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Abhinavagupta is generally considered to be the
greatest of the many Indian writers in the field of
poetics. The breadth and profundity of his intellect,
and the originality and brilliance of his critical
insight, entitle him to a distinguished place in the
ranks of philosophers of aesthetics of all lands
and all periods of history.

This tenth century Kashmiri scholar advanced
ideas in every way as interesting and sophisticated
as those propounded by Aristotle, yet his work is
virtually unknown in the West beyond a very
small circle of Sanskritists. It is to remedy this
situation by making some of the central insights
of Abhinavagupta available to literary critics and
the interested layman that the authors offer the
present volume. Most of the material they present
has never before been translated.

The introduction is meant primarily for students
of comparative literature and the general reader.
The body of the work is divided into two parts.
In the first, the authors examine the various in-
fluences”which went into the shaping of Abhinava-
gupta’s philosophy of aesthetic experience, a unique
synthesis of original insights into traditional Indian
poetics with the Saiva philosophy of Kashmir. They
dea! with such problems as : the nature of obscenity,
the aesthetic enjoyment of tragic literature, the
nature of poetic imagination, Tantric rituals as
drama, and, above all, the relation between ima-
ginative experiences and transcendent mystical
experiences. In the second part of the work, the
authors reproduce and translate everything written
on the subject of santarasa (* the aesthetic ex-
perience of tranquillity ) prior to Abhinava-

gupta,
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FORWORD

I have great pleasure in writing a Foreword to this book by Prof.
M. V. Patwardhan and Mr. J. L. Masson and in introducing the latter whom
I have known intimately for some time and who was struck me with his flair
for Sanskrit and its cultivation and for the literary study of Sanskrit liter-
ature, qualities which, undoubtedly, he has imbibed from his chief teachers
L. Renou of the Sorbonne and Prof. D. H. H. Ingalls of Harvard. His asso-
ciation with these two scholars explains his association with me,

This monograph is on Santa Rasa and Abhinavagupta’s aesthetics as
it emerges out of the philosophy of Rasa as expounded by him. It stems out
of my Number of Rasas which at the time of its first appearance in the middic
of the forties, was the first detailed exposition of this important subject. In
that work, 1 had also offered a critical edition of the section relating to the
Santa from Abhinavagupta’s commentary on the Natya Sastra. Naturally,
while the material given in the present study has already been known, the
treatment of the authors has given it a freshness, illustrating the principles of
novelty elucidated by Anandavardhana in Uddyota 1V of Dhvanyaloka. As
Max Muller said, at every stage, a fresh study of a branch of knowledge is
required. In the introduction, as also in the main part of their work, the
authors have traversed a wide ground in respect of literature and response to
it, and on the background of the latest writers, critics and philosophers in
the West and the attempts of a few of them to intcrpret or understand the
contributions of the Sanskrit writers, they have highlighted some of the most
important ideas of Anandavardhana and Abhinavagupta. The thought of
these two masters of Sanskrit literary criticism, particularly of the latter, is
examined on the background of their school of philosophy, Kashimir Saivism.
But as they go, the authors take in their stride many other related concepts
which involve parenthetical treatment; added to these are the very large
number of references to works and authors, but the reader should be able to
follow the main theme of the authors namely the conception of Rasasvida as
elucidated by the two great aesthetes Anandavardhana and Abhinavagupta.

It would not be possible to fall in line whith the authors on some of
the literary judgements that they have passed on Sanskrit poems and plays,
e. g. those on p. ix of the Introduction. Also in some contexts of textual
interpretation, the authors have expressed their disagreement with earlier
writers and have given their own interpretation. However this is not the
place to enter into discussion of details,
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Not only does the study in the following pages show the extensive
reading of the authors, but it also expressly mentions a chain of further
studies, connected with the present one, which the authors have prepared.
As a member of the Indian Advisory Committee of the American Institute of
Indian: Studies, I am pleased that a Grantee of the Institute, one of the
joint-authors of the Volume, has done remarkably well on his grant-programme
in India. Quite a few of the younger generation of American scholars are
engaged in pure Sanskrit and Sastraic studies, and by assisting them, the
Institute is giving a fillip to Sanskrit studies.

20-10-1969
Madras.

Vijayadasami
g V. RAGHAVAN



PREFACE

The present study grew out of a much larger-work_ that the
authors are presently completing. We have both been long interested
in Sanskrit literary criticism. Professor Patwardhan has tanght
the Dhvanydaloka aud the Fasagangadhara over a period of fifteen
'years to students in Fergusson College. Mr. Masson has translated
and annotated the Dlwan yaloka and the first chapter of the Loccna
for his Ph, D. thesis at Harvard.

When we met we discovered a deep mutual interest in. Abhi-
navagupta’s Locana, the greatest Indian work on aesthetics, but
a text so dithicalt that even the Pandits hesitate to teach it in the
Pithadalas. We began meeting twice a week for 3-4 hour sessions
to read and discuss textuul difliculties in the Locana. We soon
found that we shared nearly identical views on the major problems
in this work. Gradually most of the textual mysteries began to
yield up their secrets, and we decided to translate the entire
Locanc as a joint work.

The section on gdntarase was originally to have been an
appendix to this three-volume annotated translation. But we found
that so many issues in the Locana had a direct bearing on the
problem of s@ntarasa that it reully required a more extensive and
separate treatment. Especially in reading the s@ntarase passage
in the Abhinawabhdrati, a text of notorious difficulty, we found that
our readings in the Locana were a great help to its elucidation. It is
primarily as an aid to understanding this s@atarasa passage of the
Abhinavabhdarati that we are publishing the results of our 1esearch
We regard this as an introduction to our translation of the
Dhvarnyalokalocana which will be published along with the Dhvanya-
loka in the Harvard Oriental Series. :

It is a pleasant duty to thank those who have helped us™
Mr. Masson first read the Dhwanyaloka with the late Professor L.
Renou in Paris, who maintained a lively interest in Sanskrit literary
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theory and urged on him the necessity of doing serious work in
this field. Professor V. Raghavan was kind enough to read with him
daily the fourth Uddyote with the Locena. His pioneering work,
“ The Number of Rasas”, and his magnum opus, “ Bhoja’s Srigara-
prakdsa”, provided much of the stimulus for writing the present
volume. Professor D. H. H. Ingalls read Mr. Masson’s translation
of the first and fourth Uddyota of the Dieenyalvke and made many
valuable suggestions on method which we have followed here,
Mr. Masson also wishes to thank his old friends, Professor B. K.
Matilal of the University of Pennsylvania, and Professor K. Bhatta-
charya of the Centre Nationale de la Recherche Scientifique in
Paris, for stimulating discussions over the past years on many of
these very topics. Several Pandits of the Deccan College have
always been very happy to discuss muny of the issues with us. We
wish to thank especially Dr. V. W, Paranjpe and Pandit Srinivasa-
shastri for their help. Mr. R. P.Goldman from the Sanskrit depart-
ment of the University of Penngylvania helped us to clarify many
of our ideas on Sanskrit and general literature while reading the
entire work in manuseript. We wish also to thank Mr. J. Losty
of the Sanskrit Department at Oxford University for reading
through the work and making numerous corrections in the English
text, and for his pointed questions. Mr. Masson wishes to thank the
A. L 1 8. for a fellowship from 1968-69 which wade this study
possible by supporting his research, during which time the present
work was published. It is a great pleasure to thunk our good friend
Dr. S. D. Joshi for his constant encouragewent. Dr. R. N. Dandekar
kindly accepted the work for publication in the B.O.R.I. Oriental
Series for which we are grateful. We wish to thank Dr. V. Raghavan,
whose work in Sanskrit poetics i3 well-known to all scholars in the
field, for writing the foreword to this volume.

Finally, Mr. I. R. Walavekar and his staff very eiticiently and
pleasantly saw this work through the press in the short time of
two months, for which we remuin indebted to them.
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INTRODUCTION!

A word on methodology :? Philip Rawson in a recent article on Indian
aesthetics writes :  ““ In fact 1 believe that in the field of aesthetics (as in the
field of logic ) a great series of thinkers who lived in India and wrote in-
Sanskrit between the fourth century A. p. and the thirteenth have put many
ideas which must be brought into our present-day debates on art-ideas which

1. It might be asked why we use the term “sthetica” in the title when surely
“poetics’ would have been more corroct, since aesthetics is & wider concept, including
reflections on the experience of the heautiful in all art forms,and not only in literature,
This would be true were we to confine our attention only to the Dhranydlokalocana. But
the Abhinacablarati includes considerations of music and of dance as well as of litera-
ture, and it is clear, even if nowhere explicitly stated, that Abhinava intends his remarks.
on the nature of imaginative experiences in drama and poetry to apply to other art
forms as well. If we were to sum up Abhinava’s theory iu one phrase as ¢ great art
demands the trangcendence of self” then we could surely apply this to music as well,

2. \We presuppose on the part of our readers n certnin familiarity with the
technical terms of Sanskrit poetics, Forthose who are reading about the tield for the
first time, we would recommend the following works :

For a general introduction to Sanskrit poetry the reader cannot do better
than read D. H. H. Ingalls’ humane study: Ax anthology of Sanskrit Court Poetry
Harvard Oriental Series, Cambridge, 1965. The two standard works on Sanakrit literary
criticismare : S. K. De, flistory of Sanskrit Poetica, Firma K., L, Mukhopadhyaya,
Calcutta, 1960, and P. V. Kane, flistory of Sansksit Ioetics, Motilal Banarsidass,
Delhi, 1961. Kane is hetter than De on textual problems, but less full on the actual
theories. A concise but intelligent overview of the thaory of suggestion can be found
in an article by .J. Brough, “Some Indian Theories of Meaning”, Transactions of the
Philological Society, 1953, Oxford. An excellent hook, which contains a very fine
chapter on the theory of dhnraniis K. Kunjuoni Raja, /ndian T'heories of Meaning,
Adyar Library and Research Center, Madras, 1963. A clear account by a good
modern Indian philosopher of many of the issues will be found in M, Hiriyana’s A4r¢
Experience, a collection of his essays on such questions as “Art contemplation™, «Art
and Morality ?, ¢“The Dlhilosobhy of /Esthetic Pleasure” and so on, Kavyalaya
Publishers, Mysore, 1954. For those who read French, we would rccommend the pioneer
study of the Indian theatre by Sylvain Levi, Le Thémtre Indien, reprinted with
Renon's article, ¢ L.a Recherche sur le théatre Indien depuis 1890, Paris, 1963. The
Introduction to R. Gnoli’s T'he Aesthetic Experience accordiny to Ahhinaragupta, Rome,
1965 and now reprinted by Chowkhamba, Banaras, 1068, is excellont, though readers
might find the actual text difficult, K. C. Pandey's two works, Abhsnavagupta, an
Historical and Philosophicul Study Chowkhamba, Banaras, 1966, and Comparative
Aeathetics, vol. 1, Indian Aesthetics (both second editions), Chowkbhamba, Bunaras,
1959, are also likely to prove difficult, though both works contain much valuable
information, The reader would also be well advised to read one or two of the texts
in translation. The most important work on theatre and on dramatic theory is the
Natyagitra (ca. 3rd century aA. D.?) of which there is a new edition and trans-
lation by M. Ghosk, Manishu Granthalaya, Calcutta, 1957, Available translations are

( Continned on next page
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we can use on works of art as one uses a can—opener on a can, to get at the
meat, Their writings could extend our conceptual armoury’.! While we
agree with the sentiment, we disagree strongly with the method. In an article
subtitled : ‘¢ A Study in Indian Aeshetics >, there is no mention of a single
Indian critic! One could contribute an entire negative bibliography on
Sanskrit poetics which would illustrate the same fault : an insufficient acquain-
tance with the basic texts of Sanskrit literary criticism. Instead of vague
generalisations ( or reinterpretations such as are found in the special issue of
the Journal of Aesthetics and Art Criticism on Oriental Aesthetics, Fall, 1963),
we need detailed studies? and especially translations into modern English of
the major works of Sanskrit @sthestics. It is disturbing to think that there are
no English translations at all of many of the most important works : the
Vakrotkijivita, the Kavyamimamsa, the Abhinavabharati, the Dhranyaloka-
locana, the Vyaktiviveka or the Rasagangadhara® There is no readily availa-
ble translation of Dandin, or Bhamaha, or Vamana, and Anandavardhana’s
Dhvanyaloka is sorely in need of a new and better translation. We know
that the Indians have creative ideas on such important issues as  the nature

Oontinued from prenious page )

rare : The DAranydloka the most important text on poetica will soon be published
with a complete translation of Abhinavagupta’s commontary, the Locana, by the
authors, Meanwhile there is Jacobi’s excellent German translation, Z. D. M. G.
no, 58, Leipzig, 1902 and the translation into Englisb by K. Krishnamoorthy, I’oona
Oriental Beries, Poona, 1955. There is a French translation of Rijnéekhara’s Karya-
mimdmed (9th century), a fascinating and eccentric work, by N. Stchoupak and
L. Renou published by Bociété Asiatique in 1946 that isstill in print. The second
most important work on drama, though much later (10th century) than the Ndtya-
$aatra, has been translated by G.O.Haas, The Dafarupaka of Dhianamjays : A Treatise
of Hindu Dramaturgy, Motilnl Baparagidass, Delbi, 1962, A good translation of
Mammata's Karyaprakiga (11th century) has come out by G. Jba, Bharatiya Vidya
Prakashan, Banaras, 1967. Mammata follows Abbinava very closely, though he is more
conventional in his opinions. It is by far the best of the “text books” that became so
popular in the Sanskrit tradition. Similar to it, and even fuller in treatment,
though less interesting, is the Sdhstyadarpana of Visvaniatha, translated by J. R,
Balluotyne and P. Misra, Motilal Banarasidass, Delhi, 1965, An excellent and
readable French translation of one of the later texts is Le Prataparudriyae de Vidyd.
natha by Pierre Filliozat, Institut Francais d’ Indologie, Pondichery, 1963.

1. “ An Exalted Theory of Ornament *, published in Aesthetics in the Modersn
World, edited by H. Osborne, London, Thames and Hudson, 1968.

2, Such detailed studies are to be found pre-emineantly in the works of two
modern Indian scholars, V, Ragbavan, and the late Sivaprasad Bhattacharya. For
details, see Bibliography.

3. A four-volume work is soon to appear on readings from literary criticism
throughout the world. One volume will be devoted to Indian Aesthetics. It ie
being edited by B. K. Matilal of the Univerasity of Pennsylvania and will contain
translations of all the major texts (excerpts only of course) by B, K, Matilal, V,
Ragbavan, M, Ghosh, M, V, Patwardhan and J, Masson,
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of poetic imagination >, ‘‘ the dichotomy between learning and inspiration *,
* linguistics and poetics >, ** the tension between pleasure and didacticism ,
“ poetry and philosophy **, ‘* effort and spontaneity ’, and so on. But what
exactly did the Indian writers have to say on each of these issues? We have
taken up one of these issues, $antarasa, for detailed discussion in this volume,

Séntarasa might be translated as ¢ the imaginative experience of tranqui-
lity . It is an issue on which there exists some confusion. Edgerton was able
to write, astonishingly, of santarasa: ** ....that it is forbidden to use it in the
drama; it is inherently opposed to the very nature of the drama .! This is a
simple misunderstanding of the texts. Such misunderstandings arise because
many modern writers are not taking the trouble to see just what the Sanskrit
writers on poetics have said. They are relying on secondary literature instead
of going directly to the original sources. In this way errors only compound
themselves. How will one be able to appreciate Sanskrit literature properly if
one is unware of just what it is that a cultivated audience expected from its
literature? And how can one know this, unless one reads Sanskrit literary criti-
cism ? Here we must take sides in what seems to us a major issue concerning
the proper method of understanding Sanskrit poetry : Professor D. H. H.
Ingalls has written of A. B. Keith, whose two works, ‘“ A History of Sanskrit
Literature™ and * The Sanskrit Drama” are standard reading in the field,
““that for the most part he disliked Sanskrit literature.” After illustrating this,
Professor Ingalls remarks : * What is unjust in these judgments is that not once
does Keith apply the remarks of a Sanskrit critic to any of the Sanskrit works
he is judging. % Professor J. Brough, a former student of Keith, responds
to this criticism by quoting a paragraph from Keith’s * History of Sanskrit
Literature ™, after which he remarks : “ I have re-read this paragraph with
close attention, but I have not been able to discover any hidden meaning in
it; and I do not understand how such words could be written by one who
‘for the most part disliked Sanskrit literature.’”’? Professor Brough may
well be correct, for it is perfectly possible that Keith did in fact like much of
Sanskrit literature. But surely this is irrelevant. The point is not whether
Keith did or did not like Sanskrit poetry ( since one can certainly understand
something for which one does not have great admiration ), but whether he
understood it or not. Brough does notanswer Ingalls’ second charge, by far
the more important of the two. Did Keith judge Sanskrit literature accord-
ing to the highly developed canons of its own texts on literary criticism ?

