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PUBLISHERS' NOTE

ABHINAVAGUPTA seems 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 sütra of Bharata, Vibhävänu-

bhüvavyabhicürisamyogüdrasanispattih (Nätya sästra) 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 presented here in a garb which can very easily appeal to

the modern mind.

The first edition of this work was issued some ten years back by the

1SME0 of Rome in the SERIE ORIENTALE ROMA ( No. XI ) 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 Kälidäsa, *Ä paritosad vidusam na sudhu manye

prayogavijncinam, 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.

While 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 corrected
by myself in 1957, in the paper Further Observations on the
Abhinavabhdratl, 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 sütra by Bharata, VI, after st. 31,
vibhdvdnubhdvavyabhicdrisamyogdd rasanispattih^ has been supple-
mented by three new texts, viz. the Commentaries on
Ndtyasdstra, I, st. 107, on Dhvanydloka, I, st. 18, and II, St. 4.

As to the text I have directly compared the MS of Abhina-
vMdratj preserved in the library of Madras (M). References to
the Kavi's edition of the Abhinavabhdratl are to the second edi-
tion of it. The letters He and M. C refer to the viveka of
Hemacandra and to the samketa of Manikyacandra respectively.
Although the additions and explanations of He 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 scholar.

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.



INTRODUCTION

The Nätyasästra

1. In India, the study of aesthetics—which was at first
restricted to the drama—draws its origin from no abstract or
disinterested desire for knowledge but from motives of a
purely empirical order. The most ancient text that has come
down to us is the Nätyasästra (4th or 5th Century A. D. ?)>
ascribed to the mythical Bharata. This is a voluminous collec-
tion of observations and rules concerned in the main with the
production of drama and the training of actors and poets. The
author, or the authors, with a certain sententiousness and ped-
antry typical of Indian thought, classify the various mental
states or emotions of the human soul and treat of their transi-
tion from the practical to the aesthetic plane. The Nätyasästra
is a work 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 boundaries 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 forcibly than by
any other form of art, a state of consciousness sui generis^
conceived intuitively and concretely as a juice or flavour, called
Rasa. This typically Indian conception of aesthetic experience
as a juice or a taste savoured by the reader or spectator should
not surprise us. In India, and elsewhere* sensations proper
to the senses of taste and touch, almost devoid of any noetic
representation, are easily taken to designate states of conscious-
ness more intimate and removed from abstract representations
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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 aphorism which, interpreted and
elaborated in various ways, forms the point of departure of all
later Indian aesthetic thoughts, says,* in essence, that Rasa is
born from the union of the play with the performance of the
actors. "Out of the union of the Determinants—he says
literally—, the Consequents and the Transitory 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 are we to understand this
word " birth " ? The whole of Indian aesthetics hinges on
such questions, which have been an inexhaustible source of
polemic material to generations of rhetors and thinkers, down
to our own days. But, before undertaking an examination of
their various interpretations, let us briefly expound here the
essentials of the empirical psychology of Bharata.

According to the Nätyasästm, eight fundamental feelings,
instincts, emotions or mental states called bhäva or sthäyibhäva1,
can be distinguished in the human soul : Delight {rati\
Laughter (basa\ Sorrow (soka\ Anget(krodba)9 Heroism (irtsäha\
Fear (bbqya), Disgust (Jugupsa), and Wonder (vismayd). These

1) The word bhäva is made to derive by Bharata, VII, 342-346, from the
causative of bhu, to be, which may be intended in two different meanings,
that is " to cause to be " (viz. bring about, create, etc.) and " to pervade ".
According to the first meaning, that which is brought about are the purposes
of poetry, kävyärtha> that is, the Rasas (cf. below, p. 50, n. 2a). According to
the second meaning these are so called because they pervade, as a smell,
the minds of the spectators. The meaning of stbayin is permanent, basic, etc.
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INTRODUCTION

eight states are inborn in man's heart. They permanently
exist in the mind of every man, in the form of latent impressions
(ydsana) derived from actual experiences in the present life or
from inherited instincts, and, as such, they are ready to emerge
into his consciousness on any occasion. In ordinary life each
feeling is manifested and accompanied by three elements, causes
(käratjd), effects {käryd) and concomitant elements {Sahakdrhi).
The causes are the various situations and encounters of life, by
which it is excited ; the effects, the visible reactions caused by
it and expressed by our face, our gestures and so on; and the
concomitant elements, the accessory and temporary mental
states accompanying it. These eight bbavas, 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, Apprehension
and so on. These occasional, transitory, impermanent states
are, according to Bharata, thirty six. These same causes, etc.,
being acted on the stage or described in poetry, not lived in
real life, give spectators the particular pleasure 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 (srngära), the Comic (basya), the Pathetic (karuna),
the Furious (raudra), the Heroic (v7ra)9 the Terrible (bhayänakd),
the Odious (blbhatsa) and the Marvellous (adbhuta). Later
speculation generally admits a ninth permanent feeling,
Serenity (sama); the corresponding Rasa is the Quietistic
(Jänta). When they are not part 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
(yibhäva), Consequents {amtbbävd) and Transitory Mental States



INTRODUCTION

(vyabbicäribhävay. Of course, from the spectator's point of view,
the consequents do not follow the feeling, as they do in the
ordinary life, but they act as a sort of causes which intensify
and prolong the feeling, brought about by the determinants.

2. Dandin and lihatta Lol/ata. 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 contribute to a * clearer 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.),2

1) There js no need to insist upon the fact that all these English rende-
rings are far from being satisfying. According to Bharata, VII, 346, the
term vibhäva has the meaning of cognition, vijnäna. They are so called,
because words, gestures and the representation of the temperament are
determined, vibhävjate (that is, known, according to AG) by them. The
anubhäva> on their turn, are so called because the representation, in its three
aspects, that is, voice, vac, gestures, anga, and physical reactions, saftva,
causes (the spectators) to experience (the correspondent feeling). I have
followed here the reading accepted by AG (yad ay am anubbävayati
vägangasattvakrto* bbinayah tasmäd anubhävab). The commentary of AG on
this part of the Nätyasästra is, however, not available, and there are, of
this passage, many different readings.

2) Dandin (7th century ?) wrote the Kävyädarsa (this work may be
consulted also in the translation of O. Böhtlingk, Leipzig 1890). Bhatta
Lollata flourished in Kashmir in the 9th or 10th century. He wrote a
commentary, now lost, on the Nätyasästra of Bharata. Ksemaräja {Span-
danirnayn, p. 34) and A.G. (Af.F.K, v. 778) quote a Bhatta Lollata who
wrote a commentary (vrtti) to the Spandakärikä of Vasugupta. In my
opinion, it seems probable that these two Bhatta Lollatas are one and the
same person ; Bhatta Lollata would, in that case, have lived in the reign
of Avantivarman (856-83 A.D. ; Vasugupta lived under Avantivarman) or
in the reign of his successor, Sankaravarman. This change, also, involves
a change in the dates of Sankuka (cf. infra, p. 32, n. 4), who could then no
longer be identified with the poet Sankuka, who was a contemporary of
Ajitäpida (early 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 actor he says, feels the different bhävas 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
or 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 anusamdbi or anusam-
dbäna1 . Anusamdhi—th^t literally signifies recollection, me-
mory and even something more than this, i.e., consciousness,
awareness, reflection, etc.2 and I have tentatively rendered by
" realisation "3—is at the same time the power thanks to which
the actor " becomes " for the time being the represented or
imitated personage (e.g. Räma), feels himself as Räma, and the
faculty through which he nevertheless does not forget his real

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

2) Cf. f. i. A. Bh. I, 43, where niranusamdhi means uncontrolled,
thoughtless.

3) According to some later commentators, the meaning of anusamdbäna
is visualization or something like that ; cf. f.i. Prabhäkara, Rasapradipa,
Benares 1925, p. 23 : anitsamdhänam ca kavivivaksitasyärtbäsya väsänäpä*
favavaiät säksädiva karanam ||
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nature of actor. Seemingly, Bhatta Lollata's theory does not
concern the problem of how the spectators do relish Rasa.

3. Sanktika.—Sankuka, a Kashmiri who lived a little later
than Lollata, disagrees1 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.e., the transitory mental
states. The successful imitation by the actor of the characters
and their experiences is no doubt, Sankuka says, artificial 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-
selves. 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
observes, hinting at Sankuka's theory, seems to onlookers
neither real nor false, and is nothing but an image which pre-
cedes any judgement of reality or unreality. So far, so good.
According to Abhinavagupta, the weak point of Sankuka's
theory is his premise that the aesthetic state of consciousness or
Rasa is nothing but the perception of an imitated mental state.

1) Sankuka flourished in Kashmir after Bhatta Lollata. It is doubtful
whether he should be identified with the poet Sankuka, author of a poem
called Bbiivanäbhjml(iya> who according to Kalhana (R.T., IV, 705) lived under
the reign of Ajitäpida (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 Spandakärika, and so his period should be brought back
to the end of the 8th century and the beginning of the 9th. Cf. above,
p. XVII, n. 1. Sankuka wrote a commentary to Bharata, now lost, which is
frequently quoted by A.G. On Sankuka, sec De, S.P., I, p. 38 ; Panclcj%
A.G., p. 128.
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This concept of imitation was refuted by Abhinavagupta, as it
had been before him by his master Bhatta Tauta, the author of
the Kävyakautuka, 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 clearly contradicted
by certain arts—dancing, for example—which obviously do
not imitate anything in real life.

4. Bhatta Näyaka.—A third thinker who is very important
in the history of the doctrine of Rasa is Bhatta Näyaka, a
Kashmiri of about the first half of the 10th century, author
of the lost Sahrdayadarpam1. His critique deals first of all

1) Bhatta Näyaka flourished in Kashmir after Anandavardhana (who
was a contemporary of King Avantivarman, 856-883 A. D.), the author of
the Dhvanyäloka, whom he refutes. Bhatta Näyaka is, therefore, to be
placed around 900 A.D. It is not, probably, mistaken to identify him with
the Brähmana Näyaka, who lived during the reign of Sankaravarman
(883-902 A.D.), and who is mentioned by Kalhana (R.T., V., 159). In the
I.P.V.V., III, p. 96, A.G. quotes a stanza of saiva inspiration, which he
attributes to Bhatta Näyaka, to whom he gives the title of mimämsakägranth
(the same title is given by A.G., elsewhere, to Kumärila, mimämsakapra-
vara). Another stanza of Bhatta Näyaka (taken from a stotra) is quoted by
Ksemaräja (Spandanirnoya> p. 18). I am inclined to think that these two
Bhatta Näyakas were one and the same person. The poetic work of Bhatta
Näyaka was theHrdayadarpana (or Sabrdayadarpana)v?hichh2is not yet come
to light. The opening stanza of this work, which contains an invocation
to Siva, has been preserved in the A.Bh-, I» p- 5. The fragments of the
poetic work of Bhatta Näyaka have been collected by T.R. Chintamani,
/.O.R.M., Vol. I, pp. 267-276. On the poetic doctrine of Bhatta Näyaka
and the confutation of the dbvani, cf. T. R. Chintamani, /.B.LT., vol. 17,
part 2, pp. 267-276. Bhatta Näyaka's theory is also stated with few varia-
tions in the D/; . i .L. , pp. 180 ff. (infra, p. 107). On Bhatta Näyaka in ge-
neral, see Sankaran, op. cit., pp. 86-88,102-4 ; Kane, 5\D.K,pp. 212-215 ;
Pandey, A.G*> pp. 128-130.
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with the word " birth ", used by Bharata ; in what sense, he
asks, should the word be understood ? Perception, produc-
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 per-
ception, or production, or manifestation. Theatrical per-
formance (the actions of actors) or poetry (the words of a
poet) does not make Rasa perceptible, produce it, or manifest
it. The relation between the practical, or literal meaning, and
the poetic meaning lies in none of these ; rather, it lies in some-
thing entirely different from these three facts of everyday life,
namely in " revelation " (bhävanä). This revelation, as Abhina-
vagupta says in his paraphrase of the Sahrdayadarpana 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 Näyaka says, " has the faculty of suppressing
the thick layer of mental stupor occupying our consciousness1,
is generalization or universalization of the things represented
or described. " The Rasa, revealed by this power is then
enjoyed {bhuj) through a sort of enjoyment different from direct
experience, from memory etc." The core of Bhatta Näyaka's
doctrine is precisely this concept of generalization—one of the
main contributions of Indian aesthetics. 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 regains, momentarily, his immaculate
being not yet overshadowed by mäyä, Mohn, stupor, is the specific state
aroused by Uwwh.

2 [ xxi ]



INTRODUCTION

seen and lived in complete independence of any individual
interest. The images contemplated on the stage or read in
poetry are seen by the man of aesthetic sensibility independently
of any relationship with his ordinary life or with the life of the
actor or of the hero of the play or poem, and appear, therefore,
in a generalized {sädhäranlkrtu, sädhära\h) way, that is to say,
universally and released from individuality.

The drama performed or the poem recited has the power
to raise the spectator, 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 " I ", with
" mine ", repel or grieve us, are felt as a source of pleasure—
the aesthetical pleasure or Rasa—when they are described or
represented aesthetically, that is, when they are generalized
or contemplated universally1. This conversion of pain into

1) Generality (sädbäranya) is the principal character of aesthetic ex-
perience. The events arid facts of which the determinants, etc., consist
are independent of any relation with any particular individual and of any
particular association. The situation represented, says Mammata, is
independent of the following specifications : " This concerns me " ; " This
concerns my enemy " ; " This concerns a person who is indifferent to me " ;
" This does not concern me " ; " This does not concern my enemy " ;
" This does not concern a person who is indifferent to me ". Generality
is thus a state of self-indentification with the imagined situation, devoid of
any practical interest and, from this point of view, of any relation whatso-
ever with the limited Self, and as it were impersonal. The determinants
and consequents dirter from ordinary causes and effects just on account of
this state of generality. The same feelings of delight, sorrow and anger
which pervade ordinary life appear in a completely different manner in the
aesthetic state of consciousness. The witnessing of a scene of ordinary
life (e.g., a love scene) necessarily arouses in the spectator a certain series
of feelings (anger, envy, disgust, etc.) proportionate to the closeness of the
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a soft of pleasure is proved, Näyaka 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 {bhä-
vatia), is not noetic in character, is not a perception, but an
experience, a fruition (bbogd). This fruition is characterized
by a state of lysis (laya\ of rest into our own consciousness1,

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

1) Visranti) rest, denotes the fact of our being absorbed in something,
immerged in it, to the exclusion of every other th\ng(vigalitavedyäntarataya),
without, that is, having any mental movement, any extraneous desire (in
other words no obstacle, vighna), which comes to break into that state of
consciousness. In aesthetic language, visränti denotes, at the same time,
the fact of being absorbed in the aesthetic object, and the sensation of
pleasure sui generis which accompanies that state of consciousness. In
the saiva metaphysics visränti denotes the repose of everything that exists
in the " I " (everything that exists is reposing in the consciousness, but the
consciousness does not repose in any other thing different from itself, it is
reposed in itself) and, implicitly, the repose of the limited " I " in the cons-
ciousness in its original fullness. The terms "solution" (nirvrti), "lysis" (Jaya),

//) 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 order as the enjoyment of the supreme brahman.
This last conception is very interesting, and even at first glance
clearly reveals its kinship with certain religious schools of
India, which must have influenced him, if only indirectly.
Brahman—Bhartrhari said more than four centuries before
Bhatta Näyaka—is nothing but the overcoming of the knots of
" I " and of "mine"1 . Not enough. The same idea of a
conversion of the things of reality (according to Näyaka, in the
aesthetic moment they appear, as it were, under another aspect)
is to be found, applied to the mystical rather than to the aesthetic
experience in some Buddhist schools. In religious experience
the world of reality is not suppressed but is seen otherwise.
"If it be true (the Buddhist Vasubandhu says) that things are
unreal, lacking that substantial reality consisting in their own
nature as imagined by the ignorant, it cannot nevertheless be
denied that they do exist in that ineffable way of being, which
Buddhas perceive " {Vimsatikä, 10). The nature of things is
inexhaustible and they reveal more and more modes of being,
corresponding to the beholder's varying states of conscious-
ness. Reality, in this sense, may be the matter of a revulsion
(parävrtti), of a sort of sudden reinterpretation through which
it is revealed under a new aspect: the painful and restless
flow of history, the samsärä, appears to the saint as ineffable
quiescence, nirvana. This conception, as will be seen, will

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

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

1) Väkyapadfya, I, 5 (comm.), ed. e.f. : mamäham ity ahamkäragranthi-
samatikramamätram brahmanah präptih.
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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 Änandavardhana—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 tried to utilize in figuring out the world, so long that have
become exhausted in the attempt. O Lord sleeping on the sea,
we never obtained in any of these, Happiness comparable to
devotion for Thee1." Aesthetic enjoyment itself is veined by
an obscure unrest. " Often a man ", says Kälidäsa 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, perhaps, recall, in his soul, affections
of past lives, deep within his spirit without his knowledge2 ?"
The disquiet to which Kälidäsa 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) D/J.A., Ill, 43 (comm.). I have reproduced 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 cer-
tainly by Näyaka, 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 "l.

Another problem explored by Bhatta Näyaka is the didactic
value of poetry. Differing from the current opinion that drama
and poetry should instruct while they entertain, Näyaka main-
tains that instruction is completely secondary and that what
really matters is the intrinsic value of the work2. The two
approaches are reconciled by Abhinavagupta, who says, in
brief, that the aesthetic experience in so far as it nourishes our
sensitivity has also a didactic value3.

5. Anandavardhana. These are the outlines of the de-
velopment of Indian aesthetics toward the end of the 10th
century, as Abhinavagupta, who was one of India's greatest
thinkers, has transmitted them. A Kashmiri like his fore-
runners, Abhinavagupta unified the scattered voices of earlier
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 Avafntivarman (855-83), king of Kashmir.
At the court of this king, there lived a great rhetor and philo-

1) See below, p. 48.
2) See below, App. Ill, p. 114.
3) See below, App. Ill, p. 114.
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sopher indeed, by the name of Änandavardhana. In a justly
famous book, on which Abhinavagupta was to comment a
century and half later, called the Dhvanyäloka (" Light of Re-
sonance "), Änandavardhana reached certain conclusions which
were accepted, with some rare exceptions, by all later Indian
rhetors. The starting point of his speculation is the difference
between ordinary and poetical language. The philosophy of
language has very ancient roots in India, and in various epochs
its problems have been dealt with by diverse and radically
differing schools; yet Indian thinkers, both Buddhist and Hindu,
are in substantial agreement on one point—the instrumental
and transitive nature of ordinary speech. Language is essen-
tially pragmatic: the words we use exist in so far as they serve
some purpose, and after we have used them they cease to be.
They, Buddhists hold, are powerless 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 derived ? Accord-
ing to another Kashmiri rhetor, Udbhata, flourished in the
8th century, the essence of poetical language was the secondary
or metaphorical function of the words1. The poetical speech—
he must have thought—at the very expense of the practical
value, enriches 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-
pression, is undoubtedly the secondary function of words.

1) See, on all that, R. Gnoli, Udbhatifs Commentary on the Kävyälamkära

ofBhämabct, Roma 1962, of which I have reproduced here some passages.
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This and nothing but this will then be the very life of poetical
language, in antithesis with the practical one. Anandavardhana
disagrees. The secondary function does not necessarily imply
poetry. Actually, all language is metaphorical. The source
of poetry must then be another sense or value that is assured
by words, altogether different from the primary (i. e., historical
or literal) and the secondary one. " Poetical meaning is differ-
ent from conventional meaning. In the words of great poets it
shines out and towers above the beauty of the well-known
outer parts even as charm does in ladies " (Dbvanyaloka, I, 4).
This new sense—the poetical sense—irreducible, as it is, to the
literary one, cannot however do without it, but is, as it were,
supported by it. " The poetic meaning ", he says,

" is not understood by a mere learning in Grammar and
• Dictionary. It is understood only by those who have an

insight into the 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-import con-
veys the sentence-import, just as it escapes notice once its
purpose is served, so also does that poetic meaning flash
suddenly across the truth-perceiving minds of cultured
critics, when they are indifferent towards the conventional
meaning. To conclude, connoisseurs give the name of
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" resonance " {dhvarii) to that particular sort of poetry in
which both the conventional meaning and the conventional
word are subordinate " (Dhvanyäloka, I, 7-13)1.

A truly poetical word or expression is that which cannot be
replaced by other words, without losing its value. Poetry
knows no synonyms. This poetic meaning of words, which
coexists, paradoxically, with the historical or literal meaning—
as MaheSvaränanda, a philosopher of the 13th century, points
out—stands in relation to the other powers of words just as
freedom does to men's other capacities and activities. The name
by which it is known, is resonance {dbvani) or suggested, mani-
fested sense (vyangyd). Rasa is nothing but it. Poetic words
make manifest, suggest it unexpectedly and without any noti-
ceable bridge2. The theory of Änandavardhana, 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 expressed one or 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
expressed 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 alaksya-
krama and the necessity of admitting it has been expounded at length by
Änandavardhana himself, Dh. A., Ill, 33. I cite here some words of P.
Valery {Variete, Premiere Lecon du Cours de ]?oetique, ed. cit., p . 1356):

" J'expliquerai un jour comment cette alteration se marque dans le language
des poetes, et qu'il y a un langage poetique dans lequel les mots ne sont
plus le mots de l'usage pratique et libre. Us ne s'associent plus selon les
me"mes attractions; il sont charge's de deux valeurs simultan&nent engagee
et d'importance equivalente: leur son et leur effet psychique instantane ".
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have expounded in its essentials here, is one of the greatest
contributions of India to the aesthetic problem, and it deserves
even now all our attention. One of the most sensitive critics
of our times, Paul Valery, more than ten centuries later, ideally
connects himself to him. " La poesie ", he says,

" est un art du langage. Le langage, cepcndant, est une
creation de la pratique. Remarquons d'abord que toute
communication entre les hommes n'a quelque certitude que
dans la pratique, et par la verification que nous donne la
pratique. Je vons demande du feu. Vous me donne^ du feu : vous
m'avez compris.

Mais, en me demandant du feu, vous avez pu prononcer
ces quelques mots sans importance, avec un certain ton, et
dans un certain timbire de voix—avec une certaine inflexion
et une certaine lenteur ou une certaine precipitation que
j'ai pu remarquer, J'ai compris vos paroles, puisque, sans
meme y penser, je vous ai tendu ce que vous demandiez, ce
peu de feu.

Et voici cependant que l'affaire n'est pas finie. Chose
etrange: le son, et comme la figure de votre petite phrase,
revient en moi, se repete en moi ; COJTMUC si eile se plaisait en
moi ; et moi, j'aime ä m'entendre la r „".lie, cette petite phrase
qui a presque perdu son sens, qi:i :\ cesse de servir, et qui
pourtant veut vivr£ encore, mais d'une tout autre vie. Elle
a pris une valeur; et eile l'a priseaux depens de sa signification
finie. Elle a cree le besoin d'etre encore entendue. . . Nous
voici sur le bord meme de Petat de poesie. Cette experience
minuscule va nous suflire ä decouvrir plus d'une verite J>1

1) P. Valery, Vttriile, Poesie et Pensie Abstraiie, pp. 1324-25 (La
Plciade, Paris 1957).
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And again :
" La poesie n'a pas le moins du monde pour object de

communiquer ä quelqu'un quelque notion determinee,—ä quoi
la prose doit suffire. Observer seulement le destin de la prose,
comme eile expire ä peine entendue, et expire de Petre,—
c'est-a-dire d'etre remplaaSe dans l'esprit attentif par une idee
ou figure finie. Cette idee, dont la prose vient d'exciter les
conditions necessaries et süffisantes, s'etant produite, aussitot
les moyens sont dissous, le langage s'evanouit devant eile.
Cest un phenomene constant dont voici un double controle ;
notre m^moire nous repete le discours que nous n'avons pas
compris. La repetition repond a l'incomprehension. 'Elle
nous signifie que Vacte du langage n'a pu s'accomplir. Mais au
contraire, et comme par symetrie, si nous avons compris, nous
sommes en possession d'exprimer sous d'autres formes l'idee
que le discours avait composee en nous. L'acte du langage
accompli nous a rendus maitres du point central qui commande
la multiplicite des expressions possibles d'une idee acquise. En
somme, le sens, qui est la tendance ä une substitution mentale
uniforme, unique, resolutoire, est Tobjet, la loi, la limite
d'existence de la prose pure.

Toute autre est la fonction de la poesie. Tandis que le
fond unique est exigible de la prose, c'est ici la forme unique
qui ordonne et survit. Cest le son, c'est le rythme, ce sont
les rapprochements physiques des mots, leurs effets d'induction
ou leur influences mutuelles qui dominent, aux depens de leur
propriety de se consommer en un sens defini et certain. II
faut done que dans un poeme le sens ne puisse Temporter
sur la forme et la detruire sans retour; c'est au contraire le
retour, la forme conservee, ou plutot exactement reproduite
comme unique et necessaire expression de Tetat ou de la
pens£e qu'elle vient d'engendrer au lecteur, qui est le ressort
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de la puissance poetique. Un beau vers renait indefiniment de
ses cendres, il redevient,—comme l'effet de son effet,—cause
harmonique de soi-mene "*.

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

" Aesthetical experience takes place, as everyone can notice,
by virtue, as it were, of the squeezing out of the poetical word.
Persons aesthetically sensitive, indeed, read and taste many
times over the same poem. In contradiction to practical means
of perception, that, their task being accomplished, are no more
of any use and must then be abandoned2, a poem, indeed,
does not lose its value after it has been comprehended. The
words, 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 unnoticeable3".

"What some people say, namely that a phrase would then
come to have many different meanings, is due solely to their
ignorance. A sentence—they say referring to ordinary strumental
language—which has been pronounced once and the meaning
of which has already been perceived by force 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 are not contrasting, the meaning of the sentence
remains, then, one. Nor can it be admitted that the different

1) Variete, Commentaire dy Charmy, p. 1510 (ed. cit.).
2) This is a quotation from the Väkyapadiya, II, 38. Apart from

Bhattrhari, the practical purpose of language has been discussed at length
and with an admirable penetration by Dharmaklrti in his Vramättavärttika,
especially I, 92 ff. Dharmakirti's work was well-known to Abhinavagupta,
who cites it frequently. See, f.i., Locand, pp. 444 and 542 (Benares ed.).

3) See above, p. XXIX, n. 2.

f XXXii ]



INTRODUCTION

meanings are perceived one after the other, because the words,
after they have made one meaning perceptible and have thus
ceased to be efficacious, have no longer any power to render
perceptible any other meaning. And even if the phrase is
pronounced a second time, the meaning remains invariably the
same, the convention and the context being the same. Should
someone object that a sentence can lead one to perceive ano-
ther meaning, independently of the* one perceived through
convention and context, it can be replied that, then, there 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 : c He who desires Heaven, must offer the
fire-sacrifice', one does not perceive the meaning 'he must
eat dog-flesh * P"1 Moreover, there would be no limit to the
number of possible meanings and a general state of uncer-
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 ulterior application of conventions. Aesthetic
cognition is not, in fact, the same as the forms of perception
proper 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 perception tend, in fact, to an extrinsic end,
successive to them in time, and are 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 flower born of magic, has, as its essence,

1) This is Vramänavärttika, I, 318 (ed. cit.).
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solely the present, it is correlated neither with what came be-
fore nor with what comes after. This experience is therefore
different both from the ordinary experience and from the re-
ligious one1/5

Apart from some modern intuitions, of which Paul Valery is
perhaps 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 scriptures—oizsensus historicus vel literalis, different from
the sensus spirittialis, q/ti, however, super litteralem fundatur et
enm snpponit? 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 a point
of fact, a hidden or spiritual sense.3 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 counterpart to the con-
ception of Anandavardhana. Notwithstanding the undeni-
able differences, these two conceptions have, however, as a
common foundation, the intuition that both the poetical lan-
guage, and, in another sense, the religious one, do not exhaust
themselves in their transitive value, but, using the very words
of Paul Valery, survive to comprehension.

1) Locana, I, 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 npw consult the

beautiful book by H. de Lubac, Histoire et Esprit, VinUlligence de VBcriUtre
d'aprh Origene (Paris 1950). This conception has been sucessively examined
by the same author in the three volumes, Exegese-Mediera/e, LesQuatre Sens
<fe VEcritttre, Paris, 1959-61.
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6. Abhinavagupta. With the only exception of the Dhvanyä-
loka, the theories put forward by Lollata, Sankuka and Näyaka
are known to us through the pen of Abhinavagupta. Abhi-
navagupta, son of Narasimhagupta, alias Cukhula, was born
in Kashmir during the second half of the 10th century, of an
illustrious brahmin family. His works in the field of aesthetics
are two, namely, the Abhinavabhärati, which is a commentary
on the Nätyasästra and a commentary on Anandavardhana's
Dhvanyäloka. The commentary on the Kävyakautuka of Bhatta
Tota, who was his direct master in poetics is now lost. The
Kävyakautuka itself has not come down to us. The com-
mentary on Änandavardhana's Dhvanyäloka 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 Näyaka's aesthetic ideas, that is,
the concept of generalization, but he rejects Näyaka's concepts
of the aesthetic experience as fruition rather than as knowledge,
and of assumption by poetic words of the power of revela-
tion1. According to Abhinavagupjta, in whose view the
dhvani and the Rasa schools are indissolubly merged, Rasa is
not revealed, but suggested, or manifested, as Änandavardhana
was wont to say. Aesthetic gustation is nothing but a percep-
tion sui generis, differing &om all others.

