﬂmkﬁm
Sastra, Adyar, 1942, pp. 194-257. “ Proportion and harmony”—says V.
Raghavan, ib. p.208—form an aspect of Aucitya, which is propriety, adap-
tation, and other points of appropriateness. From the point of view of the
perfect agreement between the parts and the chief element of Rasa, from
the point of view of this proportion and harmony, I think, Auc1tya can be
rendered in English into another word also viz., ‘ Sympathy’, which as a
word in art-criticism means ‘ mutual conformity of patts”.

2) See supra, p. 44.

3) “ The principal clause and the subotdinate clauses which are mutually
connected together by expectancy, consistency and proximity form a
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(visesa) of each of them. This idea, however, is not contrasting
with the concept of generalization and its presence causes
therefore no difficulty. ‘The individual essences, indeed,
amount to a real individuality (swiliksanya), possessed of a
cortesponding causal efficiency (arthakriya), only when they are
contemporary with us—which contemporaneity, in this case,
does not exist.!  This state of generalization of the deter-
minants, etc., arises even in poems propet and, in this case, it
penetrates directly into the heart. Even then, although the ge-
neralization can occur in mere tales (kathi), nevertheless there

mahdvakya, when they serve a single purpose ” (K. Kunjunni Raja, Indian
Theories of Meaning, Adyar 1963, p. 161).

1) a) The perception of the particular names and shapes of Rima, etc.
(therefore of their qualifications of time, space, etc.); does not involve that
they cannot be perceived in a generalized form. A personality, etc., in-
serts itself into our practical life (develops, so to say, its causal efficiency)
only when it is contemporary with us, i.e., connected with the present and
therefore with the practical interests, etc., of our own Ego. When these
petsonalities are not contemporary, they cannot develop their mnatural
causal efficiency. In the aesthetic perception, they are independent from
the concepts both of reality"and non-reality, and are thus perceived as
“ generalized . In this sense, their particularity (#ifesa) is not contrasting
with the concept of generality.

b) 1In this context, svalaksapya is simply a synonym of sarijpa, one’s
own form or shape, one’s own peculiar nature, hence individuality, etc.
Srvalaksanya is commented on by A.G. in this way in the Di.A.L., p. 538,
"I'he causal efficiency (arthakriya ; on this concept, cf. p. 31, n. 7) in the
sense of practical or pragmatical functionality belongs to the real individua-
lity (i.e., contemporary with the spectator) only. The generalized image
of the aesthetic experience has no practical efficiency, i.e., does not insert
itself in practical life. 'The concept of causal efficiency in connexion with
the one of individuality (in the sense of a particular essence contrasting with
the general essence, the samanyalaksapa) has a Buddhist origin and, freely
interpreted, became part of the common philosophical vocabulary.
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lacking a gteat impressive feeling (ra#jand), as in the case of
the sentence, ¢ Such and such a thing happens to them who do
such and such a thing’), the corresponding state of mind is
not well decided. In poetty, on the contrary (and let us re-
member hete that the body of poetry is made up of words
embellished by qualities and figures of speech, with Rasa as its
life, the Rasa of a non-ordinary nature) every state of mind
is, so to say, completely immerged,thanks to a consent of heatt,
This idea, to be confronted with a kind of direct perception ot
expetience (pratyaksasiksitkdrakalpa) does not atise, however, in
every person [who is heating or teading a poem].

In drama this difficulty does not arise.! The mnature of it
may be resumed as follows. Firstly, in drama there is the
absence, within us, of the intention : ¢ Today I must do some-
thing practical  and the presence, in its place, of the intention :
¢ Today I am going to enjoy sights and sounds of a non-ordinary
nature deserving of attention, which will atouse, at the end, no
sensation of disgust® and whose essence is a generalized
pleasure shared by all the spectators. The relish of suitable
vocal and instrumental music makes then the spectator forget
about his practical existence (sémsirikabbiva), and, his heart
consequently being turned as clear as a spotless mirror he be-
comes capable of identifying himself with the mental states

1) Some individuals whose aesthetic sensibility (consent of the heart,
etc.) is poor, need visual illustration of what is suggested by the power
of the poem; such visual illustration (consisting of the actors, etc.) contri-
butes to bring about the immersion of the spectator in the events reptesented
to the exclusion of everything else.

2) In other words, at the end of the performance and therefore of th.

state of pleasure caused by it, there is no such sensation of disgust, as acco
panies all ordinary pleasures.
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of sotrow, delight, etc., sprung from the sight of the gestures
and of the othet species of reptresentation. Listening to the
recitation makes the spectator enter into the life of a character
different from himself, and, as a result, thete grows up in him
a cognition whose object is Rima, Rivana and so on. 'This
cognition is not circumscribed by any limitation of space and
time, and is free from all those forms of thought concerning
which is the matter of knowledge, which is either mistaken,
or uncertain, or probable, etc. That is not all. The spectator
is accompanied by the impressions of this cognition (whose
object was Rama, etc.) and then by a kind of camatkara for
several days.! These impressions are evidenced, in their
turn, by other ones, deposited within him by the direct percep-
tion of the various pleasure-producing things—women, vocal
and instrumental musics—which accompanied the performance.
These last impressions are the very cause of the continuation of
the first ones. But let us revert to the spectator. His own
self continues to be merged in the represented exploits, and
through it, he goes on secing everything in this light. This
impression of the vocal and instrumental musics and of the othet
delightful things—that, as we have seen, accompany the relish
of Rasa, -are not to be compared to [the pleasure givento us by
the sight of] our beloved one, and colour the consciousness in
a special way—gives birth, within him, to a kind of injunction
suitable to be expressed by the optative mode, that is : ¢ Such
and-such a thing (must happen) to those who do such-and-such
a thing ’. ‘This injunction is free of every spatial and temporal
specification. The afore-mentioned impression by virtue of

1) Cf. Myechakatika, 111, 5 : yat "satyam virate ’pi gitasamaye gacchim
$rmvann iva | ““ To tell the truth, although the song is ended, I seem to hear
it as T'walk ”,
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the Rasa-experience, remains deeply fixed in the heart, like an
arrow, in such a way that by no possible effort can it be =ased,
let alone extracted.! Thanks to it, the desites of attaining
the good and abandoning the bad are constantly present in the
mind of the spectator, who accordingly does the good and
avoids the bad. '

Now then, as thete is no awateness of (the actor being) a
means, the meaning of the term re-narration, found in the stanza,
is a particular re-perception (the word ““ drama ”” isbut a synonym
for it), and not a reproduction. We deserve not to be deceived
by the latter. When, indeed, a prince or some other personage is
teproduced in jest, the spectators do not have the idea that
the actor is some one othet, etc.  Such a peiformance is known,
indeed, as a “ deformation ”, and, as such, gives tise to nothing
but laughter in the onlookers. This was just the purpose of
Bharata, who said : ‘ Laughter arises from a reproduction of
other people’s actions (N.S., VI, 10)°. In the teproduced
personages, on the othet hand, this mimicry gives rise to feel-
ings of hatred, indignation and so on. The agitation of heart
in the Demons was caused, indeed, by this very thought:
¢ We have thus become a vessel of derision®.” ‘Their absten-
tion too [from spoiling the drama] is caused by this fear of
becoming an object of derision and not by the teaching (of
Brahma).