1. F. Edgertoun, “Indirect Suggestion in Poetry”, Proc. of the American
Philosophicul Society, vol. 76, 1938, p. 704,

2. An Antholoyy of Swuskrit Court Poetry, p. 50
3. J. Brough, Poems from the Sanskrit, Peoguin, 1968, p. 21.
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Judging from his chapter on the theories of poetry in ancient India, one
'would guess not. He seems for the most part innocent of their more detailed
doctrines.) This is an important point of methodology. Before we can
.judge or even appreciate Sanskrit literature, we must understand it. As I. A.
_Richards often remarked to his students at Harvard : * We do not admire
what we do not understand.” No amount of theory on methodology will
-help one to understand Sanskrit literature. There is only one method that
-counts : exposure to, and familiarility with, the texts. Therc is a perfectly
tstraight-forward use of the word *‘ understanding * which is too often ignored
.in the elaborate treatises now fashionable on * methodology * ( often, it seems
“to us, merely excuses for not dealing with the texts themselves ). The difficul-
sties of interpreting a Sanskrit poem are considerably less in India than in the
-West. The meaning of a Sanskrit poem is rarely subjective. Either you have
-understood a verse or you haven’t. In a traditional Sanskrit class, the Pandit
-will ask a student after he has read a verse : artho jnito va na va, * Have
<you understood the meaning or not ?”" This makes it far morc easy to reach
-a concensus about a poem’s worth in Sanskrit than would be true in English
.literature.? When we read a passage in one of thcse Sanskrit texts we know

LY 1. For instance, on p. 386-397 of A History af Sanskrit [iterature, { Oxford,
1928 ) Keith is supposed to be explaioing the thoories of Jugannitha'’s Rasagarya-
‘dhara, but everything he quotes is actually taken by Jagannitha from Abhinava-
‘gupta’s Locana, a fact of which Keith seems totally unaware. Thus, he writes : “ The
:causo of this form of pleasure is a form of meditation ( bhidound ), consisting of continued
- application to tho object characterized by the pleasure. It is cquite ditlerent from the
joy produced by the thought of the meaning of wlat is sald to one, e.g. * A son is
“born to you”. But this example actually occurs several times in the Dheanyaloka-
‘locans, (o.g. p. 80, Balapriya Edn, ) 600 yenrs earlier !

v

4 2. Not that the Indians ever made the fallacy of thinking that a poom was
:exbausted by what it meunt. Far from it, they were likely to sin in the opposite
direction, and suppose that a poem derived all its worth from how it wns said

. (vyanjand ) rather than what it said, As I, A, Richards putsit: «“1t is never what a
poem says which matters, but what it is”. John Wain spenks of the dificulty of pin-

. pointing the elements in a poem that make for ita succesa: ¢ But to illustrate these
. things in the concrete is to approach the vanishing center of literary criticismn, whlich,
N not being an exact science, is bound sooner or later to reach a point at which demon-
stration breaks down and is replaced by a sharod sensibility ; though, of course,

“this point is very much more distant than the anti-ccritical writers on literature
« would have us think”, /aterpretations, edited by J. Wain, Routledyge, London, 1955.
_For the Indisns it was not only distant, but actually beyoud the horizon. T'his is an
_important point to stress : the Indians simply cannot conceive of arguing over the
- final worth or even interpretation of a poem in guite the same way as can be done to-
day in Westeru literary criticism, It is of course trne that finally .the sakrdaya, the

. intelligent and responsive reader, is the final criterion. But generally, sahrdayas tend
to agree amongst themselves to an astonishing degree. Oue has only to look ut the
interprotations of poems advanced iv Sunskrit comwmentaries. They are usually very
( Continued on next page
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immediately whether we understand it or not. If we do not, no amount of
* methodology > will give us instant and magic insight into the meaning. It
is only by reading further in the litcrature that understanding will be gained.

We feel that we have to speak of this because in a sense we are deal-
ing with religious material, and the familiar criticism comes to mind that in
order to understand Buddhism one must either be a Buddhist or at least be-
long to some religious tradition. Similarly, the argument goes, one must be
* personally concerncd with the problems raised by §antarasa and by religious
ecstasy in general in order to understand the issues properly. To this belief we
cannot subscribe. We can sympathise intellectually with the problems raised
by santarasa without being personally moved by the issues in our everyday
life. Certainly to have a profound understanding of Dante it is not necessary
to be a believing Christian. We can respond to the power and grace of a
mind without necessarily agreeing with what is said. Were it necessary to
hold firmly to a set of immovable beliefs, then the whole of surrealism,
in which our common expcctations are constantly arrested, should possess no
aesthetic significance. Literature does not depend for its power on a set of
beliefs. Is the ghost of Hamlet real? How can this matter for a proper
appreciation of the play ? The important point is that it is real for the play.
Are the punishments that Dante describes “ real” ? They are real in the
.poem. Whether we believe in their objective reality or not has nothing what-
ever to do with our appreciation of the poem itself. Similarly, santarasa
exists within the context in which we discuss it. We must judge these beliefs
in the context of the works of literature in which they appear, and not in the
light of our personal convictions, or we seriously restrict the possibilities of
our own literary appreciation. We have elucidated certain difficult texts
which describe ecstatic experiences. It should not be relevant what our own

belief is as to the objective nature of these experiences.

A more important dichotomy than that between belief and scepticism
has to do more directly with our method of work. This is the dichotomy
betwcen modern Western methods and the more traditional method of under-

Continued from preoious page )

similar to ove unother. (This is surely why plagiarisin in such matters was never
considered to Le n serious matter. Witness Hewmacandra, who uses Abhinava’s expla-
nations of innumernble stanzas. He is not “cheating”, he is “agresing”.) When a
motern commeuntary like the Bdlepriya follows Uttungodaya’s Kauviaudi on the Locana,
Ramagaraka is not Leing lazy or dishonest. This simply points to shared values in
Sawvskrit literary criticism, Wae know, for exumple, that Mahiinabhatta and Kuntaka
both disagree sharply with the views of the dhoani school, and with Aunandavardhana
in particular. But their disagreemeuts concern principles, and do not really extend

to the interprotation of individual poems. \When they oxplain the resa of a poom
thore is remarkable agreemout,
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standing texts used by the Pandits. There need exist no opposition between
the two methods. In our cases, we have both profited greatly from our
study among the Sastrins, and we both possess an unqualified admiration for
the depth of their knowledge into a given sastra. On the other hand the
major part of our education has been along Western lines, and we see no
reason to abandon the critical principles it has instilled in us.

ABHINAVA’S ACHIEVEMENT

Abhinavagupta was without a doubt the greatest example in Indian
history of a literary critic who was also a philosopher of repute. Pandits will
often say of him that : alamkarasastram tenaiva sastratvam prapitam—** He
alone turned poetics into a science.” There are virtually no important ideas
in later Sanskrit poetics that do not derive from him (or from his influ-
ences }'. In his two famous commentaries, the Locana on the Dhvanyaloka,
and the Abhinavabharati on the Natyasastra, he has dealt with almost every
important issue of Indian aesthetics. Neither work is meant to be primarily
philosophic—he deals rather with specific verses, and especially in the Locana
he performs brilliant feats of understanding and interpretation in discovering
the hidden ** suggested >’ meaning in verses.  ( There are numerous examples
of this; one thinks in particular of the enormous range of suggestion he is
able to derive from a single case of vastudhvani in the Dhvanyaloka)®. His
linguistic acumen is no less astonishing, and he often points to the suggestive
use of a case-ending, or even a particle. But we are concerned in this volume
with those passages, by no means rare, where he deals more with theory
than with its practical application. In extracting Abhinava's philosophy of
aesthetics, we have discovered that he is deeply concerned with religious
values in literature. In this he marks a decided break with his predecessors.
There is nothing particular religious about the Natyasastra. As for the
Dhvanyaloka, which. we believe to be the work of two different authors,® the

1. Mauany of the ideas of later writers ( especially Mammaia) which modern
writers mistakenly think to be originul, derive ultimately and often literally from
Abbinavagupta, Thus 8. X. D, “ The thoory of Rusa”, in Some I’roblems of Sauskrig
Poetics, Calcutea, 1559, p. 206, attributes to Visvanitha the doctrine that *“thoae very
thioge which are valled cause of pain in the world...... when consgined to poetry and
dramatic representation possess the right to be called,in consequenco of their assuming
such a function, alewkila ribhdanas otc., and from them only pleasure vusues, as it does
from bites and the like in smorous dalliance . But this dootring is found first in the

+ Abhinarabharati, Vol, I, p. 202,

2. One thinks of his long explanations of the two last Prakrit verses quoted
under I, 4, on pp. 74-78 of the Locauna ( B. edition ).

3. This ie of course an very complex ivsue. Mr. Masson has written a long
article on the problem, arguiog from iuternal evidence, that Aoandavardhana wrote
only the Vritd, and that the Kdarikis Leloug to an varlior author, The articlo will
apponr soon,
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karikas present absolutely no religious aspect at all. There are no religious
terms used, and no analogies drawn from religious literature. Even the term
santarasa is never used.! Anandavardhana is a different matter. In his
vetti teligious preoccupations are evident. Unfortunately, his Tattvaloka,?
a work that dealt with the relation between poetry and philosophy, is lost, so
that we cannot know how great its influence upon Abhinava was. At least
his concerns within the Dhvanyaloka never culminate in a philosophic theory,
It is only with Abhinava himself ( preceded, in all likelihood, by Bhattanayaka
in his lost Hrdayadarpana) that specific religious doctrines are applied to
aesthetics ( we do not of course distinguish sharply between religion and
philosophy, for in Abhinava’s case, as in much Indian writing, the two are
nearly coterminous ).

Abhinava is concerned with providing a stable philosophical founda-
tion for his theorics. We have tried to show in this volume how often
Abhinava draws on $antarasa for his major contribution to Sanskrit aesthe.
tics, the theory of rasa. Reduced to its bare essentials the theory is as
follows : watching a play or reading a poem for the sensitive reader (sahrdaya)
entails a loss of the sense of present time and space. All worldly considera«
tions for the time being cease. Since we are not indifferent (fatastha) to
what is taking place, our involvement must be of a purer variety than we
normally experience. We arc not directly and personally involved, so the
usual medley of desires and anxieties dissolve. Our hearts respond sympatheti-
cally ( hrdayasamvada) but not selfishly. Finally the responsc becomes total,
all-engrossing, and we identify with the situation depicted ( tanmayibhavana).
The ego is transcended, and for the duration of the aesthetic experience, the
normal waking “I” is suspended. Once this actually happens, we suddenly
find that our responses are not like anything we have hitherto experienced, for
now that all normal emotions are gone, now that the hard knot of “selfness"
has been untied, we find ourselves in an unprecedented state of mental and
emotional calm. The purity of our emotion and the intensity of it take us
to a higher level of pleasure than we could know before — we experience
sheer undifferentiated bliss ( anandaikaghana) for we have come into direct
contact with the deepest recesses of our own unconscious where the memory

1. Those rasas with which the Kdrilas of the Dhvanydloka are concerned are
actually mentioned at some point or another. Thus Karunarasx is montioned at 11, 8;
Bibhatsa at 11L 4; Roudra at 11. 9; Srrgara time and again, e.g. 11, 7,11, 15, ate. But
nowhere ia Sanfarasa mentionod by pame iu the Kirikds, Aoanda, however, does
interpret IIL 30 { p. 397 ) to be a refercnce to Santarase, but it is possible that he has
misinterpreted the verse,

2. Abhipava tofers to it ou p. 67 of the Locuna in the first Uddyota, and
agaiu io the fourth Uddyota, p. 533, '
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of a primeval unity between man and the universe is still strong. Inadvertent-
ly, says Abhinavagupta, we have arrived at the same inner terrain as that
occupied by the mystic, though our aim was very different from his. Such
an experience cannot but make us impatient with the ordinary turmoil of
emotions that is our inner life, and though Abhinava never explicitly says so,
one cannot help feeling that he expects the reader to search out now these
experiences on a more permanent basis.

, We would be justified in asking why Abhinava felt it necessary to
provide such a unified theory of rasa (when Anandavardhana for instance
never felt the need to philosophise about rasa ), and especially a theory that
depended so heavily on notions involving $antarasa. We think there is a
good reason : as a religious man, Abhinava must have been under a certain
amount of at least internal pressure to justify his deep interest in purely
secular literature. Therc has always been among Indian philosophers (and
Western ones too; one thinks of Plato )! a certain distrust of poetry. There
is the attack of Jayantabhatta, the great logician, on Anandavardhana’s
theory of suggestion : ““ There is no point in arguing with poets,”” 2 or the
famous remark with which Mimamsakas® were known to rebuke those
intercsted in poetry : * One should avoid the useless prattle that is poetry.”+
Abhinava undermined such opposition by attempting to show that the states
of mind during religious experiences and during litcrary experiences bore a
basic affinity to one another. Literature, he wished to prove, at least the
best literature, is just one more expression of an ineffable transcendent experi~
ence. This was a daring move and one which might legitimately have been
expected earlier.® It is rather odd when one considers it, that nobody before

1. As Blake puta it so well: “ Thia was the fault of Plato. He knew of
nothing but virtues aud vices and good and evil .

2. qqeq: giveqasa: qu% &aa afaq |

H4q1 dgIT T FEAE: §w @) Nyayamanjari, p. 45.

3. Abhinava can use his wit very trenchantly when Lo desires. He has no
liking for Mimamsakas and loses no opportunity to amuse himself at the expense of
what he calls their dried-up minds. See for ex. Locana, p. 85, pagyate §rotriyasyolti-
kansalam. One thinks of the very funny verse manufactured by the Mimimsia pandits
in the Bhojaprabandha, Wraq 2fe Tz gagmanfeaaqg | “ Give us, great king, food
with butter and soup.”

4. FETSMig gAGq( See Mallinitha on RV, 1. 1.

5. All large generalisations ar¢ dangerons, but we cannot refrain from
mentioning what we consider to be a fundamental dichotomy that runs through
Banskrit literature. That which is trivinl and which does not look heyond itaself is
contrasted with that which is significant and transcendental. Witness the hatred
most philosophers have envinced for the c¢drvikas who stress the ubsence of any
puminous experience in life,
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the Kashmir Saivas thought of associating aesthetic experience with states of
religious ecstasy, since the two havc always been closely allied in India.
Perhaps it was because the philosophical atmosphere of Kashmir Saivism
was so saturated with literature : we have only to glance at any single page of
the Yogavasistha to see how true this is. The most philosophic texts from
this school bristle with terms taken from literature and literary criticism,
just as conversely a work like the Dhvanyaloka is rich in philosophical impli-
cations and learning. For the Kashmir Saivas generally, with their interest
in Tantric ritual, sexual pleasure, indecd, aesthetic pleasure in gcneral, was
much less repugnant to them than it was to the Advaita tradition (though
we must not exaggerate this either, for did not the orthodox tradition itself
ascribe to Sankara the Amarusataka?).