Rasa is unique2. The division into eight or nine Rasas
corresponding to the permanent mental states (according to
Änandavardhana and Abhinavagupta there is indeed a ninth

1) See below, pp. 49-51.
2) A.Bk, I, p. 271: eka eva paramärthato rasah. A.G. says in another

passage (A.Bb., I, p. 267) that all the various Rasas derive from one 'great
Rasa 9 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, sorrow,
etc., deep within our spirit, have only one function, to vary
it, and the representation's function is to awake them1/5 4€ The
aesthetic experience ", we have seen in a passage previously
quoted, " just as L̂ flower born of magic, has, as its essence,
solely the present, it is correlated neither with what came before
nor with what comes after ". These lines are very important.
The state of universality required by Bhatta Näyaka not only
implies the elimination of any measure of time or space, but
even of any particular knowing subject. Bhatta Lollata's
question, where lies the Rasa, whether in the actor or 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 beginning2". This elimination of the

1) AM., I, 292 : asmanmate samvedanam evänandaghanam äsvädyäte I
tatra kä dufykhäiahkä \ kevalam tasyaiva citrätäkaraye ratiiokädiväsanä*
vyäpärah \ tadudbodhane cäbhinayädivyäpärah \

2) A.Bb., I, 291 : a/a eva nate na rasah \ kuträ farhi \ vhtnrtililo
na(nd) bodbyate | tiktatn hi deiakälapramätrbhedäniyantrito rasa iti \ keyam
ähnkä\ nate tarhi kirn \ äsvädcinopäyah \ ata eva ca pätram ity ttcyäte \
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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 circumscribed 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 various
" ego " are illusory. Actually the " I " or consciousness is
unique. The so-called Buddhist Idealism (yijnänaväda), accord-
ing to which reality is consciousness, but the various individua-
lities or " mental series ", samtäna, are different each from the
other, is, to the Saiva, clearly contradicted by the fact that a
thing appears in the same way to more subjects that see it in
the same place and time. In other words, 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 a work now lost—are 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 unity1". This
state of unity, of course, is not permanent, and, at a certain
point, the various limited 'Ts ", 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 degrees, occurs in

na hi pätre madjäsvädalj \ «pi tu tadupäyakah \ tena pramukhaviätre

natopayoga Hi \

1) This passage, borrowed from the lost tikä on the Vratyabhijnäkärikä,

has been quoted by Jayaratha in his commentary to Tanträloka, X, p. 67 :

tarn tarn ghatadim or them ekiidcfcvytvflsthitah prctnäiürch son:am semvedya-

mänas tävntj amic tadoikynm upayänti \
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ordinary life also, is specially evident when we are assisting,
£ 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 other people, which is founded on the multipli-
city of bodies, minds and so on, ceases for the moment to exist,
and, beyond them, takes rise a psychological unity, correctly
realized as a subject unique and more powerful than the preced-
ing separated individualities. " The consciousness ", says
Abhinavagupta in the Tanlräloka, which consists of, and is
animated by, all things, on account of the difference of bodies,
enters into a state of contraction. But, in public celebrations,
it returns to a state of expansion—since all the components are
reflected in each other. The radiance of one's own conscious-
ness in ebullition (i.e., when it is tending to pour out of itself)
is reflected in the consciousness of all the bystanders, as if in
so many mirrors, 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 occurs 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 enters into
a state of beatitude which is full and perfect. In virtue of the
absence of any cause for contraction, jealousy, envy, etc. the
consciousness finds itself, in these circumstances, in a state
of expansion, free of obstacles, and pervaded by beatitude.
When, on the other hand, even one only of the 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 surface. 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-
ciousness1 "•

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

1) Tänträloka, XXVIII, vv. 373 ff. :
samvit sarvätmikä dehabhedäd yä samkucet tu sä \

melake 'nyonyasanghattapratibimbäd vikasvarä ||

ucchalannijarasmyoghah samvitsu pratibimbitah \

bahudarpancvad dipt ah sarväyetapy ayatnatah ||

ata eva nrttagiiaprabhrtau bahuparsadi \

yap sarvatanmayibhave hlädo na tv ekakasya sah \\

änandanirbharä samvit pratyekam sä tathaikatäm \

nrttädau visaye präptä pürnänandatvam asnute ||

irsyäsüyädisamkocakäranäbbävato 'tra sä \

vikasvarä nispratigham samvid änandayogini ||

atanmaye tu käsmimicit tatrastbe pratihanyate \

sthapufaspariavüt samvid vijätiyatayä sthite \\

atai cakrärccnädyesu vijätiyam atanmayam \

naiva praveiayet samvitsamkoeunanibandhanam |j

See bdow, pp. 56, 57.
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ardent flame of consciousness. The knots of " I " and u mine "
arc, in it, completely undone. The yogin remains, as it were,
isolated in the compact solitude of his consciousness, far beyond
any form of discursive thought1. In the aesthetic experience,
however, the feelings and the facts of everyday life, even if
they are transfigured, are always present. In respect of its
proper and irreducible character, therefore, which distinguishes
it from any form of ordinary consciousness, the aesthetic ex-
perience is not of a discursive order. 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 discur-
sive consciousness. Art is not absence of life—every element
of life appears in the aesthetic experience—but it is life itself,
pacified and detached from all passions.2 Further devotion
(which is a preliminary and unavoidable moment of religious
experience) postulates the complete abandon of the subject
to the object of worship, God, Varamekara* 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 it*.

1) See below, pp. 56 and 82; and I.P.V.V., Ill, pp. 3504.
2) A.Bb.9 I, p. 340 (cf. Raghavan, p. 104) : tatra sarvarasänäm ianta-

präja eväsvädah, visayebbyo vtparivrttya ||
3) The bbaktt, religious devotion, is paramesvaravi$ayavaivaiyasamä-

veterüpä (J.P.V.V., I, p. 25). Cf. p. 82, n. 4, below.
4) In the very moment that thought (yimarJa, samvit, etc.), which, in

reality, is nothing but subject, becomes the object of thought ( i.e., when
it is taught, meditated upon, etc.), it transforms itself into the images of Ego
(abam), Self\atmati), Consciousness {samvid\ God(I/t>ara, Param/vara, Siva),
etc. This concept is fully developed and discussed in the I.P.V.V., and
in the I.P.V., I, 5, //. 15-17. Cf. also the I.P.V.V., It pp. 55, 56,
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The purpose of the yogin is to identify himself with this
transcendental object. Religious devotion implies therefore
a constant drive towards an end which is outside it and, as
such, is the very antithesis of the aesthetic experience, 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 desire, and hence the merging of the
subject into his object, to the exclusion of everything else. The
appearance on the horizon of consciousness of desires, 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, born of the ego's disturbing
influence.1 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-
perience. The vighna are defined in the I.P. V. V., I, p. 18 : vighnanti vilum-
panti kartavyam iti vighnäh ädhyätmikaiayt? navadhänadosädayas trividhopaghätäh

tadadhisthätärai ca devatävisesäh | " The obstacles obstruct or hinder what
one does; this is why they are called obstacles. They are of three kinds
(inherent in the perceiving subject, etc.) : lack of attention, etc. The
divinities which preside over them are also called obstacles ". Their
principal source is lack of attention (anavadhänd), i.e., the absence of a total
rest of the whole being on the object of perception.

2) See above, pp. XXXVHI, XXXIX.
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" What we call bliss is nothing but a full illumination of one'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 hungry.
Longing for food, that is, for something distinguished from
himself, will actually occupy all his mind ; and therefore, since
the self-cogitation of which we have spoken, does not occur
in him in all its fullness, he is, as it were, devoid of bliss, bliss
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 Patafijalihas 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 desires, such a bliss is then incomplete and, there-
fore, it is not the supreme bliss. In fact, according to the
principle that, ' in the union one fears the future separation \
and c 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 desire 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 Näräyana has
said : ' Let us give a praise to Siva 1 AU the forms of bliss
which may be found here in these three worlds, are only his
drops, belonging to him, a very ocean of bliss. (Stavacintämani,
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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 flavour, etc. The man
who is, as it is said, ' enjoying ', is in a state of consciousness
quite different from the one of a hungry man who eats up his
food greedily. He rests within himself. Tn other words, what
in such a state is predominant, 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 pleasure 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 very predominance
of the heart,1 that is, of thought (which gives it its very

1) Not everybody, A.G. observes, has the intrinsic capacity to taste
a poem. Individuals possessed of aesthetic sensibility are called possessed of
heart, those who have the consent of the heart {sahrdaya, hrdayasamväda-
bbäk). The fact of being possessed of heart is defined in the following
way (Db.A.L., p. 38) : yesäm kävyänunlanäbhyäsavaSäd visaälbhüte manomu-

hire varnaniyatanmayibhavanayogyata te svahrdayasamvädabhäjah sahrdayäh \

yathoktam (N.£, VII, v. 10)
yo 9rtbo hrdayasamvädi tasya bhävo rasodbhavah \

sariram vyäpyate tena suskaw kästham ivägninä ||

" 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 ofthat which finds the consent of the heart arouses the Rasa. The
body is pervaded by it, as dry wood by fire ' ". The mind and heart must
be mirror-like (vtsada, 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 therefore nothing
but a tasting, that is, a cogitation in all its'compact density, of
our own liberty. This liberty 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 screen, so to say, of the exterior reality. In

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

tathä hi madhure gite spark vä candanädih \
mädhyasthyavigame yäsau brdaye spandamänatä ||
änandasaktih saivoktä ja tab 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 {spandamänatä; for the significance of the term spanda, cf. p. 60,
n. 1). Such a state is precisely the so-called power of beatitude, thanks to
which man is ' gifted with heart' ". According to the saiva of Kashmir,
heart is consciousness itself, thought, beatitude, etc.

Elsewhere {A.Bb.y II, p. 339), A.G. says that poetic sensibility is the
faculty of entering into identity with the heart of the poet {kavihrdayatädät-
myäpattiyogyatä). Of course, people whose nature is " gentle {sukumära)"
will have a greater feeling for erotic poetry; people of bolder nature will
heroic poetry, etc. Every individual has a particular nature (tendencies,
innate instincts, beginningless root desires, v äs and), according to which he
will feel himself more drawn to some poets than to others. " Sensibility "
{sahrdayatva) also plays an important role in religious experience, but in this
case we may not talk of aesthetic sensibility, the more correct term being
religious sensibility; cf. P.T.V., p. 45 ff-
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poetry, in drama, and so on, this screen is actually missing,
but it remains in a latent state. Also in these forms of limited
bliss, however, those people whose hearts are carefully devoted
to cancel the part which performs the function of a screen,
succeed in reaching the supreme bliss. " Supreme bliss ", it
has been said, "may even take place, disclosed by drinking and
eating1.*'

The aesthetic and the mystical state of consciousness are not
only characterized by a particular bliss or repose. According
to Abhinavagupta and his school, they are accompanied by a
sense of wonder or surprise. The word expressing this wonder,
i.e. camatkära is frequently to be found, in its ordinary, non-
technical sense of surprise, amazement, in Indian literature.
" I t appears to me"—observes V. Raghavan2—"that originally
the word camatkära was an onomatopoeic word referring to
the clicking sound we make with our tongue when we taste
something snappy, and in the course of its semantic enlarge-
ments, camatkära 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
arise when the senses are absorbed in something, to the exclusion of every
other thing. The objects which arouse this state may indifferently be a
food, an alcoholic drink, a drug, a sexual contact, a song, a dance, and so on.
See oh all that my tianslation of the Tantrasära (Abhinavagupta, Bssen^a
del Tantra, Torino 1960), Introd., passim, and the Appendix No. 3, wherein
I have translated the pp. 45-52 of the Parätrimsikävivarana.

2) Some Concepts of the Alanktra Sastra, Adyar 1942, p. 269.
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technical sense was probably Utpaladeva, who was the master of
the master of Abhinavagupta.1 This word is indeed unknown
to the father of the Pratyabhijfiä school, Somänanda, and in
Änandavardhana it occurs once only, used in its ordinary sense,
without any technical connotation. Its occurrence both in the
Yogaväsistha (cf. the expression cittacamatkära, which Dasgupta
HIPb, p. 236 translates 'self-flashing of thought') and in the
Agnipuräna is of no great significance, because these works are
both later than Utpala and may be even than Abhinava. The
term camatkära was used, no doubt, by Bhatta Näyaka, but
probably, as appears from a passage of the Hrdayadarpaya
quoted by Abhinava2, not in its technical meaning ; and
anyhow, he was later than Utpala. In the Spanda School
(Vasugupta, etc.) an idea very like to that expressed by
camatkära is conveyed by the word vismaya, astonishment.
The yogin is penetrated by astonishment. The yogic stages
are astonishment3. The general idea underlying these words
(compare, in this connection, also the Pali and buddhist term
samvega) is that both the mystical and the aesthetic experience
imply the cessation of a world—the ordinary, historical world,
the samsära— and its sudden replacement by a new dimension
of reality. In this sense the two.are wonder or surprise. A
parallel of this idea of a kind of wonder which fills the soul
in front of the beautiful or of the scared, exists in the western
thought also. We find it in Plato and especially in Neoplato-
nismus. "Souls", Plato says, "when they see here any likeness

1) See, f.i., the commentary to the Sivadrtfi, I, 8; $ivastotravaliy p. 4t.

2) Locana, comm. on II, 1.

3) See Sivasntra, I, 12 : vis mayo yogabhümikä. According to the M.V.V.,
II, 99, the yogin is vismayävistah.



INTRODUCTION

of the things of that other world, are stricken with wonder,
tiaXr^Tovrac and can no longer control themselves " (Pbaidros,
250a). According to Proclus, this sense of amazement,
«tfT/tyStf, accompanies both the. beautiful and the sacred.
" The beautiful, he says in the Theologia Platonica, is
appearing with wonder per itarX^bu* faivopsvov, and incites
" all the things towards itself through desire and wonder.1"
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 at if And as the mys-
tics in the most saint religious rites, before the mystical visions,
are stricken with wonder, so, among the intelligibles also, the
beautiful appears in advance, before the communion with the
good, and strikes with wonder them who are seeing.2"

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 or spirit from inanimate matter. Aesthetic sensibi-
lity, as Abhinava says, is nothing but a capacity of wonder
more elevated than the ordinary one. An opaque heart does
not wonder, non obstupescit. The appearance of the beautiful
does not arouse in it any shock {ksobhd) or wonder.3

1) Theologia Platonic*, Frankfurt, 1608, p. 51 :

ft lavzw Tcdvra debt noOou KOC IKX?J]SZ(D<2 avzqTtpov. • .//er5 Inr?!}&<

2) Ibid., p. 151 :

npb$ öl zd Ka?»bv fiev tmXr&tä KCXC KCVYjaea)^ lyecpopeda TO anoppytov
otov eicöavev \dovaa ( ScL (poly ) la'pu KOU ayarac TO fiavh KCU in
nepc auto KCU wonep ev TCU$ cqftojTaraß TthzatS; irpo TWV
ÜSXfJtaTüJV 'eKTtÄTQsfi TtoV fiUOVfieVCOV, OUTÜ) 07] KOLV TO& VOijTOCS TZpb TTfi

roi> ayaOoo fiszouocaS TO /ca^xo9 npo^acvoftevov eicxÄijTTe: ~oo$ opcovraS, KT?.,

3} Parätrimsikävivaranci) 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 thinkers to
study the nature of the birth of a work of poetry were Änanda-
vardhana and Bhatta Tota and later Abhinavagupta, his direct
disciple.

" In the boundless samsära of poetry "—writes Änanda-
vardhana—" the poet is the true and sole Creator (lit., Prajä-
pati) ; as it pleases him to create, so the whole is transformed.
If the poet is pervaded by Rasa in his poem, the whole world
will be suffused by Rasa. But if he be void of emotion, the
world 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 ones1".
The same comparison with the Creator, Prajäpati has also been
reproduced by Abhinavagupta. " Like the Creator ", he says
in the Abhinavabhärati, 1, 4, " the poet creates for himself a
world 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 pratibhä1^ and continually shining wihin his heart".
The poet is at once he who sees (the seer, rsi) and he who is able
to express in words that which he sees. The famous stanzas by
Bhatta Tota quoted by Hemacandra, 'Kävyänusäsana, p. 379,
state very clearly that the poet must have this double quality
and bear quotation. "It has been said that no non-seer can be
deservingly called a poet, and one is a seer only by virtue of his

1) Db.A., Ill, 43.
2) On this tetm, 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 accords that title to him alone who posse-
sses vision as well as expression. Thus, though the first poet
(/>., Välmiki) was highly gifted with enduring and clear vision,
he was not hailed as a poet by people until he embodied it in a
descriptive work1". Rasa belongs, in reality, to the poet
alone ; it is nothing but his " generalized " consciousness.
" The activity of the actor ", says Abhinava in the Abhinava-
bhärati, 1, 294", is depending on the poem and it is rooted
in the generalized consciousness of the poet. Rasa, in reality,
is nothing but this consciousness. The spectator also, in the
beginning, is enchanted by this perception. 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 or 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 Änandavardhana said,
" if the poet is pervaded by Rasa, etc. (see above, p. XLVIII).
The poem, for its part, is, so to say, the tree. The activity of
the actor, that is, representation, etc., is, as it were, the flower,
and the tasting of the spectators, the fruit. Therefore, all is
pervaded by Rasa2." Rasa fills the poet entirely with itself,

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

saro natavyäpärah \ saiva ca samvit paramärthato rasab \ sämäjikasya ca tatpra-
tityä vasikrtasya pa/cäd apoddhärabuddhyä vibhävädipratitir iti prayojanam \
nätye kävye samäjikadhiyi ca tad eva mülam bijasthäniyab kavigato rasab \ kavir hi
sämäjikatulya eva \ tat a evoktam srhgäricet kavih ityädi änandavardhanäcäryena\
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and is spontaneously translated into poetic expression, like a
liquid which overflows a vase—" if a pot is not full, it cannot
overflow "—or like the natural manifestation of a state of mind
(interjections, exclamations, etc.)1. 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, pratibhä. This state of
consciousness expressed in the poem, etc., is transferred to the
actor or the reciter, and to the spectator. All three—poet, actor
and spectator—, in the serene contemplation of the work of
art, form in reality a single knowing subject, merged together
by the same sensations and the same purified joy2.

The use of the term pratibhä in Indian poetics is very old,
and, before Abhinavagupta, we find it in various authors of
treatises on poetics, as, f.i., Bhämaha (7th century), Dandin
(7th century) and Vämana (8th century). According to these
authorities, pratibhä is, in brief, a sort of unborn genius, ima-
gination or quick-wittedness, etc. conceived as the primary
cause of excellence in literary art3, as the very seed of poetry4.
This intuition, to Räjasekhara (9th century) is not limited to the
poet, kavi. According to him, the word pratibbä has the double
sense of creative imagination, genius, inspiration, kSrayitrt

tato vrksasthäniyam kävyam \ tatra puspädisthäniyo 'bhinayädiyyäpärah \ tatra
phalasthäniyah sämäjikarasäsvädah \ 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 I, 6) : näyakasya kaveh frotuh sarnäno 'nubhavas tatah \

3) Cp. Bhämaha, Käpyä/awkära, 1, 5, and Dandin, Kävyädarsa, 1, 103.

4) Cp. Vamana, Kävyälamkära^ 1, 3, 16 : kavitväbijatn pratibhänam.



INTF!ODUCTION

pratibhä, and of aesthetic sensibility, here conceived in the
terms of an active power which permits the manifestation of
Rasa, bhävayitri pratibhä1. All these descriptions of pratibhä,
however, were superseded by the definition laid down by the
master of Abhinava, Bhatta Tota. " Intuition ", he says, " is
a form of intuitive consciousness, prajnä, 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 express2". This definition of pratibhä came to be
accepted and quoted in later times by almost all of the Indian
rhetoricians. Abhinava himself did not add very much to it
and limits himself to stress the fact that pratibhä 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 saints3.

1) Cp. Räjasekhara, Kävyamlmämsä, pp. 12-14.
2) This stanza was a part of the Kävyakautuka, 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; Mänikya-
candra, p. 7. The text runs as follows :

prajnä navanavolkkhpsälini pralibhä matä \
tadantipränanäjivadvarnanänipunah kavih |[ '

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

yathä yathä cäkrtakatn ladrfipam at ir icy ate \
tathä tatha camatkäratäralamyam vibhävyate ||
ädyätmyiyüvarnäntarn'iwdgne cottaroitare |
samkete pürvapürv.äwsanwjjane- pratibhähhidah ||
ääyodrekiwiälhUlvtpi prafibhät?nani n'isthitäh \
•dhrnviiM kavllravakhiv'asälitäm yänti sarvatah ||
yävtul dhämani sawketanikärakalanojjhife |
visräuUä clnmoye fe/w kiin na veiti na karoti ca

L u J



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 Universe1.

After Abhinavagupta, the study of aesthetics continued
in India up to the present day, but without receiving much
creative stimulus. Änandavardhana, Bhatta Nayaka, 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 are
still valid today and even relatively novel to western thought.
The conception of art as an activity and an independent spiritual
experience, freed of practical interests, which the intuition
of Kant perceived for the West, was already, in 10th century
India, an object of study and controversy. Poetry, said
Änandavardhana and Abhinavagupta is inextinguishable : it
exists and will exist for ever. Like love, it has kindled and will
continue to kindle the hearts of men with new and pulsing
life2; it is an essential and independent part of human nature
and the poets, who will never cease to tap its source, far from
exhausting it, only purify and enrich it with new and ever-
changing experiences3.

1) Änandavardhana (Db.A., p. 91) says that poetic intuition is a parti-
cular form of pratibbä (pratibhävisefam). A.G.'s comment (Db.A.L., p.
92) is :

pratibbä apürvavastunirmänaksamä prajnä \ tasja visqo

rasäveUvaisadyasaundarjam käyyak$amatvam ||
The concept of pratibbä is identified in Saiva metaphysics with that of con-
sciousness as creative emission (visarga); cf., p. es., T.A., V., p. 432 :

• . .visargänandadbärayä | siktam tad eva sad visvam iaivad Havana-

väyate ||
2) Db.A.L.> p. 540.
3) Db.A., pp. 545-6.



TEXT
[A. Bh., I, pp. 274-287]





evam kramahetum abhidhäya rasavisayalaksanasütram äha
" vibhävänubhävavyabhicärisarnyogäd rasanispattih " | atra
bhattalollataprabhrtayas tävad evam vyäcakhyuh | vibhä-
vädibhih samyogo 'rthät sthäyinah, tato rasanispattih ( tatra
vibhävaS cittavrtteh sthäyyätmikäyä utpättau käranam j anu- 5

bhäväS ca na rasajanyä atra vivaksitäh, tesäm rasakäranatvena
gananänarhatvät, api tu bhävänäm eva ye 'nubhäväh | vyabhi-
cätina^ ca cittavfttyätmakatväd yady api na sahabhävinah
sthäyinä, tathäpi väsanätmateha tasya vivaksitä | drstänte
*pi vyanjanädimadhye kasyacid väsanätmakatä sthäyivad anya- . 10
syodbhütatä vyabhicärivat | tena sthäyy eva vibhävänubhävä-
dibhir upacito rasah [ sthäyi bhavatv1 anupacitah | sa cobh-
ayot. api anukärye 'nukartary api cänusamdhänabaläd iti2 |

cirantanänäm cäyam eva paksah | tathä hi dandinä svälam-
kätalaksane 'bhyadhäyi " tatih £rngäratäm gatä rüpabähulya- 15
yogena "3 iti,

ity äruhya4 paräm kotim kopo raudrätmatäm gatah |
ityädi ca |

etan neti snsankukah5 | vibhävädyayoge sthäyino liiigä-
bhävenävagatyanupapatteh, bhävänäm pütvam abhidheyatä- 20
prasangät, sthitadasäyäm laksanäntaravaiyatthyät, mandatara-
tamamädhyasthyädyänantyäpatteh, häsyarase sodhätväbhäva-

1 bhavatv G, M ; tv H c 13, a sa cobhayor apy anukärye 'nukartary

api cänusamlhänabaläd iti G, M; the text of He is here somewhat enlarged,
j \ : cobhayor api mukhyayä vfttyä rämädäv anukärye 'nukartari ca nate rämädirü-

patänusamdhänabaläd iti II 17, 3 KAD, II , v. 281, präk pritir darsitä seyam

ratih srngäratäm gatä \ rüpabähulycyogena tad idam rasavad vacah || 4 KAD.,

II, v. 283 ity äruhya (Böhtlingk's ed.) : adhiruhya G- : äruhya M, corrected
in a second hand into adhiruhya : aruhya ca Hc || 5From this 1. to 1.14
the text has been freely paraphrased and enlarged by Hc ||

[ 3 ]
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präpteh, kämävasthäsu dasasv asankhyarasabhävädiprasangät,
Sokasya prathamam tivratvam kälät tu mändyadarianam,
krodhotsäharatinäm amarsasthairyaseväviparyaye hräsadar-
sanam iti viparyayasya drsyamänatväc ca | tasmäd dhetubhir

5 vibhäväkhyaih käryais cänubhävätmabhih sahacärirüpais
ca vyabhicäribhih prayatnärjitatäyä krtrimair api tathänabhi-
mänyamänair anukartrsthatvena lingabalatah pratlyamänah
sthäyl bhävo mukhyarämädigatasthäyyanukaranarüpah, anu-
karanarüpatväd eva ca nämäntarena vyapadisto rasah |

10 vibhävä hi kävyabaläd1 anusamdheyäh, anubhäväh siksätah,
»f 275 vyabhicärinah krtrimanijänu*bhävärjanabalät | sthäyl tu kävya-

baläd api nänusamdheyah j ratih ^oka ityädayo hi 6abdä
ratyädikam abhidheylkurvanty abhidhänatvena, na tu väcikä-
bhinayarüpatayävagamayanti | na hi väg eva väcikam api tu

1 5 tayä nirvrttam, angair ivängikam | tena |

vädaveneva jaladhib sokah krodhena pzyate2 \
iti | tathä |

sokena k rtastambhas3

tathä sthito jo 'navastbitäkrandaih4 |

20 ityevamädau na soko 'bhineyo 'pi tv abhidheyah ]

bhäti patito /ikhantyä5

1 kävyabaläd Hc : kävyabalä G,M || 2 Untiaced source ; the firs
two pädas have been given by Hc and read as follows, vivrddbätmäpy
agädho 9pi duranto * pi mabän api || 3 krtastambbas Hc : krtah stambbah
G, M |j4j0 'navasthitäkrandaih G : yo 'vastbitäkrandaib M : yena vardbitä-
krandaih He. The two last pädas of this stanza, whose source I have not
succeeded in identifying, are given by Hc and read as follows, brdaya-
spbutanabbayärtai roditum (a.L, °rtair arditum) abbyartbyate sacivaib j|
6 ThisisHarsa, Ratnävali, 11,11 ; the complete stanza runs as follows,
bhäti patito likhantyäs tasyä bäspämbuHkarakanaughah \svedodgama iva karat a-
lasamspariad esa me vapusi |l



THE AESTHETIC EXPERIENCE, ETC.

ity anena tu väkyena svärtham abhidadhatä udayanagatali
sukhätmä ratih sthäyibhävo 'bhiniyate na tücyate | avagama-
nasaktir hy abhinayanam väcakatväd anyä | ata eva sthäyipa-
dam sütre bhinnavibhaktikam api muninä noktam | tena ratir
anukriyamänä srngära iti tadätmakatvam tatprabhavatvam ca 5
yuktam | arthakriyäpi mithyäjfiänäd drstä1 | na cätra nartaka
eva sukhiti pratipattih, näpy ayam eva räma iti, na cäpy
ayam na sukhiti, näpi rämah syäd vä na väyam iti,2 na cäpi
tatsadrsa iti31 yah sukhi räma asäv ayam iti pratitir astiti |
tad4 aha | 10

pratibhäti na samdebo na tattvam na viparyayah \
dhir asäv ayam ity asti nasäv eväyam ity api \\
viruddhabuddhyasambhedäd* avivecitasamplavah* \

yuktyä paryanuyujyeta sphurann anubhavah kayä II iti |
tad idam apy antastattvasünyam na vimardaksamam ity 15

upädhyäyäh7 | tathä hy anukaranarüpo rasa iti yad ucyate tat
1) kirn sämäjikapratityabhipräyena, 2) uta natäbhipräyena,
3) kirn vä * vastuvrttavivecakavyäkhyätrbuddhisamavalamba- A. Bh.t
nenayathähur " vyäkhyätärah khalv evam vivecayanti8 " iti,

4) atha bharatamunivacanänusärena | 20

1) taträdyah9 pakso 'samgatah | kimcid dhi pramäne-
nopalabdham tad anukaranam iti sakyam vaktum 1 yathä
evam asau suräm pibatiti suräpänänukaranatvena payahpänam
pratyaksävalokitam pratibhäti ] iha ca natagatam kirn tad

1 He adds here one stanza of Dharmakirti, PV, II, 57, manipradipa-
prabhayor rnanibuddhyäbhidhävatoh \ mithyäjnänävisese 'pi viseso* rthakriyäm
prati || 2 näpi rämah syäd vä na väyam iti G, Hc : omitted in M ||
3 After kirn tu He adds samyahmithyäsamsayasädrsyapratitibhyo vilaksanä
citraturagädtnyäyena || 4 tad G,M ; yad Hc || 5 °buddhyasa/Medäd Hc :
°hfddbisambhedäd G, M || 6 *samplavah G, M. : hiplavah Hc ||
7 upädhyäyäh G : upädhyäyäh M : bhattatotah He || 8 This is Dharmakirti,
PV, Svavrtti, p. 39 (ed. Gnoli) || 9 taträdyah Hc, M lädyahG ||

[ 5 ]
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upalabdham yat sa ity anukaranatayäl bhätiti cintyam j
tacchariram tannistham pratiSirsakädi romäncakagadgadikädi2

bhujäksepacalanaprabhtti3 bhrüksepakatäksädikam ca na rate£
cittavrttirüpatayä4nukäratvena kasyacit pratibhäti 1 jadatvena

5 bhinnendriyagrähyatvena 5 bhinnädhikaranatvena ca6 tato
'tivailaksanyät | mukhyämukhyävalokane 7 ca tadanukarana-
pratibhäsah ) na ca rämagatäm ratim upalabdhapürvinah
kecit | etena rämänukäri nata ity api nirastah pravädah |
atha natagatä cittavrttir eva pratipannä satl ratyanukärah

1° Angara ity ucyate taträpi kimätmakutvena sä pratlyata iti cin-
tyam | nanu pramadädibhih kära^aih katäksädibhih käryaih
dhrtyädibhiS ca sahacäribhir lingabhütair yä laukiki käryarüpä
käranarüpä8 sahacärirüpä ca cittavrttih. pratitiyogyä tadätma-
katvena sä natacittavrttih pratibhäti | hanta tarhi ratyäkärenaiva

15 sä pratipanneti düre ratyanukaranatäväcoyuktih I nanu vibhä-
vädayo 'nukärye päramärthikä, iha tv anukartari na tatheti
visesah | astv evam, kirn tu te'vibhävädayo 9>tatkäranätatkä-
ryätatsahacararüpä api kävya^iksädibalopakalpitäh krtrimäh
santah kirn krtrimatvena' sämäjikair grhyante na vä | yadi