¢ Well °, someone might say, ‘let me even admit that drama
is not 2 reproduction of specific things ; however, of which is

1) A similar expression is to be found in the LRV, I,p. 37 ¢
prasiddbisatapiirne jivaloke kasyacit kicid eva prasiddhip * lineva pratibimbiteva
ikbitevantarnikbarera ca (Malatimadbava, v. 10)* iti nydyena brdayabhittan
utpatanasatair api brdayam anmnmilya napasarpati ||

2) Cf. supra, p. 6.
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reproduction Zont conr guilty * To this question we answer
that, surely, it is guilty of nothing, with the only exception of
a logical impossibility. The word reproduction, indeed, means
the production of similar things. But similar to whom ?
Surely, not to Rama, etc., because it is not possible to reproduce
him, And, by this very argument, the reproduction, too, of
his patticular determinants (women, etc.) is refuted. Further,
even his state of mind, as, f.i., sorrow, anger, etc. The actor,
indeed, does not produce, within him, a sorrow similar to that
of Rama, because such a sottow is totally absent in him; and, if
it were actually in him, it would no more be a teproduction.
Not, again, is there some other thing which may be similar to
the sottow of Rima. ¢Perhaps’, some might say, ¢ the con-
sequents he produces atre similar to those of Rima’. But to
this question too we answer that they are not similar, but of
the same species. As to a universal thing (sédhirapd), common
to all the three worlds,! what is, in fact, the sense of this
term * similarity >—similarity to what? ? Similarity, indeed—
similatity to a particular thing—cannot ever take place simul-
taneously; only a specific thing may be reproduced, and that
also only gradually. What is then the sense of reproduction,
as to a generic thing ? Therefore, we desetve not to be de-
ceived by this theory viz,, that drama is a reproduction of non
specific things. 'This is what our master intended to say in his
Kavyakantuka too, and not, surely, that drama is a reproduction
of non specific things.

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

1) And therefore simultaneously present in all individuals.
2) Consequents ate a universal reality, common to all people.
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thanks to garments, make-up and the other forms of reptesen-
tation, the ptesumption to be confronted with the ditect pet-
ception of a particular actor (Caitra, Maitra, etc.) and of his
patticular space and time ceases to exist ; in the second place,
since direct petception cannot take place without at least a
minimum of particularization, recourse is had to such names
as Rima, etc. The fact that these ate the names of famous
personages eliminates indeed the possibility that one who
declaims their exploits desetving of attention might provoke
in the spectators the hindrance of unvetisimilitude. Owing
to all this, this re-petception is like a form of ditect perception.
Further, because the scene represented, being accompanied by
pleasute-giving vocal musics, etc., is a soutce of -camatkira, it
is possessed of a natural suitability to penetrate into the heatt.
Again, the four forms of representation hide the true identity
of the actor. Eventually, the prologue, etc., give to spectatots
the [constant] impression that they have to do with an actor.
The actot, being seen, arouses, then, in the spectatots, a fe-
perception (called, too, tasting, sampling, camatkara, telish,
immersion, enjoyment, etc.), which, though consisting in the
light and bliss of our own consciousness, is still affected by
various feelings, and is therefore vatied. Drama is only what
appears in this re-perception. In this connexion, the actor is
immerged in the afore-said colouring combination (of detet-
minants, etc.); his real identity is hidden; he possesses mental
impressions atising from ditect, inferential and other forms of
ordinaty perception which have occurred in the past; he is
provided with mental impressions of the awareness of being an
actor, and he partakes in creating the identification of the spec-
tators with the representation, and that through their heart’s
consent. But let us revert to what appears in the aforemen-
tioned re-perception. This may equally be consideted either as
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an inner image of our own knowledge, or as a genetic super-
imposed image, or again as a sudden creation, ot even as some
other thing. Anyway, we have no intention of boring here
our sensible readers with these discussions, removed from the
chief subject-matter. They, indeed, would only amount to
showing off our acquaintance with other systems, and to be a
hindrance to the subject under discussion.

To sum up, drama is only a ‘ natration ’ (irtana), made up of
a re-perception, a form of consciousness affected by discursive
cognitions (risitavikalpasamyedana)—it is, indeed, thus per-
ceived—and not a form of reproduction. If, however, you
say that it is a reproduction, in the sense that it follows the
“ production ” of real, ordinaty life, there is no fault.  Once
facts have been cleatly determined, wotds do not desetve to be
a soutce of disagreement. But we will expound that later.
For the time being, this is sufficient.
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Commentaty on Dh. 4., 1, 18,

As to poetty, which conveys the determinants and the conse-
quents, there is no possible appearance of any element which
could provoke the unsuitability of the primary meaning ; and,
therefore, there is in this sense little room for metaphor®,
“ But ”—someone might argue—what has it to do with un-
suitability ? ‘The natute of metaphor has indeed been defined
as follows. “ The metaphor is said to be the apptrehension of a
sense connected with the sense ditectly expressed®. Now-in
poetty, we see that the Rasas ate connected with  the determi-
nants, the consequents etc., which are directly expressed;
indeed, the determinants and the consequents ate respectively
the causes and the effects of Rasas, and the transitory states
co-opetate with them . Your objection, I reply, does not stand
to reason. If it be right, indeed, when, thanks to the word

1) See, on the natute of the metaphor, the study of K. Kunjunni Raja,
op. cit.,pp. 229-273. * Thethree essential conditions—he says, pp. 231-32—
generally accepted by the later Alamkarikas as necessary in Jaksand ot
transfer are (4) the inapplicability ot the unsuitability of the primary mean-
ing in the context, (4) some relation between the primary and the actual
referent of the wotd, and (¢) sanction for the transferred sense by populat
usage, or a definite motive justifying the transfer. Of these three conditions
the first two are accepted by all writers ; but the motive element justifying
the use of a metaphor which has not received the sanction of established
usage is not stressed by the eatlier writers; even later writers belonging to
the other school of thought are not interested in the motive element in
laksana ; it is only the literary critics who give great prominence to it ”’,

2) Kumirila, Tantravarttika, 1, 4, 23. See on all that, R. Gnoli,
Udbhata’s Commentary on the Kavyalamkira of Bhamaha, Roma 1962, pp.
XXXIV-XXXV.
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“ smoke’, the smoke has been apprehended, there would arise
also the idea of fire, just effected by the afote-said metaphor;
and again, from fire, there would arise the idea of temoving
coldness, and so on, so that wortds could no mote have any
fixed meaning. On the other hand, if you answer to this,
saying that, since the word ‘ smoke ’ is reposed in its own sense,
its power cannot actually extend to fire and so on, then the
consequence of your argumentation is one only, namely, that
the seed of the metaphor is the unsuitability of the primary
meaning, because, only if this is present, the afore-said tepose
of a wotd in its own sense can be lacking. -Now, in the con-
veying of the determinants, etc., there is no element which can
ptovoke the unsuitability of the primary meaning.