What are the advantages that such a theory provides for Sanskrit
literature ? They are many. (1) Such a philosophical justification must
have helped to explain to Abhinava himself the nature of his interest in
Sanskrit kavya. 1If, as Kafka said, poetry should be a pick-axe to free the
sea frozen within us, then most of Sanskrit poetry fails utterly. Most kavya
cannot reach us in our most primitive minds the way that Proust, or.
Lawrence, or Joyce can. In reading through the Dhvanyaloka, one js struck.
by the disparity between the theory and the literature to which it is applied.
The poems themselves do not represent values more universal than their time.
But the refined and subtle theories which Anandavardhana employs, clearly
do. For a modern scholar, it is easier to view these principles sub specie
aeternitatis than to do so with the literature which illustrates them. The
doctrine, oddly enough, is not significant merely as cultural anthropology,
whereas many of the poems can only interest us for reasons other than their
literary appeal. Abhinava surprises us by ascribing the fault to us and not
to the poetry. He could hardly have been unaware of this more or less un-
spoken complaint of sensitive critics, that a certain amount of Sanskrit poetry
was mere trivia. The criticism would apply equally to Sanskrit plays. If we
demand of our best literature transcendence, then these works seem to fail us.
But Abhinava, in order to prove the lack of sensitivity in such a view, uses
a very new argument : he brings in the cxample of santarasa. The one thing
that santarasa does that no other rasa can, is that it disturbs us. If we really
believe the messagc that any successful play dealing with santarasa tells us,
we hear what Rilke said was the final lesson of all great literature : “ You
must change your life.”” By powerful arguments, Abhinava attempts to show
that this quality of transcendence, which we must admit in santarasa ( though
his critics of course did not), applies equally well to good literature. The
greatest example, which Ananda was apparently the first critic in Sanskrit
literature to notice, is the Mahabharata. Before Ananda nobody ever consider-

u
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ed the possibility of looking at a piece of literature as a unified whole, with
a single dominant suggestive atmosphcre, and certainly not something of such
gigantic proportions as the Mahabharata. But both Ananda and following
him, Abhinava, insist on the overwhelming experience that reading the Maha-
bharata provides. As unhappiness and doom succeed one another in a secm-
ingly endless display of the vanity of this world; as we slowly become aware
of the folly of trusting to the external world to bring happiness; as one after
another the hcroes of the epic whom we have come to know over volumes
and volumes fade from existence and everything seems to dessicate and near
its end, the reader is invaded by a sense of doom, a sense of the uselessness of
strife, and he is eventually instilled with a craving for tranquillity, for an end
to human suffering and misery. If our reading is extensive enough, concen-
trated enough, with no distractions from the outside world, then we can
induce in ourselves a profound imaginative experience of tranquillity, santarasa.
The Mahabharata remains for Sanskrit literary critics the supreme example of
this mood, this imaginative creation. Tt is not surprising that Ananda is at
his most eloquent when he describes this experience in great detail in the
fourth Uddyota of his Dhvanyaloka. The passage was clearly a powerful
influence in Abhinava’s theories.

(2) If Abhinava was struck by the poverty of much Indian kavya
( which, through a reinterpretation of its purpose, he felt need no longer be
considered trivial ), he must have been equally disturbed by the lifeless quality
of much Indian philosophy. By eschewing the real world, it often found it-
self in the arid territory of the purely theoretic, with no tap-root leading into
the rich soil of real life as it is lived by men and women in a real world. An
English literary critic has recently berated this arid quality in surrealism :
.. reading surrealistic books, as in talking to hermits, one is often struck
by the impoverishment of fantasy when not continually cross—pollinated by
the external world. Paradoxically, fantasy is not enriched, but etiolated by
resolute subjectivism. ! Abhinava, by importing literary issues into
philosophy, was able to provide philosophical thinking with a literary quality
it previously lacked. Aesthetics now becomes a legitimate concern for the
philosopher.

(3) Abhinava discovered that great poems such as the Mahabharata,
reach us beyond the conscious mind. One is reminded of Freud’s great study
of Leonardo, when he speaks of the cffeminate forms of Leonardo’s * John
the Baptist™ and * Bacchus” : *“ They are beautiful youths of feminine
delicacy and with effeminate forms; they do not cast their eyes down, but

1. Miles Burrows, reviewing Surrealism and the Norel, by J. H, Mathews in
the New Statesman, Docember, 22, 1967,
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gaze in mysterious triumph, as if they knew of a great achievement of happi«
ness, about which silence must be kept. The familiar smile of fascination
leads one to guess that it is a secret of love.”!

(4) Abhinava was not only a philosopher, he was also an authority
on Tantric ritual. The rites he practised, probably even before he became
interested in literary theory, must have provided him with his first contact
with the kind of play-activity that he later found once again in the theatre.
It seems to us no accident that Abhinava was more fond of the theatre than
of any other form of literature. By establishing the intimate connection
between theatre and ritual (and thus by implication mythology as well),
Abhinava foreshadowed certain modcrn theories, even though he was not
followed in this brilliant insight by any of his successors. The ramifications
are many, and Abhinava often draws them in scattered places throughout
his works. He is fond of the comparison of life with a drama and the
resultant sense of unreality this gives. Dreams come up again and again in
his works. In his Tantraloka he speaks of man, the creator, as destroying
the produce of his life, a dream. The external buildings, he says, are razed
in the fire of his sudden awareness that he is §iva, the great destroyer. Then
follows the purely joy-filled dance of Siva, the Tandava, that has no purpose
other than to give expression to a sense of freedom and joy.? On the other
hand, one feels that Abhinava was not unaware of the enrichment that results
from imaginative experiences. Even one’s own childhood becomes an aesthe-
tic object, something viewed with the dual detachment and involvement
( hrdayanupravesa, or hrdayasamvada) of the perfect spectator, the sahrdaya
who is both moved and yet distanced from the object he contemplates. Has
Abhinava in fact had an insight into the unconscious, and the value of imagi-
native understanding which Freud stresscd as being essential to any true
freedom from our own childhood traumas ?

(5) Abhinava is able to restore to pocts an important place in the
intellectual hierachy by showing their underlying philosophical seriousness.
One thinks he would have approved of Andre Malraux’s comment : “ Les
grands artistes ne sont pas les transcripteurs du monde; ils en sont les rivaux. **
An advantage which might well pass unnoticed that Abhinava’s system
provides is the following : in Indian society, curiously enough, it was always
the religious mystic who has been considered the maverick, who has been
allowed the eccentric freedom that in the West we tend to associate with

1. 8. Freud, Leonurdo, pp. 162-163, Polican Bouoks, 1963,
2. Soo the very lovely verse from Vol. 1I of the Tuntraloke, p, 257, verse 286 :
A=A TR THERE R GI: |
goF: (99 oqre gerdr gare:
For the danco imape, seo 4., Bk, Vol, 1, p. 21,
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-poets. Edmund Wilson, in *“ The Wound and the Bow ™, documents the
;neurotic clements in many of the great poets of the nineteenth and
twentieth century. The striking phrase of the title refers to the myth of
Philoctetes, the Greek warrior who possessed a magic bow, but was forced
to live in isolation on an island because of the insufferable odour that
emanated from a suppurating wound on his ankle. Evecntually his country-
men had to call him back, in spite of their disgust, because of his un-
erring weapon. Art extracts its own price. Of coursc in India the mystic was
never both loathed and venerated, he was simply venerated. Nonctheless
.already in the Upanisads we hear of the mystic as being similar to a child in
_his unrestrained behaviour.! The adjective sometiies applied to him is
unmatia, mad. One thinks of the extraordinary passage in the Chandogya
Upanisad dealing with Raikva of the cart, who dares to call King Janaka but
a $udra, and who finally agrees to teach him for the pretty face of his daughter.
He received his name from where he lived, underneath a cart. This has not
generally been true of the artist. The poet has always been far more integrat-
-ed into Indian society. India has not developed the sense of the loncliness
_of the writer, shunned by, and shunning, society. But Abhinava, by restor-
ing to him his more important functions, also enables him to preserve his
independence. It is now not only the mystic who opens himself to numinous
experience. Is it significant that the only description of the poet as a man
..out of his ordinary senses that immediately comes to mind is from Uttungo-
daya, Abhinava’s commentator, in his fourteenth century commentary on the
Locana, the Kaumudi 7 There he says of the poet : *“ ... the poet wants to
write poetry in order to instruct those of delicate minds, pcople who are for
the most part similar to princes, in the means of attaining the four goals of
life through aesthetic enjoyment. First, by the stream that is rasa, to be
aesthetically enjoyed by the presentation of the vibhavas etc. that are at the
root of the poem he wishes to make, his own heart which is like a great and
immeasurably deep lake (of rasa) becomes filled, then he becomes as ‘i
possessed by a planet, as if mad, and finally he pours out his poetry, and
- turns the listener, the sensitive reader ( salirdaya), into the same (sort of
madman as he has become ). > But of course the artist is never in Sanskril

]

1. Cf. Abhinava’s Pavamarthasira, verae 71 :
T @ fa=zATEA,
( 8ilburn, le Parmdarthasara, I'. 1. C. 1., Paris, 1957, p. 60 ).
2. Kuppuswami Sastri’s edition of the Dhranydloks, p. 170 :

_ TAY FIAEH—HIATE GIAHAAET TATAITNFIONG, ATRITGRFICO TgHRTT
sqfualigriana wis4 fa31d: | fagi-dmnasaf@ama@ErnaemaEai e
TATRY q4H @AHT IRYRTEARTUATEZARIRET AT Agifqe 3q7ada | &4 afg
HE AIgAlT GgINTATHGATHARGATT SYZAT |
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society an alien figure. When we read of Abhinava ( see below ) sitting in a
grape garden, a single golden earring hanging from his ear, surrounded by
magicians and ‘women Yogins, playing on a lute with duris by his side
with cups of wine and lemons in their hands, this in no way makes him
eccentric, at least to the Indian public. Even in the legend of his death,
how he entered a cave with twelve hundred disciples and never returned, there
_is nothing * asocial ”* to shock the Indian.

(6) One corollary of his theories, though again it does not seem to have
been realised cither by Abhinava or by his successors, is that rasa becomes
available not only to poetry and the theatre but to all literature. Generally
rasa is only possible in kavya or natya. But the Mahabharata is after all already
an exception since it cannot be considered kavya in the strict definition of the
term. Yet both Ananda and Abhinava give it the careful literary attention
it deserves. The claim was made by Kalhana at the beginning of his Raja-
tarangini that his work on history contains sanfarasa :

* Considering how the life of creatures cracks after a few moments,

one should understand ( why ) santarasa has been given the most impor-
tant position in this work (atra).”!

It is all the more surprising then that Abhinava never thought of
extending his theory to purcly religious texts. Aficr all the most obvious and
in a sense the best examples of santarasa are to be found in religious and
philosophical literature, and not in belles lettres. The Upanisads, for example,
would surely have provided Abhinava with his finest examples. Today we
can consider the Upanisads to be among the finest examples of world * litera-
ture ’, though no text on literary criticism in ancient India ever thought of
quoting them or deriving support from any of their beautiful lines. As the
rhetoricians define literature, the Upanisads do not qualify. Abhinava’s
brilliant insight that what makes for literature is the quality of the sentiment
and not adherence to formal rules, provided the opportunity for a re-definition
that was curiously never taken advantage of. Even Jagannatha Panditaraja,
who gives a more liberal definition of literature,® does not depart from
standard examples in his illustrations ( indeed he even regresses in including
only his own works, thus furthering the greatest single misfortune of Sanskrit
literary criticism, the divorce between what actually was written and what
was supposed to be written ). No better example of santarasa could be found

). Rijatarengini, 1. 23, 4 (Viéva Bandhu’s edition, Hoshinrpur, 1953 ):
gmafyfa Segai Ry affaf=a
Auifaos: =& @ faaEae i

2. Rasageryadhare, XM edition of 1939, p. 4:

WHATIITTITIF: ok KIST |
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than the Pali Mahaparinibbanasutta, the sober, moving account of the death
of the Buddha. Or even such prosaic but haunting lines as that of King
Janaka when his kingdom went up in flames : mithilayam pradiptayam na me
kimcana dahyate—** Nothing of mine is burned when Mithila is in flames.”!?

(7) Abhinava insists on the epiphany that poetry provides, on the
‘sense of camatkara, of having our breath taken away. He compares it at one
place® to a wondrous flower that suddenly bursts into bloom. He is parti-
cularly fond of a fine image in the Natycsastra :

“ The externalisation ( bhava ) of that emotion (artha) which makes
an appeal to the heart is the source (wudbhava) of rasa. The body it
suffused by it, as dry wood is suffused by fire. 3

(8 ) An advantage that Abhinava’s philosophy provides for Sanskrit

literary criticism is that there need be no disagreements over significant lite-
rary experiences. Since the emotional experience in great literature is for
Abhinava and later critics who follow him ( Mammata, Visvanatha, Jagan-
natha, etc. ) always the same, namely atmananda, * the bliss of the self °, an
insoluble problem for Western literature has been solved. The problem is
that there is no guarantee that two spectators fecl the same thing when view-
ing a work of art. To say ‘*it depresses me ™ or ‘it thrills me’’, or “it
excites me ”, is often a comment on the viewer's own state of mind and not
on the work of art itself. Usually it is discovered in later conversation that
the work of art has acted as a catalyst, rcleasing some emotion long consci-
ously forgotten, dislodging it from its undercover. One might object that
Abhinava too is no longer speaking about the work of art on its own, but
about certain universal states of mind. This is true, but at least, if all literaay
critics accept that this is the true function of literature, namely to induce
such a state of euphoria, then they have a common ground on which to argue
whether a particular piece of literature has been successful or not, And in
fact it is astonishing to note how grcat a concensus of opinion there is
in Sanskrit literaturc over what is good. The concensus lasts over the
_centuries. There are few poets who have been considcred great in the tradi-
tion long ago, but now forgotten. If one looks through the names of poets
that Abhinava constantly quotes, one is struck by how many of these are
poets we still read and admire today, 1000 years later. We are all aware how

1. Mahabhirata, X11. 178. Quoted by Sanikara in his bhasya on Brhadi-
ranyaka Up. I. 4. 15.
2, Locanas, p, 160, { B. P, edition ).
3. XNS.VIL7,Vol. 1, p. 348, Quoted also in the Locanu, p. 39, It is errone-
oualy ascribed by the editors of the od. with Ralapriya to Bhattanayaka,
Aqrsdt FZAEIRT I WET WES: |
T sIgd g9 WA FrefaafEar o
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in the West even thirty years ago ‘‘ great poets” are now not much more
than footnotes in college textbooks. Goethe is reported to have said that
he found * the Inferno abominable, the Purgatorio dubious and the Paradiso
tiresome.” One thinks too of Donnc, eclipsed for three centuries and only
restored to honour through the critical efforts of T. S. Eliot. Such ups and
downs in Sanskrit litcrature are morc or less impossible. ( There are of
course other reasons for this as well. )

These are just some of the more general results of Abhinava’s theories.
The details will be found in the body of this work. We think it is clear that
the way for later writers on poetics to expand on religious and philosophical
themes was provided by Abhinava. ( Surely, for example, the Bengal
Vaisnavas, especially the two Gosvamins, were inspired to their elaborate
theories by the climate Abhinava created ). Abhinava’s final theory bears a‘
remarkable similarity to what Aldous Huxley developed in his work ‘ The
Doors of Perception . H. Osborne writes of this work as follows : ““ Finally’
it is sometimes asserted that works of art symbolizc a metaphysical reality of
which by our appreciative commerce with the work of art we become directly
and immediately aware. This is a view which many modern artists have
themselves alleged. In his essay “ The Doors of Perception ”* Aldoux Huxley
describes how under the influence of mescalin his ordinary perceptions were
accompanied by an intense and inescapable feeling of revelation. He develops
the theory that artistic vision in general has this revelatory character and that
the works of art which artists create communicate to us imperfectly the
revelation of ultimate reality which they have enjoyed. * What the rest of us
see only under the influence of mescalin *, he says, *the artist is congenitally
equipped to see all the time. ... It is a knowledge of the intrinsic significance
of every existent. For the artist as for the mescalin taker, draperics are living
hieroglyphs that stand in some peculiarly expressive way for the unfathom-
able mystery of pure being *. The statement that in the act of appreciating
a beautiful work of art we have immediate intuitive awareness of ultimate or
pure being, takes us outside the confines of aesthetics proper. As ‘ emotive '
descriptions of the artistic experience such affirmations are significant and
must be treated with respect ”.!