20 grhyante, tadä taih katham rater avagatih | nanv ata* eva tat
pratlyamänam ratyanukaranam | mugdhabuddhel0 käranän-

1 yat sa ity atwkaranatayä Mc, p. 69 (He in a note) : sadatmkarctnatayä
G, M : yad ratyanukaranatayä Hc : yad anukaranatayä P, p. 417 ||
2 romäncaka^ G, M : romänca* Hc || 3 °calana° Hc : °va/ana° G,M ||
4 cittavrttirüpataya G, M : cittavrttirüpäyä He || 5 bhinnendriyagrähyat-
vena represented in He, is possibly a later addition, and it is, as such, bracke-
ted both in G and M (in a second hand) || .6 cä is omitted by He ||
7 Perhaps the original reading was mukhyävalokane only, and ^atnukhya*,
bracketed both in G and M and absent in Hc, is a later addition ||
8 käranarüpä G,M :' omitted by Hc || 9 te vibhävädayo Hc : te hi vibhävä-
dayö G,M || 10 mugdhabuddhe : ratyanukaranabuddhe}) käranam G, M ;

, ddheh He ||

. [ H
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taraprabhave hi kärye susiksitena l tatbäjnäne vastvantara-
syänumänam tävad yuktam | asusiksitena 2 tu tasyaiva pra-
siddhasya käranasya | yathä3 vrscikavisesäd gomayasyaivänu-
mänam vrscikasyaiva4 tat param mithyäjfiänam | yaträpi li-
hgajiiänam mithyä taträpi na tadäbhäsänumänam yuktam 5 | 5
na hi bäspäd dhumatvena jiiätäd anukärapratibhäsamänäd
api lingät tadanukäränumänam yuktam | dhümänukäratvena
hi jnäyamänän nihärän nägnyanukärajapäpunjapratitir6 drstä |
* nanv akruddho 'pi natah kruddha iva bhäti | satyam, A'*
kruddhena sadysah | sädrsyam ca bhrukutyädibhir gor7 10
iva gavayena mukhädibhir iti naitävatänukärah kascit | na
cäpi sämäjikänäm sädrsyamatir asti | sämäjikänäm ca na
bhävasünyä nartake pratipattir ity ucyate | atha ca tada-
nukärapratibhäsa iti riktä väcoyuktih | yac coktam rämo
?yam ity asti pratipattih, tad api yadi tadätve'8 tiniscitam 15
taduttarakälabhävibädhakavaidhuryäbhäve katham na tattva-
jiiänam syät [ bädhakasadbhäve vä katham na mithyä-
jiiänam | västavena ca vrttena bädhakänudaye ?pi mithyä-
jiiänam eva syät | tena " viruddhabuddhyasambhedäd 9 " ity
asat 1 nartakäntare 'pi ca 10 rämo 'yam iti pratipattir asti | 20
tatas ca rämatvam sämänyarüpam ity äyätam J yac cocyate
vibhäväh kävyäd anusamdhiyante tad api na vidmah [
na hi mameyam sitä käcid iti svätmiyatvena pratipattir
natasya [ atha sämäjikasya tathä pratltiyogyäh kriyanta ity

1 Qprabhave hi kärye susiksitena tathä jnäne He (but jnäte for jnäne) :
^prabbavesu hi kärye susiksitena na tathä jnäne G, M || 2 asusiksitena Hc,
G : astusiksitena M || 3 yathä G, Hc : tathä M || 4 vrscikasyaiva G :
vrscikasyaiva vä Hc : vrscikas caiva M || 6 na. . .yuktatn : ayuktam
Hc : na. . .ayuktam G,M || 6 °japäpunja° Hc : °japäpuspa° G,M ||
7 gor Hc : gaur G,M || 8 tadätve 'tiniscitam (the avagraha added by me)
M,G {tadatveti («) niscitam) : tadätve niscitam Hc || 9 iyüuddhyasambhedät
Hc : "buddhisawbhedät G,M || 10 *pi ca G,M : ca omitted by Hc ||

L 7 ]
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etad * evänusamdhänam ucyate, tarhi sthäyini sutaram anu-
samdhänam syät I tasyaiva hi mukhyatvena asminn ayam
iti sämäjikänäm pratipattih [ yas tu 2 vag väcikam ityädinä
bhedäbhidhänasamrambhagarbho3 mahiyän abhinayarüpatä-

5 vivekah krtah sa uttaratra svävasare carcayisyate | tasmät
sämäjikapratityanusärena sthäyyanukaranam rasa4 ity asat {

2) na cäpi natasyettham pratipattih rämam taccittavrttim
vänukaromiti \ sadrsakaranam hi tävad anukaranam anupala-
bdhaprakrtinä 5 na sakyam kartum j atha pascätkaranam

10 anukaranam, tal loke 'py anukaranätmatätiprasaktä [ atha
na niyatasya kasyacid anukärah, api tüttamaprakrteh sokam
anukaromiti,6 tarhi keneti cintyam | na tävac chokena tasya
tadabhävät [ na cäsrupätädinä sokasyänukärah, tadvailak-
sanyäd ity uktam | iyat tu7 syät, uttamaprakrter ye sokä-

15 nubhäväs tän anukaromiti [ taträpi kasyottamaprakrteh |
yasya kasyacid iti cet, so'pi visistatäm vinä katharp buddhäv
äropayitum sakyah | ya evam rodititi cet, svätmäpi madhye
natasyänupravista iti galito 'nukäryänukartrbhävah | kirn
ca natah siksävasät svavibhävasmaranäc cittavrttisädhäranl-

20 bhävena hrdayasamvädät kevalam8 anubhävän pradarsayan
kävyam ucita9 käkuprabhrtyupaskärena pathams cestata ity
etävanmätre 'sya10 pratitiru na tv anukäram vedayate |
käntavesänukäravad dhi na rämacestitasyänukärah | etac ca
prathamädhyäye 'pi darsitam asmäbhih12 |

1 etad G,M : etävad Hc || 2 yas tu : jat tu G,M || 3 *garbho :
°garbf>a° G,M || 4 rasa G,M : rasa He || 5 *prakrtinä G,Hc :
*ptakrtinäm M || 6 anukdromiti Hc : anukcroti G,M || 7 iyat tu
G,M : yat tu Hc || a kevalam G,M : kevalän He || 9 ucita °Hc,
M : upacita* G || 10 etävanmätre 9sya G,M : etävanmätrasya Hc ||
11 pratitir G, Hc : pratitim M || 12 Cf. ABb, I, p. 37 (infra,

App. I, p. 98) ||

[ 8 ]
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3) näpi vastuvrttänusärena * tadanukäratvam, asamvedya-
mänasya2 vastuvrttatvänupapatteh J yac ca vastuvrttam tad
darsayisyämah3 |

4) na ca munivacanam evamvidham asti kvacit sthäy- £ m If

yanukaranam rasa iti 1 * näpi Ungarn aträrthe muner upala- 5
bhyate | pratyuta dhruvägänatälavaicitryaläsyängopajivanam
nirüpanädi viparyaye lihgam iti samdhyangädhyäyänte vita-
nisyämah 4 | " saptadvipänukaranam 5 " ityädi tv anyathäpi
sakyagamanikam iti | tadanukäre 'pi ca kva nämäntaram
käntavesagatyanukaranäd6 | 10

yac cocyate varnakair haritälädibhih samyujyamäna eva
gaur ityädi, tatra yady abhivyajyamäna ity artho 'bhipretas
tad asat | na hi sindürädibhih päramärthiko gaur abhivyajyate
pradipädibhir iva, kirn tu tatsadrsah samühaviseso nirvartyate \
taeva7hi sindürädayo gavävayavasamnivesasadrsena samni- 15
vesavisesenävasthitä gosadrg iti pratibhäsasya visayo naivam
vibhävädisamüho ratisadrsatäpratipattigrähyah { tasmät bhä-
vänukaranam rasa ity asat |

yena tv abhyadhäyi sukhaduhkhajananasaktiyuktä visaya-
sämagrl bähyaiva sämkhyadrsä sukhaduhkhasvabhävo rasah | 20
tasyäm ca sämagryäm dalasthäniyä vibhäväh, samskärakä
anubhävavyabhicärinah, sthäyinas tu tatsämagrijanyä äntaräh
sukhaduhkhasvabhävä iti | tena " sthäyibhävän rasatvam
upanesyäma8" ityädäv upacäram angikurvatä granthaviro-
dham svayam eva budhyamänena düsanäviskaranamaukha- 25
ryät9 prämäniko janah10 pariraksita iti kirn asyocyate | yattv

1 vastuvrttänusärena G,Hc : vastutvänusärena M || 2 asamvedyamänasya
Hc: atwsamvedyamänasya G,M. |] 3 Gf. infra, p. 001| 4 Cf. ABb, III,
eh. XIX || 6 N$, I, v. 120 || * *nukaranää : *nukarat}ädau G,M ||
7 ta eva Hc : ata eva G, M || 8 JV£ prose after v. 45 ||
9 *maukharyät Hc: *mattrkbyät G, M || 10 prämäniko janah G,M :
pramänikajana}) Hc ||

7 [ 9 ]
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änyatx tatpratltivaisamyaprasangädi tat kiyad - atrocyatäm |
bhattanäyakas tv äha ] raso na pratiyate, notpadyate,

näbhivyajyate | svagatatvena hi pratltau karune duhkhit-
vam syät | na ca sä pratitir yuktä sitäder avibhävatvät,

5 svakäntäsmrtyasamvedanät, devatädau sädhäranlkaranäyogy-
atvät, samudrollanghanäder asädhäranyät | na ca vadvato3

rämasya smrtir anupalabdhatvät | na ca sabdänumänädibhyas
tatpratitau lokasya sarasatä yuktä4 pratyaksäd iva | näyaka-
yugalakävabhäse hi pratyuta lajjäjugupsäsprhädisvocitacitta-

10 vrttyantarodayavyagratayä kä sarasatvakathäpi syät5 | tan
na pratitir6 anubhavasmrtyädirüpä rasasya yuktä | utpattäv
api tulyam etad düsanam | saktirüpatvena pürvam sthitasya
pascäd abhivyaktau visayärjanatäratamyäpattih | svagata7-
paragatatvädi ca pürvavad vikalpyam | tasmät kävye dosä-

15 bhävagunälamkäramayatvalaksanenaj nätye caturvidhäbhina-
yarüpena nividanijamohasamkatatäniväranakärinä 8 vibhävä-
disädhäranikaranätmanäbhidhäto dvitiyenämsena bhävakatva-

Bh.t\, vyäpärena bhävyamäno * raso 'nubhavasmrtyädivilaksanena
rajastamo'nuvedhavaicitryabaläd drutivistära9 vikäsätmanä

20 sattvodrekaprakäsänandamayanijasamvidvisräntilaksanenapa-
rabrahmäsvädasavidhena bhogena param bhujyata iti10 j

1 yat tv any at tat0 He : jat tv atyantam nah G.M || 2 tat kiyad Hc :
tat kirn yad G,M || 3 tadvato G, M : tattvato He || 4 sarasatä

yuktä Hc : sarasatä prayuktä G,M (for sarasatä' pi yuktä ?) || 6 kä
sarasatvakathäpi syät Hc : kasarasatvamathäpisyät G,M || 6 Before tan
na pratitir, etc. He adds the following sentence, parugatatvena tu pratitau
tätasthyam eva bhavet \\ 7 svagata0 Hc, M : svagatatva0 G || 8 °samkata-
täniväranäkärinä Hc : °samkatakärinä G,M, equally possible || 9 °vistära°
G,M : °vistara° Hc || 10 After bhujyata iti He adds the words yat sa eväha,
followed by two stanzas, surely borrowed from the lost Hrdayadarpana,
abhidhä bhävanä cänyä tadbhogikrtir (alia lectio, iadbhoglkrtam) eva ca \ abhi-

dhadhämatämyäle sabdärthälamkrti tatah\\ bhävanäbhävya eso 9pi irngärädigano

matub (alia lectio, hi yat) \ tadbhogtkrtarüpena vyäpyaie siddhimän naraji |J
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eatra pürvapakso 'yam bhattalollatapaksänabhyupaga-
mäd eva näbhyupagata iti taddüsanam anutthänopahatam
eva j pratityädivyatiriktas ca samsäre ko bhoga iti na vid-
mah I rasaneti cet, säpi pratipattir eva, kevalam upäyavai-
laksanyän nämäntaram pratipadyatäm, darsanänumitisru- 5
tyupamitipratibhänädinämäntaravat \ nispädanäbhivyakti-
dvayänabhyupagame ca nityo vä 'san x vä rasa iti na trtlyä
gatih syät2 | na cäpratitam vastv asti vyavahäre yogyam3 |
athocyate pratitir asya4 bhogikaranam, tac ca drutyädisvarü-
pam51 tad astu, tathäpi na tävanmätram | yävanto hi rasas 10
tävatya eva rasanätmänah6 pratitayo bhogikaranasvabhäväh |
gunänäm7 cängängivaicitryam anantam kalpyam iti kä tri-
tveneyattä |

bhävanähhävya eso ypi srngärädigano biyat* \

iti tu yatö kävyena bhävyante rasa ity ucyate, tatra vibhävä- 15
dijanitacarvanätmakäsvädarüpapratyayagocaratäpädanam eva
yadi bhävanam tad abhyupagamyata eva | yat tüktam j

bhävasamyojanävyangyaparasamvittigocarah \

äsvädanätmänubhavo rasah kävyärtha ucyate 10 ||

1 'satt Hc : 'saj G,M || 2 gatih syät Hc : gatir asyäm G :
gatim asyäm M || 3 asti vyavahäre yogyam G,M : astitävyavahärayogyam
Hc || 4 pratitir asya Hc : pratitir iti tasya G : pratitir iti rasya (for
rasasya ?) M, which reading is equally possible || 5 drutyädisvarüpam
Hc : bhütyädisvarüpam G,M. || 6 rasanätmänah G, M : rasätmänah Hc ||
7 gunänäm G,M : this is explained by Hc by sattvädigunänäm || 8 °gano hi

yat He : Qgc<no bhayat G (corrected into hi yat), M || 9 /// tu yat He :
itiyat G,M || 10 This stanza is quoted in this form in the Vyaktiviveka,
p. 67 (read parasamvittp for parisamvittfi). Both in G and M we read
in the first päda samvedanäkhya (corrected into samvedanäkhyayä in G),
which is quite nonsensical. He quotes a different stanza : samsargädir

yatbä iästra ekatvät pbalayopatah \ väkyärthas tadvad evätra irngärädi raso

matah || / / / tad asmäkam abhimatam eva ||
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iti tatra vyajyamänatayä vyangyo raksyate1 | anubhavena ca
tadvisaya iti mantavyam | nanv evam katham rasatattvam |
ästäm, kim kurmah |

ämnäyasiddbe kim apürvam et at
5 samvidvikäse 'dbigatägamitvam \

ittham svayamgrähyamaharhahetth
dvandvena kim dtlsayitä na lokah ||

p\*Q *t?rdbvordbvam arnhya yad arthatattvatn
dhlh pasyati srdntim avedayantl [

10 phalam tad ädyaih parikalpitänäm
vivekasopänaparamparänäm ||

citram nirälambanam eva manye
prameyasindhau2 pratbamävatäram \

tanmärgaläbhe sati setubandba-
15 purapratisthädi na vismayäya\\

tasmät satäm atra na dfisitäni
matäni täny eva tu sodhitäni \

pürvapratistbäpitayojanäsu
mfdapratistbäpbalam ämananti ||

20 tarhy ucyatäm parisuddhatattvam3 | uktam eva muninä,
na tv apürvam kimcit | tathä hy äha " kävyärthän bhävayan-
titi bhäväh4 " iti tat kävyärtho rasah5 | yathä hi " rätrim
äsata6 ", " täm agnau prädät7 " ityädäv arthitädilaksitasyä-
dhikärinah pratipattimäträd atitivraprarocität prathamapra-
vrttäd anantaram adhikaivopättakälatiraskärenaiva c äsai8 '

1 raksyate G (in the first ed.) : hksjafe G: labhyate M (corrected into
laksyate) || 2 prameyasindhau : prameyasiddhatt G, M || 3 parisuddhatattvam

G,M : parisuddham tattvam He || 4 The entire quotation is kävyärthän
bhävayantiti bhäväh (N$, prose at the beginning of ch. VII) || 6 He
paraphrases tasmät kävyärtho rasah || 6 rätrim äsata G: rätrir äs ate M.
Untraced source || 7 Taittinya Samhita, 2, 1, 1 || 8 äsai : äste G
(corrected into äse)y M ||

[ 12 ]
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'pradadäni' ityädirüpä samkramanädisvabhävä yathädarSanam
bhävanäVidhiniyogädibhäsäbhir vyavahrtä pratipattih,
tathaiva kävyätmakäd api sabdäd adhikärino 'dhikästi prati-
pattih | adhikär! cätra vimalapratibhänasälihrdayah | tasya ca
"grfväbhangäbhirämam2 " iti " umäpi nilälaka3 " iti "haras 5
tu kimcit4" ityädiväkyebhyo väkyärthapratipatter anantaram
mänasi säksätkärätmikä apahastita5 tattadväkyopättakälädivi-
bhägä tävat pratitir upajäyate | tasyäm ca yo mrgapotakädir
bhäti tasya visesarüpatväbhäväd bhlta iti träsakasyä6 päramä-
rthikatväd bhayam eva param desakälädyanälingitam, tata 10
eva bhito 'ham bhito 'yam satrur vayasyo madhyastho vetyä-
diptatyayebhyo duhkhasukhädikrtahänädibuddhyantarodaya-
niyamavattayä vighnabahulebhyo vilaksanam nirvighnapra-
titigrähyam säksädivahrdaye nivisamänam7 caksusor iva vipa
rivartamänam bhayänako rasah | tathävidhe hi bhaye nätmäty- 15
antatiraskrto8 na visesata ullikhitah | evam paro 'pi | tata eva
na parimitam eva sädhäranyam api tu *vitatam, vyäptigraha ^ ^
iva dhümägnyor bhayakampayor eva vä | tad atra säksätkä-
räyamänatve pariposikä natädisämagri, yasyäm vastusatäm
kävyärpitänäm ca desakälapramäträdinäm niyamahetünäm 2 0

anyonyapratibandhabaläd atyantam apasarane sa eva sädhä-
ranibhävah sutaräm pusyati | ata eva sarvasämäjikänäm9 eka-

1 bhävanä : pratibhävanä M (corrected in a second hand into pratibhä-
bhäväna) : pratibhäbhaVGnäG. In my opinion prati is simply a note by
some reader who has not understood the expression jathadarsanapj,
which was later incorporated in the text || 2 Kälidäsa, Abhijnänasa-
kuntaläy I, 21| 3 Kälidäsa, Kumärasambhava, III, 62 || 4 Kälidäsa,
ibid., Ill, 67 || 5 apahastita* He, M (but corrected in a second
hand into apahesita0): apahasita G || 6 träsakasyä He, G: grähakasya
M || 7 nivisamänam He, G: nidhiyamänam M || 8 atyantatiraskrte
G,M : atyanta omitted by He || ° sarvasämäjikänäm G,M : sämä-

jikänäm He ||

[ 13 ]
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ghanatayaiva1 pratipatteh2 sutaräm rasapariposäya sarvesäm
anädiväsanävicitrikrtacetasäm väsanäsamvädät | sä cävighnä
samvic camatkärah | tajjo 'pi kampapulakollukasanädir vikä-
ra§ camatkärah | yathä

5 ajja vi hart camakkai
kaha kaha vi ria mamdarena daliäim 3 [

camdakaläkamdalasac-
chahaim lacchiim amgäim ||

tathä hi sa ca trpti4vyatirekenäcchinno bhogävesa ity ucyate |
10 bhunjänasyädbhutabhogaspandävistasya camatah katanam5

camatkära iti | sa ca säksätkärasvabhävo mänasädhyavasäyo
vä samkalpo vä smrtif vä tathätvenäsphuraty6 astu | yad äha |

ramyäni viksya madhuräms ca nisamya sabdän
paryutsukibhavatiyat sukhito 'pijantuh \

15 tac cetasä smarati nünam abodhapürvatn
bhävasthiräiti jananäntarasauhrdäni ||

ityädi | satvathä tävad esästi pratitir, äsvädätmä yasyäm
ratif eva bhäti | tata eva vi^esäntatänupahitatvät sä rasaniyä
sati na laukiki na mithyä nänirväcyä na läukikatulyä na tadä-

20 ropädirüpä | esaiva copacayävasthästu 7 desädyaniyantranät \
anukäro 'py astu bhävänugämitayä8 karanät [ visayasämagry
api bhavatu vijnänavädävalambanät | sarvathJ rasanätmakavl-
tavighnapratitigrähyo bhäva eva rasah | tatra vighnäpasärakä
vibhävaprabhrtayah | tathä hi loke sakalavighnavinirmuktä
samvittir eva camatkäranirve^arasanäsvädanabh ogasamä-

1 ekaghanatayaiva G, M (corrected in a second hand from ekaghattataiva):
ekaghanataiva He || 2 pratipatteh He, M: G suggests pratipattifr \\
3 daliäim G,M: kaliäim He || 4 sa ca trpti°(sa vä trpti0 ?): sa cätrpti*
G,M || 5 camatah karanam : ca manal/karanam G, M || 6 tathätvenäsphuraty
M : tathätvena sphuraty G : tathätvenäsphuranty He || 7 °vasthästu He :
°vasthäsu G,M || 8 bhävänugämitayä G,M: anugämitayä He |j

[ 14 ]
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pattilayavisräntyädisabdair abhidhiyate | vighnäs cäsyäm 1) pra-
tipattäv ayogyatä * sarnbhävanäviraho näma 2) svagatatva*- P.' 282

f

paragatatvaniyamena desakälavisesävesah 3) nijasukhädiviva-
sibhävah 4) pratityupäyavaikalyam 5) sphutatväbhävah
6) apradhänatä 7) samsayayogas ca | tathä hi 5

1) samvedyam asambhävayamänah samvedye samvidam
nivesayitum2 eva na saknoti | kä tatra visräntir iti prathamo
vighnah | tadapasärane hrdayasamvado lokasämänyavastu-
visayah | alokasämänyesu tu 3 cestitesv akbanditaprasiddhi-
janitagädhärüdhapratyaya4prasarakäri prakhyätarämädinäma- 10
dheyaparigrahah | ata eva nihsämänyotkarsopadesavyutpatti-
prayojane nätakädau prakhyätavastuvisayatf ädi niyamena nirü-
payisyate 5 | na tu prahasanädäv iti6 j tac ca svävasara eva
•vaksyäma ity ästäm tävat |

2) svaikagatänäm ca sukhaduhkhasamvidäm äsväde yathä- 15
sambhavam tadapagamabhirutayä vä tatpariraksävyagratayä vä
tatsadrsärjijisayä vä tajjihäsayä vä tatpracikhyäpayisayä vä
tadgopanecchayä vä prakäräntarena vä samvedanäntarasamud-
gama eva paramo vighnah | paragatatvaniyamabhäjäm api
sukhaduhkhänäm samvedane niyamena svätmani sukhaduhkha- 20
mohamädhyasthyädisamvidantarodgamanasambh ävanäd avasy-
ambhävi vighnah | tadapasärane 7 " käryo nätiprasango 'tra8 "
ityädinä pürvararigänigühanena9 prastävanävalokanena 10 ca
yo natarüpatädhigamas tatpurahsarah11 pratisirsakädinä tat-

1 svagatatva* G,M : svagata? Hc || 2 nivesayitum Hc, M: vinivesayitum
G || 3 tu G, Hc : omitted by M || 4 °rüSapratjaya° G,M: "rüdhaciti-
pratjaja0 Hc || 5 nirüpayisyate G,M (ABt>, II, eh. XVIII) : nirüpyate
Hc || 6 ///- Hc : iva G,M || 7 tadapasärane Hc : tadapakärane G :
tadapakarane M || 8 NS, V, v. 165 || 9 Before pürvarangänigühanena
He adds pürvarangavidhim pra/?\ which looks like a pfula of the NS ||
10 Before prastävanäralokanena Hc adds twtl vidüsako väpi (N^, XX, v. 30
ff.) /// laksita0 || n lutpw'iihsiimb G,M: tatpurahsarah He ||
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pracchädanaptakäro 'bhyupäyo 'laukikabhäsädibhedaläsyänga-
rangapithamandapagatakaksyädiparigrahanätyadharmisahitah |
tasmin hyx asyaivätraivaitarhy eva ca sukham duhkham veti
na bhavati pratitih | svarüpasva nihnaväd rüpäntarasya cäro-

5 pitasya pratibhäsasamvidvisräntivaikalyena svarüpe visränty-
abhävät satyatadiyarüpanihnavamätra eva paryavasänät | tathä
hy äsinapäthyapuspagandikädi loke na drstam | na ca tan na
kimcit, katharpcit sambhävyatväd iti sa esa sarvo muninä
sädhäranibhävasiddhyä rasacarvanopayogitvena parikaraba-

10 ndhah samäsrita iti tatraiva sphutibhavisyatiti tad iha tävan
nodyamaniyam | tatah sa esa svaparaniyatatävighnäpasärana-
prakäro vyäkhyätah |

3) nijasukhädivivasibhütas ca katham vastvantare samvi-
dam visramayed iti tatpratyühavyapohanäya pratipadärthani-

15 sthaih sädhäranyamahimnä sakalabhogyatvasa*hisnubhih
P-*285 sabdädivisayamayair2 ätodyagänavicitiainandapapada3vida-

gdhaganikädibhir uparanjanam samäsritam ycnährdayo Jpi
hrdayavaimalyapräptyä sahrdaylkriyate | uktam hi " drsyam
Sravyam ca4" iti |

20 4) kirn ca pratityupäyänäm abhäve katham pratitih |
5) asphutapratitikärisabdalingasambhave ?pi na pratitir

visrämyati sphutapratitirüpapratyaksocitapratyayasäkänksatvät |
yathähuh <c sarvä ceyam pramitih pratyaksaparä5 " iti |
svasäksätkrta ägamänumänasatair apy ananyathäbhävasya
svasamvedanät | alätacakrädau säksätkäräntarenaiva balavatä
tatavadhäranäd6 iti laukikas tävad ayam kramah | tasmät
tadubhayavighnavighäte 'bhinayä lokadhatmivrttipravfttyupas-

1 tasmin hy G,M : tasmin hi saty Hc || 2 °mayair Hc : °majibbir G
(corrected into "mayair), M || 3 °pad<i° G,M : omitted by Hc ||
4 NS, I, v. 11 || 6 Njäjas/1/ra, Vätsyäjatwbhäsya, I, 1, 3 (the edited text
gives, sä for sarra) || ° tadavoähäronäi G, M: tatpramitjapasäranät Hc ||

[ 16 ]
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krtäh samabhisicyante | abhinayanam hi sasabdalingavyäpä-
ravisadrSam eva pratyaksavyäpärakalpam iti niscesyämahx \

6) apradhäne ca vastuni kasya samvid visrämyati | tasyaiva
pratyayasya2 pradhänäntaram praty anudhävatah svätmany avi-
Sräntatvät | ato 'pradhänatvam jade vibhävänubhävavarge vya- 5
bhicärinicaye ca samvidätmake ?pi niyamenänyamukhapreksini3

sambhavatlti tadatiriktah sthäyyeva tathä4 carvanäpätram | tatra
purusäf thanisthäh käfcit samvida iti pradhänam | tad yathä ratih
käma5tadanusangidharmärthanisthä, krodhas tatpradhänesvarth-
anisthah kämadharmaparyavasito 'pi, utsähah samastadharmädi- IQ
paryavasitas, tattvajfiänajanitanirvedapräyo 'pi bhävo6 mokso-
päya iti tävad esäm prädhänyam | yady api caisäm apy anyonyam
gunabhävo 'sti tathäpi tatpradhäne 7 rüpake tattatpradhänam8

bhavatiti rüpakabhedaparyäyena sarvesäm prädhänyam esäm
laksyate | adürabhägäbhinivistadrsas ° tv ekasminn api rüpake 15
prthak prädhänyam | tatra sarve 'mi sukhapradhänäh svasamvi-
ccarvanarüpasyaikaghanasya prakääasyänandasäratvät | tathä hy
ekaghana£okasamviccarvane 'pi loke strilokasya 10 hrdayavisrä-
ntir antaräya^ünyavi^räntisariratvät j avisräntirüpataiva ca duh-
kham | tata eva käpilair duhkhasya cäficälyam eva pränatveno 20
ktam rajovrttitäm vadadbhir ity änandarüpatä sarvarasänäm |
kirn tüparanjakavisayavasät kesäm api katukimnästi spar^o vira-
syeva111 sa hi kleSasahisnutädipräna eva ) evam ratyädlnäm prä-
dhänyam | häsädinäm tu säti^ayam sakalalokasulabhavibhävata-

1 ABh, II, chapp. VIII S. \\ a pratyayasya G,M: pra^jasya Hc ||
8 °prekfifii Hc, M: osa///preksitji G || 4 tathä G,M : omitted .by Hc ||
6 käma0 : käma[) G,M (in M ^ bracketed in a second hand) : käme
He II 6 *präjo* pi bhävo (see V. Raghavan, Bboja, p. 00) : °präjo
vibhävo G,M : hwias ca Hc || 7 tatpradhäne M: tattatpradhäne G,

H c || 8 tattatpradhänam G,M: tatpradhänam He || 9 °drs<is G,M :

*drsä Hc || 10 strilokasya G,Hc: 'sti lokasya M || n vlrasjeva H c :

vtrasja G.M ||

8 [ 17 ]
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yoparanjakatvam iti prädhänyam1 [ ata evänuttamaprakrtisu
p.fc234 bähulyena häsädayo bhavanti ] pämarapräyah * sarvo 'pi hasati

socati bibheti paranindäm ädriyate alpa2subhäsitatvena ca sar-
vatra vismayate | ratyädyangatayä tu pumarthopayogitvam api

5 syäd esäm | etadgunapradhänabhävakrta eva ca dasarüpakädi-
bheda iti vaksyämah | sthäyitvam caitävatäm eva | jäta eva hi

jantur iyatlbhih samvidbhih parito bhavati j tathähi

duhkhasamslesavidvesl sukhäsvädanasädarah31

iti nyäyena sarvo riramsayä vyäptah svätmany utkarsamänitayä
10 param upahasann abhistaviyogasamtaptas taddhetusu kopa-

paravaso 'saktau ca tato bhlruh kimcid ärjijisur4 apy anucita5-
vastuvisayavaimukhyätmakatayäkräntah kimcid anabhistata-
yäbhimanyamänas tattatsvakartavya6darsanasamuditavismayah
kimcic ca jihäsur eva jäyate | na hy etaccittavrttiväsanäsünyah