At this point, someone might perhaps urge that the appre-
hension of the feelings of delight, etc., immediately follows the
apptehension of the determinants, etc., just as the idea of fire
immediately follows the perception of smoke, and that, being
it so, there is little room, in this case, for a-power inherent in
words. But, instead of answering to this objection, I will
pose a question to this clever logician, who knows so well the
nature of perception, and it is the following : Do you think
that the apprehension of Rasa is metely the apprehension of
the feelings of some other person ? You do not deserve to
fall into such a'mistake. In this case, indeed, the said appre-
hension would be but an inference of the feelings proper to
such and such people ; what sort of 2 Rasa could it then possess ?
But the tasting of Rasa, which is made up of a non-ordinary
camatkira and is animated by the gustation of the determinants,
etc., propet to poetty, cannot certainly be so contemned as to
be placed on the same level as the otdinary processes of memoty,
inference, etc.” Rather, the truth is that he whose heart possesses
the latent traces of the ordinary inferential process from the
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effect to the cause, etc., does not apptehend the determinants
and so on, as if he were indifferent; being instead at the metcy
of his own sensibility—which quality is also called consent of
heart—, he rather apprehends them without mounting on the
path of memory, inference, etc., as if merged in a gustation,
suitable to an identification (with the determinants, etc.), which
is, so to say, the sprout of the tasting of Rasa, about to appeat
inall its fullness. 'This tasting, again, is not alteady botn
in the past, from some other means of knowledge, so that it is,
now, a form of memoty; nor is it arisen now from some othet
means of knowledge, for as to a non-ordinary thing, the direct
petception, etc., are devoid of any power. Hence, the ex-
pressions ¢ determinant ’, etc., are of a non-otdinaty natute ;
for as Bharata himself has said : “ The wotd ° detetminant’
is used for the sake of clear knowledge ”*. In evetyday life,
they are called causes, not determinants. The term ° conse-
quent’ is, it too, non-ordinary. ¢ Because the representation ”’—
Bharata says—‘“ by means of words, gestutes and the tem-
perament, makes one experience (the mental states) it is called
“ consequent 2. This experiencing, provoked by the conse-
quents, is nothing but an identification with the said feelings.
In everyday life, they are called effects, not consequents.
Thetefore, just with this view in mind, namely, that we do not
apprehend a feeling of others, Bharata has made no mention
of the permanent mental states in the siitra : “ Out of the union
of the determinants, the consequents and the transitory mental
states, the birth of Rasa takes place”.  On the contrary, the

1) N.S., VII, prose after st. 3.
2) N.S., VII, ptose after st. 4.
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mention of it would have been a soutce of difficulty. Such
exptessions as “ The permanent mental state becomes Rasa ”
are due to correspondence only—because, that is to say, the
gustation arises, beautiful as it is, thanks to the trace, latent
within us, of the fecling correspondent to the determinants and
the consequents ; and because in wordly life, in the stage, that
is, of the knowledge of the feelings of others—a knowledge,
let us say, truly indispensable as regards the consent of heart—
we are able to apptehend the permanent feelings of delight, etc.,
from things as gardens, bristling of the hairs, and so on. The
transitory mental state, is no doubt a feeling, but, since it is en-
joyed in so far as it is entirely dependent on the principal one,
it is reckoned by Bharata amongst the determinants and the
consequents'.

Thetefore, the ¢ birth of Rasa’, mentioned in the sitra,
must be intended as the birth of a relishing * —which telishing
is a sort of immersion in a gustation, appearing as superior to
all the othet ordinary feclings of delight, etc., that may be aroused
by different causes, as, f.i., meeting with a friend, and appear
to develop gradually. This gustation, therefore, is only a
manifestation, not a revelation—which is the operation of the
means of knowledge—, and not even a production— which is the
operation of the mcans of action.

“But ”—at this point someone might argue—*if this gusta-
tion is neither a cognition nor a production, then what is
it ?” But we reply—have we not said that this Rasa is of 2
non-otdinary nature ? What arc, then, these determinants ?

1) The mention of it, thercfote, gives rise to no difficulty.

2) If we take literally the expression of the sitra, the result would be
that the Rasa is no more a non-ordinary reality. The birth indeed, requires
some means of action, and these, as such, are of an ordinary nature.
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Ate they tevealing causes ot producing causes ? We reply
to this question that they -are neither revealing nor producing,
but only something which serves to realize the gustation.
Does any such thing appear elsewhere ?- But fot the very
reason why it does not appear we say that it is of a non-otdinary
natute. But (someone might say) in this way Rasa is not an
object of cognition (aprameya). Let us admit it, we reply—and
what of it ? For, since from its gustation, pleasute and
instruction detive, what other do you desire ? But, you might
sdy, it is not ascertained by any means of knowledge. This is
unttue, we reply, because its real existence is an unconfutable
datum of out own consciousness ; besides, this gustation is
only a particular form of knowledge. And that is enough.
Therefore, the said Rasa is of a non-ordinary nature—so that
even alliterations of harsh or soft sounds can be suggestive
of it; though they ate of no use as to meaning. Hete, then,
there is not even the shadow of the metaphor.



APPENDIX III

Commentaty on Dh. A., 11, 4.

Now, Bhatta Niyaka says 1.—If the Rasa wete petceived as
ptesent in a third party, the spectator should be in a state of
indifference. On the other hand, the poem—which, f.i,
might desctibe the story of Rima—does not make the reader
to petceive it as really present in him, because that would imply
this admission, namely that thete is a birth of Rasa in his
own self. Now this birth does not stand to teason, because
Sitd does not play the role of a determinant as regards the specta-
tor. “But” —someone may perhaps say—* that which causes
het to be a determinant is the general idea of loverness, which,
shated by her, is the cause of the awakening of the latent im-
pressions. ” But —I reply to this objection—how can that
happen as regards a desctription of deities, etc ? Futther, no
memoty of his own beloved one does atise in the spectator’s
consciousness (while he looks at Sitd). Again it is possible that
the construction of a bridge on the ocean and the other detet-
minants of this kind, proper to some extraordinary personages
as Rima and so on, may become general ? Nor it can be said
that what occurs is simply the memory of Rima, as endowed of
heroism, etc., in so far as the spectator has had no such pre-
vious experience. Even assuming that he is perceived through
verbal testimony (f#bda), there cannot be any birth of Rasa,
just as in the case of a pair of lovers united together, perceived
through direct knowledge. Moteover, according to the thesis
which maintains that Rasa is produced, the birth of the Pathetic

1) See, on the exposition of Bhatta Nayaka’s theory, supra, Introd.,
p. XX, fl.
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Rasa would make the perceiver to experience pain, and, conse-
quently, he would go no more to pathetic representations.
Therefore, that is not a production and not even a manifesta-
tion. Indeed, if it is supposed that a Rasa—f.i., the Erotic
one—first pre-exists in a potential form and is later manifested,
then (the determinants must necessarily) illuminate it little
by little. Besides, the difficulties already met with would recur :
is Rasa manifested as really present in our own self, or as present
in a third party ? Therefore, Rasa is neither petceived, nor
produced, nor manifested by the poem. The truth is that the
poetic word is different from the other ones. This happens
thanks to three distinct powers, which are so to speak, its patts
(am$a) : that is to say, the power of denotation, which has,
as its object, the expressed sense ; the power of revelation,
which has, as its object, the Rasa; and the power of bringing
about enjoyment, which has, as its object, the individuals who
are possessed of heart. If in poetry there were, indeed, one
power only, i.e., the power of denotation, without the other
ones, what a difference would still remain between the various
ornaments, as alliteration, etc., and the treatises illustrating
them ? And together with the ornaments the various styles.
also would result useless. And, again, what would be the
purpose of avoiding cacophony, etc ? Therefore, there is a
second power, called ‘revelation of Rasa’, thanks to which the
language of poetry is different from any other. This powet,
the so-called revelation, proper to poetry is nothing but the
faculty of generalizing the determinants. Once the Rasa has
been revealed, there is the enjoyment of it. This enjoyment,
which is different from any other kind of perception, as direct
knowledge and memoty, consists of the states of fluidity, en-
largement and expansion, is characterized by a resting, by a
lysis, in our own consciousness, constituted by se#/fva and
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intermixed with rg/a) and Zamap, and is similar to the tasting
of the supteme brahman. 'The chief member of poetty is
only this, quite petfect. The so-called instruction has only a
secondary place.