We have seen some of the advantages that Abhinava’s philosophy
provided for literary criticism, all of which derive from his brilliant insights
into what lay behind imaginative experiences in literature. Let us now look
far more briefly ( for they are less important ) at some of the disadvantages.
The chief danger, it seems to us, is the reductionism in his theories; how all

1. *“Ansthetics as a Branch of Philosophy” by Ruth Saw and Harold
Oshorne, p. 31, in “ Aeathetics vn the Modern World ", London, 1968,
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literature becomes rcduced to a single experience. A similar criticism has
been made of Coleridge : « Coleridge's demand for unification and harmony
entailed the conversion of the poetic into something other than the poetic, its
subordination to philosophy and ultimately to religion ”.! Perhaps the reason,
in Abhinava’s case, was that he was not himself a very good poet. He did
of course write a good deal of poetry, but there are at the most threc or four
memorable verses in all of his work,? and his poetry goes virtually unquoted
in later critical literature. Perhaps he was prevented by his own intelligence
from being direct and concrete.? Had he been more of a poet, and more
interested in the particular, would he have preached quite so rcductionist a
theory ? There are of course advantages to this (a unificd theory for one)
but it means forgetting what 1. A. Richards has taught a generation of
literary critics, namely that *“ a poem does not stand for something else .
Abhinava’s strength lay in ideas, in conceptual thinking. He was not himself
an artist, and one cannot help being rcminded of Eliot’s famous remark a
propos Henry James, that he had a mind so fine that no idea could violate it !
There is a sense in which Abhinava confuses art and life when he
insists on the primacy of $antarasa. Tt is of course true that dramatists can
be concerned with anything they like, including the experience underlying
santarasa; but the point is not one of theoretic possibilities, but of what
actually succeeds in the theatre. Abhinava's weakest point was that he did
not really have any example of a great play in which Sanfarasa was dominant,
to lend credence to his theories. The Nagananda is the sole exception, and
this could hardly be considered great literature. By seeing beyond literature
to the universal experience that lies behind it, Abhinava is undermining the
autonomy, the uniqueness of literary cxperience. He is in danger of turning
literature into an icon, a representational object, an aid to devotion rather
than an cxperience unique and precious for its own sake. ‘““ Art™, in C. S.
Lewis’ fine phrase, «“ must be received, not used . Religion is not, after all,
the same thing as litcrature, unless we dilutc the definition of thesce two terms

. 1. Roy Park, ¢ I’0etic Inagination in Coleridge and Xant”, British Jouraal
of Aesthetics, Vol. 8, no, 4, Oct. 1968, p. 343.
2. Tho one really tine verse in the Locana is quoted under III, 30, p. 397 :
@i FXgE §Rar gE=dl
qIMAR T AATHT |
| S FRFATHAYERT
"G fT@dmy W
in which he puns very effactively in cowmparing sexual love and $inta.
3. Cf. the verse he wrote on p. 127 of the Locane and the absurdly long and
tortwons commentary he writes on it.
4. Quoted by A. Alvarez, “ The Phoenix and the Turtle” p. 5, in the work
ed. by J, Wain already cited,
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into harmlessness. The descriptions that Huxley gives of what he felt under
mescalin are interesting pyschologically, but to claim that they are essentially
literary is to forget the fact that great literature can never he unconscious and
ephemeral. The efforts and pains of creation are conceptual, concrete and
external. Dreaming is not, after all making. That literature could point
nowhere except to itself, must have somehow proved disquicting to Abhinava.
He was too religious to allow that literature might be somehow ‘ useless ™,
a goal in itself. ( Though rasa does involve surrender to the work of art,
and Abhinava insists that one’s own self must be got out of the way before
the work of art can truly be appreciated for its own sake.) 1t is significant
in this respect that Abhinava shies away from the terms priti * pleasure ”
and vinoda ‘“ entertainment ’, to express the purpose of poetry. He prefers
the religious word ananda  bliss”. By insisting on putting such significance
into poetry Abhinava is in danger of making much of Sanskrit literature top-
heavy; one is wary that it simply cannot bear the philosophical burden he
places on it. One’s mind is irreverently invaded by an image of Kalidasa
sitting politely bored, listening to Abhinavagupta explain to him the deeper
significance of his plays, his ears really attuned to the joyous shouts of the
spring festival taking place outside.






SANTARASA
PART 1

Abhinava’s Philosophy of Aesthetics

INFLUENCES

Abhinava seems to us deeply concerned with four or five basic ideas :
the relation of poetry to philosophy; the nature of suggestion; religious
ecstasy ( and its bearing on literature ); drama and poetry, and ritual and
drama. The question that must have helped him to bring all these elements
together is one still asked today : how is it that we “¢njoy ™ literary situa-
tions that are sad or tragic? He sought the answer to this basic question in
extraordinary states of mind, in ecstatic experiences. Nobody denied these in
poetry or in religious literature generally,’ but in drama thcir existence was
still debated. Santarasa was not universally acknowledged as a legitimate
element in drama. For Abhinava the question was not merely academic, for
if he were not able to provide convincing arguments in its favour, he could
hardly justify his interest in drama. Moreover he had no examples of a play
in which $antarasa played an important part, with the single exception of the
Nagananda, largely a Buddhist drama, and of questionable literary excellence.
By synthesising all of his pre—occupations into one system, a theoretical justi-
fication for santarasa could be made, with the ultimate result that the type of
otherworldly or transcendental experience which the spectator undergoes
during SR ( santarasa) would be basic to all aesthetic experience. Such a
system was not to be found ready-made. But Abhinava was able to take
what he needed from different sources: from the Dhwanyaloka he took his
theory of suggestion; from Bharata he took the starting point of his ideas on
rasa and drama; from speculation on SR and from Kashmir Saivism and
Tantric works he took ideas on the relation of religious ecstasy to literature.
The final end product was his theory of rasa in which he combines philosophy
and poetics. There are, therefore, four major influences in his theories :
poetics, philosophy, speculation on SR and ritual.

Before examining these influences more closely, we must note that
while open to all of them, Abhinava had an extremely independent mind.

1. 8inco a great and undisputed literature already existed along these lines.
Ono has ouly to think of Bhartrhuri’y Vairdgye§utala,
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Not only is he not afraid to disagree with his own teachers,! he is even able
to disregard the great texts of the tradition : “ We don’t care in the least if it
is described in this way in the Kamayana itself. In fact, it might be described
in the Veda itself, and we won’t be stified by this fact*.2 There are very
few ideas which did not * suffer a sea-change” when immersed into the
depths of Abhinava’s mind. On the other hand, he belonged to a tradition
in which a careful grounding in the past was de rigeur, and it is not surpris-
ing to find that he has been greatly influenced by a large number of writers.
To consider this plagiarism® is as absurd as demanding that Coleridge (like
Lowell in * The Road to Xanadu” ) footnote all his allusions and quotations !
Abhinava has a very fine verse in the Abhinavabharati,.right after giving
elaborate expositions of his predccessors’ views on rasa, in which he justifies
his urge to procced further :

* When intellectual curiosity ( dhik ) climbs higher and higher and ‘sees
the truth (arthatattva ) without getting tired, this is because of the ladders of
thought built by earlier writers ”.*

POETIC INFLUENCES

Abhinava was of course familiar with all the works on poetics extant
at the time of his writing ( many of which are no longer available). He is
particularly fond of Bhamaha, whom he often quotes in the Locana.

1. Onp.3l14, A, Bk, Vol, I, Abhinava scemns to disagree with Bharata con-
carning the definition of hdsys. Note Kane, /7. S. ., p. 55. “On p, 436 (of the
B. O. R. L. copy ) Abhinava appears to differ from him ( Utpaladeva, the nuthor of the
Pratyalbhijad, Abhinava’s teacher’s teacher ) Jq@IqATEIFHATRIE! qTT9a
9 g AR |

2. A, Bk, Vol I, p. 74 :

iy qar afiafa@ aferaa: | Rsfy qar v 9 qaadc Frwa:

3. Aunanda has some very percoptive remarks on plagiarism in the fouwrth
Uddyota of tho /). Al., stunzay 11-17. Lt seoms to us possible that ho was intluenced
by Gavidaosho. Wo think in pacticular of verse GG of Vikpatiraju's, which is identi-
cal in seutiment with the Priakrit verse that Ananda (uotes on p. 527. Versey-83and
86 of tho Catidaraho also prefigure several of the ideas in the fourth Uddyota,
There seewms no reason for questioning the date of 700 A. D. ( P'andit, p. C of his .ed,
of the Griidavuho) and it is therofore perfectly possible that Ananda knew the work,
Rijag¢ekhara, who knew Apanda by name (seo p. 16 of tho Karyamimdrisi) syste.
watised Ananda's views on plagiary. See A M, p. 6L

4. A, Bh., 1, p. 278. Also Guoli,op, ¢it. p. 12 :

S ARG A7

Hi: 9 arfeauazan |
&S qZ&: GRAIaTE

feFE T 11

The verse is quotod by Uttuingodaya in his Kaumudi, p. 102 with some variation, .
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Udbhata,’ Vamana and Dandin all of whom Abhinava quotes, do not'seem to
have provided him with any of his major doctrines. Bharata’s Nafyasastra was
of course a major influence or rather stimulus, to his ideas on rasa.®? Much of
his technical terminology. derives directly from the NS, as well as several more
advanced ideas. All this is well-known so there is no necd for us to provide
illustrations. . There is one “ influence *’,-however, which seems to us to have
been overlooked. .This is Asvaghosa’s Saundarananda. There is of course
no way, of knowing whether Abhinava knew this work or not.* However,
in the light of his pre-occupation with SR, and of his good knowledge of
Buddhism generally, there seems no real reason why he should not. More-
over, there seems some evidence, in the form of certain striking similarities,
which suggests that he did know this remarkable poet. The dominant rasa in
both the Buddhacarita and the Saundarananda (and most probably the dramas*
as well, to judge from the meagre fragments pieced together by Luders) is

1. E. g Edbhaia’s -lost Dhamalarizerarae (sec p. 68, K. Sastri’s ed. ).
Recently P’rafessor Guoli Lins published ¢« Udbhata’s commentary ot the Adryalaitara
of Bhamuhin”, ISM LU, Rome, 1962, editing the frugments found at Kifirkoth which
he identifies with the commentary on the Adryalailara. 1f Guoli i3 correct, frag-
thent number 10 (p. 7-8), which doals with the Loeczuz passage, should have becn
(-without thie pratile) butween abhidhindrthal and subdindm ubbidhdnem. But there
is no reom in the MS for such a remling.  Thorafere, if we are to rotain Gnoli’s theory,
this will have to Lhave occurrad in tho secontd half of line 2 of frugment 10. The only
problem is that there doovs not seom, if we huve correctly undorstood the accompanying
photographs of the manuscripts, any room for this pacsage in the fragment in quostion,
Tliore seems to us no good reason why tho prarika, ablidheaerthak should be ropeated,
nor can we veen any justification for tho second membor of 4 compound being explained
beforo the first meambor. It is true that the author of these fragments accepted
abhidlhdanrttsi and gararriti as §ebdaryapares, but why must we assume-that the
person holding such a view is Udbhata?

2, g NS, vol L p. 272, C. O, 8. ed. :

a T 183 ®WT9: 99T ; the definition of rase: p. 288, Tq T F: qZ74: 2
QT ~ AENAFTA; V.38 (p. 204 ); p. 299 : ¥4 (@AY THTH:

3. There is no quotation from Asvaghosa in any of Abhinava’s works, The
quotations from Asvaghosa in the anthologies (zeu Anvindrervacenasamuccaya, p. 29)
arc not found in any of his extant works, Riajndekhara (AN, p. 18 ) quotes a vorse
from the Buddlacarite (VIIL 25), but this is not aseribed by him to anybody.
Bimilarly tha Bkojaprabandhe takes over BC 1V, 59. Neither of these passuges is
suflicient evidonco to say thnt Lhe author actually koew Asvaglngsn’s work, since the
quotationa could bave come down though the work be lost. Note that BC VIII. 25 is
similar to Naghucamgr 111, 15, but the whole problem of Xalidisa's borrowing from
A. is not suttlod. Ou the whole, we aure inclined to think that Kailidasa did know
Asvagbosa, and was influeaced by him. Johnston (op. cit, Iut. to the English Tr. of
the BC, p. LXXIL) thivks that Dandin, A'2), 1L 44 has £¢ IV 31 in mind, and that
Bbamaha, in criticising ajihladat ( used ins. IL 30) mn._y be referrivg to Aévaghosa.

C B | o
: 4, The fragments from the throe dramas wore odite by H, Liiders, « fruch-
alucLe Buddhistischer Dramen”, Borlin, 1911, and Philologica [adica Gittingen, 1940,
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$anta. The words Sama and $anti occur constantly in both works.! Further,
at the end of Saundarananda® there are two remarkable verses which might
well have influenced Abhinava:

*“ And so this work, whose essence is liberation, ( was written ) so that
people might obtain peace of mind, and not for amusement ( rataye). I
have written it in the form of a poem in order to engage the minds of
readers interested ( primarily ) in other things ( and not in liberation). The
fact that I have dealt with things other than liberation is because of (the
book’s ) poetic nature, and in order that it might appeal to the hearts of
readers, just as a bitter medicine is mixed with honey in order to induce the
patient to drink it .3

Abhinava has used this very simile of medicine and honey in the
Locana. Moreover, he insists, time and again, that poetry is more gentle
than sastra (which can be loosely translated as ¢ philosophy ), but that it
leads to similar results. The last verse of the work is no less important :

« Since men are, for the most part, engrossed in sensual pleasures, and
totally disinterested in moksa, I have said in this work, under the ( sweet ) dis-
guise of poetry, that moksa is the highest (truth). Knowing this, (the
reader ) should with attentive mind ( avahitam) accept from the poem that
which leads to peace, and not (only) that which is pleasant. For gold is
surely separated from mineral dust-particles ».*

If we suppose that Abhinava did know this poem, how do we explain
the fact that he did not use Asvaghosa’s works, seeing that he could certainly

1. E.g. Saundarananda VIIL 22; VIIL 56; XI,5; XI, 33-24; XV, 49, a lovely
verse that could be engraved on the tombstone of the twentieth century.

2. Note that in Saundarananda, X1V. 50, Asvaghosa uses the expression
samasukharasa ! But there is no evidenoe, aside from the dubious expression rasintara
at BC VII. 51, that he knew either the NS or the rasa theory.

3. Saundaranaands, XVIILI1, 63:
AN SUAEAT F @A DEGTAT Fi:
AN ATMIARZFATE TG FAT |
TRIYTFIRAZT f& 791 GeRreaanicad
91d fafEted 7999 &4 F4 i@ 0
4. S. XVIII 64:
qIAoTSFY ik AeaTfaed wigrertagd
FAATH dd Fudfirg wav Mgy qfafa |
g g1 s Fazafeatdt o a sfed
qigT qIgH) AT e SRR |
According to Johoston ( p. 164, notes ) the word upakaram is hapax since it

occnrs nowhere else in the literature. Perhaps like upakdra it means something like
¢ useful ”*, « valuahble ™,
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have argued with perfect justification that they are all good examples of SR ?
We think there is a plausible reason : although there are passages of real santa
poetry,! nonetheless on the whole Asvaghosa’s position is directly opposed
to the enjoyment of poetry for its own sake (a position Abhinava defends,
see below ). The whole of his work ( even the Saundurananda) can be seen
as a tract against just such frivolous activities as reading poetry and watching
plays ! Sama is seen therein to be opposed to literary enjoyment, which
after all implies a certain delight in the senses. Both Abhinava and Ananda
(see below), extol the great variety of this world. Two other, less probable
reasons, suggest themselves : (1) Asvaghosa was after all a Buddhist, and to
quote him with approbation might have seemed odd. (2) In the verses quoted
below there is real poetry. But there is a great difference between being
told something, and actually experiencing it (a problem which Abhinava
and Ananda are greatly concerned with, under the name of svasabdanivedi-
tatva). Preachers inform us; only poets invite us to experience. Asva-
ghosa is more often than not a preacher. Thus, the same ideas from the
fine verses quoted in the notes are repeated time and again, especially
in chapter XIV. But they make no impression, for they are merely bald
statements — ideas rather than poems. As George Boas puts it, bluntly, in
a lecture on philosophy and poetry: * .... the ideas in poetry are usually
stale and often false, and no one older than sixteen would find it worth his

). Saundaranandas, XV, 32:

sfidsary §gv: @A f§ ST |
AYTH Tl I | wiasafa o
« Further back on this long path those closest to you were strangers, and as
you walk further into the future those who are now strangers will hecome close to you.”
S, Xv,33:
fazmat a9 93 9 aarm: |
R AT JAT D ST qIATE T 0

“ Just as in the evening birds gather together in small groups, so also in
various lives do people come together with their relatives, »

8. XV,34:

afand gfad dsmfea garam: |
QAT HEAFAT TESFAMAGARTH: 1l
“ Just as travollers meet for a few moments at various resting places along the

road and then separate, so also does one come together with those one loves ( only for
a moment. ) >’

In the next verse such meetings are compared to a fistful of sand, held together
only by the hand : valukdmustiraj jagat, Cf. MBh. XII. 28, 36 :

4T FW T FY I GHATAT AGITI |
e T Syt aﬁ:cmww:n
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while to read poetry merely for what it says ”.! On the other. hand, the real
‘poetry of the Saundarananda becomes “ part of the furniture of the mind?,
and nobody who has read thc fine verses from XV, 32-30 is likely' to forget
them. But such verses are rare, and Abhinava may well have c¢lassified "the
whole poem as “* didactic ”*, thus dismissing it from serious literary considera=
tion, for the philosophical passages are of interest to the believer and to the
scholar, but not to the sakrdaya. But this is mere speculation.