1 5 pränl bhavati | kevalam kasyacit käcid adhikä cittavrttih käcid
ünä, kasyacid ucitavisayaniyantritä kasyacid anyathä | tat käcid
eva purusärthopayoginity upadesyä | tadvibhägakrtas7 cottama-
prakrtyädivyavahärah | ye punar ami gläniSahkäprabhrtayas 8

cittavrttivisesäs te samucitavibhäväbhäväj janmamadhye
20 'pi9 na bhavanty eva | tathä hi rasäyanam upayuktavato

muner10 glänyälasyasramaprabhrtayo nottisthanti11 | yasyäpi
vä bhavanti vibhävabalät tasyäpi hetupraksaye ksiyamänäh
samskärasesatäm tävan12 nävasyam anubadhnanti | utsähädayas13

tu sampäditasvakartavyatayä pralinakalpä api samskärasesatäm

1 prädhänyam Hc, M : (jta) prädhänyam G\\ 2 alpa° G,M : svalpa0

Hc || 3 Untraced source || 4 ärjijisur G,M : possibly, ujjigisur ||
5 anuata* G : ata0 M || 6 osvakartavya° G,M : "svapaf<6kartavyaQ

Hc || 7 tadvibhäga* Hc: tadvibhäva G (corrected into tadvibhäga®)> M ||
8 glänisankäprabhrtiiyas G,M: dhrlyädayas Hc j| 9 9pi G,M : omitted by
Hc j| 10 mnnch G,M : omitted by Hc || ixnotilsthanti G,M: na bhavanti Hc ||
12 tnvan G,M : omitted by He || 13 utsähädayas G,M : ratyädayas He ||
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nätivartante kartavyäntaravisayasyotsähäder * akhandanät j
yathäha patanjalih " na hi caitra ekasyäm striyäm rakta ity
anyäsu viraktah 2 " ityädi | tasmät sthäyirüpacittavrttisütrasyütä
evämi vyabhicärinah svätmänam udayästamayavaicitryasata-
sahasradharmänam pratilabhamänä raktanilädisütrasyütavi- 5
ralabhävombhana3sambhävitabhangisahasragarbhasphatikakäca-
bhrämaka4padmarägamarakatamahänllädimayagolakavat tasmin
sütre svasamskäravaicitryam anivesayanto 'pi tatsütrakrtam upa-
kärasamdarbham bibhratah svayam ca viciträrthäh5sthäyisütram
ca vicitrayanto ^ntaräntaräsuddham api sthäyisütram pratibhä- 10
sävakäsam upanayanto 'pi pürväparavyabhicäriratnacchäyä-
Sabalimänam avasyam änayantah pratibhäsanta iti vyabhicärina
ucyante [ tathä hi gläno'yam ity ukte kuta iti hetuprasnenäs-
thäyitäsya sütryate6 | na tu räma utsäha£aktimän ity atra
hetuprasnam ähuh | ata * eva vibhäväs tatrodbodbakäh santah A BK

svarüpoparanjakatvam vidadhänä ratyutsähäder ucitänucita- p*285

tvamätram ävahanti | na tu tadabhäve sarvathaiva te nirupä-
khyäh, väsanätmanä sarvajantünäm tanmayatvenoktatvät j
vyabhicärinäm tu svavibhäväbhäve nämäpi nästiti vitanisyate
caitad yathäyogam vyäkhyävasare 7 | evam apradhänatvanirä- 2 0

sah sthäyinirüpanayä8 " sthäyibhävän rasatvam 9 " ityanayä
sämänyalaksanasesabhütayä visesalaksananisthayä ca krtah10 |

7) tatränubhävänäm vibhävänäm vyabhicärinäm caprthak
sthäyini niyamo nästi, bäspäder änandäksirogädijatvadaräanäd

1 kartavyäntaravisayasyotsähäder G,M : vastvantaravisqyasja ratyäder H c ||
2 Yogasütra, Vyäsabhäsya, 2, 4 || 3 *viralabhävombhana* (see, on this

passage, R. Gnoli, Further Observationsy p. 102) : °viralabhavo(go) palambhana

[ G : viralabhävo bhana M || 4 °bhrämaka° G : bhramaka M |[ ß viciträr-

thäh : viciträrtha0 G,M || 6 °sthäyitäsja sütryate Hc : sthäyi tasja sücyaU

[ G : sthäß tasya sütryante \\ 7 Ahb, eh. VII || 8 °nirüpanajäHc, M :

°nirüpanäjäta G || 9 Cf. supra, p. 9, 1. 23 || 10 krtah G,M: muninä
krtah Hc ||
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vyäghräde£ ca krodhabhayädihetutvät sramacintäder utsäha-
bhayädyanekasahacaratvävalokanätl | sämagri tu na vyabhi-
cärini ) tathä hi bandhuvinäso yatra vibhävah paridevitäsru-
pätädis tv2 anubhävas cintädainyädis ca vyabhicärl, so

5 'vasyam Soka eveti3 | evam samsayodaye sankätmakavigh-
nasamanäya samyoga upättah 1

tatra lokavyavahäre käryakäranasahacarätmakalingadar-
sane 4 sthäyyätmaparacittavrttyanumänäbhyäsapätaväd adhunä
tair evodyänakatäksadhrtyädibhir5 laukikim käranatvädibhuvam

10 atikräntair vibhävanänubhävanäsamuparafijakatvamätrapränair
ata e välaukikavibhävädivyapadesabhägbh ih präcyakäranädirü-
pasainskäropajlvanakhyäpanäya vibhävädinämadheyavyapade-
5yair bhävädhyäye 'pi vaksyamänasvarüpabhedair 6 gunapra-
dhänatäparyäyena sämäjikadhiyi samyagyogam sambandham

15 aikägryam vä7säditavadbhir alaukikanirvighnasamvedanätmaka-
carvanägocaratäm nito 'rthas carvyamänataikasäro na tu siddha-
svabhävas tätkälika eva na tu carvanätiriktakälävalambi sthä-
yivilaksana eva rasah | na tu8 yathä Sankukädibhir abhyadhl-
yata " sthäyyeva vibhävädipratyäyyo rasyamänatväd rasa

20 ucyata " iti9 | evam hi loke 'pi kirn na rasah, asato 'pi hi
yatra rasaniyatä syätl0 tatra vastusatah katham na bhavisyati |
tena sthäyipratitir anumitirüpä väcyä, u na rasah | ata eva
sutre sthäyigrahanam na krtam | tat pratyuta ^alyabhütam
syät ] kevalam aucityäd evam ucyate sthäyi rasibhüta iti |
aucityam tu tatsthäyigatatvena käranäditayä prasiddhänäm

1 *vahkar.ät \ sämagriti na vyabhicärini Hc : *valokana. . .vyabbicärini
G,M || 2 tv G9U. : ca PIc || 3 soka eveti He, M: ioka eve {ya vi)
/y G || 4 *darsane G,M : *darsatuija* Hc || 6 odbftjädibhir Hc :
*»Iksädibbir G,M || • ABh, eh. VII || 7 vä° G,M : ca He || 8 na tu
Hc : nanu G (corrected into na t/i), M || ° /// G,M : omitted by Hc ||
10 syät G,M. (deleted in a secondhand) : omitted by Hc || " väcyä Kc :

präcyä (corrected into präpyä) G : präpyä (correct^ into präcjä) M \\
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adhunä carvanopayogitayä vibhäväditvävalambanät ] tathä hi
laukikacittavrttyanumäne kä rasatä I * tenälaukikacamatkärätmä P* 2es
rasäsvädah smrtyanumänalaukikasvasamvedanavilaksana eva |
tathä hi laukikenänumänena samskrtah pramadädi na tätas-
thyena pratipadyate, api tu hrdayasamvädätmakasahrdayatva- 5
balät püfnibhavisyadrasäsvädänkurlbhävenänumänasmttyädiso-
pänam anäruhyaivaa tanmayibhävocitacarvanäpränatayä | na
ca sä carvanä pränmänäntaräd yenädhunä smrtih syät | na
cätra laukikapratyaksädipramänavyäpärah | kirn tv 2 alaukika-
vibhävädisamyogabalopanataiveyam carvanä | sä ca pratyaksä- 1U
numänägamopamänädilaukikapramänajanitaratyädyavabodhatas
tathä yogipratyaksajatatasthaparasamvittijfiänät sakalavaisayiko-
parägasünyasuddhaparayogigatasvänandaikaghanänubhaväc ca
visisyate, etesäm3 yathäyogam atjanädivighnäntarodaya4-
tätasthyäsphutatvavisayäve^avaivaäyakftasaundaryavirahät | atra 15
tu svätmaikagatatvaniyamäsambhavän svänupravesät patagata-
tvaniyamäbhävät5 tadvibhävädisädhätanyavasasamprabuddhoci-
tanijatatyädiväsanävesavasäc ca na vighnäntarädinäm sam-
bhava ity avocäma bahuSah 1 ata eva vibhävädayo na nispatti-
hetavo rasasya, tadbodhäpagame *pi rasasambhavaprasangät | 2o
näpi jfiaptihetavah, yena pramänamadhye pateyuh, siddhasya
kasyacit prameyabhütasya rasasyäbhävät ] kirn tarhy etad6

vibhävädaya iti | alaukika eväyam carvanopayogi vibhävädi-
vyavahärah [ kvänyatrettham drstam iti ced bhüsanam etad
asmäkam7 alaukikatvasiddhau8 | pänakarasäsvädo *pi kirn 25

1 anäruhya He (see infra, p. 00,1. 0 also) : ärnhya G,M || 2 kimtv Hc,
G : kirn rrf0M (corrected into/£/////*> in a second hand) || 3 etesäm G,Hc :
etäsäm M || 4 °daya° : *dayät G,M. This passage has been paraphrased
by He in the following way : jatbäyogam arjanädivighnäntarodayena tätas-
thyahetukasphutatvena visayävesavaivasyeHa ca saundaryavirahät || 5 Hc adds
na visayävesGvaivasyam detti^sambhavat and tätasthyäsphutatvam after paraga-
tatvamyamäbhävät || 6 etad He : etad dhi G,M || 7 etad asmäkam
G,M / : asmäkam etad Hc || 8 *siddhatt G, Hc : *siddbeb M ||
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gudamaricädisu drsta iti samänam etat | nanv evam raso
'prameyah syät, evam yuktam bhavitum arhati, rasyataikapräno
hy asau na prameyädisvabhävah | tarhi sütre nispattir iti
katham | neyam rasasya, api tu tadvisaya^asanäyäh J tannispattyä

5 tu yadi tadekäyattajivitasya rasasya nispattir ucyate na kaScid2

atra dosah | sä ca rasanä na pramänavyäpäro na kärakavyä-
pärah, svayam tu näprämäniki svasamvedanasiddhatvät | tasanä
ca bodhatüpaiva, kirn tu bodhäntarebhyo laukikebhyo vila-
ksanaiva, upäyänäm vibhävädinäm laukikavailaksanyät | tena

10 vibhävädisamyogäd rasanä yato nispadyate tatas tathävidha-
rasanägocaro lokottaro 'rtho rasa iti tätparyam sütrasya |

A' p/288 *ayam atra samksepah | mukutapratiSirsakädinä tävan nata-
•buddhir ' äcchädyate | gädhapräktanasamvitsamskäräc ca
kävyabaläniyamänäpi na tatra rämadhir visrämyati | ata evo3-

15 bhayadesakälatyägah 1 romäncädayas ca bhüyasä ratipratitikä-
ritayä drstäs taträvalokitä de^akäläniyamena ratim4 gama-
yanti | yasyäm svätmäpi tadväsanävattväd anupravistah | ata
eva na tatasthatayä ratyavagamah | na ca niyatakäranatayä,
yenärjanäbhisvangädisambhävanä | na ca niyataparätmaika-

20 gatatayä, yena duhkhadvesädyudayah ] tena sädhäranlbhütä
samtänavrtter ekasyä eva vä samvido gocarlbhütä6 ratih
srngärah | sädhäranibhävanä ca vibhävädibhir iti |

1 tadvisaya* G,M : Udvisqyäjä Hc || 2 na kahid G,M : tan na kaicid
Hc || 3 ata eva G,M : tata eva He || 4 ratim He, M : tatra ratim G\\
5 gocaribhütä Hc,M : gocarabhütä G ||
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TRANSLATION

Bharata s sütra

1. After explaining the reason for the foregoing succession1,
Bharata states the sütra defining the nature of Rasa : " Out 01
the combination {samyogd) of the Determinants (vibhäva), the
Consequents (anubbävd) and the Transitory Mental States (vya-
bhicäriri), the birth of Rasa takes place ".

The interpretation of Bhatta Lollata, etc.

2. This sütra has been explained by Bhatta Lollata, etc., in the
following way :—The birth of Rasa takes place out of the
combination of the permanent mental state—implicit in the
sütra—with the determinants, etc. More 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 rasa2—, 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 their hair stand on end etc. These effects (lit.,
consequents, anubhavd) cannot, of course, be considered as the causes of
Rasa. The causes of Rasa can only be the effects of the permanent mental
states.

9 [ 25 ]
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latent impression1. In the example2 too, some flavourings
appear in a latent state, like the permanent state, and others in
an emergent state, like the transitory states. Rasa, therefore,
is simply a permanent state, intensified by the determinants, the
consequents, etc.; but, had it 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 (anusamdhändf.

1) It is a general principle of Indian thought that two forms of cogni-
tion cannot occur simultaneously (cf. Nyäyasütra, I, I, 16). To avoid a
contradiction of this rule, Bhatta Lollata remarks that there is nothing to
prevent the assumption that the permanent mental state is presented in
the state of a latent impression (samskära, väsanä). The word samskära
" means the impressions (which exist sub-consciously in the mind) of the
objects experienced. All our experiences whether cognitive, emotional or
conative exist in a sub-conscious state and may under suitable conditions
be reproduced as memory (smrti). The word väsanä (Yogasütra, IV, 24)
seems to be a later word. . .It comes from the root " pas " to stay. It is
often loosely used in a sense of samskära, and in Vjäsabhäsya they are identi-
fied in IV, 9. But väsanä generally refers to the tendencies of past lives
most of which lie dormant in the mind. Only those appear which can find
scope in this life. But samskäras are the subconscious states which are being
constantly generated by experience. Väsanäs are innate samskäras not
acquired in this life " (Dasgupta, H. I. Ph., I, p. 263).

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

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

[ 26 ]



THE AESTHETIC EXPERIENCE, ETC.

This view, again, is the same as that of the ancients. Dandin,
for example, in his definition of the ornaments1, said that in
association with a number of other elements, the feeling of
delight is transformed into the Erotic Rasa (srngärd) ", and " on
reaching its extreme height, the feeling of anger is transformed
into the Furious Rasa (rat/dra) ", etc.

The interpretation of Sankuka and bis criticisms of Bhatta

Lollata's view*

3. This interpretation, says Sankuka, is unsound. Why ?—
a) Because, without the determinants, etc., the permanent mental
state cannot be known, for the determinants, etc., are the cha-
racteristic signs, i.e., the logical reasons {Jingo) by means of
which knowledge of it is made possible2, b) Because, if the

reproduced and in the reproducing actor, in the person reproduced (Räma,
etc.) in the primary sense {mukhyayä vrttya) and in the reproducing actor by
virtue of a recollection of the nature of Räma, etc."

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

abhimänäd ratis sä ca pariposam upeyusi \
vyabhicäryädisämänyät Irngära iti gtyate \\

1) Cp. The Introduction, p. XVII. The ornaments, alamkära, are
figures of speech.

2) Here He. adds : na hi dhümam vinä dharädharäntahstho vahnir
avagamyate \\ " If there were no smoke, the fire which is within a mountain
could not be perceived ". Hence the interpretation of Lollata, who in-
tended the sütra, 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, Bharata should first have e^ounded
the permanent states and only afterwards the Rasas1. c) Because,
the second definition of the determinants, etc. in their state of
full development, (put forward by Bharata in connexion with
Rasas, which according to Bhatta Lollata, are 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, etc3, e) Because, there would no longer be six
varieties of Comic Rasa {häsyaf. f) Because, in the ten states
of love (käma) there 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 (N. £ , Chap. VI) and afterwards
(JNT. £ , chap. VII) the mental states ?

2) If, as Lollata says, Rasa is no more than an intensified permanent
mental state, why should Bharata have taken the trouble to explain the
Determinants of this mental state twice over, once in connexion with it in
its non-intensified state (IV. £. 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 reached its full development. H.C. clarifies :
na cotpattau padärthänämkäranam abhidhäya pusyatäm punas tadutpattikäranam
abhidbätavyam, vaiyarthyäpatteh ||

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

4) " Or if it is urged that only when the utmost intensity is reached
is Rasa realized, then the division of the Comic Rasa into six varieties, made
by Bharata, would be wrong (ibid.* p. 99).' As to the six qualities of laught-
er cp. Bharata, VI, pp. 314-16. They are slight smile {smita\ smile (Aasita),
gentle laughter (vihasita), laughter of ridicule (upabasita), vulgar laughter
(apahasiia) and excessive laughter {atihasita). The renderings adopted are
those of Manomohan Ghosh, op. cit.
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states and of Rasas1, g) Because we see that what happens
is just the contrary, in the sense that sorrow (soka) is at first
intense and is seen to grow weaker with time, and that in the
feelings of anger (krodha), heroism (titsähd) and delight (/?///) a
diminution is met with when the indignation (amarsa), firmness
(stbairyd) and sexual enjoyment (seva). are absent.

Therefore, Rasa is simply a permanent state of mind, and,
more precisely, the reproduction (anukarapd) of the permanent
state of mind proper to the person reproduced—Räma, etc.;
and just because it is a reproduction, it is called by a different
word, that is Rasa. This reproduced mental state is perceived
by means of three kinds of elements, viz., causes, here called
by the name of determinants, effects, that is, the consequents,
and accompanying elements, constituted by the transitory states
of mind. Though these causes, etc., are brought into existence
by the conscious effort (prayatnd) (of the actor), and are thus
artificial and unreal {krtrimd)> yet they are not realised to be so.
This permanent state is perceived (and this perception is
aroused by the characteristic signs already referred to) as lying
in the reproducing actor.

The determinants, indeed, can be realized (amisamdha)
through the power {bald) of poetry, the consequents through the
skill (siksä) of the actor, and the transitory mental states through
the actor's ability to present his own artificial consequents. But

1) In the Erotic Rasa there are, according to Bharata, (XX, vv. 154-6)
ten stages ; now, if each of them should have different grades according to
their intensity, there would then be endless varieties under that Rasa and
feeling alone. Cp. Sankaran, op. cit., pp. 99. The aforementioned ten
stages of love {kämet) are: longing (abbiläsa), anxiety{arthacinto), recollection
(anusntrti), enumeration of the loved one's merits (gunakirtana), distress
(udvega), raving (viläpa), insanity (unmäda), fever (vyädhi), stupor (jadata),
and death {marana). Cf. Dasarupa, Haas, p. 132.
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the permanent state cannot be realized, even through the power
of poetry1. 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 (avagam)
it [in its fullness], as if they were forms of verbal representation
(yääkäbhinaya). For verbal representation does not consist
merely in words, but rather in what effect the words produce;
in the same way gesticular representation (angikäbhinayd) 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 never-
theless drunk by underwater fires: in the same way, sorrow
is drunk by anger2 "
Again :

" He is paralysed by sorrow, motionless in this state, so that
he is begged imploringly to move by his companions, who,
filled with the fear that tears their hearts, increase their
lamentations "3.
Examples may be multiplied. But the following stanza :
" This multitude of droplets, fine rain of tears falling

1) The meaning appears to be that the permanent state can be ascer-
tained only indirectly, through an inferential process. The determinants,
etc., on the other hand, are realized, ascertained, directly.That is why
the woid " permanent state " (sthäyibhäva) is not mentioned in the sütra.

2) Unidentified stanza.

3) Unidentified stanza. In both stanzas the word " sorrow " occurs.
Thus, in them sorrow is in the state of verbal expression.
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while she painted, produces on my body the effect of a
perspiration born from the touch of her hand1",

at the same time that it expresses what is its own sense2,
represents, rather than expresses verbally3, the permanent
mental state of delight consisting in a form of pleasure (sukhd)
proper to Udayana4. Representation (abhinayana\ indeed, is
nothing but a power of communication (avagamanasakti)—this
power differing from the one of verbal expression. Precisely
for such reasons, Bharata did not mention at all the word
" permanent mental state " in the sütra, not even in a different
grammatical case5. Thus the Erotic Rasa is simply the per-
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 to6. It is found
furthermore, that even mistaken cognition is, sometimes, not
without causal efficiency (arthakriyä1).

1) Harsa, Katnavalt, II, 11.
2) I.e., 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

(°prabbava) of the sentiments of delight and sorrow respectively; while,
instead, the other Rasas are made up of them (°ätmaka). Cf. AG, p. 312.

7) To corroborate this statement, Hemacandra quotes here a famous
stanza of Dharmaklrti, PV, 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 {arthakriyä, artha-
kriyäkäritvd) 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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Furthermore, here there is none of the following percep-
tions :—" The actor is really happy ", " Räma is really that
man ", " That man is not happy ", " Is this Räma or not ?",
" This is similar to Räma ",—but rather the perception :
" This is that Räma who was happy1". 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 error ?"

sees a mirage and, on going near it, does not find the water which he ex-
pected to find (and cannot, therefore, drink, wash himself, etc.), his percep-
tion is a mistaken one; the water which he has see« is not capable of appea-
sing his desires, of carrying out the functions proper to real water. In
some cases, however, even the mistaken perception is endowed with causal
efficiency. In the present case, for instance, it allows the observing subject
to find a jewel which is real ; in other terms, it does not delude the expecta-
tions of the perceiving subjects. Even a mistake, observes Dharmakirti,
if it does not delude the perceiving subject, is a source of right knowledge.
Now, if even a mistaken cognition, observes Sarikuka, 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 Räma ", Like the
experience one has when observing a horse in a picture, the afore-mentioned
perception is neither valid perception, nor error, noi doubt, nor similitude.
These, indeed, take respectively the forms : "This is really Räma", "Räma
is really this ", " This is Räma " (being, vitiated, in a second time, by the
perception : "This is not Räma")» "Is this Räma or not", "This is
similar to Räma",
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Abhinavagupta, following his master Bhatta Tota, criticises the
theory of reproduction, supported by Sankuka.

4. This thesis too, my masters say1, 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 actor,
3. or that of the critics {vyäkhyätr) who analyse the real nature
(vastuvrttd) (of dramatic presentation)—for it has been said that
" it is in fact, the critics who analyse in this way2—4. or,
finally, following the opinion of Bharata himself ?

1) The expression " my masters ", observes H e , 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 Kävyakautttka, on which A.G. wrote a commentary
(vivaratia) 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 svavrtti of Dharmakirti to the svär-
thärmmänapariccheda of the Pramätjavärtika (cf. supra, p . 5 ; ed. Gnoli, p .

39) : vyäkJjjätärcih kbak> evam vivecqyanti na vjavahartärah \ie tu svälambanam

evärtbakriyäjogjam tnanyamänä drsyavikalpyäv arthäv ekikrtya pravartante |

Practical life (vyavabära) is based, according to Dharmakirti, on the identi-
fication of the thing in se (svalak$ana) with its mental image. The mind
super-imposes {ärop) 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 ' {yyäkhyätr, tattvacintahd). In confuting
this concept, A. G. asserts that it is impossible to explain a thing in the
theoretical 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. infra, pp. 40, 41.
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i . The first alternative cannot be upheld. Reproduction,
indeed, can be said to be only something perceived by a means
of cognition1, as, for example, in the case of a person drinking
some milk (this action being directly perceived by the specta-
tors), and saying " Thus did so-and-so drink the wine ". In
this case, the action of milk-drinking reproduces the action of
wine-drinking. But here what is it that is perceived in the
actor, which might seem to be a reproduction of some feeling,
as, for instance, delight ? This is the problem. His body, the
headwear that crowns it, his horripilations, his faltering words,
the raising of his arms, the waving of them, his frowns, his
expressive glances, etc., certainly cannot be regarded by any-
one as the reproduction of delight, which is a feeling. They,
indeed, being insentient2, being perceived by different organs
of sense3, and having different substrata4 are thus as unlike
feelings as it is possible to imagine. Consciousness of a re-
production presupposes, furthermore, perception both of the
original and of the copy; but none of the spectators has ever
in his life perceived the delight of the hero, say, Rama. So the
possibility that the actor is reproducing Räma is excluded.

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

1) The explanation* is given a few lines below.
2) I. e. they are not of a mental or spiritual nature.
3) Mental movements are perceived by the internal sense, manati,

mind. All the acts, etc. listed, however, are perceived by the external sen-
ses such as sight, etc.

4) The body, etc. The mental states are based on the mind. M. C,
p. 69, comments : tathahi natavapurädinäm jaduivam caksurgrahyatvam, rater
aja$atvam nninngrähyatvajn ca \ pratisirsakädlnäm vapnr adhikaranam, rates
tu wüiio ^dhikaranam It} |

[ 34 ]



THE AESTHETIC EXPERIENCE, ETC,

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
reply), if this were the case, the feeling of the actor would be
perceived simply in the form of delight1, so that for your idea
of a reproduction of delight there would be no more place,
" But (you can perhaps urge) the determinants, etc., are real
in the reproduced characters and here, in the actors, unreal".
True. But, even if these determinants, etc., are 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
power of the poem, the skill of the actor, etc., and are thus
artificial, are they so perceived by the specators or are they
perceived as real ? And, if they are perceived as artificial,
how would it be possible, through them, to perceive the feeling
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 wits3.

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

2) Bhatta Tota's reply (set out in the following lines) may be summa-
rized : Assuming that the Determinants, etc, are perceived as unreal
or artificial {krtrima)y they cannot legitimise the inference of either Delight
or an imitation of Delight. From a mistaken or apparent logical reason
(c. g.j a cone-shaped cloud mistaken for a pillar 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

occur) nor, still less, anything imitating fire (e. g,, as A.G. says, a
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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 derived from a different cause and is re-
cognized as such by a person of experience. An inexperienced
person can infer from them the usual cause only. From some
particular 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, a 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 scorpions and
the other kind from dung) ; but in the present case the logical reason is
nevertheless mistaken or apparent (the determinants, etc., are perceived as
krtrlmd) and as such an effect is neither of delight nor of an imitation of
delight. Thus, for a person of experience the inference of something
which imitates delight is impossible. The inference of delight made by an
inexperienced person is a form of mistaken cognition. He. explains :
ay am bhäval? prasiddhäd ratilaksanät käranäd ratyanukaranam näma käranänta-

ram tatprabhaväs ced anubhäväh syuh \ tat ha iva cavihsavidä yadi jnäyeran tadä

ratyanukaranalaksanasya vastvantarasyänumänam sam anjasam syät \ na caivant,

tat katham iva ratyanukaranapratitih \ avisesavida ca tathävi^hänubhävadariane

ratir evänumtyate tac ca mithyäjnanam eveti \
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" Even if the actor (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
are 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 appears to have1. There-
fore, the thesis according to which what appears is a reproduction
is a vain discourse only2.

Further, to say that the audience has the perception :
" That is Rama", is not correct. For if this perception,
devoid of every doubt during the play is not stultified later
by some subsequent cognition which invalidates it (badbakd),
why is it not a true cognition3 ? And, if it is stultified, why
is it not a false cognition ? In fact, however, even if no invali-
dating cognition does appear, it will be always a form of false
cognition4. 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 character he represents, but only of the fact that the
actor is immersed in a certain state of consciousness shared also by them.

2) M. G, p. 71 replaces " /// riktä väcoyuktih " by " ///' svavacanaviro-
dhahr

3) M...G, p. 71 simplifies : yäc coktam rämo 'yarn ity asti pratitil),
taträpiyadi nä bädhahodayah tat katham na samyagjnänam> bädbakodayas cet
katham na mithyä. ||

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 error ", is untrue1. Further-
more this same perception, namely " This is Rama " is had in
other actors also and hence of Rama we have only his universal
aspect3. 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, " Sita
is the woman I love ", as if, that is to say, Sita were a part of his
own real life3. 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
more reasonably to be, instead, a realization 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 place1. 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 re-
producing Rama or his feeling "• For a reproduction, that

1) Cf, supra, p, 32.
2) Sec Sankaran, op, cit, p. 101 : " and hence the conception of

Räma is only in his universal aspect of a great hero ".
3) The actor does not identify or unite the determinants taken from

the poem with the things which are " causes " in his own real life. In
other words, he does not have the perception that they form part of his
real life.

4) Ch. IX of the £?9 £ , 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 {sadrsakaranam) to those of
someone whose nature we have never perceived1, is not
possible. And if you say that the meaning of the term re-
production is after-production (pascatkarayam), such reproduc-
tion, we reply, would extend to ordinary life also2. It may be
said, perhaps, that the actor does not reproduce a particular
being (tiiyata\ and that he has only this notion, " I am repro-
ducing the sorrow of some noble person (iittamaprakrti). But
then, we reply, by what is this reproduction performed ? This
is the problem. Certainly not by sorrow, since this is absent
in the actor. It is undoubtedly not done by tears, etc., for
these, as has already been said, are of a nature other than that
of sorrow31. Well, it may be replied, then let us say that, in
the actor, the following perception occurs : " I am reproducing
the consequents of the sorrow of a noble person ". But in this
case again, we observe, which noble person ? If you say " any
noble person, no matter which ", then we reply that no person
can be brought into the mind without a definite idea {visistatäm
vinaf: If, on other hand, you say that the actor is reproducing
a person who should have wept in the manner he does, then
his personality (svätmä) also intervenes, so that the relation of
reproduced-reproducing no longer exists.5 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.Q, p. 71 paraphrases : ja ei\im rodUiti cet, tarhi svälmäiuim api
ttato *nttkaroWy ayätam tiisyapi rodiinaSiidbhävüd ili galito 'jinkäryiln/ikar/rbhdvah ||

" If, they say, there is the notion ' he who weeps thus ', then, we reply, we
must assume that the actor is reproducing himself as well (for the actor
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has no consciousness of carrying out a reproduction. The actor's
performance, indeed, takes place only through three causes : his
skill in art, his memory of his own determinants, and the consent
of his heart, aroused by the state of generality of the feelings;
and in virtue of this, he displays the corresponding consequents
and reads the poem with suitable accompanying intonations
(käku) of voice. Accordingly, he is conscious of this only and
not of reproducing someone. Indeed, reproduction of the deeds
of Räma is different from reproduction of the attire of the beloved
being1. But all this we explained before in the first chapter2.