This is only one of the theories. The critics indeed do
not agree about the true nature of Rasa. Indeed, some of them
say that, in the first stage, we have only a permanent state of
mind, which, being later nourished by the transitory states of
mind, etc., is expetienced as Rasa. This Rasa, they add, is
perceived as really present in the reproduced personage only;
and, being displayed in the theater, is called “ theater-rasa 1,
This theory is ctiticized by others in the following way. What is
indeed, they say, the sense of this intensification of a state of
mind by another one, as tegards a mental state, which naturally
develops in a succession ? Surely, neither astonishment, not
SOTTOW nor anger, etc., are seen to grow more intense with time !
Therefore, your thesis, viz. that Rasa is [perceived as really]
present in the reproduced personage, does not stand to teason.
If you, on the other hand, say it is in the teproducing actor,
obviously he could not follow the tempo, etc.? If, finally,
you say that® it is in the spectatots, what a cematkira would
still subsist 7 On the contrary, in front of a pathetic scene,
the spectators would necessatily feel in pain. Therefore, this
thesis is not sound. Which is then the right one ? Here,
because of the infinitude of gradations, no reproduction of a
defined (niyata) permanent feeling must be made* ; this, besides,
would be purposeless, because at the sight of this excessive

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

3) Namely, The Rasas and bhivas.

4) That is, characterized by a particular stags.
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particularity, the spectators would remain indifferent, so that
there could not be any useful teaching. The true nature of
Rasa is thetefote the following. When the determinants,
the consequents and the transitoty states ate joined together
with refetence to a permanent state of mind, devoid of any
defined stage (aniyativasthatmeks), thete atises a petception,
different from memory, viz. “ This is Rima who was happy .
This petception has, as its object, the permanent feeling, is made
up of a tasting, is ultimately founded on the reproducing actor
and is to be found in theater only. Rasa is nothing but that.
It does not require any separate support, but, on the contrary,
the spectator is tasting it in the actor, who is considered as
identical with the reproduced personage. This is, in brief,
the natute of aesthetic experience. Therefore, Rasa lies in the
theater* only, not in the represented petsonage, etc.®.

Some othets say : “ The image of the permanent state of
mind appearing in the reproducing actor is produced by the
assemblage of the different forms of representation, etc., just
as the image of a hotse, appearing on a wall, is produced by
the various pigments, as orpiment, etc. This image is tasted
by a perception of a non-ordinary nature, named also sampling,
and is therefore called Rasa.  The meaning of the expression
¢ theater-Rasa ’, is then °the Rasas which are caused by the
theater ’.

According to others, Rasa is nothing but the whole of the
determinants and the consequents, supplied by a particular
assemblage, connected with determinate latent imptessions
suitable to the permanent state of mind—which is the object
of the acting of the afore-mentioned determinants and conse-

1) That is to say, in the natas, actors, only.
2) This the theoty of Saikuka.
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quents—and characterized by an intimate relish or lysis.
According to this theoty, the Rasas, are nothing but the drama.

Some others say that Rasa is the mere determinant or, again,
the mere consequent; according to others it is nothing but the
permanent state of mind ; others say that it is the transitory
mental state ; to others, it is a combination of these ; others say
that it is the situation to be reproduced ; and others, finally,
that it is an aggregate of all that. But enough of these lucu-
brations !

The afore-mentioned Rasa occurs in poetry also, which, in
the place of the realistic representation and of the theatrical
conventions, possesses the natural and the extraordinary mode
of speech.’ The combination of the determinants, etc., by which
it is produced, is, in poetry, afforded by words of a non-ordinary
chatacter, endowed with the qualities of cleatness (prasanna),
sweetness (madhura) and powetfulness (gjasvin). Even if it be
admitted that in poetry the Rasa-petception is someway diffet-
ent from drama, because of the means which are different,
the process, however, is the same.

Being it 'so, these faults concetn the prima facie view only,
for, according to it, perception is subjected to the distinctions
propet to oneself to others, etc. Anyhow, no matter which the
thesis is, Rasa results to be a petception. This is unavoidable.
Indeed, the existence of an unperceived thing, as, for instance,
a goblin, cannot be affirmed. The fact that this perception
is called by the names of relish, tasting, or enjoyment,does not
amount to any difficulty. We know indeed that the direct
cognition, the infcrence, the tradition, the intuition,the supet-
normal expericnce, under their different names—caused by the
different means which manifest them, are cqually but forms

1) On the spabbavokti, ete., see V. Raghavan, Some Concepls of the Alumkdra
Sastra, Adyar 1942, pp. 92-116.
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of petception. Nothing then forbids us to admit that the same
occuts in the case of Rasa also, for the very reason that the
means by which it is manifested, viz. the combination of the
determinants, etc., assisted by the consent of heart and so on,
are of a non-ordinaty nature. The use of the exptession,
‘ The Rasas atre perceived ’, is just like the one °the porridge
is being cooked’. The Rasa, indeed, is merely petceived.
The relishing is only a particular petception. This perception,
in drama, is different from an otdinary inferential petception;
yet, in the beginning, this is required, as a2 means. Likewise,
the afore-said perception, in poettry, is different from the other
verbal petceptions ; yet, in the beginning, these ate requited,
as a means.

Therefore, the prima facie views ate put to death. But if
you say that the exploits of Rima, etc., do not eatn the consent
of heart of evetybody, that, I answert, is a great mark of rash-
ness ! Everybody’s mind is indeed characterized by the most
various latent impressions; for as it has been said, “ As the
desire is permanent, these ate beginningless ”, and, “ On the
ground that the remembrances and the imptessions are homo-
geneous there is an uninterrupted succession of latent impress--
ions, even if they are separated by birth, space, and time!”.
Therefore, it is established that Rasa is perceived. ‘This pet-
ception, in its tutn, presents himself in the form of a relishing.

This relishing is produced by a new power, different from
the powet of denotation, which the expressed sense and the
expressing wotds come to possess, that is the powet of tune,
of suggestion. The so-called powet of bringing about enjoy-
ment, proper to poetty, according to you, consists, actually,
of this power of suggestion only, and has, as its object, *he
Rasa. The other power also, viz, the power of effectuation,

1) Yogasjitra, IV, sttras 10 and 9.
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is actually based on the usage of appropriate qualities and
ornaments. We shall explain it diffusely. It is nothing new. On
the other hand, if you say that poetry is effecting the Rasa,
then you, by this very statement, resuscitate the theoty of pro-
duction. Besides, this power of effectuation can be proper
neither to the poetical wotds only, because, if the express sense
is not known, the afore-said power cannot logically exist;
nor to the express sense only, because, this being conveyed
by othet wotds, it does not longer exist. We, on the contrary,
maintain that this power of effectuation pertaining to the
two of them, as it is confirmed in the stanza : “ That kind
of poetty, whetein either the sense of the word suggests the
implied meaning ”, etc.! Further, the effectuation-process
(let us here remember) is endowed with three distinguished
patts, that is, the means, the necessary measures, and the end.
Therefore, if we make the power of manifestation cortespond
to the means, the appropriate qualities and ornaments to the
necessary measures, and the Rasas to the end, produced by the
effecting poem, it is quite clear that the power of suggestion will
cotrespond to the first patt, viz. the means. The enjoyment,
in its turn, is not produced by the poetical word, but by this
non-ordinary power of suggestion only, through the supptess-
ion of our thick pall of mental stupor and blindness. 'This
enjoyment consists, according to you, of the states of fluidity,
enlargement and expansion, is called also “ tasting », and is of
anon-ordinary nature. In other wotds, having once established
that Rasa is suggested, the afore-mentioned power of bringing

1) D5.A.,1,13. “ That kind of 'poetry, whetein eithcr the (conven-
tional) meaning or the (conventional) word rendets itself or its meaning
secondaty (tespectively) and suggests the Implied meaning, is designated

by the leatned as dbvani or °Suggestive poetry’”. (Translation of K.
Krishnamootthy, ed. cit).
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about enjoyment is, it too, fatally established, The enjoyment,
indeed, is identical with the camatkdra, atising from the Rasa-
expetience itself. Further, as the constituent elements sattva,
etc., can be found set out in an infinite member of different
ways, accotding to the predominance of the one or the other,
it is absurd to limit the forms of tasting to fluidity, etc., only.
As to the theoty, according to which the tasting of Rasa is
similar to the tasting of the supteme brabman, we have nothing
to object. Moteover, the teaching to be derived from poetty
is different from the injunctions and instructions imparted by
teligious treatises and historical narratives. However, to
them, who maintain that poetry produces at the end a teaching,
which differs from usual analogy, viz. “as Rima, so I, and
consists in an enrichment of our own powet of intuition—the
instrument which allows the tasting of Rasa—, we have nothing
to treproach.! Therefore, this is definitely established—
namely, that Rasas are manifested and are tasted through a pet-
ception.