With Ananavardhana, however, we pass into the realm of certainty.
The influence of the Dhvanvaloka on Abhinava cannot be exaggerated: .- We
can safely say that the two greatest works in Indian literary criticism aré the
Dhvanyaloka and Abhinava’s commentary on it, the Locana. There are few
ideas in the D. A/. which Abhinava has not assimilated, ‘often by dealing With
them in a more subtle manner. Those ideas however for which he owes less
to Ananda, will be dealt with in the section on Abhinava himself.© Here we
should like to call-attention to certain key terms, which stand for importaint
concepts, from the D. Al. which might.escape the notice of a hurried reader.
Thesc are the terms which seem to us most important to Abhinava’s thec-
ries. Before doing so, we should remember what dhvani is'not. There::is
nothing imprecise, or vaguc about dfvani, as many Western_writers have
erroneously supposed, misled by the connotations of the word “suggestive 2’
in English. The concept is not a subjective one. Therc is nothing ineffable
about divani. Tt is important to realise this. ~Ananda in fact spends a good
deal of energy in refuting the amakhyeyavadins, those who claim that, if
suggestion exists at all, it is beyond the rcalm-of speech.? Both vastudiivani
and alankaradhvani can be paraphrased, without losing their status as
poetry ( though of course they are no longer cases of dhvani by definition ),
but rasadhvani cannot. In fact, if we were to state what is the sirigle most
important characteristic feature of rasadhvani, we would say that it is the
inability to lend ltself to paraphrase. The reason this is so has to do with

1. G Bons, « Plnlosop/s_/ and Poetry ”’, Wheaton Colleve, Mass, 193-, P 9,

.

2, The position of tho andlhyeyavidins is given at the l)elvmmnv of the D .

A1.p. 33 (B. od.) : FPRqadgmANISAIEA WA VORISR @gzdgi e
qurenda=a:; | ¢ Some whdose minde shied away from attempting a del.nutlon declared
that the truth of dlrans lay outside Lhe realm of speech, and could only be mternnlly
realised by a sonsitive reader.” Ananda replies to this at the very end of tha ﬁrs'b
Uddyota ( after K. 22). Again at the end of the third Uddyott, Ananda témes Back
to their views, informing us that the Buddhists claim that a1l things are begond defi-
nition ( p. 519, B. ed.). Note that the kirikds themselves nevor roply to the umuhg)é:/a-
vida. In the third Uddyota ( p. 403, and algo j» 517-518) Ananda, perhaps borrowing
from Vakyepadiya 1. 35, says that only a jeweller:can reeognise the trua value of gems
qaud whethor thoy aro genuine or g,ynt,heuc)
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Ananda’s theory of the different functions that words fulfill in literature. We.
will deal with this only briefly, for while it is essential to Abhinava, itis an
area about which the reader can find reliable information with no great diffi-
culty.! In essence it is this : Ananda inherited from older works, two
functions of words, abhidha and laksana. Abhidha is denotation, the literal
meaning of any utterance. Laksana is more complex ( it has often been mis-
understood ), but can be translated as secondary usage, including metaphori-
cal usage. The time-honoured example, unfortunately not so simple to under-
stand as has been thought, is : gamgayam ghosah, literally : * In the Ganges
is a village of cow-herders.’ If this sounds absurd in English so does it in
Sanskrit, for the locative is not normally used in the sense of proximity. By
“in the Ganges * is therefore meant *“ near the Ganges ”, i. e. ** on the banks
of the Ganges . This meaning ( known as the laksyartha, as opposed to the
abhidheyartha ) is reached through /aksana. Until the time of Ananda, these
were the only two functions (apart from fatparya with which we are not
concerned here) which writers, either on literature or philosophy, recognised.
Anandavardhana revolutionised the field of poetics by adding a third func-
tion, hitherto completely unsuspected : vyanjana or ‘ suggestiveness . This
sabdavyapara or * linguistic function  is active in all the three types of
suggestion mentioned above. Both Ananda and Abhinava spend a great deal
of time justifying this function and defending it against detractors.? They
did this so successfull that, after one or two major critics ( Kuntaka and
Mahimabhatta ), this function was universally acknowledged, and one finds
no major work written after the eleventh century in which the author does
not use it as an important element in his own theories on literature. To our
mind, Abhinava’s major contribution to this doctrine was to show that rasa
is not niyata, i. e. “ necessary ”, thus differing from arthapatti ( presumption,
as used by Mukulabhatta in the Abhidhivritimatrka) and from anumana,
which are logical processes. Direct statements *‘ produce ™ results. Thus the
phrase putras te jatah?® “ A son has been born to you”, ‘“ produces” delight.
This is not the case with aesthetic delight, which, according to Ananda and
Abhinava, can only be *suggested . But there are a great many other
ideas in the D. Al. not nearly so well-known, which must have exercised a
certain fascination for Abhinava, as they still do for us, one thousand years
later. The most important of these (and certainly the least recognised by
modern writers ) goes by the name of svasabdaniveditatva. 1t is closely relat-

1. See the excellent chaptor on metaphor in X. Kujunni Raja, Indian Theo-
ries of Meaning, Madras, 1963,
2. Abhinava has a long defence in the Locana, p. 55-70 ( B. ed. ). The very
long commentary ( p. 401-457 ) in the D, 4/, third Uddyot«, also is concerned with this,
3. Locann, p. 79, 80, 83,
v
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ed to the idea of vyarnjana. Can an emotion be conjured up by simply nam-
ing it 7' When an author attempts to charge a situation with sensuality, for
example, is it sufficient for a man to say to a woman : “ [ want to sleep with
you? If a character says to someone : “I love you 2 this may or may
not be the case, but as readers of literature we demand proof, and the only
proof relevant to literature is the actual suggestion of the emotion in the work.
Simple profession is not enough. Surely the great fault of Thomas Mann’s
*“ Magic Mountain™ is that while the first half of the book successfully
creates the atmosphere of a sanatorium removed from the preoccupations of
ordinary existence, the sccond half, in which Mann deals with philosophical
and political ideas, fails to come to life. It is too intellectualised, too explicit—-
Mann seems to be writing essays, not literature. Settembrini's long dis-
courses only arouse impatience to get on to the real fictional elements of the
work. Ananda saw this clearly (is he perhaps the first recorded literary
critic to do so?):“In a poem in which there is no description of the
vibhavas, etc., but a simple use of the word “ love™, etc., how can there
possibly be the slightest imaginative experience (on the part of the reader)?”?
Abhinava was deeply impressed by this doctrine, as he tells us in the 4. Bh.:
« It has been shown by the author of the d/vani (~aloka) and others, that rasas,
etc., are never conveyed by the mere naming of the emotion (to be suggest-
ed). This can be ascertained from my exposition called the Locana on the
Sahedayaloka.”* Tt is this doctrine that has led Ananda to emphasise the
extreme importance of the suggested element ( vyasnigyartha) in literature, over
and above the explicit element ( vacyartha). The whole first Uddyota of the
D. Al is devoted to establishing the existence of this suggested element, and
to underlining its supreme place in poetry. At times, in fact, this seems
excessive, for it often leads Ananda to give critical acclaim to a poem that

1. Note what Abhinava says in the Loc¢ana, p, 51, that rasa is «“ never even
in a dream svaiabdavicye, ” wW@Hsfq 7 QAT |

2. There is a whole class of litorature devoted to saying this same thing, on
the part of women, by suggestion. They are always, as in D. AL p. 71, cases of
vastudhrans.

3. D. AL p 83: 3 R WETFTRTAEANNS RyamioE«age #93
ARG TEIENATTaOE |

4. A. Bh, Vol 1, p. 343 : wyezrafayad f& WA @lemRNTIN=EEE L1
ﬁmmmq@m T The only names that Abhinava

uses for the D. Al, are kanydloka ( “ light on poetry ) and sehrdaydloka ( « light for
the sensitive render ”’ ), The name dhranydloka is thus actually a misnomer,

5. We think of the verse : gamiywyi qfigi fa=afeq geuTEd: | etc. given on

p. 137 of the D, Al as an example of «rivaksitardcyadhrani, and which is surely

( Continued on next page
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prefer aesthetically, on the simple grounds that one contains suggestion and
the other lacks it. But as Ananda was the very first critic in literary history
to have perceived the existence of the suggested sense, we must not complain
if he is carried away by enthusiasm at his discovery.! There is however one
place in the D. Al where Ananda makesa very significant concession which
has been for the most part overlooked by the later tradition : in the first
Uddyota of the D. Al. he says that an emotional evocation can be * directly
and explicitly stated ™ if this statement is merely a recapitulation (anuvada-)
of what has already been suggested.?

A doctrine which Ananda never developed into a specific theory, but
which is nonetheless discernible from various passages and their underlying
assumptions in the D. Al is the autonomy of literary experience. A poem
creates its own world, and must be consistent only with itself. It owes only
token allegiance to the outside world. The values of life are not necessarily
the values of literature. Ananda says, very explicitly, in an important passage
in the third Uddyota, that questions of truth and falsity simply do not apply
to imaginative literature :

“In the field of poetry where we perceive suggested elements, truth

(satya) and falsity ( asatya) are pointless. To examine ( literature ) through
(the usual ) valid means of cognition would simply lead to ridicule. 3 .

The criteria by which we judge literature, he explains, are not those
which we apply in our everyday life. This theory culminates in the famous
doctrine of aucitya, literally “ propricty . He develops this concept at very
great length in the third Uddyota, and culminates by saying :

“ Except for impropriety, there is no other source of harming rasa.
The highest secret (upanisad) of rasa is following well-known (canons) of
propriety.’’*

Continued from preoious page )
inferior, as literature, to the verse quoted on p. 114 :
AFEAT G7 Faaaequa} |
ST XT: FGE ALY T GHETA: 1|
which is only an example of guribhitaryanyya.
1. A criticism levelled by his detractors in an amusing line in the D, Al,
P. 25 ; Qi dNUY TRaEREERET ARG FOqSTTAGdT aF ¥g 147 |
2. D, 4L p. 8l : @R« g1 (vewely gggqifa:) Wm@'ﬁ, a g daar |
3. L. AL p. 455 : Faafqu T AMAACE AIEAACITTAITR THFAAANT T
THOFEATTRIQL TEIET ST |
4. D, Al p.330:
AAMAATGA AFIZANFE K |
gfugifq@T-yE ERTIY |
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What Ananda means by aucitya is not however what we associate
‘with the word “ proper . Space does not permit us to go into the issue
here,! but at least one application of the theory, of great relevance to modern
literature, should be briefly touched upon. This is the question of obscenity.
The problem centres around the very beautiful eighth chaptcr of the Kumara-
sambhava in which Kalidasa describes the love-making of Siva and Parvati.
Now Ananda points out that this is tantamount to describing the love-mak-
ing of one’s own parents,? since Siva and Parvati are considered in mytho-
logy to be the father and mother of the world. Ananda, from the same
passage,® leaves us in no doubt that the passage is * obscene * (asabhya ).
‘But this does not mean either that it should be ccnsored ( a qucstion Ananda
never even considered, for it would be considered hubris to do more than
make literary judgments; an actual * judge ’, deciding what people should or
should not read, would be distasteful and indeed unthinkable in ancient
India, as hopefully it is coming to seem to us today ) or that it is not great
literature. The description may be obscene ( asebhya) but it is not vulgar
(gramya), i. e. it may offend some people’s notion of propriety, but it is not
on that account unrefined or without value. The reason, Ananda tells us, is
the literary skill with which the description is made. Kalidiasa was a consum-
mate artist, and this is all that need concern the literary critic. Questions of
morality are simply absurd. ( Though one might sympathise, partially, with
Kenneth Tynan when he pleads that he should be allowed to criticise a play
of Ionesco on moral grounds : “ If a man tells me something which I believe
to be an untruth, am I forbidden to do more than congratulate him on the
brilliance of his lying?”*) Here is Ananda’s remarkable passage : “ How
is it that in such cases sensitive critics do not find the subject-matter utterly
lacking in literary beauty ( carutva)? It is because (what would ordinarily
be considered a blemish ) is cancelled out (lit. concealed-zirohita’) by artistic
genius ( kavisakti). For thcre are two kinds of blemishes ( dosa) : (1) that
due to the lack of intellectual refinement ( avyutpatti ) on the part of the poet,
and (2) that due to the absence of genius ($ukti). Now the fault that is
due to a lack of intellectual refinement can sometimes be passed over by
grace of (thc poet’s inborn ) genius. But a fault due to lack of genius will
very quickly obtrude itself (on the attention of the reader) ... And so for
example, great poets can describe the well-known sexual love, etc., among
the very highest gods, and although they are improper, nonetheless, due to

1. See Raghavan, “Sonie Concepts of tho Alaikira Sastra ™, « ducitya”,
p. 184-2567, Madras, 1942

2 D. Al p. 332: g fodr: §\maeiqiag |

3. D. 4l p. 332: gauOE¥Id |

4. Soee the Loudon Observer for the week of June 5, 1968.
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the saving power of their genius, such descriptions do not strike us as ( at
all) vulgar. An example is the description of the love-makiug of Parvati
(and éiva) in the Kumarasambhava. !

Another seminal idea of importance for Abhinava’s later theories was
the critical equipment necessary to appreciate this ‘“ suggested sense *. Karika
7 of the first Uddyota, has this remarkable verse :

“ ( The suggested sense ) cannot be known merely through lexicography
or through grammar. Only those concerned with the very essence of poetry
have access to it. ' *

Here the author of the Karikas is criticising what was until his time
the very staple of the literary critic : technical knowledge. Reading through
the works written before the D. A/, one is struck by the extraordinary percep-
tion of this remark. Dandin, Vamana, Udbhata and Bhamaha are unbend-
ing in their concern with the technicalities of the language, with metre, with
grammar,® and, especially, with figures of speech. One is reminded of the
situation today, where the battle still continues between the * academics
who insist on the importance, for understanding a work, of peripheral know-
ledge, and the *new ” critics (a term Ananda uses of his school ) who insist
on the autonomy and self-sufficiency of the poem. The difference, of course,
is that it could be taken for granted that anybody in ancient India who was
interested in Sanskrit poetry automatically came armed with elaborate train-
ing in purely formal disciplines : grammar, prosody, logic. But Ananda
was the first to demand that another element be introduced : literary sensiti-
vity. He was concerned with essentials, with the aesthetic impact of the work
of art. This was revolutionary, but in a sense it never had the impact on
later critical writers that one would expect it to have. The one great critic
to assimilate this principle into his own literary criticism is Abhinava him-
self. For only Ananda and Abhinava concerned themselves with wider
issues of literary criticism. Thus in the fourth Uddyota* of the D. Al

1. D. Al p. 316-317 :
FYWATEA AR 998 @ggq™T AEaaia Jq, sfrfsiiiaa) i?ram
f§ 9 - FAGTAATANSTIFFIY | IAGARE 0 ITRREFTATHINT T8 |

FEagivad 9 § AR 9918 .. aq & sEEdEcuRTaTR T EEiT-
FFRMAEEAlEe ARRRRETAE aFaAT T TR | 391 FAREEY X
e 1
2, D.Al.p.93:
TRIEATEATANT F §93 |
Iqq § g FATRINEG FqeT

3. See “Grammaire et Poétique en Sanskrit” by L. Renou, Btudes V. ediques
¢t Paninienncs, Tome VIII, Publications de PInstitut de Cirilisation Indienne
Paris, 1961,

4. D, Al p. 529,
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Ananda judges both thc Ramayana and the Mahabharata as whole works of
literature. ;

Later authors were content to simply enumerate once again the various
technical factors in a given poem. Abhinava of course carried on the
tradition of Ananda by focusing on fundamental questions of the philosophy
of aesthetics. Though he was followed in this by all later writers, he was
the last to make any contribution to the field. What he had to say was new
and intellectually daring. Later writers simply repeat his ideas, usually in a
simplified form. But it seems to us very likely that Abhinava was encourag-
ed to take this wider view bccause of the example that Ananda set for him.

Another idea which Abhinava must have first assimilated from Ananda
is the extraordinary importance ascribed to the poet. Not importance in the
worldly sense of the term, but his autonomy, his ability to create new worlds.
This too was an idea barely foreshadowed in earlier criticism. Ananda states
his position in two very exceptional verses, which have impressed themselves
on the imagination of all later writers :

*In the shoreless world of poetry, the poet is the unique creator.
Everything becomes transformed into the way he envisions it.