3. Not can it be said that there is a. reproduction from the
point of view of the nature of things (vastuvrttd); for it is im-
possible that a thing of which one is not conscious, has a real
nature3. We shall explain further in what the nature of things
consists4.

4- Nor did Bharata ever say in any passage : " Rasa is the
reproduction of a permanent mental state ". Such an asser-
tion was never made by him even indirectly by means of an
indication. On the contrary, the various sub-divisions of wo-
men's dance (läsyd), the various musical tempi (täla) and the

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

1) Cf. A. Bh.y p. 37 A person in love, according to the Indian rhetors,
is sometimes impelled to imitate or repeat every gesture and attitude, etc.,
of his beloved. The aesthetic act has nothing to do with this imitation.
H e , p. 424 : vägvesacestitaih priyasyänukrtir lila.

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

3) I.e., from the point of view of the analysing mind. Cf. /. P. K,
II, p. 179 : sawvecUniotiraskarim kä khahi yuktir näma anupapattis ca bhäsa-

mänasya känyä bhavisyatn

4) In the statement of his own thesis.
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dhruvä songs described by Bharata are an indication of precisely
the opposite1. All this will be explained later at the end of
the chapter on the sub-divisions of the junctures {samdhyangdf.
The expression met with in Bharata every now and again,
" Drama is an imitation (of all the forms of existence in) the
seven islands ", etc., can have also other explanations3. And,
if even that was a reproduction, then what would be the diffe-
rence between it and the reproduction of the attire, the walk,
e;tc, of the beloved one4 ?

Other theories

5. Some people say : "The pigments—orpiment, etc.—
undoubtedly compose (samjuj) & cow5". Now if the word
" compose " is understood in the sense of " manifest (abhivyaj)",
these people are also in error. For we cannot say that minium,
etc., manifest a real (päramärthika)?cow like the one which
might be. manifested by a lamp, etc. All they do is to produce

1) They do not imitate anything in ordinary life.

2) N. £ , XIX. Dalarüpa, Haas, Ü : "The Junctures are trie struc-
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 (atlga). Cf. Ind. TA., p. 140, etc.

3) N. £ , I, v. 120 : saptadvlpänukaranam nätyam et ad bhaviyjati J. In
other words, drama can be an " imitation " of all the forms of existence
in the world (the expression " the seven islands ", refers to the world with
its oceans, continents, etc.,; cf. A.Bh., I, p. 42 : saptadvipabhävänukarana-
rüpe nätje...), The term 'imitation' must be interpreted as a " re-telling "
{anuklrtand) and therefore as a " re-perception " (anuvyavasäya).

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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(tnrvrt) a particular aggregate {samüha) similar to a cow. The
only object of the image, " It is like a cow *\ is simply this
minium, etc., applied so as to constitute a particular arrange-
ment (sammvesa) similar to the arrangement of the limbs of a
cow. In the case of the aggregate of the determinants, etc.,
the situation is different : this—as we have said—cannot be
perceived as similar to delight1. Thus, it is not true that Rasa
is the reproduction of mental states.

Again, other people say2 :— Rasa, which is made up of
pleasure and pain, is nothing but an external combination
{sämagn) of various elements3—a combination possessing the
power of generating pleasure and pain. This thesis agrees
with Sämkhya's doctrine1. In this combination, the determi-
nants take the place of petals; and the consequents and the
transitory mental states do duty for that which garnishes it.
Out of it, again, are born the permanent mental states. These,

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

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

3) The determinants, etc., arc external (i.e., they are not psychic
states). The elements in question are the determinants, the consequents,
and the tra'nsitory states ; the latter arc also regarded as external in the
present passage.

4) According to the Siimkhya, external objects are a modification of
pr\ifcr//\ which is made up of pleasure, pain and stupor. The external
objects arc, thus, also themselves made up of pleasure, pain, etc. This
conception is cmpathically confuted by Dharmakirti, P. V.y II, 268 IT.
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made up of pleasure and pain, are internal. The supporters
of this thesis maintain that expressions such as, " We shall
bring to the state of Rasa the permanent mental states/' etc.,
must be understood metaphorically, i.e., they are themselves
aware that they are in flagrant contradiction with Bharata's
text. Thus the student is preserved from falling into error
by the fact that the mere statement of this thesis displays
garrulously ex ore suo its unsoundness1. What use is there in
replying to such people ? Let us rather state the essential
points of the other hypothesis, etc., arising out of this difficult
problem, i.e., what is the nature of aesthetic perception.

The view of Bhatta Näyäka

6. Again, Bhatta Näyaka says :—Rasa is neither perceived
(J>ratl\ nor produced (utpad), nor manifested (abhivyaj). For if
it were perceived by the spectator as really present in himself,
in the pathetic Rasa he would necessarily experience pain2.
Again, such a perception does not stand to reason, because
Sitä, etc., does not play the role of a determinant [as regards
the spectator]3 ; because no memory of his own beloved one
does arise in the spectator's consciousness (while he looks at
Sitä)4; because [the representation of] deities, etc., cannot

1) According to this theory there is no longer any difference between
Rasas and permanent mental states. Its supporters are therefore forced
to give a metaphorical interpretation 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 are not Räma, etc., so that it is impossible to suppose
that the fortunes of Sitä can play the role of determinant in their case.

4) At the same time, there is no identification of the image of Sitä
with that of his own beloved.
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logically arouse ( in the spectator) the state of generality
{sädhäratfikaratjd) [ required for the aesthetic experience]1;
because ocean-crossings, etc., [are extraordinary undertakings,
and thus ] fall short of generality (sädhfiranya)\ Not it can
be said that what occurs is simply the memory of Räma, as
endowed of such-and-such quality3, in so far as the spectator
has had no such previous experience. Moreover, even if it
is supposed that he is perceived through verbal testimony
(Jabda), inference (amimana), etc., logically there cannot be any
occurrence of Rasa in the audience—just as it is not aroused
by a thing perceived through direct knowledge4. For on the
appearance of a pair of lovers united together, the mind of
anyone present rather becomes the prey of conflicting feelings
(shame, disgust, envy, and so on); and we surely cannot say
that the onlooker in such a scene is in a state of Rasa ! If, on
the other hand, it is supposed that Rasa is perceived as present
in a third party, the spectator should be in a state of indifference.
Therefore, it is not possible to suppose that Rasa can be per-
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 (saktirtlpatvena) and
is later manifested, then the determinants must necessarily

1) In this passage Bhatta Näyaka maintains that when the determinants
etc., are deities, etc., they cannot be perceived as ' general9; the deeds of
gods are too different ( from human affairs )

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

3) Heroism, etc.

4) In other words, if Rasa could arise from a simple inference, all the
more should it arise from a direct perception.
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illuminate it little by little.1 Besides, the difficulties already
encountered would recur: is Rasa manifested as really present
in our own self or as present in a third party ? Therefore,
(our thesis is as follows :) Rasa is revealed (bhävyamänd) by
a special power assumed by words in poetry and drama, the
power of revelation (bhävanä)—to be distinguished from power
of denotation (abhidha)—consisting of the action of generalizing
the determinants, etc. This power has the faculty of suppress-
ing the thick layer of mental stupor (mobd) occupying our own
consciousness: in poetry it is characterized by the absence of
defects (dosd) and the presence of qualities (guna) and ornaments
(alamkärd? ; in drama by the four kinds of representation.
.Rasa, revealed by this power, is then enjoyed (bhuj) with a kind

1) This objection repeats, mutatis mutandis, the objection of the Bud-
dhists and of the mimämsaka against the concept o£ sphota, which, according
to the grammarians (vaiyäkarana), is a vocality, eternal and without parts,
distinct from the letters and manifested (tyaf) 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 ? a) If
sphotä is manifested in its entirety, the letters which come after are unne-
cessary. In other words, the first letter would be capable of rendering
perceptible the meaning of the whole world, b) If sphota is manifested
gradually, then it could no longer be without parts. This second alter-
native is, therefore, in contradiction to the very nature of sphota. The same
reasoning is applied by Bhatta Näyaka 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 poetiy (He, p. 33) says : ado fast sagu-
$au sälatnkärau ca sabdärthau kävyam || " Poetry is word and content with-
out defects, possessing qualities and also (but not necessarily) ornaments "•
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of enjoyment (bhoga), different from direct experience, memory,
etc. This enjoyment, by virtue of the different forms of con-
tact between sattva and rajah and tamah,1 is consisting of the

1 a) The light of the self, of the consciousness, does not reveal
itself, in the sämsärika existence, in immaculate purity, but is conditioned
by the three constituent elements (gum) of mental substance (buddhi), sattva,
light, luminous and pleasant, rajah, mobile, dynamic and painful, tamah,
inert, obstructive and stupid. These three constituent elements are never
present in isolation, but mingled together in unequal proportions. The
state of emergence of the element sattva, limpid and mirror-like, coincides
with a manifestation, always more distinct and evident, of the light and
beatitude proper to the Self—these indeed reflect themselves in sattva.
I.P.V.V., I, p. 150 : sattva m prakäsarüpam nirmalanabhahprakhyam sarvato

jaladapatalena iva väranätmanä tamasä samävrtcm äste \ tatra ca märutasthäni-
yam pravrttisvabhävam rajah kriyätmakatayä kramend tamojalcdam apasärayatt
nyagbhävayati \\ "Sattva, which is made up of light and is like the immaculate
ether, is completely enshrouded by tamah, the principle of obstruction, as
by a blanket of cloud, Rajah, which is made up of action and is, therefore,
imbued with activity, serves as a wind, which, little by little, brushes away,
dissipates, the cloud-bank of tamah ". The three constituent elements,
sattva, rajah and tamah are associated with three states of consciousness
called, respectively, expansion (vikäsa), provoked by an absolute pre-
dominance of sattva, fluidity (druti), determined by a contact of sattva
with rajah, and dilatation (vistara) determined by a contact of sattva
with tamah.

The conception of the three gunas, belonging, in particular, to the säm-
khya and yoga systems, is accepted, without notable modifications, by the
whole of Indian thought.

b) Druti, vistara, and vikäsa are each connected with certain Rasas by
later Indian theorists. Drutih the proper state of consciousness of hhgära,
karuna and sänta ; vistara oivira, raudra and btbhatsa ; vikäsa, oihäsya, adbhuta
and bhayänaka. Cf. Dh. A.L., comm., p. 206. Rajah predominates in
druti, tamah in vistara and sattva in vikäsa. M.C., p. 74 : yadä hi rajaso
gunasya drutih tamaso vi star ah sattvasyätivikäsah tadämm bhogah svartipam labhate\
" It is when rajah is in fluidity, tamah in dilatation, and sattva in full expan-
sion that fruition is realized "•
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states of fluidity (drnti) enlargement (vistara) and expansion
(vikäsa), is characterized by a resting {yUränti) on one's own
consciousness {$amvit\ which due to the emergent state of
sattva * is pervaded by beatitude (änanda) and light

1 a) The expression sattvodreka is reproduced almost without change
by Mammata, p. 74 : sattvodrekaprakäsänandamayasamvidvisräntisatattvena.
It has been commented upon in several ways. I have followed, in the
translation, the commentary of Vidyäcakravaftin (K. P., Trivandrum San-
krit Series, LXXXVII) : sattvodrekät yau prakäsänandau tanmayyäm sam-
vidi samädhivrttirüpäyämyä yoginäm visräntir vigalitasakalasramä nistarangenä-
vasthitis tatsadrsena. M. G, p» 74, comments on : saitvodrekena prakäsafp
prakatoja änandas tanmayi ja samvit tasyäm visräntib, sä satattvam Paramaribo
jasya sa tatbä. Referring to Rasa A.G. says in Dh.Ä.L., p. 183, that it is
rajastamovaicitryänuviddbasattvamayanijacitsvabbävanirvrtivisräntilaksanah. The
famous definition of the aesthetic experience given by Visvanätha in his
Säbitjadarpana, adds nothing to the conception of A.G. and Bhatta Nayaka.
Viävanätha says :

sattvodrekäd akbandasvaprakäsänandacinmayab J
vedyäntarasparsasünyo brabmäsvädasabodarab jj
lokottaracamatkärapränah kaiscit pramätrbbih |
sväkäravad abhinnatvenäjam äsvädyate ras ab ||

" Rasa is tasted by the qualified persons (i.e., qui rationem artis intelligunt).
It is tasted by virtue of the emergence of sattva. It is made up of a full
Intelligence, Beatitude and Self-Luminosity. It is void of contact wi*h any
other knowable thing, twin brother to the tasting of brahman. It is animated
by a camatkära of a non-ordinary nature. It is tasted as if it were our very
being, in indivisibility ". Cf. the translation of A. K. Coomaraswamy, The
Transformation of Nature in Art, Harvard, 1934, pp.48ff. Coomaraswamy
translates camatkära with "lighting-flash". According to Visvanätha,
sattva is nothing but the mind or inner sense {manah) devoid of any contact
with rajap and tamab.

b) 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 sänan-
dasamädbi : yadä tu rajastamolesärnividdham än1a\)karanasal1vam bhävjaie tadä
gunabhäväc citisakteb subhuprakäsamajasja suttvasja bbävjamänasjodrekäi sänan-
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and is similar to the tasting (äsväda) of the supreme brahman1.

dab samädhir bhavet || (Bbojavrtti, I,17). <c When the matter of concentration
(bhävanä is commented on by Bhoja bhävanä bhävyasya visayäntaraparihärena
cetasi punab punar nivesanam) is the sattva tinged by the rajah and tamah proper
to the inner sense, then by virtue both of the subordinate state of the self,
and of the emergence of sattva, which is made up of bliss and light and is the
matter of concentration, that which is called sänandasamädhi occurs ". This
passage is also quoted by Pandey, L Aes.> p. 189.

1) Bhatta Näyaka 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 occurs in mystical experience ; in this sense, aesthetic
experience is similar (savidba} sabrahmacärin, sahodara) to experience of the
Absolute or of the brahman. Bhatta Näyaka and A. G. (A. G. also accepts
Bhatta Näyaka's opinion ; Db. A.L*, p. 190 : parabrahmäsvädasabrahmacäri-
tvam cästav asja rasäsvädasya)>h.owevet, do not fail to emphasize the unmis-
takable characteristics of each. Bhatta Näyaka says (Db. A.L. p. 91) :

vägdbenur dugdha et am hi rasam jad balatrsnayä \
tena näsya samah sa syäd duhyate yogibbir hi jap |

" This Rasa (aesthetic pleasure) is poured forth spontaneously by the
word which is like ä cow, for love of her children ; for this reason it is
different from that which is (laboriously) milked by yogins ". Cf. also A.Bh.,
p. 5. On the opinion of A.G., infra, pp. 82-84. Two stanzas which reflect
the same idea and which are certainly from Bhatta Näyaka, are quoted
by Mahxm&bh&tta, (Vyaktiviveka), p. 94 (seethe translation in the Introd.
p. XXVI) :

päthyäd atba dhruvägänät tataJ? sampürite rase \
tadäsvädabharaikägro hrsyaty antarrnukbafr ksanam [|
tato nirvisayasyäsya svarüpävasthitau nijap \
vyajyate hlädanisjando Jena trpjantiyoginafj \\

The association between these two states also appears in the affinities
of the terms which designate them : visränti, nirvrti, laja, nirvesa, samäpatti,
catnatkära> etc.,
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In this exposition, the thesis confuted by Bhatta Näyaka are
accepted even by us—simply because we do not accept the
thesis of Bhatta Lollata. Thus the errors confuted by Bhatta
Näyaka have been defiinitely put to death.1

As for 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 {rasanä\ we reply that this too is a per-
ception2, and is only called by another name on account of
the^ particular means {updydf by which it is called into exis-
tence. The same thing happens in the case of direct perception
(darsana), reasoning (anumänd), the revealed word {sruti\ analogy
{upamifi)^ intuition, (pratibhdna)* 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 third possibility exists.
Again, the existence of an unperceived thing cannot be affirm-
ed. The supporters of Bhatta Näyaka will perhaps reply
that the perception of Rasa is just what they call the power of

1) Ci.Dh.Ä.L.y p. 187. The thesis confuted by Bhatta Näyaka do
not admit the concept of generality; they distinguish between one's own
perception and somebody else's. Cf. supra, introd., pp. XX ff.

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

3) The determinants, etc.

4) The term pratibhä, pratibbäna, 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 example, ' Tomorrow
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. PL, V, 127). This particular form of consciousness is discussed by
Jayanta, Nyäyamcinjari (Benares 1936), pp. 97 ff.
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bringing about enjoyment (bhogikarandf—consisting in the
states of fluidity, etc. Very well, then ! But it is impossible
that it should consist solely in these three states. For there
exist just as many forms of perception—whose nature, 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, sattva, 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 Näyaka says
is : " The various Rasas—the erotic, etc., are revealed 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
{kävyärthdf it is an experience (anubhavd) consisting of a tasting

1) If, says A. G., the expression "enjoyment" is understood in the
sense of perception (so that the power of generating enjoyment becomes
the power of generating the aesthetic perception, the Tasting), it may cer-
tainly be accepted. In this sense, the power of generating enjoyment be-
comes the same as that which followers o£ the dbvanj school call the power of
evocation {dhvananavyäpärd). Cf. infra, App. Ill, p. 113.

2 a) The expression kävyärtha is borrowed from Bharata, N. £ , VII,
p. 342 : kävyärthän bhävayantiti bhäväh ". [The mental states] are called
bhäva because they bring into existence (bhäv) the aims of the poem ".
Artha, A.G. comments (A.Bh., p. 344), in this expression does not carry
the meaning of sense, something expressed (abbidheya) but means the final
cause, the aim of the poem (aribyante prädhdnyene/y artbäh na tv arthasabdo

'bbidheyavää) ; in other words, Rasa.
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and is the matter of cognition by a not ordinary form of cons-
ciousness (parasamvitti), manifested (vyangyd) by the union of
the determinants, etc., " Bhatta Näyaka apparently considers
Rasa as manifested—so that the theory of manifestation is
rather maintained than discarded1. By the word " experi-
ence" we must really understand the object of it2.

But, being it so, what is then the true nature of Rasa ?
That is enough ! Well, what shall we do3 ?

Four stanzas of interme^o

7) Why repeat truths disclosed already in the thought of
our predecessor and thus behave as no one has behaved
before ? This double, serious 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 river of the knowable
is, I know, agitated and supportless: but as we advance

/;) 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 Näyakä (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. In this stanza, Bhatta Näyaka uses, for example, the vetbvyaj
and therefore admits implicitly the theory 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 rejected 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 road, we cease to be amazed by built
bridges, city foundations, or anything else,

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

The correct view

8. Let us then state what is the true nature of Rasa purified
of previous mistakes. It has already been stated by Bharata,
and we shall add nothing new. For he has said : "The
mental states are 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 (seil., the omentum) to the fire2" there
occurs (in a qualified person (adhikäriri) characterized by a
certain pragmatic requirement (arthita) 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.3 This second perception consists in a transfer (samkra-
mat}ä\ etc., of the literal sense and is presented in the form: " I
will lay," " I will give ", etc. According to the various schools,
this perception is called propulsion (bhävanä), command
(yidbi), order (tiiyoga), etc4. Now, a similar thing may be said

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

2) Two quotations taken from revelation (Jruti),

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

4) In other words, some scriptural sentences (e. g., those quoted)
awaken in the believer the need to give the omentum to the fire himself,
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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 (pratibhäna). In such

etc. In this sense, their literal meaning undergoes a transformation : the
past tense and the third person, etc., used in these sentences are turned into
the present tense, etc. There arises in the heart of the believer the form
of consciousness {prattpatti)^\ will give the omentum to the fire ", etc.
This passing from one sense to another is given the names of propulsion
(bhävanä)) order and command (yidhi, niyoga). The terms bhävattäy vidbi,

and niyoga are proper to the liturgical speculations of mimämsä (the term
bhäväna used by Bhatta Näyaka was probably taken from the terminology
of the pürvamimämsa). The terms vidhi and niyoga^ observes J., T.A.9
I, p. 167, are used above all by the followers of Prabhäkara ; Kumärila's dis-
ciples prefer instead the word bhävanä. 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 ilokas quoted byH.C, p. 98 (no doubt taken from a work on
poetics existing prior to A. G., perhaps the Hrdayadarpana of Bhatta
Näyaka) :

ärogyam äptavän iämbali stutvä devam aharpatim \

syäd arthävagatih pürvam ityädivacane yathä ||
fatal copättakälädinyakkärertopajäyate \

pratipattur manasy evam pratipattir na sä ms ay ab \\

yah ko ypi bhäskaram stauti sa sarpo'py agado bbavet \

tasmäd aham apt staumi roganirmuktaye ravim ||

" In the sentence 'Samba regained his health when he praised the Sun
God', etc. there occurs at first the perception of its literal sense, and then
(and on this there is no matter of doubt) there arises in the mind of the per-
ceiving subject a perception which eliminates the temporal 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.
iP.V.y., I, p. 24 ; 7.P.K., I, p. 27.
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a person hearing the following phrases, " There he (sdl.9 the
deer) is now, gracefully by the bending of his neck.. .*,
" Even Umä, dropping the golden karqikära.. .*, " The
firmness of Hara. . .3, there appears, immediately after the
perception of their literal sense, a perception of a different order
(an inner [mänasJ] perception, consisting in a direct experience
[säksätkära*] which completely eliminates the temporal dis-

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

2) Kälidäsa, Kumärasambhava, III, 62 : " Even Umä, dropping the
golden karnikära flowers which glowed among her black tresses, deeply
bowed her head (while the flowers which adorned them fell from her ears)
before Siva".

3) Op. cit., Ill, 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 Umä, towards her lips, red as the fruit of
the bimba ".

4) Like to sensations of pleasure, pain, etc., the aesthetic experience is
an inner or mental perception {rnänasapratyaksd), i.e., it is perceived through
the mind or inner sense. Such a perception is self-knowing (sväsamvedana-
siddha). In the A.Bh., p. 291, A. G. observes that the fact of tasting
(äsvädana ; aesthetic perception being conceived as a particular form of
tasting) is of a mental order : it differs from the fact of eating, which is a
purely material act {rasanavyäpäräd bhojanäd adhiko jo mänaso vyäpärafr sa
eväsvädanam)* The mind of him who tastes must be ekägra, absorbed in the
object of the tasting to the exclusion of all else. On the contrary, he
who eats may be also anyacitta: he can also think of other things, etc.
Aesthetic tasting is of a non-ordinary nature {alaukika\ sui generic

[ 5 4 ]



THE AESTHETIC EXPERIENCE, ETC.

tinction, etc., assumed by these sentences. Besides, the young
deer, etc., which appears in this perception is devoid of its
particularity (visesa), and at the same time, the actor, who
[playing the role of the deer], frightens [the spectators] {trä-
saka. . .showing to be afraid, is unreal {apäramärthikd). As a
result, what there appears is simply and solely fear—fear in
itself, uncircumscribed by time, space, etc.1 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.)2, consisting of plea-
sure, 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 other sensory percep-
tions, etc. The subject is immersed in a camatkära set apart from any
distinction of " self" or " others ". Aesthetic tasting is a ' generalised'
perception and free, therefore, of obstacles (in the A.Bh, I, p. 291 the
expression äsvädajanti manasä N.£., VI, v. 36, is commented upon in the
following manner : ä sam antat sädhäranibhävena nirvighnapratipattivaiän
manasä indriyäntaravi$nasambhävanäswyena svädayanti svaparavivekaSünja-
svädacamatkäraparavasä. . .).

1) In other words, 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, therefore, 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 occur 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 (nirvighna), and may be said to enter directly {nivis)
into our hearts, to dance {viparivrff before our eyes : this
is the terrible Rasa. In such a fear, one's own self is neither
completely immersed (tirasktf) nor in a state of particular
emergence (ullikh)2, 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 (yitatd)—** happens at
the moment in which is formed the idea of the invariable con-
comitance (vyäpti) between smoke and fire or, in fact, between
trembling and fear3. Therefore, this idea to be confronted

1) Viparivrt—means to move, to revolve, etc. The use of the word
is ancient. ItistobefoundinBhartrhari(I,125,//^,p.l25(ed. ofLahore):
buddbau viparivartate. In the same sense (that is, with buddbau) it is used by
Dharmakirti and Kumärila also. A.G. comments on the word viparivarta-
mänasya in the following way (I.P.-K, II, p. 140) : vicitratvena visvasya bbedä-
bhedätmanä parivartamänasya spandanena sphurato . . .

2) In the first case there would be no aesthetic cognition, but mystical
cognition, characterized by the total absence of discursive thought and
distinct apprehensions {yikalpa). In the second case, ordinary discursive
cognition would occur* In both these cases, then, the ubhayadesakälatyägab
required by the aesthetic experience would be absent. Cf. the Nätyadarpana
by Rämacandra and Gunacandra, Baroda, 1929, p. 161. For the antithesis
between ätman and para cf. PTV, pp. 71-72 : atfa hi madbyamapäde ätmaiva
samsrnute näparah . . . ätmana eva sravanam syät na parasya...

3) The best explanation of this passage is to be found in I.P.V.,
II, 4, 12 : iha tu dar sane yyäptigrahaifivasthäyäm jävantas taddesasambhävyamä-
nasadbhävahprämätäras tävatäm eko'sau dhümäbhäsas ca vahnyäbhäsas ca bah-

janaye iva, tävati tesäm paramesvarenaikyam nirtnitam\¥^* Ch. Pandey, Bbäskart,
vol. III, 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 world. For, in relation to these images,
the Lord [i.e., isvara, the unlimited Ego, etc.] has made the subjects one "
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with a teal experience1 is nourished by the combination of

A.G. observes that the pleasure given by a spectacle increases when there
are a large number of spectators. In other words, when each spectator is
conscious that the spectacle is being seen at the same time by a number of
other people. T. A.9 X, v. 85 ff. :

tathä by ekägrasakalasämäjikajanekjitam \
nrttam gitam sudhäsärasägaratvena many ate ||
tata evocyate mallanataprekppadesane \
sarvapramätrtädättnyam pürnarüpänubhävakatn \\
tävanmäträrthasamvittitustäh pratyekah yadi \
kah sa'mbhüja gunas teßm pramätraifgam bhavec ca kim ||
jadä tu tattadvedyatvadharmasamdarbhagarbhitam \
tadvastu iuskäd prägrüpäd any ad juktam idam tadä ||

" The spectators who watch, absorbed, a performance of dancing, of
singing, etc., feel that it is a real sea of nectar (J. comments : cc anyone,
in fact, can observe that spectacles seen by many people at the same time
generate a greater pleasure than those which are seen by a single individual).
It is for this reason that those who teach the true nature 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 : pürnarüpeti iyad eva hipürnatn rüpamyad vigalitave-
dyäntaratajä tatraivänanyäkänk$atvenu parämarlanam nämd). If the mere
consciousness of what they see on the stage (without, that is, the realization
that the performance is seen by other people) were sufficient to satisfy the
spectators taken one by one, how then can the different state of conscious-
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 ccmatkärd) '\ See on
all that the Introd., pp. XXXVII ff. In A.G. the expression vitatavyapti,
etc., occurs elsewhere also, and not always in a technical sense (see f.i.,
D&.A.L., p. 378 ; Bb. 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 experience (that is,
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actors, etc. In this combination, indeed—in that the real
limiting causes {tuyamahetu), (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 virtue of the very uniformity
{ekaghanatä1) of the spectator's perception, it being so nourished,
readily nourishes the Rasa in all of them: and this occurs,
because the latent impressions of their minds concord with each
other, the minds being varied by beginningless latent im-
pressions.2

the direct experience, perception of something real, pratyaksä, säksätkärd)
but, A.G. says, it is " like " ntzvX experience (säksätkäräyamäna=säksätkära-
kalpa, pratyaksakalpa). See A.Bh, I, p. 43 : the drama is pratyaksakalpänu-
vyavasäyävisayo lokaprasiddhasatyäsatyädivilaksanatvät. In other terms, the
aesthetic experience is a direct perception sui generis, free of every relation
with practical reality, etc.

1) The word ekaghanatä derives from ghana. " Ghana, from ghan, to
strike, hinder, etc., has a primary sense of " dense mass ", implying a
condensation of multiple factors without extension in space" (A. K.
Coomaraswamy, The Transformation of Nature in Art, Harvard 1934 p. 209).
Hence ekaghana comes to mean " dense ", " compact", " uniform ",
etc., in the sense of a state of consciousness which does not allow the inter-
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 Räma,
deity, etc. The identification and therefore the state of generality 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 nature. The samara is
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This (form of) consciousness without obstacles is called
camatkära^; the physical effects of it, that is to say, trembling,
horripilation, joyful motions of limbs (till/tkasana% etc.,
are also camatkära*. For example : " Visnu is still today
in a state of camatkära : how, oh how is it that the limbs
of LaksmT, which are as beautiful as a piece of the moon,
have not been taken to pieces by mount Mandara4 ?" Indeed,
camatkära may be likewise defined as* an immersion in an en-
joyment (bhogävesah) which can never satiate and is thus
uninterrupted (trptivyatirekenäcchhwah). The word camatkära,
indeed, properly means the action being done by a tasting
subject (camatah karanam), in other words, by the enjoying

beginningless and every 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. Ill, p. 112.

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

2) The term utlukdsana is explained by A. G. {A. Bb.9 I, p. 330) gätrasyor-
dhvam sählädam dhünanam.