1) See, in this connexion, the A.Bb., I. p, 41: nanu kim gurmvad upa-
deSam karoti, netyaha, kintn buddhim vivardhayati, svapratibhim evam tadrsim
vitarati|| Elsewhete (Dh. A.L., p. 40) A.G. says that the principal element is
not knowledge (for in that ease there would be confusion with works on
ethics and historiography) but pleasute (priti, ananda). The pleasure and
knowledge, both s#7 generis, atoused by poetty are not distinct from each
other but are two aspects of the same thing (#a caite pritivyutpatti bhinnarips
eva, dvayor apy ekavisayatvit, Dh.A.L., p. 336).
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ahrdaya, cf. Unaesthetic person.
aikagrya, cf. Conspiration.
Aim of poetry, kavyartha, 50.
Ajitapida, XVIIZ, XIX'.,
alaksyakrama, XX1X2,
alamkara, cf. Ornaments,
amarsa, cf. Indignation.
onanda, cf. Beatitude.
ananda, cf. Bliss.
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Anandavardhana, XX!, XXV,
XXV XXVII, XXVII, XX1X
XXX1V, XXXV, XLVI, XLIX,
LIl

anavamala, cf,
desire.

anaucitya, cf. Impropriety.

anga, cf. Gestures.

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

angikathinaya, cf. Gestacular re-
presentation.

Arnka, 647,

anubhava, cf. Consequents.

anubhava, cf. Experience.

anubhzvana, 79.

anukara, cf. Imitation.

anukarana, cf. Imitation,

anukarapa, cf. Reproduction.

anukirtana, cf. Re-telling.
aenumana, cf. Inference.

anumana, cf. Reasoning,

anupravesa, cf. Personal parti-
cipation.

anusamdhana, cf. Realization.

anusamdhi ( or anusamdhana ), cf.
Realisation.

anusamdhi, cf. Unification.

anusmyti, cf. Recollection.

anuttamaprakrti, cf. Inferior nature.

Anuvyavasaya, 603.

Anxiety, arthacinta, 29,

Anxiety, cinta, 77, 78.

apahasita, cf. Vulgar laughter.

aparamarthika, cf, Unreal.

drabhati (vrtti) cf, Horrific style.

Maculation of
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Arrangement, samnivesa, 42.
artha, cf. Material property.
artha, cf. Reality.

arthacinta, cf. Anxiety,
arthakriya, cf.: Causal efficiency.
arthita, cf. Requirement.
Artificial, krtrima, 29.

Artistic intuition, pratibhz, 4.
Assistant, prriparsvika, 65>
Astonishment, vismaya, XLVI.
asvadana, cf. Tasting,.

atihasita, cf. Excessive laughter.
atman, cf. Self.

aucitya, cf, Correspondence.
Audramagadhi ( pravetti ), 691,
avagamanasakti, cf. Power of com-

munication.
Avanti ( pravetti ), 69,
Avantivarman, XVII?, XX,
XXXI.

avesa, cf. Immersion.

bala, cf. Powecr.

Beatitude, cnanda, XX111', 47.

Beauty, saundarya, 82,

Benediction stanza, nandi, 652,

Bhairava, 82'.

Bhamaha, L, 103,

bhakti, cf. Religious devotion.

Bhina, 64,

Bharata, X1V, XVI, XVil, XXI,
XLIX, 25,272, 28, 28', 29!,
318, 33, 40, 41, 422, 502, 52,
652, 66%, 67, 711", 76', 77, 7172,
80, 80%, 98, 104, 105.

bharati ( vrtti ), cf. Eloquent styie.

Bhartrhari, XX1V, XXXI12, 561,

bhasa, cf. Dialect.

Bhaskari, 563.

Bhatta Lollata, XVII, XVII?
XVI, XIX, XIX!, XXXV,
XXXVI, 25, 261, 263, 27, 28,
282, 49, 621, 1097,

GENERAL INDEX

Bhatta Narayana, XL1I,

Bhatta Nayaka, XX, XX, XXI,
XXI1I, XX1V, XXVI, XXXV,
XXXVI1, XLVI, L1I, 43, 44,
451, 47 4, 49, 50, 51, 51%, 521,
583, 107, 1071,

Bhatta Tauta, XX,

Bhatta Tota, XXXV, XLVIII, L1,
L11, 33, 337, 352

bhava, cf. the matter of Rasa.

bhavana, cf. Propulsion.

bhavana, cf. power of revelation.

bhavyamitna, cf. Revealed.

bhaya, cf. Fear.

bhayanaka, cf, Territle Rasa,

bhoga, cf. Enjoyment,

bloga, cf, Fruition.

biiogikarapa, cf. Bringing atout
enjoyment.

Bhoja, 472,

Bhojavitii, 472,

Bhuvanabhyudaya, X1X1,

bibkatsa, cf. Odious Rasa.

Bliss, ananda, 60.

Brahma, 937, 98.

brahman, XX1V, 115.

Brahmana Nayaka, ic.,
Nayaka.

Bringing about enjoyment, bhogi-
karana, 50.

buddhi, cf. Mental substance.

Buddhist, XX1V, XXVII, 95",

Buddhistic Idealism, Vijianavada,
XXXVIIL

camatkara, cf. Wonder.

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

caiicalya, cf. Mobility. 3

Capacity to produce effects, artha-
kriyakaritva, 317,

Casual efficiency, arthakriya, 31,
95, 951,

Bhatta
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Cause, karapa, XVI.
cinta, cf. Anxiety.

cittacamatkara, cf. Self-fashing of
thought.

Clearness, prasanna, 111.
Cognition, jiapti, 84.

Cognition, vijiana, XVII',
Combination, samyoga, 25, 82, 86.
Comic Rasa, hasya, XVI, 28, 76.
Command, vidhi, 52, 524,
Compactness, ekaghanata, 73'.
Conscious effort, prayatna, 29.

Consciousness, samvid, XL*, 34,
47, 51.

Consequent, anubhava, XVI, 25,
26, 29, 39, 42, 70,722, 77,178,
104, 110.

Conspiration, aikagrya, 78.

Constituent elements, guna, 46'°.

Contentment, dhyti, 78.

Conventional meaning, XXVIII.

Correspondence, aucitya, 81.

Creative inspiration, karayitri pra-
tibha, L.

Creator, Prajapati, XLVIII.

Critics, vyakhyatr, 33.

Daitya, 941,

Daksinatya ( pravrtti ), 69°.

Dandin, XVII, XVII% L, 27.

Dasartipa, 29!, 422, 647, 663.

Death, marana, 29'.

Defects, doga, 45.

Defined, niyata, 109.

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

Demons, 98.

Depression, dainya, 78.