If the poet is emotionally moved (lit. ¢ in love ’) in his poems, then
the whole world is infused with rasa. But if he be without an interest in the
senses ( vifaraga), then everything will become dry ( nirasa).'*

1. D. Al p. 498:
AR FIGER FfalE: FAmghy: |
e P T4 gk oiadd i
ZFR IR F1A JT @RE TN
| oF FIIIAFIE F9HF q )
These verses are quoted in the Agnipurarna 339, 10-11, Ananda¢rama ed.
Abhinava explicity states that these verses are by Apanda in the A. BA. Vol, I, p. 296 :
9 CqIRe — IR IHA: * AR = |
So there can Le no doubt that the Agnipurina has borrowed the verses from

Auanda and not vice versa.
Note also the fine verse quoted immediately after theae two :

yEEaYdaEE aadaRaaEIaaad |
FERAN FI¢ FHA: T3 @Iw=aan

‘t A grent poet, at his own will, causes even inanimate objects to behave as if
they were snimate objects and animate objects to behave as if they were inanimate *,

Noto that Abhinava ( p. 499 ) takes b";rriy(ira in the second stanza to be an
upalaksana for all the other rasas.

We shonld not interpret vitariga to mean rcairdgyarat and take it to be a
oovart roferonce to fanturasa. For if this were 8o, nirasam wonld muke no sense evon
in its punned meaning. Vitardga here simply moeans a poet not interested in rasa,
emotionally uninvolved. The second half of the verse, therefore, means that if the
poet is not very good ( not alive to the external world ) he will not be able to invest
his poetry with any real interest,
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Abhinava echoes this in his famous remark on poctic imagination
(pratibha) in the Abhinavabharati :

“ The poet is like Prajapati, from whose will this world arises. For the
poet is endowed with a power to create wondrous and unheard of things.
This power arises from the grace of Para Vak ( « Highest Speech '), which is
just another name for poetic imagination ( pratibha), which has its scat in
the poet’s own heart, and which is eternally in creative motion (wdira).”
It follows from this that for both Ananda and Abhinava, there could be no
end to this creative imagination and to the actual poetic situations it could
envisage. This is the theme of a whole section at the beginning of the fourth
Uddyota of the D. Al., where we are told that there is no end to the
themes of poetry, as long as one is endowed with poetic imagination.? He
gives a beautiful simile :

« Even though subjects may have been already used, thanks to the fact
that they are associated with imaginative experience ( rasa) in literature, they
all appear new, just as trees appear ncw during the honey - months
(spring).”3
i There is no end to the novelty of poetic themes,* no way of exhaust-
ing the subject-matter of poetry :

“ Thousands upon thousands of poets as eminent as Vacaspati himself
might use (various) subjects (in their poetry), and yet, like primordial
world-matter, they cannot be exhausted. ?

This is a healthy emphasis on the primacy of the external world, and
how it must always form the poet’s major source of material.®

One is reminded of the passage from the Avimaraka: ‘ How lovely is
the great variety of this world ! 7 This agrees with the emphasis the karikas
- 1. A.BAh,Voll p 4:
FIAY  FEIAATAGIAN AT T W TAGI AT TG 1T feqafar=r=mgaratasio-
PRI FAYANRE FTHSATTITR: | )
See also the Prakrit verse quoted by Ananda in the lourth Uddyota, ). AL, p. 527,
2. D, Al p. 537:

a qeqdfratsfa afe @merfawm: | 1v. 6.
3. D. Al p. 528 :
guya A#fr @4t F14 WITEE |
e Fa1 FqTiea AYATH 5T qAL 0 1V, 4,
D, Al 1V, 6,
5. D. AL 1V, 10:
FIIRITTERANT FEay qed: |
9T &1 g4 qfa SFHAaSEnEg |
6. See also N8, I, 119 (G. O. 8. edition, p. 42 ).
7. Dovadbar’s edition of the Bhisa plays, p. 132 : aho vicitrasvabhavata
( Continued on next page
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place upon love, of all the rasas ( note that SR is never mentioned specifi-
cally in any karika of the D. Al.). In the second Uddyota when the gunas
(linguistic qualities ) are being discussed, madhurya < delicacy » is emphasis-
ed : ' love alone is very delicate, for it is the most pleasing among all the
rasas.”' This is so, we are told, because ‘ the mind, in love, becomes
exceedingly sensitive (is moved).”? It is surely this emphasis® that has
led Abhinava, in the 4. Bh., to make a profound philosophical definition of
love. This occurs under NS. VL. 45, where Abhinava has a very long
comment on Bharata’s definition of S$migararasa. The section is, for the most
part, very corrupt. However one passage can be translated :

‘ Someone objected as follows : how can there be only one rasa
(Srngara) when there are so many different kinds of love (rati) according
to the literary character in whom (love) exists ? The person objecting thus
is not ( really ) acquainted with love. For all love is only one. It (exists)
where there is not the separation of the one (?-ekaviyoga) (from the other),
because there is a mutual (commingling) of consciousness. This is wt’\y
( Bharata ) said : wttamayuvaprakrtih ( this refers to p. 301, Vol. I of the NS
5@ ca stripurusahetuka uttamayuvaprakrtih) : “he is noble” and “ she is
noble” and so we gect the dual compound urtamau. The same is true of
yuvanau (i. e. “ he is young and she is young ™ and so the dual compound ).
Now the word uttamayuva in this context refers to their consciousness ( i. e.
their minds ), and not to their bodies. For this concept ( viz. nobility ), from
the highest point of view, applies only to consciousness...”*

Continued from prenious page )

jagatah. Cf. Auden, in the New Republic, Dec. 9, 1967 : «II today, it seems to me,
the word ¢“real™ can be nsed at all, the only world which is real for us, as the
world in which all of us, including scientists, are horn, work, love, hate, and die, is
the primary phenomenal world as it is and always has been presented to us through
our senses, a world in which the sun moves across the sky from east to west, the
stars are hung in the vault of heaven, the measure of magnitude is the human
body, and objects are either in motion or at rest ™. It is clear that this love for the
buman, for the particular and the imperfact (cf. Balzac : ¢ Blessed are the imperfect
for theira is the kingdom of love ™ ) ia much cloger to the hearts of Indian poots than of
Indian philosopbers.

. FER oF AT T TerEA &1 Do 4L, LT
2. arat anfa Faw@ariag §a: 1 D. 46, 1L 8.
3. See alao III, 28:

fivas FER GFAREH @ |

« Especially in Srigdra, for it is the most delicate of all the rasus”. See
also D. AL II 11 and II. )&.

4. A.Bh.Vol. ), p. 302: g 0F FeRATAA—GIRHRA FIIH, FIHR
W T | GEAMFIAT | o @ET At A | FAFEFIEEAT ORI F T | o a1

( Continued on neat page
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The above is meant only to give an idea of Ananda’s influence. The
actual influence of the D. A/, has been far more extensive than we are able
to indicate here. We have not, for instance, dealt with such important
themes as pradhanya, « predominance ”, and its importance for judging the
status of a given poem, or of Ananda’s new ideas on figures of speech, or on
sanghatana (linguistic structure ). But what we have said should suffice to
give the reader an idea both of the remarkablc profundity of some of the

views of the Dhvanyaloka, and of their importance for Abhinava’s philosophy
of aesthetics.

BHATTATAUTA

Bhagtatauta, Abhinava’s teacher! of dramatic theory, wrote a work
entitled the Kavyakautuka,® now lost. On this work Abhinava wrote a
commentary, also lost. It is thus not possible to determine just how many
of Abhinava’s ideas come from Bhattatauta. He quotes him often in the
A. Bh., but many of the passages are too corrupt to understand. However,
itis clear that Bhattatauta emphasised the drama (over and above lyric
poetry ). Thus Abhinava says:

* ( Our ) teacher says that rasa arises in a poem when there arises an
experience ( on the part of the reader) that is similar to direct perception
(pratyaksa) (of a drama ). Thus he says in the Kavyakautuka :

Continued from previous page )
THGIIFIA: | IAHNTAT IGHT | TF JIWT | THAGITRA  qeaag=ad 1 3 g A )
Joeg fe womda saagad faim: |

Cf. Abhinavagupta’s remarks about love in the Lo¢ana, p. 205:

o fo enRafdgAUieaTaaitedd qaqa 19 9 |y @iy |
FZAEIEA:, AT T AEWARIISEAT | ot AR FIFAA ) wqQ fr yEaikE
faafsarstaaiaat a1 @erag@ a1 afoa wasfaaa@ziveiis o3 w3y |
“ For there is an unbroken propensity for love in all creatures, gods, animals, men ete.
And so there is no creature whn is not (capable of ) responding sympathetically to love,
Even an ascetic can find aesthetic delight in ( descriptions of ) love. And so it is called
“ delightful ” ( madhura ). For a sweet dish auch as sugar candy etc., when it falls on
the tongue of a discriminating person or a non-discriminating perosn, a healthy man or
a sick man, will immediately be pleasurable .

1. Generally whenever the term updidhydya is used in the A. Bh. it refere
to Bhattatauta.

2. JWMGITATGIA FTRTIHSAANATINATAT Wea=q: | A, Bh. Vol. 1, p. 37; this is
in the context of what constitutes *imitation” in the drama. Abhinava aleo wrote
a commentary on this work : § WWEWWEE:T%? Wﬁ@%, FE A afga 93-
gt i, o. fI9R )EURIAET IS 4541, Locana, p. 394.

See V. Raghavan, ¢ Authors Quoted in the Abhinavabharati ’, J. O. R. Vol. 8,
Madras, 1932,
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“In a poem that is not enacted, it is not possible to have a (true)
aesthetic experience ( asvada). When things ( bhava ) such as gardens, one’s
beloved, the moon, etc., are well and elegantly described by a polished ima-
gination, then they appear as if they are actually taking place before our very
eyes (i. e. as if we saw them acted out ).}

Abhinava improves on this :

“ ....the actions of the actor have been devised in order that the
spectator might obtain an aesthetic experience that is appropriate to direct
perception ( as in the drama ), This is why Bharata has sanctioned the use
of music, etc., in order to break the knots of the heart that is filled with the
anger and sorrow indigenous to it. For the text ( the Natyasastra?) includes
everything ( or : is meant for all people ). Therefore, rasas are only found in
dramas, and not in the everyday world. This is what ( Bharata ) means (to
say ). And poetry is nothing other than drama .2

But what is most significant for us, is the term pratibha. It is clear
from the quotations by later writers that Bhattatauta was greatly preoccupied
with this term and the concepts that lay behind it. Hemacandra quotes three
verses from Bhattatauta :

It has been said that there can be no poet who is not (also) a seer.
And a man ( becomes) a seer because of his “ vision  (dar§ana). Vision is
the knowledge of the truth of the nature and properties of various things.
A man is said in the $astra to be a poet only because of vision. A man is said
to be a poet in the world when he has both vision and (the power of)
description. This is why, although the first poet ( Valmiki ) was always gifted
with a clear vision, as long as he did not actually describe ( things) he was
not known as a poet ( but only as a sage) .3

1. 4,Bk Vol p.290:
FEATYTY fE TAHRIGIZTATZY @R CITAMT: | TG FAHad—
 QARTEARATYR Ay ArEEda:’ 1y |
¢ quIATERTeT WRTNIFAT G5Gar: |
JATARTATI-ZTAT WA AR €F2T: 110 &)
2. A. Bh.Vol. I, p, 291 :
(a3 Y garEal fTieggiegara oF S aamIRIgT HeTIuRaawaal 7 99i= |
91 FITRNTTEIRAHRUTEAT  FIROTEAHR TG AT Aoy €92 |}
FAqaTRYi | degifaaanfaysdena a1 RN IR ey
waang drarfysiar 9 gfaa facfaar | aaigomes fk IreTitd AR | a9 qrea o o
& WA | T4 9 AreAHT | See Addenda.

3. Hemacandra, Kdryanugdsana, p. 432, Parikh and Kulkarni’s second edition,
( Bombay, 1964 ) :

{ Continued on sext page
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The}Kaumudi on the Locana quotes a very important verse that might
well come from the Kavyakautuka :

“There are two paths of the goddess of speech : one is the §astra, and
the other is poetry ( kavikarma). The first of these arises from intellectual
ability ( prajna), and the second from genius ( pratibha) "}

This propels us to the heart of a great controversy, the tension between
“ inspiration ** and “learning .2 For pratibha not only means creative, or
poetic imagination, it also means * genius , or * inspiration ’. The term to
which it is generally opposed is vywtpatti, ¢ learning”, * intellectual refine-
ment *’, The dichotomy is very old in Sanskrit poetics. It held a particular
fascination for Abhinava, for it involved him in one of his life-long pre-
occupations : the relation between philosophy and poetry. In a sense one can
look at this dichotomy as finally touching the most famous dichotomy of
all, that between the followers of the old school of poetics who believed in
the paramount importance of alankaras and gunas, and the new dhvani
school. For the older school emphasises the hard work that must go into
creation, the need for being properly schooled. The new school on the other
hand, emphasises imagination,® inspiration, rasa and dhAvani. This is expressed
in the famous karika of the Dhvanyaloka where it is said that figures of

Continued from previous page )
qqT |qTT WA (8ic):
arIfe: sftcgwIfa fee g
fafaamvsTgaaTer 9 e
§ gEzIaRe Ay gfza: &9
IR ®eT SF Ffyg: )

aqr & 9 @=8 fAQsenfrada: |
AEar &fqar S JrFEAET G o o

1. Kaumudi, K, Bastri’s edition of the D, 4!, p. 170:
& T R Xedm: et 9 afawd 9
g adrd stntgEantawg o

This verse is quoted as the motto to a very tine article hy T. N, Sreekantiya,
“ Imagioation in Indian Poetics ?, I. /I, ¢. Vol, X1II, No. I, p. 1937. There he says:
« Quoted by Vidyadharacakravartin in his commentary on the Karyaprakdse ( Trivan«
drum Edition Purt I, p. 14). I am indebted to Dr. V. Raghavan of Madras for this
reference, ”

2. E. L Dandin KD, I 103,  Makdabharate, XII. 260.1. We even find the
dichotomy in the Pali texts, e. g. Arguttara Nikdya 11. 230 where four types of poets
are described ( cintakavi, sutakars, atthakari and patibhdnalavi ) of which the last type,
naturally superior, writes from ¢ seizure’ as it were.

3. The term pratibha is often used in the D. Al e g. L 6:

semaEEEaRivesrafs ofegea sfaswnfades
also, 1V. 6 : A ST |
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speech will come without any effort to the poet concerned with rasadhivani.!
Of course Ananda himself was not unaware of the importance of gupas and
alankaras ; it is only that for him and for Abhinava, they constitute the body,
the externals of poetry. The argument is not confined to India. It is a
matter of controversy whether a ‘* creative writing course >’ is of any use to
the young writer or not. There are those who argue that nobody ever learns
anything from such artificial attempts to instil talent into students. Howard
Nemrov once said in conversation that the only thing he really felt he should
tell his class on creative writing was: “ Why don’t you write well? Why
aren’t you good ?” On the other hand, there is general agreement that such
classes do often manage to teach the already gifted student certain technical
skills.

The most famous line on pratibha, first quoted by Abhinava and later
by a great many writers, belongs to Bhattatauta.? Itis:® Poetic imagina-
tion is that ( form of ) intelligence which shines with ever new scintillation ”.*
The whole verse is quoted as far as we know, only by Vidyacakravartin, in his
Sampradayaprakasini :

“ Remembrance is that which refers to an object of the past. Mati refers
to something that is still in the future, buddhi deals with that which is present
and prajna belongs to all three times ( past, present and future ). But pratibha
is that intelligence which shines with ever new scintillation. The poet is he
who is skilful in descriptions animated by that ( pratibha). Poetry is that

" S

which the poet does .

There is of course a long tradition behind this word. The most famous
quotation is perhaps the verse from Bhamaha that Abhinava quotes more
than once :

1. 1L 16 and writi thereon.

2. Beveral stanzas on pratilha have heen sscribed by Gnoli to Bhatiatauta :
“Three stanzas, quoted by Hemacandra and probably taken from Bhatta Tota ", Gnoli,
op. ¢it. p. XXX, Int. But this is incorrect, since the verses are from Mahimabhatta’s
Vyaktiviveka, 11. 117-119.