3) A.Bb., I l l , ch. XXII , p. 152 : iha cittavrttir eva samveddnahhumau

samkräntä deham apt yyäpnoti || " 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 various precious objects were churned from the deep, amongst which
the moon and Sri (Laksml), the goddess of beauty. The aesthetic expe-
rience of camatkära reappears in the consciousness every time the determi-
nants, etc. (the poetic expression), by which it is aroused, are evoked. Cf.
A.B6., I, p. 37 (App. II). The example offered by A.G. (of Visnu who is
still under the influence of a camatkära) exemplifies this very character of
aesthetic pleasure.
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subject, he who is immersed in the vibration {spanda)1 of a
marvellous enjoyment (adbhutabboga)2. It may be thought of
either as a form of mental cognition (mänasädhyavasäyd) consis-
ting of a direct experience3, or of imagination {samkalpd)
or of remembrance, which nevertheless, is manifested in a
different manner to its ordinary nature. For as Kälidäsa
said : " Often a man, though happy, becomes uneasy of mind
on seeing beautiful objects and hearing sweet musics. Surely,
he remembers in his soul, though vaguely, associations of
former births deeply implanted in him4". In any case, how-
ever, it is a form of perception—a perception in which what

1) Spanda means movement, vibration, energy, etc. According to the
/rf/ftf 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 (iccha)y the initial motion of the
spirit, which is presupposed by any form of consciousness. The terms
' heart * (hrdayd)> thought (vmarfa), bliss (anandd), vibration, (sphurattay.
ghrüni), etc., express the same concept. On consciousness as movement,
etc., see, above all, the Spandakärikä by Kallata, passim ; Somänanda,
Sivadrsfiy p. 11; I.P.V.V., I, 5, v. 14. In the present case, spania is the
movement the inner rhythm 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 (yikalpaka).

2) Cf. supra Intr., p. XXXIII.-

3) I.e., it is a mental or inner perception.

4) Kälidäsa, Sakuntalä, V, 96. This stanza is quoted by A.G., also
in I.P.V.V., III, p. 252. The disquiet, to which Kälidäsa alludes, is,
observes A.G., an unobjectified desire ; it corresponds to what is, metaphy-
sically, the desire which induces consciousness to deny its original fullness
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appears (is just a feeling, for instance) delight, consisting of a
tasting1. For this reason, i.e., because it is not conditioned
by further specifications2, 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, nor ineffable, nor like ordinary
perception3, nor does it consist of a super-imposition4. To

and to crumble in time and space, i.e., the änavapala. I.P. V.V., III, 252 :
camatkäritä hi bhunjänarüpatä sväimavUräntilaksanä sarvatra icchä | kvacit tu
svätmavisräntir bhäväntaram anägüritaviiesam apeksya utthäpjate jatra sä icchä
räga itj ucjate, ägüritaviiesatäjäm tu kämä iti \ ädigrahanäd abhiläsamalo jatra
bhäväntaram sämänyäkäram api väsanävasesamätrenäste jathäha " bhävasthiräni
jananäntarasauhrdäni " iti : " The fact of being in a state of camatkära, 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 crystallizes in the forms of the discursive
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
anavamala, etc.; cf. supra) ; it is 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 appears in a state of potentiality ; the änavamala is
therefore an unobjectified desire, akarmakam abhiläsamätram. 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 " ] . For example : " . . . the associations of former
births deeply implanted in him ".

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

2) By no temporal, spatial, individual, etc., specification. In other
words, by no obstacle.

3) I.e., a reproduction of it (Sankuka's doctrine).
4) " As when wrong knowledge follows after the right one is vitiated".

Sec below, App. I, p. 93.

[ 61 ]



R. GNOLI

conclude we may say equally well that it consists of a state of
intensification1—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 feelings2; and
that it is a combination of different elements—this conception
being interpreted in the light of the doctrine of the vijnänavädbP.
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 realisation of Rasa

9. In this connection, the elements which eliminate the
obstacles are the determinants, etc. Also in the ordinary world,
indeed, the different words camatkära, immersion (nirvesd), relish
(rasanä\ tasting (äsvädana), enjoyment (bhoga), accomplishment
{samdpatti)y lysis (Jayd), rest (yisränti), etc., mean nothing but
a [form of] consciousness completely free from any obstacles
whatever. Now, the obstacles to the perception in question
are-tf) the unsuitability, that is to say, the lack of verisimilitude;
b) the immersion in temporal and spatial determinations
perceived as exclusively one's own or exclusively those of ano-
ther; c) 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 anukära

by hhävänugämitayä karanät. Lit., " to mean that it is an operation tem-
porally following the feelings ".

3) Sec above, p. 41. Well, says A.G. here, this theory is also true if it
is interpreted in the light of the vijnänaväda, the idealistic Buddhism, accord-
ing to which everything that exists is pure consciousness or perception,
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pleasure, etc.; d) the defective state of the means of percep-
tion; e) the lack of evidence; J) the lack of some predominant
factor; g) and the presence of doubt.

a) Indeed, if one considers the things presented as lacking
in verisimilitude, he cannot obviously immerse (yinivis) his
consciousness in them, so that no rest—no rest, I say, in them-r-
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 events1. When extraordinary inci-
dents have to be portrayed, it is necessary to choose personages
whose names are famous, like Räma, etc., who make us give
belief to their undertakings—a believing (pratyayd) indeed,
deeply rooted in ourselves, aroused by the uninterrupted fame
(prasiddb'i) which they have enjoyed since antiquity2. Just for
this reason, it will be said that nätakcP, etc., whose purpose
is the learning (iiyutpatti) and teaching (upadesa) of deeds trans-
cending the ordinary life,necessarily requires to deal with famous
events and so on. This requirement, 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
are, in fact, attributed to, a legendary figure (Räma, etc.) where referred
to an ordinary man, they would arouse the incredulity of the spectators.
DL uÄ.L., p. 331 : rämädes tu tathävidham apt caritam pürvaprasiddhiparam-
paropacitasampratyayopärüdham asatyatayä na cakästi ||" But when such under-
takings are referred to Räma, 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) a . p. 64, n. 1.
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at a suitable time and place1. For the time being this is
enough.

b) One of the principal obstacles regularly occurs when the
spectator is at the jaaercy 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 concern 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 per-
ceives pleasures, pains, etc., as inhering exclusively in other
persons, other forms of consciousness inevitably arise in him
(pleasures, pains, mental stupor, indifference [madbyasthya\

1) A.Bh.y ch. XVIII. The appropriate subjects for the ten kinds of
play are described and commented upon in N,£*9 XVIII. Nätaka are
plays on elevated subjects. Dasarüpa. Haas, p. 4 : " The ten chief varie-
ties (of drama) are: the Nätaka, the Prakarana, the Bbäna, the Prahasana,
the Dima9 the Vyäjoga, the Samavakära, the Vitbi, the Anka (^Utsftfi-
känka), and theIhämrga". Cf. Ind. Tb., p. 139 ft In the A.Bb.9 p. 27,
A.G. makes the general remark : na ca vartamänacaritänukäro jukto vineyänäm
tatra rägadvesamadhyasthatädinä tanmayibbäväbhäve priter abbävena vyutpatter apy
abhäväty v art amänac arite ca dharmädikarmaphalasambandhasyapratyaksatve prayoge
vaiyarthyam \ "It is not fitting to imitate an event of actual life; for in
this case the spectator would be affected by passions (hatred, partisanship,
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 experience ; it is, therefore, useless
to set it on the stage ".

The word imitation (anukära) must be understood in a broad sense.
Teaching or knowledge is an accessory aim (prayojana) of art; its principal
aim is aesthetic pleasure (priti, änanda etc.) Cf. App. Ill, p. 114.

[ 6 4 ]



AESTHETIC EXPERIENCE, ETfc.

etc.) which naturally constitute an obstacle. The means of
eliminating this obstacle are the so-called theatrical conven-
tions {natyadharmt)\ which include a number of things not
to be found in ordinary life, as, for instance, the zones {kaksya)
dividing the pavilion(maydapa) the st2Lge(rangapItba)9 the various
types of women's dance, the various dialects {bhäsa), used,
etc.; and last but not least, also the different dress of the
actors—the headwear, etc.—by which they hide their
true identity. However, this is revealed to the spectators
during the preliminaries (purvaranga), (see the stanza :
" It is best not to insist too much on dance and song "),
as well as in the initial presentation (prastävanä), defined
in the stanza: "The actress, or the jester. . .2" Indeed,
the presence of the afore-mentioned elements eliminates the
perception: this particular individual in this particular place,
at this particular moment, feels pain, pleasure, etc. This eli-

1) The term nätyadbarmi(N.$., VI, v. 25 ; XIII, v. 70 flf.) refers to all
the specific expedients, etc., of the theatre (scenery, costumes, traditional
conventions, etc.). Cf. Ind.Tb., p. 15 and Lokadbarmi and Nätyadbarmi, by
V. Raghavan, in).0.R., Madras, vol. VII, pp. 359-375, vol. VIII, pp. 57-74.

2) The " preliminaries " {pürvaranga) include the whole body of rites,
ceremonies, etc., celebrated at the beginning of the play. They end with
the benediction stanza, nändü 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 (iV.X, 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 nändi
stanzas are immediately followed by the " prologue " (prastavana)> giving
the name of the play, of the author, etc. The prologue generally consists
of a dialogue between the producer of the play and an assistant {päripärhika) ;
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 theatrical performance
there is on the one hand the negation of the real being of the
actor, and on the other—since the spectator's consciousness
does not rest entirely on the represented images1—there is no
rest on the real being of the superimposed personage2; 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
ästnapäthya, puspagaydikä*, etc., are 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 way4.

1) Here the reading is uncertain ; see the Grit. App. I read pratibhä-
sasamvitvisräntivaikalyena and take pratibhäsa as image, etc., that is, the re-
presented images.

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

3) Dasarüpa, Haas, 99 : " The tenfold enumeration of the sub-divisions
(angd) in the Gentle Dance (läsya ; I translate : women's dance) runs as
follows : the Geyapada (Song), the Sthitapäthya (Recitation by one stand-
ing,) the Äsjnapäthya (Recitation by one seated), the Puspagandika, the
Pracchedaka, the Tngüd/ja, the one called Saindhava, the Dvigüdha, the Utta-
mottatnaka, and the Uktapratyukta (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 but is 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.y I, p. 21 ; nartanam nrttam gätränäm angopängänäm viläsena kjepo na tu
kenacit kartavyämsena | The dance of Siva is the natural expression of his
complete and perfect bliss, free of all obstacles {nirvära^nirvighna) : saiika-
rasyeva bhagavatah paripürnänandanirbhartbhütadehoccaladäntaramrvärastindarä'
kärasya..., A.Bb., I, p. 21.

4) Thus, even if the character represented is a negation of the actor
as such and of the real character represented by the actor, it cannot be 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.1 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
person or in others.

c) Again, how can any one who is overpowered by his own
happiness, etc., make his consciousness rest on something else ?
To avoid this obstacle there 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 on2. 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 {uparaüj) that even an unaesthetic person (ahrdaya)
reaches limpidity of heart and becomes " possessed of heart ".
Indeed it has been said, " poetry is visible or audible3".

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

1) N.£, XIX, ff.
2) The term pada after mandapa is not clear to me, and it is not

represented in the translation.

3) IV.£, 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 {sädhäranikrta). The other senses
"ferment solely in one's own Self (svätmany evocchalanät; P.T.V., p.
48) ", i.e., are unable to break the barrier of the limited " I "•
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e) Even if there may be such verbal testimonies and in-
ferences, as to provoke an evident perception, perception,
however, does not rest (in them), because there is, in it, the
expectancy of the certainty proper to direct experience, which
consists in an evident perception1. For as Vätsyayana has
said : "All valid knowledge depends upon direct experi-
ence2 ". 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 circle 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 ordinary
process. Therefore, to remove these two obstacles, there
are—consecrated by tradition—the four modes of repre-
sentation, furnished with the styles {yrttif* 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
have read here, sphutapratitikäriiabdalingasambhave 9pL Should I have pre-
ferred the reading asphuta, the translation would have been : " Even if
there may be verbal testimonies and inferences—which, as a rule, do
not provoke an evident perception—" etc.

2) Nyqyisiitra, Vätsyäyanabbäsya, I, I, 3 : sä (A.G. reads sarva) iyam

pramitih pratyaksaparä \

3) The Styles (vrtti) are four in number : kaiiiki, sättvatt, ärabhati and
bhärati. Dafarfipa, Haas, p. 74 : " The Gay Style (kaifiki) (is to be used)
in (expressing) the Erotic Rasa ; the Grandiose Style (sättvati) in (express-
ing) the Heroic Rasa ; the Horrific Style (ärabhati), on the other hand, in
(expressing) the Furious and Odious Rasa ; The Eloquent Style (bhärati)
everywhere". On the vrtti see The Vrttts, by V, Raghavan, /.O.R.,
Madras, vol. VI, pp. 346 ff.; vol. VII, pp. 33 ff-
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{pravrtti)1 ̂  and the realistic representation (lokadharmtf. Re-

1) The local usages {pravrtti) are four in number : ävanti, däksinätyä,
audramägadbi, päncält, Cf. N.J., VI, v. 26, 27 ; XIII, v. 37 and prose, pp.
205-207. Ind.Tb., p. 16 : "Local usages regarding costumes, languages,
manners and professions differ in the different countries of the world.
They are the pravrtti or local colours in drama".

2) For the best explanation, see A-Bb.9 I, 292 : tatra ye svabbävato
nirmalamukurahrdayäs ta eva samsärocitakrodhamohäbhiläsaparavahmanaso na
bhavanti \ tesäm tatbävidbadasarüpakäkarnanasamaye sädbäranarasanätmaka-
carvanägräbyo rasasamcayo nätyalaksanab (G : Haksana?) spbuta eva \ ye tv
atathäbbütäs tesäm pratyaksocitatathävidhacarvanäläbhäya natädiprakriyä svaga-
takrodbafokadisankatabrdayagranthibhanjanqya gftädiprakriyä ca muninä
vtracitä \ " In this connexion, the mind of those who have by nature
hearts like an immaculate mirror is not at the mercy of the desires, anger,
or stupor proper to sämsärika 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 i t ; this perception consists in a Sampling
animated by a generalized Tasting. To make this Tasting (which needs a
direct perception) available to people who are deprived of this faculty,
Bharata has, on the one hand, explained the discipline of the actors, etc.,
and, on the other-^to cut the knots of the heart obscured by Anger, Sorrow,
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-
vasäya (mental cognition, etc. ; also vyavasqya, anuvyavasäya, cf. App. I)
that is like the direct perception (säksätkärakalpa, pratyaksakalpa). A3b.y
XXII, 150 : abbinayanam bi cittavrttisädbäranatäpattipränasäksätkärakalpä-
dhyavasäyasampädanam |" Representation arouses a mental cognition which
is like a direct perception; it consists in causing the generalization of mental
movements". A.Bb.r XXII, 148 : vigbnasambbävanävzhinasakalasädbärana-
sprästabbäväsäksätkärakalpädbyavasäyasampattaye sarvesäm prayoga ity uktam \
" It is said that the acting (prayoga=parsadi prakatikaranamy A.Bb., 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
inference and verbal testimony; and, as we will expound later
on, it is almost equal to direct perception.

f) Does there exist a man whose consciousness rests on any-
thing of a secondary order (apradhäna) ? Indeed, such a percep-
tion would find no rest in itself and would thus run (anudhäv)
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 necessarily depending
on the Permanent States, are all equally subordinate1. Now,
among the; various sentiments, some are conducive to the ends

dence common to all the spectators and devoid of every possible obstacle ' \
Drama is the object öf cognition by an anuvjavasäya (about this word cf.
App. I) which is like a direct perception, A.Bb., I, 43.

1) Cf. Db.A..L.9 p. 177 : taccarvanäpi cittavrttisv eva paryavasatfti
rasabhävebhyo nädhikam carvaniyam \ " The Tasting of the Determinants,
etc., necessarily terminates in the mental movements; thus, apart from the
bhäva (the matter of the Rasas) there is nothing else which can be tasted.

A.Bh., I, p. 268 : sa cajadyapy anantavibhävätmä tatbäpi sarvesäm jadä-
näm samvidi tasyäs ca bhoktari bhoktrvargasya ca pradhäne bhoktari paryavasänän
näjakäbbi.lhänabhöktrvisesasthäyicittavrttisvabhävah | " Though [drama, etc.]
is constituted by a infinite number of determinants, etc., all the elements,
which compound it, rest, however, in the consciousness (the permanent
mental state). This rests in the enjoying subject (the limited enjoying
subject, the practical Self) and the whole of the enjoying subjects rest, in
their turn, in the principal enjoying subject [the generali2ed 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 pervades also the spectators : ata eva
sädhäranibhütatayä sämäjikam api svätmasadbhävena samävefajanti..,
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of life1 : 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 above all in the disgust aroused by the
knowledge of reality2—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 four together,
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 clearly recognised as being, in turn (that is, one in

1) According to a pan-Indian conception, human life is motivated by
four purposes : käma, artha, dharma, and moksa. Kama is pleasure 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 theparamärtha, the supreme purpose of man. For an excellent
account of the four arthay see H. Zimmer, Les Piblosophies de I 'Ir/de9 Payot,
pp. 35 ff. The principal forms of consciousness (sthäyzbhäva) are those
which are necessary to the fulfilment of these purposes ; they are delight
(rati), anger (krodha)y energy {iitsähd)> and serenity {lama). The end of
delight is pleasure ; however, through pleasure, it can bring us to the achieve-
ment of profit and right action (Bharata, N . £ , XVIII, v. 72 rT., distinguishes
three kinds of Erotic Rasa, kämasrngära, arthasrngära, and dharmasrngära).
Anger and Energy are associated with artha and dharma respectively, but
both of them may also contribute to the realization of all three purposes
(cf. Db.Ä.L., p. 309 : viraraudrayos tv atyantavirodho 'pi nästi \ samänam
rüpam ca dharmärthakämärjatwpayogitvam). Spiritual Freedom is the fruit
of serenity.

2) The characteristics of this sthäyivbhäva are discussed by A.G. in the
AM., 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 other 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 drama, in
various passages, in a pre-eminent position.

In this connection, all these Rasas are dominated by plea-
sure (sukha), for the essence of the closely dense (ekaghana)1

light consisting of the gustation of our own consciousness, is
beatitude2. Indeed, in ordinary life also, women, even when
they are immersed in the compact (ekagbana) gustation of the
form of consciousness called sorrow, find rest in their own

1) Uniform, without obstacles (vighna).
2) The intimate essence of consciousness or the " I", according to

the iaiva is beatitude. The absence of beatitude and suffering are due to a
need, privation, or 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 arises 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, therefore, of one's own essential beatitude. In this
sense, Rasa is single. This Tasting is coloured (anuranjita, ruptd) by latent
impressions (väsanä, samskära) 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 vibhäva {vibhäva"
bhedatn rasabhede hetutvena sücayati.. .A.Bb.y I, p. 290). Cf. AM., I, p. 292 :
asmanmate tu samvedanam evänandaghanam äsvädyate / tatra kä dufykha-
fankä I kevalafn tasyaha citratäkarane ratUokädhäsanävyäpäras tadudbo-
dhane cäbhinayädivjäpärah \ " 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, sorrow, etc., which are awakened by the operation of the Conse-
quents, etc. {abhinäja=anubhäva). For the nature of this " colouring"
infused into the consciousness by the feelings of delight, etc., cf. infra. %
p. 82, n. 4.
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heart, for this very sorrow consists of, and is animated by, a
rest without obstacles1. 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 (cäncalydf. All the Rasas thus consist
in beatitude. But some of them, on account of the objects
by which they are coloured3, 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-
ter, 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 {uparanjakatvamf. 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 desire: " they rest ir
their hearts " or consciousness to the exclusion of everything else. There-
fore, this pain is pleasure, beatitude. Pain occurs only when the conscious-
ness finds no rest in what it contemplates, is not totally absorbed in the
object of contemplation, i.e., when it desires something different from the
thing in which it is and from what it is. These desires, etc., which interrupt
the homogeneity and compactness {ekaghanata) of consciousness, are the
vighna, the obstacles.

The same concept occurs in the Vrataparudrlya (Madras, 2nd, Ed.,
1931), comm., p. 209 : sambhogasamaje strinäm adharadamsanädau kriri-
maduhkhänubhävasitkäravad aträpj upapattih ||

2) Cf. S.Kä., 13.
3) The Determinants, etc.
4) I.e., they are widely diffused, easily make an impression en the

consciousness.
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of inferior nature (anuttamaprakrti). Every man of low caste
laughs, grieves, is afraid, tends to despise others, and is astoni-
shed at the poorest 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 man1. 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 pleasure2", everyone is by nature pervaded by sexual
desires [delight]; believes himself to be superior to others, whom
he is thus led to deride [laughter]; grieves' when he is forced
to part from what he loves [sorrow]; gets angry at the causes
of such separation [anger]; gets frightened when he finds
himself powerless [fear]—but 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]; wonders at the sight
of extraordinary 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 Gan say is that some of
them predominate in some people and others 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, Marvellous and Terrible Rasas depend on the
Erotic, Furious, Heroic and Odious Rasas respectively.

2) Unidentified verse.
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man1, and, as such, they are rightly the object of teaching2.
The current division of men into men of elevated nature, 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 corres-
pondent determinants do not exist : so, for example, a muni
who practises rasäyana* is immune from weakness, indolence,
weariness, etc. Even in one in whom, by virtue of the deter-
minants5, these are present, they regularly disappear without
leaving any trace of themselves when the causes of manifesta-
tion cease8. Heroism, etc., on the contrary, even when they
apparently disappear after their tasks are completed, do not cease
to remain in the state of latent impressions—for other forms of
heroism, concerning other tasks, remain intact. Indeed, as
Patanjali 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.7 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 are 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 nirvedafr svayam purusärthasiddhaye vä utsähäratyädivat,
atyantänurafijanäja häsavismayadivan na prabhavatfty atyantamukhapreksitväd
vyabhtcäry 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) Rasäyana (the science of art, of the rasas, or of vegetable juices, etc.)

is, more or less, the Indian equivalent of alchemy.
5) I.e.;;'by virtue of the presence of their causes.
6) Le., without remaining in the state of latent impressions.
7) Yogasütra, Vyäsabhäsya, 29 4. Caitra stands for any name whatever. The

same quotation is used in the I.P. V. V., II, p. 178 ; cf. supra, Intr.> p. XXII.
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appear an infinity of times. In some sense, they are like the
beads of crystal, glass, magnet, topaz, emerald, sapphire, etc.,
which filling the thread on which they are* threaded no matter
if red, blue, etc.1—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,
nourish the ornamental composition made by it2; and, being
themselves various, and varying in turn the permanent thread,
let it no doubt appear at intervals, in its nudity, though, at the
same time, they affect it by their polychrome reflections—the
reflections I mean of the transitory jewels : it is for this very
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, " Räma is full of heroism ",
one does not ask for the cause. The determinants (the ele-
ments which awaken the mental states) are limited, therefore,
to bringing to actuality the permanent sentiments (delight,
heroism, etc.) corresponding respectively to their nature—

1) These still allow the thread of the permanent mental state to appear
here and there. For a similar image, see A.Bh., I, p. 340 : viralombhitaratnän-
tarälanirbhäsamänasitatarasütravat. . . The colours (red, blue, etc.) of the
thread allude to the sthäyibhäva. The various Rasas are 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 Terrible with black, the Odious with dark blue, and the Mar-
vellous with yellow).

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

sraksütrabhäväd anyesäm bhavänäm anugämakah j

na tirodhijate stbayl tair ascrn pusycite 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 are 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
more extensively at the suitable time-and place.1

Such a refutation of the subordinate elements has been made
by Bharata also through the description of the permanent
sentiments, introduced by the words : " We shall now bring
the permanent sentiments to the state of Rasas2". This
description follows on the definition of the general marks and
concerns the particular ones.

g) The consequents, the determinants and the transitory
sentiments considered separately are in no definite relation to
any specific permanent sentiment; for, e.g., tears, etc.3, may
arise out of bliss, some disease in the eye, etc., a tiger4, may
arouse anger, fear etc., and, as we know, weariness [irama],
anxiety {cinta), etc.5, may accompany many permanent feelings,

1) In the ch. VIII of the AM. (which has not yet come to light).
2) N . £ VI, prose after v. 50 (in a note). In this sentence, Bharata

says implicitly that only the sthäyibhäva (i.e., the elements of principal order)
and not the vibhäva etc., are brought to the state of Rasa. The general
definition (sämänyalaksana) begins with the sutra : vibhävänubhävavyabhicä-
risamjogäd rasanispattib. The particular definition {vise salaksana) consists
of the description of the characters of each Rasa. Cf. I .P .F .7 . , I, 57.
A.Bb.y 300 : ye sthäyino bhävä loke cittavrttyätmanobahuprakäraparisramapra-
savanibandhanakartavyatäprabandhäbhidhäyinas tän apt näma rasatvam visrän-
tyekäyatanatvenopadesadisänvesyämah \

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
tears, etc., the consequent, and anxiety, depression (dainya),
etc., the transitory feelings, then the permanent sentiment
cannot be other than Sorrow. 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 (artha) by
which the determinants, the consequents and the transitory
feelings after having reached a perfect combination (samyag

yoga), relation (sambandha), conspiration {aikägryd)—where they
will be in turn 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
ordinary ones. This Rasa differs from the permanent feelings,
consists solely in this state of gustation and is not an objective
thing (siddhasvabhäva)1, lasts exactly as long as the gustation
and does not lian on any time separate from it.2 The deter-
minants, etc., (which consist of garden, expressive glances,
feelings of contentment (dhrti), etc.), transcend on their side
the state of causes, etc., as these are understood in ordinary life.
Their function consists solely in the fact that they colour (the
consciousness of the spectator); this function is called vibhävanä,

1) I.e., 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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anubhävanäy etc1. Thus, these take the name, of a non-ordi-
nary character, of determinants, etc.2 and this denomination
aims at expressing their dependence on the latent traces left
by the corresponding preceding causes, etc.3 The particular
nature of the various determinants will be explained later4.
The operation of the determinants, etc., presupposes, of course,
that the spectator, in the course of his ordinary life, has not
neglected to make a close observation 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, properly 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 oivibhävanä, etc., is explained by Visvanätha as follows, S.D., Ill :
vibhävanam ratyäder visesena äsvädänkuranayogyatänayanam \ aniibhävanam
tvambhütasya ratyädeh samanantaram eva räsädirüpatayä bhävanam \ samcäranam
tatbäbhütasyaitasya samyak cäranam | In other words, according to Visva-
nätha, vibhävana is the first manifestation of the germination of Rasa ;
anubhävana is the gradual corroboration of the Rasa which is on the point
of appearing ; and samcärana (which is not mentioned by A.G.) is the intensi-
fication or consolidation of the Rasa. Samcärana according to Visvanätha,
is the specific operation of the vyahhicäribhäva {sat?jcäri=vyabhicäri). The
elaboration of these three stages is due, of course, to the necessity of allotting
specific functions to the vibhäva, etc. Rasa is, in reality, single, and its
manifestation does not have earlier and later stages. This division is of a
purely 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 ordinary causes. They, thus, demand the
presence of these traces and depend upon them.

4) N.£., VII ; Abhinava Gupta's commentary on this chapter has not
yet come to light.
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not absolutely be maintained, as Sankuka did, that what is called
Rasa"is simply a permanent sentiment, brought to our know-
ledge by the determinants, etc., and that, because this is the
object of a relish, it takes the name of Rasa1. 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 relish2, 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 rightly
say that Rasa is also of this nature. This is the real reason3

why Bharata has made no mention in the sütra of the word
" permanent sentiment"; on the contrary, the mention of it
would have been a source of difficulties4. Such expressions
as " The permanent sentiment becomes Rasa5", are due to

1) Pwasa, 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, savikalpd) but is a personal experience—•
the spectator identifies himself with this mental state and lives it himself.
This observation 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 perceived in this way is nothing but
an imitation by the actor of the permanent mental state of the character he
represents.

2) Therefore, the imitated permanent mental state is unreal.
3) I.e., Sankuka's reason is not the real one ; cf. supra, p. 31.
4) Bharata did not say " The production of Rasa is provoked 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.$., VI, prose 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.) ". Cf.
the next note.
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the correspondence (aucityd) only. This correspondence, to
specify, is due to the fact that the very same things which were
previously considered to be causes, etc., related to a given
permanent sentiment, now serve to realize the gustation, and
are thus presented in the form of determinants, etc1. What
kind of a Rasa is there indeed, in the inference of an ordinary
sentiment ? Therefore, the tasting of Rasa (which consists
in a camatkära different from any other kind of ordinary cogni-
tion) differs from both memory, inference and any form of
ordinary self-consciousness2. Indeed, he who possesses the
latent traces of the ordinary inferential processes, does not
apprehend a young woman, etc.3, as if he were indifferent to
her4, but, by virtue of his sensibility—which quality is con-
sisting in a consent of heart—, 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 other means

1) Db.A.L*y p. 89 : soke hi sthäjibhäve je vibhävänuhhäväs tatsamucitä
cittavrttis carvyamänätmä rasa ity aucityät sthäyino rasatäpattir ity ucyate |
" Rasa is simply the tasting of the mental movement, corresponding, for
example, to the determinants and the consequents of the mental state of
sorrow. The expression: iC the permanent mental state becomes Rasa",
arises solely, therefore, by correspondence".

2) Forms of " ordinary self-consciousness " are, e.g., pleasure,
pain, etc.

3) " A young woman " is a determinant ; "etc." here includes the
consequents and the transitory mental states.

4) Impersonally, Tätasthya or mädhyasthyä> indifference, is the exact
opposite of anupravda, personal or active praticipation.
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of knowledge, so that it is, now, a form of memory1; nor
is it the fruit of the operation of ordinary means of cognition
(direct perception, etc.); but it is aroused solely by the combi-
nation {samyoga) of the determinants, etc., which, as we have
said, are of a non-ordinary nature.

This gustation is distinguished a) from perception of the
ordinary sentiments (delight, etc.) aroused by the ordinary
means of cognition (direct perception, inference, the revealed
word, analogy, etc.); b) from cognition without active parti-
cipation (tatastha) of the thoughts of others, which is proper
to the direct perception of the yogins2; c) and from the com-
pact (ekaghand) experience of one's own beatitude, which is
proper to yogins of higher orders (this perception is immaculate,
free from all impressions [uparäga] deriving from external
things).3 Indeed, these three forms of cognition, being
in due order (yathäyogam) subjected to the appearance of obs-
tacles (practical desires, etc.), lacking evidence and at the
mercy of the (adored) object4, are deprived oibezuty (saundarya).

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

2) Telepathy, the knowledge of other people's minds, is one of the
yogin powers (Yogasütra, III, 19: pratyayasya paracittajnänam ; this stitra is
quoted and commented by A.G. in I.P. V., I, 2, 4, 5). This phenomenon,
observes A.G., is of an order entirely different from the aesthetic experience.
In it, in fact, the distinction between one's own self and the self of others
(svaparavibbäga) continues to exist, while the aesthetic experience postulates
the generalization of the mental states and therefore 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 ordinary things.