Determinant, vibhava, XVI, XLIX,
25, 26, 27, 28, 282, 29, 35, 352,
38, 42,421, 44, 45, 5], 59%,
62, 70, 722, 73, 733,76, 711, 78,
79!, 80, 81, 82, 84, 86, 87, 100,
10%, 103, 104, 105, 110, 111,
112.
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Devoid of obstacles, nirvighna, 56.

dharma, cf. Moral and Religious
duty.

Dharmakirti, XXXI112, 377, 33%,
42, 561,

dhyti, cf, Contentment.

dhruva, 40,

dhvananavyapara, cf. Power of evo-
cation.

dhvani, cf, Resonance.

dhvani, cf. Suggestive poetry.

Dhvanyaloka, XX1, XXVII,
XXVII, XIX, XXXV,

Dialect, bhasa, 65.

Dilatation, vistara, 462, 47.

Dima, 64,

Direct experience, sakgatkira, 54.

Direct perception, darsana, 49.

Direct perception, pratyaksasak-
satkarckalpa, 96.

Disgust, jugupsa, XV, 74.

Distinct apprehensions, vikalpa,
562.

Distress, u:lvega, 29'.

dosa, cf. Defects.

Drama, 41.

druti, cf. Fluidity.

Effects, karya, XV

Ego, aham, XL*.

ekaghanata, cf. Compactness.

Elements of principal order, stha-
yibhava, 77%.

Eloquent style, bharati vytti, 683.

Emotions, Bhava (or sthayibhava),
XV.

Energy, utsaha, 71".

Enjoyment, bhoga, 46, 501, 62.

Enumeration of the loved one’s
merits, gunakirtana, 291,

Erotic Rasa, §yrigara, XVI, 27, 291,
318, 34, 683, 71}, 76}, 87,
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Excessive laughter, atihasita, 284,

Expansion, vikasa, 461*, 47.

Experience, anubhava, 50.

Extended, vitata, 56.

External combination, samagri, 42.

Extrancous intcrference, vighna,
XXII.,

Fame, prasiddhi, 63.

Farce, prahasana, 62.

Fear, blaya, XV, 74.

Fever, vyadhi, 29'.

Firmness, sthairva, 29.

Fluidity, druti, 46'2, 47, 50.

Form of consciousness, pratipatti,
524,

Fruition, bhoga, X X111.

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

Gay style, kaisiki vitti, 68°.

Generality, sadharanya, XXI11', 44.

General definition, scmznya-la-
ksana, 772,

Gencral essence, semanya-lak sana,
951,

Gentle laughter, vilasita, 28*.

Gentle mind, sukumzramati, 82",

Gestacular representation, aigi-
kabhinaya, 30.

Gestures, ariga, XVII'.

ghtirni, cf. Vibration.

God, Paramesvara, XL, XL?*.

Goddess of beauty, Sri, 59*.

Grammarian, Vaiyokarana, 45.

Grandoise style sattvati vytti, 685,

8unpa, cf. Constituent elements.

guna, cf. Quality.

Gunpacandra, 562

8unakirtanc, cf, Enumeration of
etc.

Hara, 54,

Harsa, 31!,

GENERAL INDEX

hasa, cf. Laughter.
Fkasita, cf. Smile.
hésya, cf. Comic Rasa.

| Heart, hrdaya, 60".

Hemacandra, X1X, XLVIII, LI,
262, 317, 841,

Heroic Rasa, vira, XVI, 683, 73,
76,

Heroism, utséha, XV, 29, 75, 76.

Historical world, samsara, XLVI.

Horrific style, @rabhati vriti, 682,

hidaya, cf. Heart,

Hrdayadarpana (i.e., Sahrdaya-
darpana ), XX1, XLVI, 52%.

icchu, cf. Will,

Idealistic Buddhism, vijiignavada,
623,

Thamyga, 641,

Imagination, samkaipa, 69.

Imitation, enukarana, 413, 641,

Imitation theory, XIX.

Immersion, nirvesa or avesa, 62,
84.

Immersion in an enjoyment, bho-
gaveia, 59.

Impressions, uparaga, 82.

Iimpressive fecling, raijana, 96.

Impropriety, anaucitya, 94.

Indifference, Tatasthya or mach-
yasthyra, 64, 81%,

Indignation, amarsa, 29.

Individual essence, vise:a, 94.

Individuality, syalaksanya, ©5.

Ineffable  quiescence, nirvana
XX1V.

Inference, anumana, 44.

Inferior nature, anuttamapraiiti,
74.

Initial presentaticn, frastévend,
65.

Inner perception, minasapratya-
ksa, 60°,
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Inner sense, manah, 47'2.

Insanity, unmada, 29'.

Intonation, kaku, 40.

Intuition, pratibhana, L1, 49, 53.

Intuitive consciousness, prajia,
LI.

Invariable concomitance, vyapti,
56.

I$vara, cf. Unlimited Ego, or God.

Jadata, cf. Stupor.

Jayapida, XVIII'.

Jayaratha, XXXVI1',

Jjnapti, cf. Cognition.

Jugupsa, cf. Disgust.

Juncture, samdhyanga, 41, 412,

Kaisiki (vetti ), cf. Gay style.

kaksya, cf. Zones.

kaku, cf. Intonations.

Kalhana, XIX1, XX,

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

Kallata, 60,

kama, cf. Love.

Kama, cf. Pleasure.

Kant, LII.

Kapila, 73.

karana, cf. Causc.

karayitri  pratibha,
inspiration.

karya, cf, Effects.

karupa, cf. Pathetic Rasa.

Kashmir, XVII2,

601,
katha, cf. Tales.
Kavyadaréa, XVII3 L3,
Kavyakautuka, XX, XXXV, LI2, |

331, 99, :
Kavyzlankara  ( of

XXVIIY, L3, 1022,
Kavyelankara ( of Vamana ), L.
Kavyamimamsa, L1

Bhamaha ),

cf. Creative |

XIX!, XX, |
XXI, XXVI, XLUIL, 33, |
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Kavyanusasana, XLVIII.

Kavyapradipa, 762,

Kavyartha, cf. Aim of poctry.

kavyartha, cf. Parpose of poetry.

kirtana, cf, Narration.

krodha, cf. Anger.

Ks2marija, XVII2, XVIII, XX,

ksobha, cf. Shock.

Kumarasambhava, 54°.

Kumarila, XX, 52%, 567, 1022,

laksena, cf. Transfer.

Laksmi, 59.

iasya, cf. Women’s dance.

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

Laughter, fiisa, XV, 73, 74.

Laughter of ridicule, wupahasita,
284,

laya, cf. Lysis.

Learning, vyutpatti, 63,

Liberation, moksa, 717,

Light, prakasa, X X111, 47.

Limited, parimita, 56.

. Limiting causes, niyamahetu, 57.

linga, cf. Logical rcasons.

i Local usages, pravitti, 68.

Locana, XXXII%, XXX1V!.

Logical reasons, linga, 27.

lokadharmi, cf. Realistic
scntation.

Lollata, i.e., Bhatta Lollata.

Longing, ablilasa, 29'.

Love, kamna, 28, 291,

.

repre-

" Lysis, laya, XXI1I, XXIII', XLI,

62.
Maculation of desire, rnavamala,
60%,
madhura, cf. Swectness.
madhyasthya, cf. Indifference.
Maheévarananda, XXI1X.
I] Mahimabhatta, XXVI, 317, 47:b,
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Mlatimadhava, 98",

Mammat1, XX11, 327, 47°3,

manah, cf. Inner sense.

manah, cf. Mind.

minasadchyavasaya, cf. Mental cog-
nition,

manasapratyaksa, cf. Inner per-

" ception.

mandapa, cf. Pavilion.

Mandara, 59, 59%.

Manifested, vyangya, S1.