3. See uleo Locana, p. 92:

qfaaT sqEagimingaT 93 |

4. Hemacandra, p. 3 quotes the whole passnge :
YT ATAITHREIATSHT TITAT HaT |
REG R ILCIEICFUE TR U HEYCHIT]
5. Vidyacakravartin’s comm. on the AI’, the Sampradiyaprakadini, TSS.
noe, 88 and 100, part I, p. 13:

wrfaATiatyear afaameEia |
FiERTARER ST TFT ARNSH 74T 1

The rest is as given in the preceding note.
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* Even a stupid man can learn the sastra from the teachings of his
professor. But poetry is only given to the person who has imaginative genius
(pratibha) and that only once in a while .2

Abhinava and Bhattatauta must have known the fourth chapter of the
Kavyamimamsa, most of which is given over to various views on pratibha?
Rajasekhara defines it as: ¢ That which causes to appear in the mind the
collections of words, the technique of alarikaras, the caravans of meanings,
the path of ( poetic) expression, and other similar things as well”.3 He
divides pratibha into two sorts: (1) that which applies to poets ( karayitri, or
*“ creative ), and that (2) which applies to critics or readers ( bhavayitri).
“ Creative imagination is of three sorts: sahaja, ‘‘ inborn”, aharya, * ac-
quired ’, and aupadesiki, **learned . Poets too are divided into three
classes, in accord with this scheme ( sarasvata, abhyasika and aupadesika ).
He has many interesting and unusual observations on critics and poets
in the rest of the chapter as well. One thinks in particular of the two
poets, blind from birth,® who are nonetheless endowed with * vision”
( pratibha ).

But it is really only Abhinavagupta who enables the various insights
into the nature of imagination to be coordinated into a philosophical whole,
as we shall see when dealing with his philosophy of aesthetics in the next
section. The fine image of Mahimabhatta was surely inspired by Abhinava’s
philosophic views on imagination :

** Pratibha is that intellectual function of the poet whose mind is con-
centrated ( stimita ) on thinking about words and meanings that are appro-
priate to rasas. It arises for a moment from the contact of the poet’s mind
with the essential nature ( of the Atman ).”

1. Bhamaha, Kdvydlankara, I, 5 :
TEFMZAG T TATSTAq |
Mg g MAY G FRIFANAWEG: 1)

2. On pratibha see also : Vameuas, I,3. 16; Yogasitra, 11, 36; also Kashmir
Saiva literature, e. g. Somivanda’s Sinadrss, 11, 64 (. 78, KSTS, LIV, 1934); Vasn-
gupta, Spandakdrika, 1V, 7. Seealso L. Silburn, ¢ Vitulanatha Sitra’ ( Paris, 1957 )
p. 14 and p. 38. See also Int. to De's ed. of the Vakroltijizita, pp. XXIV . For the
torm in pbilosopby, sce G. Kavira), « The Doctrine of Pratibha in Indian Philosophy »,
Annals of the . 0. £. 1.V (1923-24),p. |} ff. and 113 f,

3. KA. ed. by C.D. Dalul und R, A. Sastry, revised ed. by Ramaswami
Sastri Siromani, 3rd ed. Baroda, 1934, p. L :

1 TR AT AR RFARHAZ(Y TYTagRfEzd sRyvraa |r ST |

Uktimdirga might also mean racang, riti, 1. e. style,

4. op. cit. p 12 FY AMIFRZFARZTATEAY STF9T: FIT: 3E |
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“ It is that which makes the things that exist in all the three worlds
seem as if they were right before our very eyes, and ( hence ) it is known as
the third eye of Siva>.!

It is clear that the striking image in this verse is borrowed from
passages in the D. AL.? Abhinava is also greatly concerned with pratibhia
as a philosophic concept. Thus we find it defined® and very often referred
to in his Tantraloka.*

BHATTANAYAKA

As we have noted under the passages quoted from Bhattanayaka in
the Locana passage from the second Uddyota,® Abhinava has very obviously
taken many of his key notions on poetry from BN. The most important of
these is sadharanikarana, the power which enables a situation in literature to
abstract itself from its unique application to one individual, and to be univer-
sally applicable. This is not a concept found in Anandavardhana, nor in the
Natyasastra. The word that BN uses for it is bhavana. Abhinava® quotes
the first line of a verse that Hemacandra® and Jayaratha® give in full :

‘“ (' There are three functions in poetry : ) abhidha ( denotation, which,
for BN, includes lak sana as well ), bhavana ( generalisation ), and the enjoy-
ment that ensues. Both word and sense-figures belong to denotation. The
whole collection of ( primary emotions such as) love, etc., arises from bhavana.

1. Vyaktsviveka, I1, 117-118, p. 462-453 ( Kashi Sanskeit Series 12] ) :
wrgguEr=Tdfaaatiaaaa: |
& EETETRTeAT S a4
a1 fe st datfa faq |
¥ FITRURAT At

2, D. Al p. 508 where the nawsd drss is referred to, and also D, Al p. 198,
third verse.

3. T. AL XIII, 87,

4. Gnoli, quoting four very difficult stanzas from the T, Al. ( XI, pp. 60-62),
remarks : ¢ Abhinava ...... stress (es ) the fact that pratibAd does not exhaust itself
in the poetical ivtuition, 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 oonstrict it, but, in
the poet, it burns with a purified light ~ to shine out finally iv all its fullness in the
intuition of the saints. ” Gooli, op. ¢it. p. LI. Further referonces in the Tantrdloka
are XI11. 90; 97; 101; 106; 112; 120 ete,

6. Below, we translate Abhinava’s brief summary of Bhattaniyaka's views
oD rusa.

6. A. Bh Vol 1, p. 277, .

7. See Hemacandra, op. cit. p. 96. See also Chintamani, * Fragments of
Bhattanayaka ” J, O, R. vol. L p. 271, It is quoted in the Rasayangidhara p. 26 ( with
the variant reading tadbhogikriir era ca. )

8. Alankarasarvasra, p. 9.
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The accomplished man ( siddhimannarah) is permeated by the form of the
enjoyment of that. !

Of course Bhattanayaka®? was himself influenced by the D. Al
( though he is supposed to have written his Hrdayadarpana to demolish the
idea of dhvani) in granting that there is an element in poetry beyond denota-
tion and secondary usage. In one passage in the Locama,® Abhinava even
says that BN is simply giving suggestion another name. But far more import-
ant for Abhinava was BN’s views on religious ecstasy and poetry.

It may well be that Bhattanayaka was the first person to make the
famous comparison of yogic ecstasy and aesthetic experience. Unfortunately
his Hrdayadarpapa has been lost, and only quotations survive in the later
Alankara works. The Hrdayadarpana appears to have been either a com-
mentary on the Natyasastra or an independent work criticising the theory of
dhvani in the course of which he had occasion often to quote from the NS.
Abhinava quotes Bhattanayaka frequently in the Locana not always to
disagree with him. Tt is clear from many of his remarks that he had a high
respect for him.

The first passage we quote and translate is one of exceptional interest,
that must certainly have been of great importance for Abhinava’s own theo-
ries. It is found on p. 5 of the Abhinavabharati (G. O.S. vol. I, 2nd ed.)
and is a commentary on the opening verse of the NatyaSastra +®

‘ Bhattanayaka® however ( explains the verse as follows ):

1 AT AT JRYT TERINEART 9 |
FEATIIAGT ATy RIS EAT ad:
WigETITey autsfy gETofe f§ g
aRIRTEYw sqTegy fargwraT: |

We are not certain about bhavandibhioyak, Perbaps it should be translated
an ““ to be reflected on in the mind by means of bhdoand”,i. o, bhiryal would tmean
* t0 be reflected on ”’, bhiranayd bhavyahk.

2. On Bhattaniyaka see Gooli, op. ¢it., p. XX. Also Kane, 7. 8. P, p. 221~
225, The date Gnoli gives is around 900 A, D, ln any case he certainly lived after
Anandavardhana in response to whose theory of dh»ani his own work seems to have
been written.

3. See Locana p. 188,

4. For all references in the Locana to BN, see Kane, op. ¢it. p. 223,
5 srorey frcaT AT feamem A |
T2 IR AR JZITEART |
6. UdhdArtam, which simply means “spoken” is taken to be a pregnant use
of the word by BN who interprets it as nddharenikrtam. The drama is like life. It
i» essentially unrenl, and yet it affects us profoundly, Most important of all, it is
{ Continued on next page
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“1 shall (now) expound that drama which was promulgated' by
Brahman - the highest Self - as an illustration such that people might under-
stand that worldly objects are insubstantial ( nissarabheda), fabricated ( as
they are ) by ignorance ( of the identity between the Sclf and Brahman).
Just as the unreal actions of Rama, Ravana and others, which are essentially
a figment of one’s imagination and hence do not possess a single fixed form,
but in a moment assume hundreds and thousands of forms; which though
different (in their unreality) from dreams, etc., are still the outcome of
mental imagination ( hrdayagrahanidana); which are enacted by actors who
are almost like the creator of the world (Brahma) and who have not relin-
quished their separate identity ( as persons in real life ) - those actions ( of
Rama and Ravana, etc. ) appear (to us) in a most unusually wondrous way;
and though appearing like that, they become the means of attaining the (four)
goals of life - in exactly the same way this universe consists of a display of
unrcal forms and names and yet through listening to and meditating on
spiritual instruction, it leads to the realisation of the highest goal of human
life (namely moksa ).

Thus this stanza, by suggesting ( the attainment of ) the other-worldly
highest goal of human life introduces santarasa.

‘ Depending on their respective causes the different rasas originate
from santa (a state of mental calm ).’

Thus the present stanza (N§, I. 1) conveys the higher purpose (of
drama).” This is the explanation that Bhattanayaka has given in his
Sahrdayadarpana. As he said :

Continued from prerious page )
the means whereby we may attain bliss, which is after all the samo as the Self and
therafore the same as moksa. A. BAVol. 1, p. 5: .

WZATATH “ FEM CATHAT FFATEAR TN AT FFATRA0HS AT
TEATTR | F41 [T FUATHFER 4 CATaddHET ¥q FAATITHEEEE QAT (Toreyor-
AT ATid | A4T ATAREATY I qRIIIEamfa | 941 age QAT T AT T ATy
T HTUHAATZI T [CATAAATIHATT SIRRIAYEN g4 IRICEgisd Ifafd |

‘" | WA grEaraad @1 g
FZAq TRAT YT, FAAAg |7 ffq A gEraE e GuEd |
m.—
‘ ArTTETAAIERTY W g4: |
gfagmt sARGEArRTaET a9 0’ 1F

1. It is not cloar whether Abhinava accepts this justificatioo of SR or not.

Most likely he doos, at least in groat part, for he also quotes this stunza (NS, VI,

P. 335, in the interpolated 4intarasa section ) and also uses it in the third Uddyota of
the Locana, p. 391, as a proof of tho existonce of Sintarasa,
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* I pay my homage to Siva the poet ( also the omniscient one — kavi')
who has created all the three worlds and thanks to whom ( yata% ) (sensitive)
people are able to attain aesthetic bliss by watching the spectacle ( prayoga)
of the play that is our life in this world.”

We can see prefigured in this fascinating fragment ( from a commen-~
tary on the Natyasastra® itself 7) many of the themes that were to occupy
Abhinava so closely? : the world as a drama, the individual as the actor, the
illusion of drama and the illusion of existence, the acceptance of santarasa,
the importance of moksa, Siva as the cosmic poet, etc. How many more
ideas would we find that Abhinava is indebted to BN for, if the Hrdaya~
darpana were extant ?

The second passage from Bhattanayaka is quoted in the Locana, under
1. 6 (p. 91, Balapriyaed.) :

“ The cow in the form of speech gives a unique drink ( rasa) out of
love for her young.® That (rasa i. e. bliss) which is (laboriously ) milked
by the Yogins cannot be compared to it. ¢

Abhinava comments : *“ Without being possessed by rasa, the Yogins
laboriously milk out ( bliss ).”?

1. Note that in the Locana, Abhinava speaks of Bhattuniyaka’s. Hrdaya.
darpana, whereas here he refers to the Sahrdayadarpana. Are these just variant names
for the same work ? K. C. Pandey ( Abhinaragupta, p. 200 ) suggests that the Hrdaya-
darpans refera to a book that refuted Ananda’s theories, whereas the Sahrdaya-
darpana would have been a commentary on the NS. It is true of course that hrdaya
and sahrdaya mean very different things, but Abbinava seema in the habit of calling
a siogle work by different names. Thus he speaks of the Kdaryaloka (i.e. the
Dhoanyiloka) of Anandavardhana { Locana, p. 2 and again Locana, p. 554) and later
in the Abhinarabhdrati, Vol, I, p. 343, he calls the same work the Sahrdayaloka. This
is the name he uses in the second vol. of the .4, Bh, as well,

2. 1t ia clear that Abhinava has used the ideas contained in this important
passage. But how did he feel conaciously about it ? Dlid he accept the views or not?
It would seem that he does, and yet on p. 3, Vol. I of the 4. Bh. he quotes the inter-
pretation of his teacher ( Bhattatauta ) on this verse from the NSS!

3. Burely Uttungodaya is wrong in saying that ignorance is suggested by the
word bdla :

II¥ ATSTRATTY IITER T T |
The point is that the bdla (child) is like the sahrdaya. There can be no
question of the sahrdaya being ignorant,
) 4. AR TgAEE:
uygE oF & W aRgrETeE |
[ AT @R " wRgad HE

5, Locana, p. 91 :

axaRw fqarnsrar fe @ A
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The point of the verse' must be that rasa is superior to the bliss that
Yogins achieve. The reason is that the Yogins must go through an elaborate
process.? But note that the verse could mean just the opposite, namely that
the rasa the Sahrdaya enjoys is not equal to what the Yogin enjoys. Tena
nasya samah does not specify whether it is superior or inferior. The verse is
_.c'luoted in the context of poetry, and so the first interpretation ought to be the
'i:'orrect one. Furthermore, if it were not, Abhinava’s quoting it here would
be out of place.®

. -~

PHILOSOPHICAL INFLUENCES
Yedanta :

Not only was Abhinava, along with Anandavardhana, assuredly-the
greatest thinker on aesthetic theory in India, he was also one of the greatest
philosophical minds of mediaeval India. In Kashmir §aivism, to which school
he belonged, his word is considered authoritative in all philosophical issues. It
has been suggested* that he wrote his works on poetics after his major works
on philosophy. One would, therefore, expect his aesthetic theories to hav'e
been influenced by his readings in Kashmir Saivism. But probably even prior
to his writings on Kashmir S’aivism, Abhinava was exposed to earlier Advaita
literature. There is of course his own commentary on the Gifa,® and though

1. According to the K. the word »dg here means poetry :

g FEATHAET IROFATAT TG |
K. Sastri’'s ed. p. 168-169.

2. Asthe XKaumudi oo the Locana says :

ATHTAT NATET AT R T AT 230 o - |
3. However, there is no doubt that ir the third Uddyota, Locana, p. 510,
.Abhinava speaks of rasdsvida as being only the reflection of a drop of the bliss that
is parameSvaravi§rintyduanda. See our translation of this important passage
below.

Note aleo the line that Abhinava quotes in the Locana ( p. 39 ) from Bhatta-

.niyaka :

. &=y wafyar qaf. 9 dter 9 g |

*In (the realm of ) poetry anyone who feels aesthetic pleasure ( rasayitr ) (is eligi.
ble for reading ), but not the cold rationalist ( hoddhd ) nor the man willing to take
orders (from religious worka—niyogabhak ).

Abhinava makes this very charge against BN himself in the Locana ( p.173),
accusing him of being more a philosopher than a post: g 7 ._..,..F3qT FdT
Sfriaed @9 aay T FrEashy ) .