4) Mystical experience involves the annihilation of every 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 our own per-

night and day, beautiful and ugly, etc., no longer exist in it. The limited
" I " 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
paft of the spectator, of the psychic reactions, etc., which are normally
felt before a given situation. This knowledge is, in part, innate (it forms,
that is, an integral part of human nature) and is, in part, acquired through
the experience 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, coloured 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 samskära
or väsanä. The Determinants which manifest aesthetic experience awaken,
implicitly and of necessity, these latent traces also.

The beauty, the pleasantness proper to the aesthetic experience arc due
to the colouring of these mental processes ; cf. AM. I, p. 290. laukikät
prätyayäd upärjanädivighnahahuläd jogipratyayäc ca visayäsvädäfünyatäparufäd
viläkfayäkärasukhdduhkhädiviciträväsanänuvedhopanatahrdytf
manä bhunjate budhäb... | " 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 ttaces
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 (ekaghanata) of mystical experience
possesses a certain harshness. Its pursuit, that is to say, calls for uncommon
force and energy (cf. the concept otvira, hero). Aesthetic experience, on the
other hand, is easily attained. It is particularly suitable to people endowed
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son, of an active participation in our own sz\£(svä/mänupravesä/),
of the absence [ of the afore-mentioned sensations ] as inhering
exclusively in other persons, and the immersion (ßveiä) in the
latent traces of our own sentiments of delight, etc., reawakened
by the corresponding determinants, etc., which are generalized—
because, I say, of all these causes, the appearance of obstacles
is impossible.1 And all this has been said over and over
again.

For this reason (a/a eva) the determinants are not the causes
of the production (nispattt) of Rasa; otherwise, Rasa should
continue to exist even when they no longer fall under cog-
nition. Nor are they the cause of its cognition (jnapti) (if

with a ' gentle mind 9 (sukumäramati). In the Db.A.L., p. 51, A.G. defines
Rasa in the following terms : sabdasamarpyamänahrdayasamvädasundaravibhä'

vänubhävasamucitaprägvinivistaratyädiväsanänurägasuktimärasvasamvidänandacarva'

nävyäpärarasaniyarüpo rasah | " Rasa is tasted through the act of tasting the
beatitude of one's own consciousness. This tastingis pleasant (and not paru$a
as in mystical experience) in that the consciousness is coloured by the latent
traces of the mental states of delight, etc., pre-existing (in the minds of the
spectators). Such traces are aroused by the corresponding determinants and
consequents, which—'pleasant (beautiful, etc.,) by virtue of the consent of
the heart—^are afforded by the words ". Cf. D6.A.L.,p. 81 : amibhävavi-
bhävävabodhanottaram eva tanmayibhavanayuktyä tadvibhävänubbävocitacittavrtti-

väsanänuranjitasvasamvidänandacarvänägocaro 9rtho rasätmä sphuraty eva, . . I

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
our own person, we are not at the mercy of the [adored] object ; because
of an active participation 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 immersion in the latent traces of our
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 (pramänd), 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, " deter-
minants etc. ?" We reply to this question that the expressions
" determinants etc. " do not designate any ordinary thing, but
what serves 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 oipänaka perhaps occur in molasses, peppers, etc.,
(of which, however, it consists) P1 The case is perfectly
analogous. " But (someone might say) in this way Rasa is not
an object of cognition {aprameyd) " That is what really occurs,
we reply and suitably. Rasa, indeed, consists solely of a tasting
and has not the nature of an object of cognition, etc. " But how
then do you think that the expression which Bharata uses in
the sütra can be justified when he says : " The production of
Rasa (rasanispatti)" ? This expression, we reply, must be
understood in the sense of a production not of the Rasa, but

1) See the N.$.y 287 ff. The example of pänakd is to be found fairly
frequently in Indian philosophy. Cf. for example, N.M., p. 341 : evam
padärthebhyo 9nya eva väkyärthah pänakädivat,yathä pänakam sarkaränägakesa-
ramaricädibhyo *rthäntaram evayathä ca sindüraharitälaläksädibhyo 'rthäntaram
eva citram, yathä vä sädjarsabhagändhäradhaivatädibhyo 'rtbäntaram eva grätna-
rägah tathä padebhyo väkyam, padärthebhyo väkyärthah | " The meaning of a
sentence differs from the meaning of the words (as happens with pänaka,
etc.). Just zspänaka 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 refers to the Rasa (tadvisayarasana). 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 difficulty1. 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 (aprämä-
yika), for its real existence is an inconfutable datum of our own
consciousness {svasamvedanasiddha). This tasting, moreover,
is, no doubt, solely a form of cognition, 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-ordinary character. To conclude : what
is produced by the combination {samyogd) of the Determinants,
etc., is the tasting (rasana); and the Rasa is the non-ordinary
reality, which is the matter of this tasting. This is the sense
and purport of the sütra.

All this may be summarized in the following way: in the
first place, the identity of the actor as such is concealed by
tiaras, headwear, etc.; in the second place, the idea that he is
Räma, etc., aroused 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 are strongly impressed on
the spectator's minds. For this very reason, the spectator
is no longer living either in the space and time of Räma, etc.,

1) I.e., 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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nor in the space and time of the actor as such. Acts of horripi-
lation, etc., which have repeatedly been seen by the spectator
in the course of everyday life as indexes of delight, etc., serve,
in this case, to make known a delight, etc., uncircumscribed
by either time or space. In this delight, just because he possesses
the latent traces of it in himself, the Self of the spectator also
actively participates. For this very reason, this delight is
perceived neither with indifference, .from the outside, nor as if it
were linked with a particular [ungeneralized] cause—for in
this case, intrusion by pragmatic requirements, interests of
gain, etc., would occur—, nor agaia as if it exclusively belonged
to a defined third person—for, in this case, sensations of plea-
sure, hatred, etc. would occur in the spectator1. 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 carried out by the determinants,
etc.

1) Cf. supra, Intr., p. XXII, n. 1.
2) In the case of a play, long poem, etc. various moods of the soul

occur n alternation with each other (Delight, Sorrow, etc.) ; in the case of
a short poem there is generally speaking only one dominant motif.
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etädrsam te rämädayo na kadäcana pramänapatham avä-
taran | te* yadägamena varnyante tadä tadvisesabuddhir2 yady
api rämäyanapräyäd ekasmän mahäväkyäd ullasati tathäpi
vartamänatayaiva visesänäm sambhävyamänärthakriyäsä-
marthyätmakasvälaksanya3paryavasänän na ca tesäm vartamä- 5
natety upagatä4 tävad visesabuddih | kävyesv api5 hrdaya eva
tävat sädhäranibhävo vibhävädinäm jätah | taträpi kathämätre
sädhäranlbhävah sambhavati yady # api tathäpy ' evam ye
kurvanti tesäm etad bhavati' itiväkyavad rafijanätisayäbhävän
na cittavrttir6 nirnayagatä bhavati | kävye tu gunälam- 10
käramanoharasabdasarlre iokottararasapränake 7 hrdayasamvä-
davasän nimagnäkärikä8 tävad bhavati cittavrttih | kirn tu
sarvasya pratyaksasäksätkärakalpä tatra na dhir udeti9 |
nätye tu päramärthikam kimcid adya me kttyam bhavisya-
tityevambhütäbhisamdhisamskäräbhävät sarvaparisatsädhä- \ 5
ranapramodasäraparyantavirasanädaraniyalokottaradarsanasra -
vanayogi bhavisyämltyabhisamdhisamskäräd ucitagitätody-
acarvanävismrta10sämsärikabhävatayä vimalamukurakalpi-
bhütanijahrdayah sücyädyabhinayävalokanodbhinnapramo-
dasokatanmayibhävah päthyäkarnanapäträntaraprave£avasät 20
samutpanne desakälavisesävesänälingite samyanmithyäsam-
sayasambhävanädijnänavijneyatvaparämarsänäspade rämarä-
vanädivisayädhyavasäye tatsamskäränuvrttikäranabhütatatsa-
hacarahrdyavasturüpagitätodyapramadänubhavasamskärasücita-

1 avatar an j te : avatäryante G : avatärayaste M || l %uddhir G :
"siddhirM \\ 3 °svälaksanyaQ : °sä/aksanja° G : °sjalajksanja° M || 4 upa-
gatä G : avagata (perhaps corrected into apagata) M || 6 kävyesv api hrdaya
eva (hrdaya eva corrected from hrdayam eva) G : kavyeryavihrdayadeva M [|
6 cittavrttir (corrected from cittavrtter) G : cittavrtter M \\ 7 Iokottara-
rasapränake G : lokottararasampränate M || 8 nimagnäkärikä G : nimagnä*
käratän M || ö udeti G : udayati M || 10 °carvanävismrta° G : harnanäc
ca vismrta ° M |
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samanugatataduktarüparämädhyavasäyasamskära eva bhavan
pancasair divasaih sacamatkäras1tadiyacaritamadhyapravistasvä-
tmarüpamatih svätmadvärena visvam tathä pasyan pratye-
kam sämäjiko desakälavisesanäparämarsena <c evainkärinäm

5 idam" iti linätmaka-vidhisamarpaka3samvijjätiyam eva
samvid\dsesaranjakam4pränavallabhäpratimam5rasäsväda6sahaca-
raramyagitätodyädisamskäram7 rasänubhavavasena8 hrdayä-
bhyantaranikhätam tata evotpumsana9satair api mlänimä-
tram apy abhajamänam bhajams tattacchubhäsubhaprep-

10 säjihäsäjsatatasyütavrttitväd eva subham äcaraty asubham
samujjhiati |

idänlm upäyasamvedanäläbhät tad idam anukirtanam
anuvyavasäyaviseso nätyäparaparyäyah | nänukära iti bhrami-
tavyam anena | bhändena räjaputrasyänyasya vänukrtäv10

5̂ anyädibuddher abhävät tad vikaranam11 iti prasiddham
häsamätraphalam madhyasthänäm | yadabhipräyena mtffiir
vaksyati cc paracestänukaranäd dhäsas samupajäyate" 12 |
tatpaksyänäm13 tu tad eva dvesäsüyänuvrttyä14diphalam |
tadbuddhyaiva hi daityänäm hrdayaksobhah evambhüta

2 0 vayam upahäsabhäjanam iti | upahäsyatäbhiravas ca nivar-
tante tatah | na tüpadesena | nanv evam tävatä niyatänukäro
mä bhüt | anukärena tu kirn aparäddham | na kimcid
asambhaväd rte | anukära iti hi sadrsakaranam | tat kasya |

1 sacamatkäras : sacamatkarcP G,M || 2 linätmakcP G (corrected

from lidhätmaka*) : lidhätmaka* M || 3 °samarpaka° : "samarpitam G :

*samarpakam M || 4 *ranjakam : °rarijaka° G,M | 5 °pratimam : opratw?a0

G,M || 6 rasäsväda* G : rasäsväde M || 7 *samskäram : samskära G,M j |
8 rasänubhavahna G (corrected from rasävasena) : rasa. . .vasena M ||
9 tpumsatufi M : *tpunkha* G | 10 nyasya vänukrtäv (corrected from

vänukrte) G : nyäsjaväganukrte M || ll tad vikaranam : tad dhi vikaranam

(corrected from vikaranam) G : tad dhi käranam M || 12 N".£, VII, 10 |
13 tatpaksjänäm M : tatpaksiyänäm G || 14 Huvrttf (corrected from

Hivrttf) G : Hivrttf M ||
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na tävad rämasya | tasyänanukäryatvät | etena pramada-
divibhävänäm anukaranam paräkrtam j na cittavrttinäm
sokakrodhädirüpänäm | na hi nato räniasadrsam svätmanah
sokam karoti [ sarvathaiva tasya taträbhävät | bhäve
vänanukäratvät | na cänyad vastv asti yac chokena sadrsam 5
syät I anubhäväms tu karoti' | kirn tu sajätlyän x eva | na, tu
tatsadrsän | sädhäranarüpasya kah kena sadrsyärthas
trailokyavartinah | sadtsatvam tu na visesätmanä yauga-
padyenopapadyate kadäcit | kramena niyata evänukrtah
syät I sämänyätmakatve ko? nukärärthah | tasmäd aniya- 10
tänukäro2 nätyam ity api na bhramitavyam j asmadupä-
dhyäyakrte kävyakautuke 'py ayam eväbhipräyo mantavyah I
na tv aniyätänukäro 'pi | tenänuvyavasäya3visesavisayikäryani
nätyam | tathä hy ähäryavisesädinä nivrtte taddesakäla-
Gaitramaiträdinatavisesapratyaksäbhimäne visesalesopakra- 15
mena ca vinä pratyaksäpravrtter äpäte4 fämädisabdasyätro-
payogät prasiddhatadarthatayädaraniyacaritaväcakasyäsambhä-
vanämätraniräkaranenänuvyavasäyasya pratyaksakalpatä,5

hrdyagitädyanusyütatayä camatkärasthänatväd dhrdayä-
nuprave^ayogyatvam, abhinayacatustayena svatüpapracchä- 20
danam, prastävanädinä nataj fiänaj asamskärasäcivyam, tena
ranjakasämagrimadhyänupravistena ptacchäditasvasvabhävena
präkpravrttalaukikapratyaksänumänädijanitasamskärasahäyena 6

nataj nänasamskärasaci vena hrdayasamvädatanmayibhavana-
sahakärinä prayokträ drsyamänena yo 'nuvyavasäyo janyate 25
sukhaduhkhädyäkäratattaccittayrttirüsita7nijasamvidänandapra-
käsamayo 'ta eva vicitro rasanasvädanacamatkäracarvana-

1 sajätiyän G : jätlyän M || 2 tasmäd anityataP G : tasyäyata M ||
• 3 °nuvyavasäya : Qnnvyavasäyavat G,M | 4 °äpjäte : Qäyäte G, M |

5 pratyaksakalpatä : pratyaksakalpanätyt G : pratyaksakalpanäWL\\
6 °/anmayrbhavana° : "tanmayibhävanä* G,M || 7

G : *ruparnpita* M j |
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nirvesabhogädyaparaparyäyah, tatra ya avabhäsate vastux

tan nätyam |
tac ca jiiänäkäramätramäropitam svarüpam2 sännnyätmakam

tatkälanirmitarüpam cänyad vä3 kimcid astu | näträprastu-
5 talekh anenätmano darsanäntarakathäparicayaprakatanaphalena

prakrtavastunirupanavighnam äcarantah sahtdayän khedayämah |
tasmäd anuvyavasäyätmakam kirtanam rüsitavikalpasamve-
danam nätyam | tadvedanavedyatvät | na tv anukarana-
tüpam | yadi tv evam mukhyalaukikakaranänusäritayä

10 c nukaranam ity ucyate tan na kascid dosah | sthite vastuto
bhede sabdapravrtter avivädäspadatvät | etac ca yathävasa-
tam vitanisyata ity ästäm tävat | yatas cedam nänukaranam
tato yat kaiscic coditam tad anavakäsam |

1 vastu G : ystuM j | 2 svarüpam G : svarüpam.. .M |) 3 cänyad vä
G : cänyathä* M |
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TRANSLATION

" But how is it that this burden (viz. the defeat) has been
imposed on our back P"1 To this question the author replies :

Here, by no means, is there a representation of you and the gods
(N. £ , 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, that is, in the Nätyaveda anyway,
those who are seen are not the real demons and the gods. As
to them, indeed, there arises neither the idea of reality, nor 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 ;
nor 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 ; nor 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 NJ., W . 99-106, Drama has not been instituted by
Brahma to cast an unfavourable light on the demons (Daitya, Vighna
etc.), but to represent 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 daitya and the " burden''
is the defeat of the demons by the gods, which was the argument of the
first dramatical production. ( sceN. S., vv. 54ff).
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looker, being consequently in a state of indifference, will not
logically be able to be pervaded by the relish of Rasa. Again,
if the poet aims at a too specific {riiyata) subject-matter, poetry
will not be accomplished, and he will not be able to avoid the
fault of impropriety (anaucitya).1 Further, as it happens at the
sight of a pair of lovers united together, the mind of onlookers
will rather became the prey of the ordinary, actual feelings
of delight, rage, and so on.2 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) unification {anusamdhi) between
them cannot take place.

What is then drama ? The author answers :
Drama is there-narration of the things of all the three ivorlds (N. £ ,

I, v. 207 b).

The sense intended in this verse is as follows. These
personages, i.e., Räma, etc., 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
Rärnäyana-like narrations, that is to say, these unique great
sentences,3 give rise to the idea of the individual essence

1) See, on the idea of aucitya, V. Raghavan, Some Concepts of the Alamkära
Sästra, Ädyar, 1942, pp; 194-257. "Proportion and harmony"—says V.
Raghavan, ib. p.'208—"form an aspect of Aucitya, which is pfopriety, 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, Aucitya can be
rendered in English into another word also viz., c Sympathy ', which as a
word in art-criticism means ' mutual conformity of parts".

2) See supra, p. 44.
3) " The principal clause and the subordinate clauses which are mutually

connected together by expectancy, consistency and proximity 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 {svälaksanya)^ possessed of a
corresponding causal efficiency (arthakriyd), only when they are
contemporary with us—which contemporaneity, in this case,
does not exist.1 This state of generalization of the deter-
minants, etc., arises even in poems proper and, in this case, it
penetrates directly into the heart. Even then, although the ge-
neralization can occur in mere tales (katha), nevertheless there

mahäväkya, when they serve a single purpose " (K. Kunjunni Raja, Indian
Theories of Meanings Adyar 1963, p. 161).

1) a) The perception of the particular names and shapes of Räma, etc.
(therefore of their qualifications of time, space, etc.); does not involve that
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
personalities are not contemporary, they cannot develop their natural
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 {visesa) is not contrasting
with the concept of generality.

b) In this context, svälaksanya is simply a synonym of svarüpay one's
own form or shape, one's own peculiar nature, hence individuality, etc.
Svälaksanya is commented on by A.G. in this way in the D/J.A.L., p. 538.
The causal efficiency {arthakriyä ; 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 säwänyalaksand) has a Buddhist origin and, freely
interpreted, became part of the common philosophical vocabulary.
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lacking a great impressive feeling {ranjanä\ 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 poetry, on the contrary (and let us re-
member here 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 heart.
This idea, to be confronted with a kind of direct perception or
experience {^ratyaksasäksätkärakalpä) does not arise, however, in
every person [who is hearing or reading a poem].

In drama this difficulty does not arise.1 The nature of it
may be resumed as follows. Firstly, in drama there is the
absence, within us, of the intention : c 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 arouse, at the end, no
sensation of disgust2 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 (scmsärikabhäva), 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 represented
to the exclusion of everything else.

2) In other words, at the end of the performance and therefore of tin
state of pleasure caused by it, there is no such sensation of disgust, as acco
panies all ordinary pleasures.
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of sorrow, delight, etc., sprung from the sight of the gestures
and of the other species of representation. Listening to the
recitation makes the spectator enter into the life of a character
different from himself, and, as a result, there grows up in him
a cognition whose object is Räma, Rävana 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 camatkära for
several days.1 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 seeing everything in this light. This
impression of the vocal and instrumental musics and of the other
delightful things—that, as we have seen, accompany the relish
of Rasa, are not to be compared to [the pleasure given to 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) Gf. Mrcchakatika, HI, 5 : yat [satyam virate 'pi gitasamaye gacchäm

irnvann iva | " To tell the truth, although the song is ended, I seem to hear
it as I 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.1 Thanks to it, the desires 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 there is no awareness 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 " is but 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
reproduced in jest, the spectators do not have the idea that
the actor is some one other, etc. Such a peiformance is known,
indeed, as a " deformation ", and, as such, gives rise 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., VII, 10) \ In the reproduced
personages, on the other 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 derision3/ 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 a reproduction of specific things ; however, of which is

1) A similar expression is to be found in the 7.P.KK., I, p. 37 :
prasiddhisatapürne jivaloke kasyacit käcid eva prasuldhih " lineva pratibimbiteva

likhiteväntarnikhütcva ca (Mälatlmädhava, v, 10) " /// nyäyena brdayabbittau

utpat ana sat air api hrdajam awinmfilya napasarpati |j

2) Cf. supra, p. 6.
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reproduction tout cotir 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 Räma, etc., because it is not possible to reproduce
him. And, by this very argument, the reproduction, too, of
his particular 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 Räma, because such a sorrow is totally absent in him; and, if
it were actually in him, it would no more be a reproduction.
Nor, again, is there some other thing which may be similar to
the sorrow of Räma. c Perhaps \ some might say, c the con-
sequents he produces are similar to those of Räma \ But to
this question too we answer that they are not similar, but of
the same species. As to a universal thing (sädbäraipa), common
to all the three worlds,1 what is, in fact, the sense of this
term fc similarity'—similarity to what2 ? Similarity, indeed—
similarity 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 deserve 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
Kävyakautuka 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 re-perception (anuvyavasäya). In the first place, indeed,

1) And therefore simultaneously present in all individuals.
2) Consequents are a universal reality, common to all people.
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thanks to garments, make-up and the other forms of represen-
tation, the presumption to be confronted with the direct per-
ception of a particular actor (Caitra, Maitra, etc.) and of his
particular space and time ceases to exist ; in the second place,
since direct perception cannot take place without at least a
minimum of particularization, recourse is had to such names
as Räma, etc. The fact that these are the names of famous
personages eliminates indeed the possibility that one who
declaims their exploits deserving of attention might provoke
in the spectators the hindrance of unverisimilitude. Owing
to all this, this re-perception is like a form of direct perception.
Further, because the scene represented, being accompanied by
pleasure-giving vocal musics, etc., is a source oi*camatkära> it
is possessed of a natural suitability to penetrate into the heart.
Again, the four forms of representation hide the true identity
of the actor. Eventually, the prologue, etc., give to spectators
the [constant] impression that they have to do with an actor.
The actor, being seen, arouses, then, in the spectators, a re-
perception (called, too, tasting, sampling, camatkära, relish,
immersion, enjoyment, etc.), which, though consisting in the
light and bliss of our own consciousness, is still affected by
various feelings, and is therefore varied. Drama is only what
appears in this re-perception. In this connexion, the actor is
immerged in the afore-said colouring combination (of deter-
minants, etc.); his real identity is hidden; he possesses mental
impressions arising from direct, inferential and other forms of
ordinary perception which have occurred in the past; he 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 considered either as
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an inner image of our own knowledge, or as a generic super-
imposed image, or again as a sudden creation, or 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 c narration ' (kirtana), made up of
a re-perception, a form of consciousness affected by discursive
cognitions {riisitavikalpasamvcdana)—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, ordinary life, there is no fault. Once
facts have been clearly determined, words do not deserve to be
a source of disagreement. But we will expound that later.
For the time being, this is sufficient.
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Commentary on Db. A.y I, 18f

As to poetry, 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 metaphor1.
" But"—someone might argue—what has it to do with un-
suitability ? The nature of metaphor has indeed been defined
as follows. " The metaphor is said to be the apprehension of a
sense connected with the sense directly expressed2. Now in
poetry, we see that the Rasas are connected with the determi-
nants, the consequents etc., which are directly expressed;
indeed, the determinants and the consequents are respectively
the causes and the effects of Rasas, and the transitory states
co-operate 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 nature of the metaphor, the study of K. Kunjunni Raja,
op. c/V.,pp. 229-273. " The three essential conditions—he says, pp. 231-32-*
generally accepted by the later Älamkärikas as necessary in lak§aqä or
transfer are (a) the inapplicability or the unsuitability of the primary mean-
ing in the context, (b) some relation between the primary and the actual
referent of the word, and (c) sanction for the transferred sense by popular
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 earlier writers; even later writers belonging to
the other school of thought are not interested in the motive element in
laksanä ; it is only the literary critics who give great prominence to i t f \

2) Kumärila, Tantravärttika, I, 4, 23. See on all that, R. Gnoli,
Udbbatas Commentary on the Kävyälamkära of Bhamaha, Roma 1962, pp.

xxxiv-xxxv.
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c smoke ', the smoke has been apprehended, there would arise
also the idea of fire, just effected by the afore-said metaphor;
and again, from fire, there would arise the idea of removing
coldness, and so on, so that words could no more have any
fixed meaning. On the other hand, if you 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 repose
of a word in its own sense can be lacking. Now, in the con-
veying of the determinants, etc., there is no element which can
provoke the unsuitability of the primary meaning.

At this point, someone might perhaps urge that the appre-
hension of the feelings of delight, etc., immediately follows the
apprehension 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 merely 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 a Rasa could it then possess ?
But the tasting of Rasa, which is made up of a non-ordinary
camatkära and is animated by the gustation of the determinants,
etc., proper to poetry, cannot certainly be so contemned as to
be placed on the same level as the ordinary processes of memory,
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 apprehend the determinants
and so on, as if he were indifferent; being instead at the mercy
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 appear
in all its fullness. This tasting, again, is not already born
in the past, from some other means of knowledge, so that it is,
now, a form of memory; nor is it arisen now from some other
means of knowledge, for as to a non-ordinary thing, the direct
perception, etc., are devoid of any power. Hence, the ex-
pressions ' determinant', etc., are of a non-ordinary nature ;
for as Bharata himself has said : " The word ' determinant *
is used for the sake of clear knowledge " \ In everyday 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, gestures 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.
Therefore, 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 sütra : " 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, prose after st. 4.
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niention of it would have been a source of difficulty. Such
expressions 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 feeling 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 apprehend 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 Bbarata amongst the determinants and the
consequents1.

Therefore, the c birth of Rasa', mentioned in the sütra,
must be intended as the birth of a relishing2 —which relishing
is a sort of immersion in a gustation, appearing as superior to
all the other ordinary feelings 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 means 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 a
non-ordinary nature ? What arc, then, these determinants ?

1) The mention of it, therefore, gives rise to no difficulty.
2) If we take literally the expression of the sütra, the result would be

that the Rasa is no mofe 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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Are they revealing causes or 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 for the very
reason why it does not appear we say that it is of a non-ordinary
nature. 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, pleasure and
instruction derive, what other do you desire ? But, you might
say, it is not ascertained by any means of knowledge. This is
untrue, we reply, because its real existence is an unconfutable
datum of our 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 are of no use as to meaning. Here, then,
there is not even the shadow of the metaphor.



APPENDIX HI

Commentary on Dh. A., II, 4.

Now, Bhatta Näyaka says 1.—if the Rasa were perceived as
present in a third party, the spectator should be in a state of
indifference. On the other hand, the poem—which, f.i.,
might describe the story of Räma—does not make the reader
to perceive it as really present in him, because that would imply
this admission, namely that there is a birth of Rasa in his
own self. Now this birth does not stand to reason, because
Sita does not play the role of a determinant as regards the specta-
tor. " But" —someone may perhaps say—" that which causes
her to be a determinant is the general idea of loverness, which,
shared 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 description of deities, etc ? Further, no
memory of his own beloved one does arise in the spectator's
consciousness (while he looks at Sitä). Again it is possible that
the construction of a bridge on the ocean and the other deter-
minants of this kind, proper to some extraordinary personages
as Räma and so on, may become general ? Nor it can be said
that what occurs is simply the memory of Räma, 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 (sabda), there cannot be any birth of Rasa,
just as in the case of a pair of lovers united together, perceived
through direct knowledge. Moreover, according to the thesis
which maintains that Rasa is produced, the birth of the Pathetic

1) See, on the exposition of Bhatta Näyaka's theory, supra, Introd.,
p. XX, ft
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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 perceived, 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 parts
(amsd) : 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 power,
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 memory, consists of the states of fluidity, en-
largement and expansion, is characterized by a resting, by a
lysis, in our own consciousness, constituted by satttva and
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intermixed with rajah and tamah, and is similar to the tasting
of the supreme brahman. The chief member of poetry is
only this, quite perfect. 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 experienced 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 criticized 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 regards a mental state, which naturally
develops in a succession ? Surely, neither astonishment, nor
sorrow 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 reason.
If you, on the other hand, say it is in the reproducing actor,
obviously he could not follow the tempo, etc.2 If, finally,
you say that3 it is in the spectators, what a camatkara would
still subsist ? On the contrary, in front of a pathetic scene,
the spectators would necessarily 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 made4 ; this, besides,
would be purposeless, because at the sight of this excessive

1) This is Bhatta Lollata's theory. Cf. supra, Introd., pp. XVII ff.
2) C£ supra, p. XVIII.
3) Namely, The Rasas and bhävas.
4) That is, characterized by a particular stage.
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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 therefore the following. When the determinants,
the consequents and the transitory states are joined together
with reference to a permanent state of mind, devoid of any
defined stage (aniyatävastbätmaka\ there arises a perception,
different from memory, viz. " This is Räma who was happy ".
This perception 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 nature of aesthetic experience. Therefore, Rasa lies in the
theater1 only, not in the represented personage, etc.2 .

Some others 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 horse, 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 c 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 impressions
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 theory of Sankuka.
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quents—and characterized by an intimate relish or lysis.
According to this theory, 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.1 The combination of the determinants, etc., by which
it is produced, is, in poetry, afforded by words of a non-ordinary
character, endowed with the qualities of clearness (prasannd),
sweetness (madburd) and powerfulness (pjasvin). Even if it be
admitted that in poetry the Rasa-perception is someway differ-
ent from drama, because of the means which are different,
the process, however, is the same.

Being it so, these faults concern the prima facie view only,
for, according to it, perception is subjected to the distinctions
proper to oneself to others, etc. Anyhow, no matter which the
thesis is, Rasa results to be a perception. 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 inference, the tradition, the intuition,the super-
normal experience, under their different names—caused by the
different means which manifest them, are equally but forms

1) On xhcsViibhdrokti, etc., see V. Raghavan, Some Concepts of the Alamkära
Sästra, Adyat 1942, pp. 92-116.
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of perception. Nothing then forbids us to admit that the same
occurs in the case of Rasa also, for the very reason that the
means by which it is manifested, viz. the combination of i:he
determinants, etc., assisted by the consent of heart and so on,
are of a non-ordinary nature. The use of the expression,
' The Rasas are perceived \ is just like the one c the porridge
is being cooked \ The Rasa, indeed, is merely perceived.
The relishing is only a particular perception. This perception,
in drama, is different from an ordinary inferential perception;
yet, in the beginning, this is required, as a means. Likewise,
the afore-said perception, in poetry, is different from the other
verbal perceptions ; yet, in the beginning, these are required,
as a means.