Manifested sense, vyangya, XX1X.

Manikyacandra, L1,

marana, cf. Death.

Marvellous enjoyment,
bhoga, 60.

Marvellous Rasa, a:ibhuta, XVI,
76'.

Material property, artha, 71".

matter of Rasa, bhava, 70'.

maya, XXI1'.

Means, upaya, 49.

Means of knowledge, pramina,
8s.

Memory, smiti, 26'.

Mental cognition, manasadhya-
vasaya, 60, 603, 69',

Mental perception, manasapratya-
ksa, 54%.

Mental Series, santana, XXXVII.

Mental stupor, moha, XXII, 45.

Mental substance, buddhi, 46'2,

Mimamsaka, 45.

Mind, manal, 343,

Mobility, caficalya, 73.

moha, cf. Stupor.

moksa, cf. Liberation.

Moral and Religious duty, dharma,

71N
Micchakatika, 97.

alblhuta-

mukhyavytti, cf. Primary sense.

GENERAL INDEX

| Musical tempi, cf. Tala.

Mystical cognition, 562,

nindi, cf. Benediction stanza.

Narasimhagupta, alias Chukhula,
XXXV.

Narration, kirtanao, 101.

Nataka, 63, 641,

Nature of things, vastuvstta, 40.

Natyadarpana, 562

nﬁ(ya;?hqrmi, cf. Theatrical con-
ventions.

Natyasastra, X1V, XV, 263,

Natyaveda, 93.

nirvana, cf. Incifeble quiescence.

nirvesa, cf. Immerssion.

nirvighna, cf. D:void of obstacles.

nirvrti, cf, Solution.

nizpatti, cf. Production.

niyanahetu, cf. Limiting causes,

niyata, cf. Defined.

niyata, cf. Particular being.

niyoga, cf. Order.

Noble person, uttamaprakyti, 39.

Non-ordinary nature, 54%,

Nyaycemaiijari, 49%,

Nyayasitra, 26', 682,

Objective thing, siddha, 85.

Obstacle, vighna, XXill', XLI,
XL1', 55, 582, 62*, 64, 67, 73,
73,

Odious Rasa, bibhatsa, XVI, 683,
76",

ojasvin, cf. Powerfulncss.

Order, niyoga, 52.

Ornaments, alamkara, 270, 45.

panaka, 85.

Paiicali ( pravetti ), 691,

paramartha, cf, Supreme purpose.

parmarthika, cf. Real.

Paramesvara, cf. God.

parasamvitti, cf. Consciousncss.

paravitti, cf. Revulsion.
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parimita, cf. Limited.

paripar$vika, cf. Assistant,

Particular being, niyata, 39.

Particular definition, cf. vifeso-
laksana, 17%.

Particularity, visesa, 55, 92.

Pataiijali, XLII.

Pathetic Rasa, karupa, XVI, 316,
43, 76, 107.

Pavilion, mandapa, 65.

Perfect combination, samyagyoga,
7R,

Permanent, sthyayi, XV'.

Permanent feeling, 77, 110.

Permanent mental movement, 84¢,

Permanent mental state, sthayi-
bhzva, 26, 27, 301, 31, 38, 40,
42, 43, 43', 757, 80, 80°, 106.

Pcrmanent participation, enupra-
vesa, 814,

Personality, svaima, 39.

Philosophers, tattvacintaka, 332,

Poctical meaning, XXVIIIL.

Power, bala, 20,

Powerfulness, ojasvin, 111.

Power of communication,
gamanasakti, 31.

Power of denotation, cf. abhidha,
45.

Power of evocation, dhvananayya-
para, 50",

Power of revelation, bhavanz, 45,

Plato, XLVI.

Pleasure, kama, 711,

Pleasure, priti or nanda, 114,

Pleasure, sukha, 31, 72, 1151,

Prabhakara, XVIII3, 524, 641,

Practical exisience, szmsarika-
bhava, 96.

Practical life, vyavahara, 332,

prahasana, cf. Farce,

ava-
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Prajapati, cf. Creator.

Prakarana, 64'.

prakasa, cf. Light.

Prakrti, 42%,

prajia, cf. Intuitive consciousness.

Prakaga, cf. Light.

pramzna, cf. Means of knowledge.

Pramanavarttika, XXXI12, 332,

rrasanna, cf, Clearness.

prasitdhi, cf. Fame.

prastavana, cf. Initial presentation.

prataparudriya, 731,

pratibhé, cf. Artistic intuition.

pratibha, cf, Supreme Vocality.

pratipatii, cf. Form of Conscious-
ncss.

Pratyabhijiia-karika, XXXVII.

pratyaksascksatkarakalpe, cf. Di-
rect cxperience.

prevetti, cf. Local usage.

rrayatna, cf. Conscious effort,

rrajojana, cf. Accessory aim.,

Prcliminarics, pirvaranga, 65.

Primary sensc, mukhya vitti, 263,

Principal forms of consciousness,
sthayibhava, 71'.

priti, cf. Acsthetic pleasure.

Production, nispatti, 84.

Production of actions
sadysakarana, 39.

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

Propulsion, bhzvana, 52, 524.

Purpose of poctry, kavyartha, XV1.

Parvamimamsa, 524,

purvaraiiga, cf. Preliminaries.

Qualified person, adhikorin, 52,

similar,

Quality, guna, 45.

Quiet, sama, XXXVI.

Quictistic Rasa, Santa,
XXXVIL

XVI,



122

Rijasekhara, L, LI

Rama, XVII, 263, 32, 34, 37, 38,
40, 433, 44, 583, 63, 632, 667,
76, 86,951, 97,99, 100, 107,
110, 112, 114,

Ramacandra, 562

Ramayana, 94.

rangapitha, cf. stage,

raijena, cf. Tmpressive feeling.

Rasa, X1V, XV, XVI, XVilI, XX,
XXI, XXV, XXIX, XXXV,
XXXVi, XLVIII, XLIX, 25,
26%, 28, 20, 33, 38, 42,43, 44,
444, 49, 50, 52, 54*%, 58, 62, 67,
692, 72,173, 16', 71, 172 178,
79, 791, 80, 801, 81, 84, 85, 86,
867, 94, 96, 102, 103, 104, 105,
106, 107,108, 102, 110, 111,
112, 113, 114,

rasand, cf. Relish.

rasana, cf. Tasting.

rasanispatti, cf. Production of
Rasa.

Rasapradipa, XVII17,

Rasayana, 75%.

rati, cf. Delight.

Ratnavali, 317,

raudra, cf. Furious Rasa.

Ravana, 97.

Raving, vikalpa, 29'.

Real, paramarthika, 41.

Recal nature, vastuvitta, 33.

Realisation, anusamdhi, XVIII.

Realistic representation, loka-
dharmi, 69,

Reality, artha, XX1V, 78.

Realization, anusamdhzna, 26.

Reasoning, anumina, 49.

Recollection, anusmyti, 29,

Relation, sambandha, 78.

Religious devotion, bhakti, XL3,
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Relish, rasanv, 62.

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

Representation, abhinava, 31, 105.

Reproduction, anukarana, 29, 34.

Requirement, arthita, 52.

Resonance, dhvani, XXIX.

Rest, visranti, XX111', 47, 63.

Re-telling, anukirtana, 413,

Revcaled, bhavyemana, 15.

Revealed word, $ruti, 49.

Revelation, bhavana, XXI, XXIII,
50.

Revelation, fruti, 52.

Revulsion, paravrtti, XXIV.

$abda, cf. Verbal testimony.

sacharanya, cf. Generality.

Sahityadarpana, 47's,

Sahrdayadarpapa, XX, XXI.

schrdayatva, cf. Sensibility.