Therefore, the prima facie views are put to death. But if
you say that the exploits of Räma, etc., do not earn the consent
of heart of everybody, that, I answer, 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 are beginningless ", and, " On the
ground that the remembrances and the impressions are homo-
geneous there is an uninterrupted succession of latent impress-
ions, even if they are separated by birth, space, and timex " .
Therefore, it is established that Rasa is perceived. This per-
ception, in its turn, presents himself in the form of a relishing.

This relishing is produced by a new power, different from
the power of denotation, which the expressed sense and the
expressing words come to possess, that is the power of tune,
of suggestion. The so-called power of bringing about enjoy-
ment, proper to poetry, 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) Yogasitlra, IV, sütras 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 theory of pro-
duction. Besides, this power of effectuation can be proper
neither to the poetical words 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 other words, 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 poetry, wherein either the sense of the word suggests the
implied meaning", etc..1 Further, the effectuation-process
(let us here remember) is endowed with three distinguished
parts, that is, the means, the necessary measures, and the end.
Therefore, if we make the power of manifestation correspond
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
correspond to the first part, 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 suppress-
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
a non-ordinary nature. In other words, having once established
that Rasa is suggested, the afore-mentioned power of bringing

1) Dh.A.y I, 13. " That kind of poetry, wherein either the (conven-
tional) meaning or the (conventional) word renders itself or its meaning
secondary (respectively) and suggests the Implied meaning, is designated
by the learned as dhvani or ' Suggestive poetry' ". (Translation of K.
Krishnamoorthy, ed. cit).
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about enjoyment is, it too, fatally established. The enjoyment,
indeed, is identical with the camatkära, arising from the Rasa-
experience itself. Further, as the constituent elements sattva,
etc., can be found set out in an infinite member of different
ways, according 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 theory, according to which the tasting of Rasa is
similar to the tasting of the supreme brahman, we have nothing
to object. Moreover, the teaching to be derived from poetry
is different from the injunctions and instructions imparted by
religious treatises and historical narratives. However, to
them, who maintain that poetry produces at the end a teaching,
which differs from usual analogy, viz. " as Räma, so I " , and
consists in an enrichment of our own power of intuition—the
instrument which allows the tasting of Rasa—, we have nothing
to reproach.1 Therefore, this is definitely established—
namely, that Rasas are manifested and are tasted through a per-
ception.

1) See, in this connexion, the A$b., I. p, 41: nanu kirn guruvad upa-
desam karoti, netyäha, kintu buddhim vivardhayati, svapratibhäm evatn tädrsim
vitarati || Elsewhere {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 pleasure (przti, änanda). The pleasure and
knowledge, both sui generis, aroused by poetry are not distinct from each
other but are two aspects of the same thing (na caitepritivyutpatti bhinnarüps
eva9 dvayor apy ekavisqyatvät, Dh.A.L., p. 336).
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Artificial, kitrima, 29.
Artistic intuition, pratibhc, 4.
Assistant, plripärsvika, 65-.
Astonishment, vismaya, XLVI.
äsvüdana, cf. Tasting.
atihasita, cf. Excessive laughter.
atman, cf. Self.
aucitya, cf. Correspondence.
Audramägadhi (pravrtti), 69 \
avagamanasakti, cf. Power of com-

munication.
3wwtff (pravrtti), 691.
Avantivarman, XVII2, XX1,

XXXI.
ave&z, cf. Immersion.
bala, cf. Power.
Beatitude, EmwKfa, XXII I1, 47.
Beauty, saundarya, 82.
Benediction stanza, namil, 652.
Bhairava, 821.
Bhämaha, L, 1O3'J.
fc/jß/c//, cf. Religious devotion.
Bhcna, 641.
Bharata, XIV, XVI, XVII, XXI,

XLIX, 25, 272, 28, 281, 291,
316, 33, 40,41, 422, 502, 52,
652, 66:5, 67, 711, 76 \ 77, 772,
80, 8 0 \ 98, 104, 105.

bharaii ( vrtti), cf. Eloquent style.
Bhartrhar'i, XXIV, XXXII2, 561.
bhäsü, cf. Dialect.
Bhä'skarl, 563.
Bhatta Lollata, XVII, XVII2,

XVIII, XIX, XIX1, XXXV,
XXXVI, 25, 2 6 \ 263, 27, 28,
282, 49, 6 2 \ 1091.

Bhatta Näräyana, XL1I.
Bhatta Näyaka^ XX, XX1, XXI,

XXIII, XXIV, XXVI, XXXV,
XXXVI, XLVI, LII, 43, 44 \
451 ,47'4 , 49, 50, 51, 514, 521,
583, 107, 1071.

Bhatta Tauta,XX,
Bhatta Tota, XXXV, XLVIII, LI,

LII, 33, 3 3 \ 352.
bhäva, cf. the matter of Rasa.
bhävanä, cf. Propulsion.
bhävanä, cf. power of revelation.
bhävyamäna, cf. Revealed.
bhaya, cf. Fear.
bhayänaka, cf. Terrible Rasa.
bhoga, cf. Enjoyment,
bhoga, cf. Fruition.
bhogikarana, cf. Bringing about

enjoyment.
Bhoja, 47 la.
Bhojavrtti, 47 :a.
Bhuvanäbhyudaya, XIX1.
bibkatsa, cf. Odious Rasa.
Bliss, Tmanda, 601.
Brahma, 9 3 \ 98.
brahman, XXIV, 115.
Brähmana Nfiyaka, .i.e., Bhatta

Näyaka.
Bringing about enjoyment, bhogi-

karana, 50.
buddhi, cf. Mental substance.
Buddhist, XXIV, XXVII, 951.
Buddhistic Idealism, Vijfiänaväda,

XXXVII.
camatkara, cf. Wonder.
camatkara, 544, 59, 594, 62, 81,

97, 100, 104, 114.
cancalya, cf. Mobility. 3
Capacity to produce effects, artha-

kriyäkäritva, 317.
Casual efficiency, arthakriya, 31,

95,951.
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Cause, karana, XVI.
cinta, cf. Anxiety.
cittacamatkara, cf. Self-flashing of

thought.
Clearness, prasanna, 111.
Cognition, jnapti, 84.
Cognition, vijnäna, XVII1.
Combination, samyoga, 25, 82, 86.
Comic Rasa, häsya, XVI, 28, 7 6 \
Command, vidhi, 52, 524.
Compactness, ekaghanata, 13\
Conscious effort, prayatna, 29.
Consciousness, samvid, XL4, 34,

47, 51.
Consequent, anubhava, XVI, 25,

26, 29, 39, 42, 70, 722, 77, 78,
104, 110.

Conspiration, aikägrya, 78.
Constituent elements, guna, 461a.
Contentment, dhrti, 78.
Conventional meaning, XXVIII.
Correspondence, aucitya, 81.
Creative inspiration, kUrayitrl pra-

tibhä, L.
Creator, Prajäpati, XLVIII.
Critics, vyäkhyätr, 33.
Daitya, 941.
Däksinätyä (pravrtti), 69 \
Dandin, XVII, XV1P, L, 27.
Daiaröpa, 2 9 \ 422, 641, 6 6 \
Death, mar ana, 29].
Defects, dosa, 45.
Defined, niyata, 109.
Delight, rati, 29, 352, 711 , 73, 74.
Demons, 98,
Depression, dainya, 78.
Determinant, viblwva, XVI, XL1X,

25, 26, 27, 28, 282, 29, 35, 35-,
38, 42, 4 2 \ 44, 45, 51, 59*,
62, 70, 722, 73, 733, 76, 77, 78,
79', 80, 81, 82,84, 86,87, 100,
102, 103, 104, 105, 110, 111,
112.

Devoid of obstacles, nirvighna, 56.
dharma, cf. Moral and Religious

duty.
Dharmakirti, XXXII3, 377, 332,

42, 56 \
dhrti, cf. Contentment.
dhruva, 40.
dhyananavynpura, cf. Power of evo-

cation.
dhvuni, cf. Resonance.
dhvani, cf. Suggestive poetry.
Dhvanyäloka, XX1, XXVII,

XXVIII, XIX, XXXV.
Dialect, bhäsTi, 65.
Dilatation, vistara, 46 a, 47.
Dima, 64 \
Direct experience, saksätkcra, 54.
Direct perception, darsana, 49.
Direct perception, pratyaksasäk-

sätkärakalpa, 96.
Disgust, jugupsä, XV, 74.
Distinct apprehensions, vikalpa,

562.

Distress, ulvega, 291.
dosa, cf. Defects.
Drama, 41.
druti, cf. Fluidity.
Effects, karya, XVI.
Ego, aham, XL4.
ekaghanata, cf. Compactness.
Elements of principal order, sthü-

yibhava, IT1.
Eloquent style, bhcirati vttti, 683.
Emotions, Bhüva (or sthclyibhUva),

XV.
Energy, utsaha, IV.
Enjoyment, bhoga, 46, 50 \ 62.
Enumeration of the loved one's

merits, gunakirtana, 2 9 \
Erotic Rasa, irhgara, XVI, 27, 2 9 \

316, 34, 683, 71 ! , 761, 87.
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Excessive laughter, atihasita, 28*.
Expansion, vikäsa, 46la

5 47.
Experience, anubhäxa, 50.
Extended, ritata, 56.
External combination, sfatftfgrf, 42.
Extraneous interference, vigkna,

XXII1.
Fame, prasiddhi, 63.
Farce, prahasana, 63,
Fear, «toya, XV, 74.
Fever, vyädM, 291.
Firmness, sthairya, 29.
Fluidity, rfrw//, 46'a, 47, 50.
Form of consciousness, pratipetti,

524.
Fruition, bhoga, XX1II.
Furious Rasa, raudra, XVI, 27,

683,76'.
Gay style, Am̂ Yc/ vitti, 63 \
Generality, sädhäranya, XXII1, 44.
General definition, sammya-la-

ksana, IT1.
General essence, sümanya-lafocna,

951.
Gentle laughter, rihasita, 28*.
Gentle mind, sukumäramati,. 82'.
Gestacular representation, engi-

kebhinaya, 30.
Gestures, <w#i, XVII1.
ghürnf, cf. Vibration.
God, Päramesvara, XL, XL4.
Goddess of beauty, Sri, 59*.
Grammarian, Vaiyhkarana, 45.
Grandoise style sättvati vrtti, 683.
guna, cf. Constituent elements.
gMfltf, cf. Quality.
Gunacandra, 562.
gunakirtana, cf. Enumeration of

etc.
Hara, 54.
Harsa,31'.

hasa, cf. Laughter.
kasita, cf. Smile.
hesya, cf. Comic Rasa.
Heart, hrdaya, 601.
Hemacandra, XIX, XLVIII, LI1,

262, 317, 841.
Heroic Rasa, vira, XVT, 683, 73,

761.
Heroism, utsuha, XV, 29, 75, 76.
Historical world, samsura, XLVI.
Horrific style, ärabhatl vrtti, 683.
hrdaya, cf. Heart.
Hrdayadarpana (i.e., Sahrdaya-

' darpana ),'XX\ XLVI, 52*.
icchä, cf. Will.
Idealistic Buddhism, vijnanavada,

62 \
Ihämrga, 641.
Imagination, samkalpa, 60.
Imitation, cnukarana, 413, 641.
Imitation theory, XIX.
Immersion, nirvesa or üvela, 62,

84.
Immersion in an enjoyment, bho-

gävesa, 59.
Impressions, nparäga, 82.
Impressive feeling, r?*njanü9 96.
Impropriety, anaucitya, 94.
Indifference, Tätaslhya or mörVi-

yasthya, 64, 814.
Indignation, amarsa, 29.
Individual essence, vise {a, 94.
Individuality, Svälaksanya, 95.
Ineffable quiescence, nirvana.

XXIV.
Inference, anumüna, 44.
Inferior nature, anuttamaprakrti,

74.
Initial presentation, prastaxena,

65.
Inner perception, minasaprQtya-

ksa, 60?.
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Inner sense, manah, 47Ta.
Insanity, tmmäda, 29'.
Intonation, köku, 40.
Intuition, pratibluma, LI, 49, 53.
Intuitive consciousness, prajnä,

LI.
Invariable concomitance, vyäpti,

56.

Isvara, cf. Unlimited Ego, or God.
Jadatä, cf. Stupor.
Jayäplda, XVIII1.
Jayaratha,XXXVJIT.
jnapti, cf. Cognition.
jugitpsa, cf. D'sgust.
Juncture, samdhyanga, 41, 412 .
Kaisikl ( v/tti), cf. Gay style.
kaksyä, cf. Zones.
/cöfcw, cf. Intonations.
Kalhana, XIX1, XX1.
Kälidäsa, XXXV, 54 \ 60, 644.
Kallata, 601.
kTima> cf. Love.
Kama, cf. Pleasure.
KanVLII.
Kapila, 73.
karana, cf. Cause.
kcrayitrl pratiblw, cf. Creative

inspiration.
kärya, cf. Effects.
karuiia, cf. Pathetic Rasa.
Kashmir, XVI13, XIX1, XX1,

XXIII1, XXVI, XL1111, 3 3 \
601.

katlüi, cf. Tales.
Kävyädarsa, XVII2, L3.
Kavyakautuka, XX, XXXV, LI2,

33\ 99.
Kfivyälahkära (of Bhämaha),

XXVii1, L3, 1022.
KävyclGnkära ( of Vämana ), L4.
KüvyamlmUmsä, LI1.

Kavyanusasana, XLVIII.
Kävyapradipa, 162.
Kävyärtha, cf. Aim of poetry.
kfwyärtha, cf. Purpose of poetry.
kirtana, cf. Narration.
krodha, cf. Anger.
Ksemaräja, XV112, XVIII, XX1.
ksobha, cf. Shock.
Kumärasambhava, 543.
Kumärila, XX1, 52*, 56 \ 1022.
laksanä, cf. Transfer.
Laksml, 59.
lösya, cf. Women's dance.
Latent impression, väsanä or

samskära, XVI, 26], 722.
Laughter, //7/5 ,̂ X'/3 73, 74.
Laughter of ridicule, upahasita,

284.
laya, cf. Lysis.
Learning, vyutpatti, 63,
Liberation, moksct, 711.
Light, praküsa, XXIIt1, 47.
Limited, parimita, 56.
Limiting causes, nlyamahetu, 57.
///7ga, cf. Logical reasons.
Local usages, pravrtti, 68.
Locana, XXXII', XXXlV1.
Logical reasons, //7?gtf, 27.
lokadhanniy cf. Realistic repre-

sentation.

Lollata, i.e., Bhatta Lollata.
Longing, abhiläsa, 29'-.
Love, A'ÜWÖ, 28, 29 l.
Lysis, laya, XX11I, XXIII1, XLI,

62.
Maculation of desire, cnavamala,

60*.
madhura, cf. Sweetness.
mudhyasthya, cf. Indifference.
MaheSvarananda, XXIX.
Mahimabhatta, XXVI, 317, 47]b.
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Mülaümüdhava, 981.
Mammati,XX!I1 ,321 ,47 I a .
manah, cf. Inner sense.
manah, cf. Mind.
münasadhyavasäya, cf. Mental cog-

nition.
manasapratyaksa, cf. Inner per-

* ception.
mandapa, cf. Pavilion.
Mandara, 59, 594.
Manifested, vyangya, 51.
Manifested sense, vyaiigyayXXlX.
Mfmikyacandra, LI2.
marana, cf. Death.
Marvellous enjoyment, a:\bhutar

bhoga, 60.
Marvellous Rasa, albhuta, XV!,

76'.
Material property, tfr//?tf, 711,
matter of Rasa, bhava, 70'.
mäyä, XXI1.
Means, upäya, 49.
Means of knowledge, pranwna,

85.
Memory, snirti, 26 \
Mental cognition, mänasädhya-

vasäya, 60, 603, 69'.
Mental perception, mänasapratya-

ksa, 544.

Mental Series, santcma, XXXVII.
Mental stupor, moha, XXII, 45.
Mental substance, buddhi, 46 la.
Mimämsaka, 45.
Mind, manah, 343.
Mobility, cahcalya, 73.
moto, cf. Stupor.
moksa, cf. Liberation.
Moral and Religious duty, dharma,

1\\
Mrcchakatika, 97.
mukhyavrtti, cf. Primary sense.

Musical tempi, cf. Täla.
Mystical cognition, 562.
nin:U, cf. Benediction stanza.
NarasLiyihagupta, alias Chukhula,

XXXV.
Narration, kirtana, 101.
Nätaka, 63, 64 l.
Nature of things, vastuvrtta, 40.
NatyaJarpana, 562.
nTtiyaJharmi, cf. Theatrical con-

ventions.
Nütyasastra, XIV, XV, 263.
Nätyaveia, 93.
nirvana, cf. Incffcble quiescence.
nlrvesa, cf. Immcrssion.
nirvighna, cf. Devoid of obstacles.
nirvrti, cf. Solution.
nispatti, cf. Production.
niyaT.ahetu, cf. Limiting causes.
niyata, cf. Defined.
niyata, cf. Particular being.
niyoga, cf. Order.
Noble person, uttamaprakrti, 39.
Non-ordinary nature, 544.
Nyayamanjan, 494.
NyayasTttra, 26', 682.
Objective thing, siddha, 85.
Obstacle, v/g/j/7fl, XXIII1, XLI,

XLI1, 55, 5S2, 624, 64, 67, 73,
73 l .

Odious Rasa, bibhatsa, XVI, 683,
76 l.

ojasvin, cf. Powerful ness.
Order, niyoga, 52.
Ornaments, alamkära, 271, 45.
panakay 85.
Pahchli (pravrtti), 69T.
paramartha, cf. Supreme purpose.
purmarthika, cf. Real.
Paramesvara, cf. God.
parasamviltiy cf. Consciousness.
parav/tti, cf. Revulsion.
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parimita, cf. Limited.
pariparsvikuy cf. Assistant.
Particular being, niyata, 39.
Particular definition, cf. visesa-

laksarja, II2.
Particularity, viseta, 55, 93.
PatafVjali, XLII.
Pathetic Rasa, karuna, XVI, 31°,

43, 7 6 \ 107.
Pavilion, manAapa, 65.
Perfect combination, samyagyoga,

Tfi.
Permanent, sthyayi, XV1.
Permanent feeling, 77, 110.
Permanent mental movement, 84*.
Permanent mental state, stlmyi-

bh7iva,26,27, 301, 31, 38, 40,
42, 43, 4 3 \ 751, 80,80«, 106.

Permanent participation, cmipra-
vesa, 81*.

Personality, sxTilmV, 39.
Philosophers, tattxacintako, 332.
Poetical meaning, XXVlll.
Power, bah, 2°.
Powerful ness, ojasxin, 111.
Power of communication, axa-

gamanasakti, 31.
Power of denotation, cf. abhidha,

45.
Power of evocation, tihvananavya-

pära, 501.
Power of revelation, bharanc, 45.
Plato, XLVI.
Pleasure, kama, 711.
Pleasure, priti or cnanCa, 114.
Pleasure, sukha, 31, 72, 1151.
Prabhäkara, XVIII3, 524, 641.
Practical existence, samsärika-

bhcixa, 96.
Practical life, vyaxahara, 332.
prahasana, cf. Farce.

Prajapati, cf. Creator.
Prakarana, 641.
prakzda, cf. Light.
Prakrti, 42*.
prajhä, cf. Intuitive consciousness.
Prakäga, cf. Light.
pramTina, cf. Means of knowledge.
Pramänavärttika, XXXII2, 332.
prascmna, cf. Clearness.
prasichlhi, cf. Fame.
prastTixanT>,Qi. Initial presentation.
pratäpanidrlya, IV.
pratibhv, cf. Artistic intuition.
pratibha, cf. Supreme Vocality.
praiipatii, cf. Form of Conscious-

ness.
Pratyabhijnä-kärikä, XXXVII1.
prat yak sasaksZitkTirakalpa, cf. Di-

rect experience.
prevrtti, cf. Local usage.
prayatna, cf. Conscious effort.
prayojana, cf. Accessory aim»
Preliminaries,punwafiga, 65.
Primary sense, mukhyli vrtti, 263.
Principal forms of consciousness,

sthäyibhüxa, IV.
priti, cf. Aesthetic pleasure.
Production, nispatti, 84.
Production of actions similar,

sacirsakarana, 39.
Production of Rasa, rasa-nispatti,

85, 86.
Propulsion, bblixarw, 52, 52*.
Purpose of poetry, kTivyTirtha, XV1.
Pörvamlmämsä, 524.
purxarahga, cf. Preliminaries.
Qualified person, adhikOrin, 52,

53.
Quality, gunn, 45.
Quiet, sama, XXXVI.
Quietistic Rasn, sZmto, XVI,

XXXVI.
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Räja^ekhara, L, LI1.
Räma, XVIII, 263, 32, 34, 37, 38,

40, 43'3, 44; 583, 63, 632, 66°-,
76, 86, 9 5 \ 97, 90, 100, 107,
110, 112, 114.

Rämacandra, 562.
Rätnäyana, 94.
rangapitha, cf. stage.
raiijaiui, cf. Impressive feeling.
Rasa, XIV, XV, XVI, XVIII, XX,

XXI, XXV, XXIX, XXXV,
XXXVI, XLV1II, XLIX, 25,
263, 28, 20, 33, 38, 42, 43, 44,
444, 49, 50, 52, 544, 58, 62, 67,
692, 72, 73, 76 \ 77, 772, 78,
79, 79 l, 80, 80\ 81,84, 85,86,
86 \ 94, 96, 102, 103, 104, 105,
K6, 107, 108, 109, 110, 111,
112, 113, 114.

rasana, cf. Relisli.
rasanä, cf. Tasting.
rasanispatti, cf. Production of

Rasa.
Rasapradlpa, XVIII3.
Rasäyana, 75*.
rati, cf- Delight.
Ratnavali, 31 \
raudra, cf. Furious Rasa.
Rävann, 97.
Raving, vikalpa, 291.
Real, paramarthika, 41.
Real nature, vastuvrtta, 33.
Realisation, anusamdhi, XVIII.
Realistic representation, loka-

dharmi, 69.
Reality, artha, XX1V, 78.
Realization, anusamdhtma, 26.
Reasoning, anumana, 49.
Recollection, anusmrti, 291.
Relation, sarnbandha, 78.
Religious devotion, bhakti, XL3.

Relish, rasane, 62.
Re-perception, anuvyavasäya, 413,

99, 101.
Representation, abhinaya, 31, 105.
Reproduction, anukarana, 29, 34.
Requirement, arthitä, 52.
Resonance, dhvani, XXIX.
Rest, viirrmti, XXIII1, 47, 63.
Re-telling, anuJdrtana, 413.
Revealed, bhavyamana, 15.
Revealed word, sruti, 49.
Revelation, bhaxami, XXI, XXIII,

50.
Revelation, sruti, 52.
Revulsion, parävrtti, XXIV.
sabda, cf. Verbal testimony.
sadharanya, cf. Generality.
SaintyaJarpana, 47la.
Sahnhyadarpana, XX, XXI.
sahrdayatva, cf. Sensibility.
Saiva schools, 601.
Sakuntala, 604.
.famtf, cf. Serenity.
samagri, cf. External combination.
sTimanyalaksana, cf. General defi-

nition.
samapatti, cf. Accomplishment.
Samavaktira, 64 \
Samba, 524.
sambandha, cf. Relation.
Samcarana, 79T.
samdhyahga, cf. Junctures.
samkalpa, cf. Imagination.
Sämkhya, 42,42*,46 la.
samkramanä, cf. Transfer.
samnivesa, cf. Arrangement.
samsüra, cf. Historical world.
samsarikabhaxa, cf. Practical ex-

perience.
samscirika existence. 46la.
samskara, cf. Latent Impression.
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samuha, cf. Aggregate.
samvid, cf. Consciousness.
samyagyoga, cf. Perfect combi-

nation.
samyoga, cf. Combination.
Sankaravarman, XVII2, XX1.
Sankuka, XVII2, XIX, XIX1,

XXXV, 27, 317, 32, 33, 37,
374, 38, 45', 613 , 80, 803. 8P ,
HO2.

sänta, cf. Quietistic Rasa.
santüna, cf. Mental series.
saitva, 115.
Scttvati ( vrtti), cf. Grandoise

style.
saundarya, cf. Beauty.
Self, mman, XL4.
Self-flashing of thought, citta-

camatkära, XLVI.
Self-knowing, svasamvedanasiddha,

54*
Sensibility, sahrdayatva, XLII11.
Serenity, sama, XVI, 71T.
sevä, cf. Sexual enjoyment.
Sexual enjoyment, sevü, 29.
Shock, ksobha, XLVII.
siddha, cf. Objective, thing.
Siksä, cf. Skill.
Similitude, 321.
Sltä, 38, 43, 433, 107.
Siva, cf. God.
Siva, 542, 821.
Sivadrsti, XLVI1, 60\
Sivastoträvali, XLVI1.
Sivasütra, XLVI4.
Skill, siksa, 29.
Slight smile, smita, 284.
smita, cf. Slight smile.
Smile, hasita, 284.
smrti, cf. Memory.
5ö/vß, cf. Sorrow.
Solution, nirvrti, XXIII1.

22

Somänanda, XLVI, 6Q1

Sorrow, ioka, XV, 29, 74.
spanda, cf. Vibration.
Spanddkärika, XIX1, 601.
spandamänata, cf. State of vibra-

tion.
Span^nirnoyo, Bhatta Lollata quot-

ed, XVII2, Bhattd Näyaka
quoted, XX1.

Spandä school, XLVI.
Sphota, 45.
sphuratta, cf. Vibration.
irama^ cf. Weariness.
Sri (Laksmi), cf. Goddess of

beauty.
smgara, cf. Erotic Rasa.
Stage, rangapitha, 65.
State of Indifference, tatasthya,

XXIII,
State of vibration, spandamänata\

XLIII1.
StavacintTimani, XLII.
sthairya, cf. Firmness.
stliäyi, cf. Permanent.
Sthäyibhäva, 76].
sthäyibhäva, cf. Elements of prin-

cipal order.
stfwyibhavay cf. Emotions.
sthayibhava, cf. Principal forms of

consciousness.
Stupor, yWafö, 291.
Stupor, moha, XXI1.
Style, vrtti, 68, 683.
Suggestive poetry, dhvani, 113.
JW/V7/<2, cf. Pleasure.
sukumaramatU cf. Gentle mind.
Sun God, 524.
Supreme purpose, paramärtha, 717.
Supreme Vocality, pratibhü,

XLVIII.
svalaksanya, cf. Individuality.
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Svärthänumünapariccheda, 332.
svätmä, cf. Personality.
Sweetness, madhura, 111.
Tales, kathä, 95.
tamah, XXI1.
TantrUloka, XXXVII1, XXXVIII.
Tantrasara, X L V .
Tantraxärtika, 1022.
Tasting, äsväda, 48, 50 \ 544, 62.
Tasting, rasana, 49, 86.
tatasthya, cf. State of indifference.
tattvacintaka, cf. Philosophers.
Teaching, upadesa, 63.
Terrible Rasa, bhayanaka, XVI,

56, 761.
Theatrical conventions,

dharmiy 65.
Thought, vimarsa, XL4, 601.
Three constituent elements,

461*.
Transfer, laksanä, 102\
Transfer, samkromarfi, 52.
Transitory feelings, 78.
Transitory mental movement,804,

813.
Transitory Mental State, vyabhi-

caribhäva, XVI, XVII, 25, 29,
42, 75 l .

Transitory state, 26, 110.
Transitory sentiments, 77.
Udayana, 31.
Udbhata, XVIII1, XXVII1, 1022.
udvega, cf. Distress.
ullukasana, 59, 592.
Umä, 54,
Unaesthetic person, ahrdaya, 67.
Unification, anusamdhi, 95.
Uniformity, ekaghanata, 58.
Unlimited Ego, 563.
unmada, cL Insainty.
Unreal, aparamarthika, 55.

upadesa, cf. Teaching.
upahasita, cf. Laughter of ridicule.
upamiti, cf. Analogy.
uparäga, cf. Impression.
upaya, cf. Means.
Utpaladeva, XXXVII, XLVI, 60*.
utsäha, cf.'Heroism or Energy.
utsrstikanka, 64 \
uttamaprakrtl\ cf. Noble person.
vac, cf. Voice.
vacikebhinaya, cf. Verbal repre-

sentation.
valyäkarana, cf. Grammarian.
Vakyapadxya, XXIV1, XXXII2.
Vämana, L.
\Tisana, cf. Latent Impression.
vastuvrtta, cf. Nature of things.
Vasubandhu, XXIV. ,
Vasugupta, XVII2, XLVI.
Vätsyäyana, 68.
Vatsyayanabhasya, 682.
Verbal representation, vacikabhi-

naya, 30.
Verbal testimony, iobda, 44, 107.
vibhava, cf. Determinant,
vibhavanU, 78, 791 .
Vibration, spanda, 60.
Vibration, sphurattä or ghlirni, 60'.
VK#H, cf. Command.
Vidyäcakravartin, 47 l a .
vighna, cf. Extraneous interference.
vighna, cf. Obstacle.
vihasita, cf. Gentle laughter.
vijmma, cf. Cognition.
vijnünaväday cf. Buddhistic Idea-

lism.
Vijftanavädin, 62,
vikalpa, cf. Distinct apprehension.
vikalpa, cf. Raving.
v/fc5sa, cf. Expansion.
vimaria, cf. Thought.
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vfra, cf. Heroic Rasa,
vismaya, cf. Astonishment.
vismaya, cf. Wonder.
visesa, cf. Individual essence.
visesa, cf. Particularity.
visesalaksana, cf. Particular defi-

nition.
Visnu, 59.
visrcnti, cf. Rest.
vistara, cf. Dilatation.
ViSvanätha, 47la, 791.
vitata, cf. Extended.
Vithi, 64 \
Voice, väc, XVII1.
v/-/f/\cf. Style.
Vulgar laughter, apahasiia, 28*.
vyabhiccribhava, cf. Transitory

Mental State.
iy cf. Fever.

vyakhyatr, cf. Critics.
vyaktiviveha, 317,47'b.
vyangya, cf. Manifested sense,
vyüpf/, cf. Invariable concomi-

tance.

Vylisabhasya, 26 \75 7 .
vyavahcira, cf. Practical life.
Vyäyoga, 64!.
vyutpatti, cf. Learning.
Weariness, srama, 77.
Will, iccfttf, 601.
Women's dance, /äsya, 40, 663.
Wonder, vismaya, XV.
Wonder, camatkara, XLV.
YogaSBtra, 26 \ 757, 822, 112'.
Yoga system, 46 la.
YogavTisistlia, XLVI.
Zones, kaksya, 65.
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