Saiva schools, 69.

Sakuntala, 60%,

$ama, cf, Serenity.

samagri, cf. External combination.

semanyalaksana, cf. General defi-
nition.

samapatti, cf. Accomplishment,

Samavakara, 64'.

Samba, 52*.

sambandha, cf. Relation.

Samcarana, 79'.

samdhyanga, cf. Junctures.

samkalpa, cf. Imagination.

Samkhya, 42, 42%, 462,

samkramana, cf. Transfer.

samnivesa, cf. Arrangement.

samsara, cf. Historical world.

samsarikabhava, cf. Practical ex-
perience.

samsarika existence. 462

samskara, cf. Latent Impression,
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samiiha, cf. Aggregate.

samyid, cf. Consciousness.

semyagyvoga, cf. Perfect combi-
nation.

samyoga, cf. Combination.

Sankaravarman, XVIIi2, XX,

Sankuka, XVII2, XIX, XIX!,
XXXV, 27, 317, 32, 33, 37,
374, 38, 45', 613, 80, 803, 8171,
1102,

santa, cf. Quietistic Rasa.

santana, cf. Mental series.

saftva, 115.

Sattvati (vptti ), cf.
style.

saundarya, cf. Beauty.

Self, atman, XL*.

Self-flashing of thought,
camatkara, XLVI.

Sclf;lzlgowing, svasamvedanasiddha,

Sensibility, sahrdayatve, XLIII,

Serenity, $ama, XVI, 711,

seva, cf. Sexual enjoyment.

Sexual enjoyment, seva, 29.

Shock, ksobha, XLVII.

siddha, cf. Objective, thing.

$iksa, cf. Skill.

Similitude, 321,

Sita, 38, 43, 433, 107.

Siva, cf. God.

Siva, 542, 821,

Sivadrsti, XLVI', 60,

Sivastotravali, XLVI'.

Sivasutra, XLVI4,

Skill, Siksa, 29,

Slight smile, smita, 28*.

smita, cf, Slight smile.

Smile, hasita, 28*.

smyrti, cf. Memory.

$oka, cf. Sorrow.

Solution, nirveti, XXIII',

22

Grandoise

citta-"

Somiananda, XLVI, 60!

Sorrow, $oka, XV, 29, 74.

spanda, cf. Vibration.

Spandakarika, X1X?, 601,

spandamanata, cf, State of vibra-
tion.

Span’nirnaya, Bhatta Lollata quot-
ed, XVII?, Bhatta Nayaka
quoted, XX,

‘Spanda school, XLVI.

Sphota, 45.

sphuratta, cf. Vibration.

$rama, cf. Weariness.

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

srngara, cf. Erotic Rasa.

Stage, rangapitha, 65.

State of Indifference, tatasthya,
XXI111,

State of vibration, spendemanata,
XL

Stavacintamani, XL11.

sthairya, cf. Firmness.

sthayi, cf. Permanent.

Sthayibhava, 76'.

sthayibhava, cf. Elements of prin-
cipal order.

sthayibhava, cf. Emotions.

sthiiyibhava, cf. Principal forms of
consciousness.

Stupor, jadata, 297,

Stupor, moha, XX1'.

Style, vrtti, 68, 683.

Suggestive poetry, diivani, 113.

sukha, cf. Pleasure.

sukumaramaoti, cf. Gentle mind.

Sun God, 52%.

Supreme purpose, paramartha, 71,

Supreme  Vocality, pratibha,
XLVIIL

svaloksanya, cf. Individuality.
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Svarthanumanapariccheda, 332.

svatma, cf. Personality.

Sweetness, madhura, 111.

Tales, katha, 95.

tamah, XX1'.

Tantraloka, XXXVIU', XXXVIII.

Tantrasara, XLV.

Tantravartika, 1022,

Tasting, asvada, 48, 507, 54%, 62.

Tasting, rasana, 49, 86.

tatasthya, cf. State of indifference.

tattvacintaka, cf. Philosophers.

Teaching, upadeia, 63.

Terrible Rasa, bhayanoka, XVI,
56, 76'.

Theatrical conventions,
dharmi, 65.

Thought, vimarsa, XL%, 601,

Three constituent elements, gunas,
46's,

Transfer, laksana, 102!,

Transfer, samkromana, 52.

Transitory feelings, 78.

Transitory mental movement, 804,
813,

Transitory Mental State, vyabhi-
caribhava, XVI, XVII, 25, 29,
42, 751,

Transitory state, 26, 110,

Transitory sentiments, 77.

Udayana, 31.

Udbhata, XVIII', XXVII', 1022,

udvega, cf, Distress.

ullukasana, 59, 592.

Uma, 54,

Unaesthetic person, anrdaya, 67.

Unification, anusamdhi, 95.

Uniformity, ekaghanata, 58.

Unlimited Ego, 563,

unmada, cf. Insainty.

Unreal, aparamarthika, 55.

natyo-
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upadesa, cf. Teaching.

upahasita, cf. Laughter of ridicule.

upamiti, cf. Analogy.

uparaga, cf. Impression.

upaya, cf. Means.

Utpaladeva, XXXVII, XLVI, 60*.

utsaha, cf.»Heroism or Energy.

utsrstikanka, 64,

uttamaprakrti, cf. Noble person.

vace, cf. Voice.

vacikzbhinaya, cf. Verbal repre-
sentation,

vaiyzkorana, cf. Grammarian.

Vakyapadiya, XX1V', XXXI12,

Vamana, L.

vasana, cf. Latent Impression,

vastuvytta, cf. Nature of things.

Vasubandhu, XXIV. .

Vasugupta, XV112, XLVL

Vitsyayana, 68.

Vatsyayanabhasya, 682.

Verbal representation, vacikabhi-
naya, 30.

Verbal testimony, $abda, 44, 107,

vibhava, cf, Determinant.

vibhavana, 78, 791

Vibration, spanda, 60.

Vibration, sphuratta or ghlirpi, 60',

vidhi, cf. Command.

Vidyacakravartin, 47,

vighna, cf. Extraneous interference.

vighna, cf. Obstacle.

vihasita, cf. Gentle laughter.

vijiiana, cf. Cognition.

vijianavada, cf. Buddhistic Idea-
lism.

Vijlanavadin, 62,

vikalpa, cf. Distinct apprehension.

vikalpa, cf. Raving.

vikasa, cf. Expansion.

vimarsa, cf. Thought.



vira, cf. Heroic Rasa,
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vismaya, cf. Astonishment.

vismaya, cf. Wonder,

visesa, cf. Individual essence.

vifesa, cf. Particularity.

videsalaksopa, cf. Particular defi-

nition.
Visnu, 59.
visrenti, cf. Rest.
vistara, cf. Dilatation.
Visvanatha, 47'2, 791,
vitata, cf. Extended.
Vithi, 64°.
Voice, vac, XVII'.
vetti, cf. Style.

Vulgar laughter, apahasita, 284.

vyabhicgribhava, cf.
Mental State.
vyadhi, cf, Fever.

Transitory

vyakhyatr, cf. Critics.

vyaktiviveka, 317, 47°b,

vyaengya, cf. Manifested sense.

vyapti, cf. Invariable concomi-
tance.

Vyasabhasya, 26, 757.

vyavahira, cf, Practical life.

Vyayoga, 64'.

vyutpatti, cf. Learning.

“Weariness, Srama, 77.

Will, iccha, 60'.

Women’s dance, lasya, 40, 663,
Wonder, vismaya, XV.
Wonder, camatkara, XLV.
Yogasiitra, 26', 757, 822, 112",
Yoga system, 46'2.
Yogavasistha, XLVI.

Zones, kaksya, 65.
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