4. See K. C. Pandey, Abdhinavagupta, p. 30 for the chronological order of
Abhinava’s works.

6. The QGitarthasanigraha, published in the NSP editioo of the BG edited
by Wasudeva Laxman Shastri Pansikar, with 8 commentaries, Bombay, 1912. It eeema
clear though that Abhinava was reluctant to comment on the Gitd. Not only is his

( Continued on next page
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he himself does not often quote the Upanisads, there is little likelihood “that
he did not know them. He could not fail to have been deeply impressed with
certain’'remarkable passages that have a direct bearing on his own "aesthetic
doctrines. We'think of the beautiful simile in the Brhadaranyaka :

*“ Just as a man, when closely embraced by a woman he loves, knows
nothiﬁg of the outside world, nor even of the inner one, so also does the ego
(puru;éh) know nothing of the outside or of the inner when it is closely
embraced by pure consciousness, the Self » ’

Thcn there are the passages from the Taittiriya Upanisad® which are
also quoted by Sankara® in the Brahmasiitrabhasya.* :

The phrase anandaghana, used constantly in Vedanta works, obviously
made an impression on Abhinava, for he uses it several times. One also
thinks of such works as the Gaudapadakarikas ( Agamasastra), which Abhinava
must have known (in fact, the doctrines in Kashmir Saivism take over most
of the major views of Advaita), for example I1I. 42-45,° where the four
impediments in controlling the mind are mentioned. The four impediments
are : viksepa (distraction); laye (which Madhusudanasarasvati takes to mean
susupti,in which he is supported by Gaudapdda himself under 111.35); kasaya

Contmuedfrom previous pagz )
commentary unusually devoid of interest, but he himyelf hints that he did not reully‘
feel any inward compulsion to write'it :
TEOFRSHIN WELAITTIEGUE SFTIT )
AMTAYR: SEESTSFFTIEATI: |
o CEHAYTE FaTdaty &1 4T |
fagnuaEatd gafv amEd Ko
In other words, he felt pressured to write nt and did it only for the sake of his
relatives, (op. ¢it,, pp. 776-776 ).
1. Brhaddraryaka Upaniiad, IV, 3. 21 :
. agq faa fear deiEwr 9 aw fReq 9 aradEiEg gee m%ﬁrrtr-n
HUfisqht A @ fREe 97 AR
A somewhat amusing verse on this very passage is quoted in the comment.ary
to the Vijadnalhairava, under verse 69, p. 59 :
STEET qefieqhl 9 I YT AT
fagdd afa: s1e qE w=y fateg o
2, T ¥ 4 and (@ QI woaaARt wald and g wmw.
Taittiriya, 11, 7,
3. II, 1.12: ( SM-ERAISATHI )
4. Note though how Sankara understands rasa :
@ A IRGUARRA AT Sfay A |
5. Madhusidana Barasvati in his Gudhdarthedipika, N. 8, P, Gua with 8
cemms,, Bombay, 1912 (uotes the verses and clearly explains thom.
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(stiffening of the mind ); and sukha, which Sadananda in the Vedantasara
(33) explains as rasasvada! Here is the first half of karika 45 on sukham :
™ «In Yogic practices, one must not indulge in aesthetic pleasure
( sukham). One should, through wisdom, remain unattached .2

It would not be difficult, especially in a reductionist system ( where all,
from the highest level, is pure Brahman ), to see how Brahman and rasa, or
rasa and the saksin, the ‘" witness ” in the sense of pure consciousness, were all
one, and identical with ananda itself (since Brahman is characterised as
saccidananda). This may of course have something of hindsight in it, but it
is doubtful whether Ananda and thus Abhinava were not inspired to their
doctrine of vyanjana, at least in certain aspects, by the Vedanta notion of
mukti,® which is not produced, or created, but is made manifest (abhivyakta)
through the removal of the avaranas.

Already Bhavabhuti had used an important Vedanta simile in regard to,
rasa. In the Untararamacarita 111. 47* he speaks of karuna as the one rasa
of which all the others are simply vikaras, just as the bubbles and waves of
the ocean are all forms of water.® Abhinava applies a very similar notion
to SR.®

1, Jacob’s ed. p. 81, under number 33,

2. qrEaEdgdE a3 fqeas: ggan ¥Aq 1, on which Madhusidana comments
( under Gita VI, 313, NSPed. ) :

T G TS U ATERAd | CaE WeRE gEl ERIREt
¥ q FA

There is a very interesting variant, quoted in the Vedantasira ( Jacob'sed.,
p. 51, under 33 ) : qREIZAZE = | Sadinanda says : yEUEITEFATSAAT  PHAI:
FRFUF=TAIEA WERATZ: 1 We can’t help feeling that Sadinanda must have been
aware of the famous comparisen, brahkmananda (or even brahmasvada), and rasasvidae
and thisis his way of answering it. His point then, na Nrsimhasarasvati notes, is that
the distinction is between nirvikalpasamadhs and savikalpasamdidhs, two terms which
muet have influenced Abhinava’s own thinking on rasdsvada. For in sarikalpasamadhs,
the triputi ( subject, object, knowledge ) is present, as it must be in rasdandda, but
it is absent in brakmdsedda, where there ia only one sdksin, with no object to cognise,
pure consciousuess.

3. This similarity wae already poted by Jacobi in his introduction to the
Dhvanyiloka translation, p, 398,

4. Raghavan, “ T'he Number of Rasas,” p.165 quotes this verse and ex-
plains it,

5. o W FE o frfiraeT-

. f&=: qug gyl faaata o

AFAIGZAHAAT, i~

T 31 afseiT fv aws
6. Cf. 4. Bh,Vol. 1, p. 335, basing himself on the famous versein the N,
Vol. 1, G. 0.8, p. 335

( Continued on next page
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.+~ When we come to the influence of Kashmir Saiva texts, we are on
firmer ground. A work which seems to us to have had a decisive influence on
Abhinava is the Vijnanabhairava, a work he often quotes.! What is unusual
about this work? is its preoccupation with ecstatic experiences, and with
exercises for inducing them. Here are some of the verses that undoubtedly
i:aptivatgd Abhinava :

* One should cast one’s glance out into space, where there are no
trees, no mountains, no walls ( to obstruct one’s vision ), for when the nature
of the mind (which is to think about various objects presented to it) is
suspended, all activities come to an end .2

* Meditating on the knowledge ( that exists on its own) between two
thoughts, one should fix (the mind) on that (empty) middle (space).
Suddenly abandoning both of them, truth will appcar in the middle .4

In these verses, one finds a certain preoccupation with aesthetic themes
— a feature that is lacking in Advaita works. It is carried even further, when
sexual comparisons, for which Kashmir Saivism has a definite sympathy,
begin to appear:

_ * Wherever the mind finds plcasure, one should firmly fix it on that
object. For there the true nature of absolute bliss will manifest itself .

Continued from previous page )
: & & fafraamare grargmE: =939 1,

a verse he quotes also in the Locana, p, 391, Note the preceding verse ( p. 334, 4. BA,

Vol.1):
w1 TR @ Ty SEaEa: |
fRr: sEaarg: gaEas |30
1. Only,as fas as we are aware, in the Iérarapratyabhijidrinrtivimarkini
{ edited in three volumes by Madhusadan Knul Sistri, NSP, Bombay, 1938, 1941 and
1943 respectively ). The work is quoted in Vol. 1,77, 80 auvd 287 uad in Vol, II on
p. 50, 179, 214, 262, 311, 427, and Vol. III, on p, 30, 52, 169, 348 and 388.
2, There is au interesting French translatios of this remarkable text by
L. Silburn, Le Vijidnabhairara, Publications de I' Iostitut de Civilisation Indienne,
3. VB, 80 (p.50):
Fragfritiwen ey g R
faeha araw a3y gfogior gsmay o .
Io fact Abhinava quotes this very verse in the JPV ¥ twice, once on p. 311 of Vol, 11,
and agaio in the same volume, p. 427,
4. V3,01 (p.60):
SHVEATE AT A GuTsR |
FIYE &4 IRAT AN qo TR
This verse too is quoted by Abbinava in the IPVV, Vol, 111, p., 346.
6. VB,74, (p.62):

a7 77 A EEATEIT IRAT |

a3 a3 EEEES AT |

’ .
[ I



28 AFRT

- .. ~The commentator explains this to mean that one can fix one’s atten-
tion on any attractive object, such as the lotas-like face of a beautiful woman,;
and find bliss of a transcendental nature therein.’ )

* After the manifestation of the happiness resulting from the nounsh-
iné moisture produced in the body by eating a good meal and drinking, one
should meditate on the state of fullness of the body (at that time). From
this] absolute bliss will arise ».2

P

The commentary explains rasa to mean the sense of *“ I- conscious-
ness” and quotes the famous line from the Taittiriya already mentioned
above.®

 The pleasure which terminates in the infusion of the power of bliss
in a person on the achievement of sexual intercourse — that pleasure is one’s
own pleasure on the realisation of the essence of Brahman ™.

Here the comparison that Abhinava will make between sexual
experiences and ecstatic experiences, is explicitly stated. Note that the
commentary speaks of the pleasure of knowing Brahman as being of the
form of the resonance of a bell (ghanryanuranana), a term that Ananda
applies to dhvani. He also speaks of sexual intercourse as the abhivyakti-
karana (i. e. that which manifests or suggests) bliss,® again a term that
Abhinava uses of rasa. Verse seventy® is another sexual verse where we
are told that there is anandasamplava, immersion in bliss, simply by remember-
ing the various acts such as sucking (lehana), fondling etc., indulged in
during love-play. The interesting thing is that the commentary gives a

1. AR A ARl AT ARASRT A9 g, a9 aRafer
g ) |
2. VB,72,(p.60) :
ARIYTAFA T BTRE AR T TFHOA |
TRARRA[RY FEF-=Edl W39 1
This verse too is quoted by Abhinava, in the /PVV, Vo), 11, p. 179.
3. VB,p.61:
FERmIERae @EA! T AAR: |
4. VB,69,(p.58) :
+ ARRETAEIFI RIS, |
I[W AGAAH JgE @rHE=Ad ||
6. VB, p. 59: the first paseage is:
FEFATAFRIFENIIE  Jq VRGO FFITE §(=I AR
The second is : m Nrfmﬁl
6. The verse is:
IR AgEE WUE, S48 1
RESCIEPLIES I LG CHITIN
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complex Trantric explanation, which, it says, is Abhinava's!' Could this
mean that Abhinava had himself written a commentary on the Vijnanas
bhairava, now lost? Reading through the commentary on these verses by
S'oivopédhyaya, one is struck by the fact that he too uses the terms of Abhinava
from aesthetics. Clearly he also felt their relevance here. Surely it is the
kind of speculation found in these remarkable mystic verses of the VB that is
responsible, at least in part, for Abhinava’s own philosophy, where worldly
‘pleasures are not to be rejected.

Another work, of perhaps even greater importance, is the Yogavasistha-
maharamayana.? This is one of the most extraordinary texts of mediaeval
India. To claim it for Kashmir $aivism would be unjust, since the work
itself stresses the fact that it belongs to no one school. The terminology is
clearly heavily influenced by Kashmir Saivism, but it is just as deeply marked
by Buddhism and by Advaita Vedanta. What we cannot know for ccrtam is
whether Abhinava knew this text or not. There is a tradition current in
Kashmir that he commented on the Y¥.2 Dr. K. C. Pandey informs us that
he has seen parts of this commentary in manuscript form in Kashmir.

There is some likelihood that the author of the YV knew the Dhvanya-
loka,* and we already have quotations from the work by the thirteenth
century,so that it appears reasonable to say that it was written in Kashmir *
sometime between the nineth century A. D. and the twelfth.® The work is

1, VB, p. 60:

Ty AfFaIEYTAT: |

2. Yogardsigthamahirdmdyana, edition with the commantary Vasijthamahd-
rimayanatatparysprakiiu ( a singularly uninteresting commantary of very little belp
in real difficulties ), by Wisudeva Laxmara Sistri Pangikar, NSP, Bombay, 1918, in two
‘Volumes,

3. 8ee K. C. Pandey, Abhinnragupta, p. 28-29 : ¢ There is enough evidence to
show that he wrote many other works besides the ahove...His commentary on-the Yoga-
vdsiztha. We have no other source of information about it than a tradition current
among Kashmirian Pandits ™.

4. This was first pointed out by V, Raghavan, “The Date of the Yogavasistha”,
J. 0. R. Vol. X1I1, Part 11,1939, p. 121-123. The important verse of Ananda that we
quote and trapslate lator is copied almost identically in Vol. II, p. 1521 ( VIB, 190,
verse 89 ). YV, VI B, 197, verses 15-17 are very similar to the D. Al I,4, There can
be’ little doubt that the Y V is the borrower here.

5. See Raghavan, ¢ The Yogavasistha and the Bhagavad Gita and tho place
of origin of the Yogavasistha ", p. 73, .7, O. k. Vol. X111, Part I, January—March 1939,
¢ Hence the suggestion that Kashmlr was the place where the Yogavasistha was
-produced deserves acceptance, > op. cit., p. 82,

6. See Raghavan, op. cit,, p. 128 : «“ What is the lower limit to:the date of
the Yogavdsiprtha is a question which I can answer here. Scholars have up till now
pointed out Vidydranya as the earliest to cite the Yogardsisthu. Wo can take up the

( Continued on next page
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unique in many ways; one in particular interests us here : it is the only work
in Sanskrit ( apart from the Mahabharata) that illustrates one of Ananda’s
and Abhinava’s pet doctrines : the relation between Sastra and kavya. The
work itself? says that it is meant as both, and all of its thirty-three thousand
verses bear out this boast. Not only does it contain remarkable philosophi-
cal doctrines, but many of the passages are as complex and literary as any of
the Mahakavyas. The philosophical stories are replete with lyric descriptions
of great beauty,’ and the very language itself gives evidence of a highly
literary mind.® The author was clearly aware of all the terminology
from literary criticism,* and makes use of it, thus illustrating Abhinava’s
very philosophy. If he preceded Abhinava, then we can be certain that

Continued from previous page )

lower limit to the date of the Yogandsiztha by a century. The Suktimulkeadrdli ( G. O,
8. edn. ) was compiled by Vaidya Bhinu for Jalbana in a. p.1258. On pp. 412, 417,
439, 448 and 451 of this anthology, the Yogandsistha is extracted.” Raghavan opts
for between the 11th and the middle of the 13th century as the date for the YV, Thie
is much closer to the truth than the unconvincing arguments of Atreya ( Philosophy of
the Yogaodsiztha) and Dasgupta’s claim that it should be dated before Sankara,
Had Abbinava known the work, it seems odd that he would not have quoted it any-
where, Itis interesting to note that in the preserved portion of the commentary on
the VB by Ksemariija, the direct disciple of Abbinavagupta, there are no quotationa
from the YV, whereas in the later commentary ( 18th cen.) by Sivopaduiyiya, there
are numerous quotations, This seenia to us to point to the fact that Ksemardja did
not know the work,

1, ¥V, 11,18,33 :
T GENRAE FER e |
F1 (@R JIEgEeA: NI Il
2, On this aspect of the work, see J, Masson and B. K. Matilal, “A love~

atory from eightb—century India” In the Jadarpur Jouranael of Comparatire Litera-
ture, 1966,

3. Wae think of such puscages as III, 16. 1-17, with its descriptions of artistic
delights, Also VIA. 104, 15-21 for a fine discourse on the ill luck of a woman in epring
who is not able to make love with a man. The remarkable story of Gidhi ( V, 45-50),
who dreams, in one second an entire life that turns out to have actually taken place in
another dimension, is replete with the most extraordinary literary passnges, There is
no finer exnmnple io world literature of a profound pbilosophical mind with a geniug for
artistic description, even though many of the verses betray a cectain lack of tradi-
tional literary education ( odd syntax, unorthodox similes etc, ). There is a fullness and
an overflowing of the creative spirit in thie work such as we have never come across
in any other Sankrit text, o
. 3 -

4. The word éama and its derivatives are to be found on virtually every pag;
of the YV (e.g. VI. 68.29; V.25 4); vibrdnti also occurs constantly (e.g. IV, 39,
20; VL 42.3); camatkdra is also very common (e. g. I1I. 14. 46); tanmayi is not a
rare expression (6. g. IV. 42, 11 ). Clearly the author is aware of the terms of literary

criticiem, for we find at VIB. 83. 6 : Frezqramgwa=y =7 AN 7 WG | VIB, 66, 1-5
contaiaa a number of puns on rasa and rasikajana. ‘
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Abhinava derived a great deal of his inspiration from the YV, and if the
author of the YV succeeded Abhinava, then it is just as clear that the YV
derived its inspiration from Abhinava. Inany case, both authors are closely
related. One doctrine which is remarkably similar to passages from the VB
and to passages in the Tantraloka that we shall shortly examine, is the
emphasis on being unfettered in one's enjoyment of life. Thus there is
a passage where Vasistha tells Rama that he, Rama, is now a jivanmuk!a,
who knows that his consciousness is ever pure, and so he should : “ Drink,

live, make love, foryou have obtained the far-shore of worldly
‘existence, > !

Such verses are not rare in the YV, e. g. :

“Itis all the same (if the realised man) be, with unbridled passion
(uddamamanmatham ), given to heavy drink, or dance, or if, on the other
hand, he abandon all society and go off alone to the mountains. ** 2
' The number of verses in which ananda is described in terms to which
we are now used from Abhinava, are legion. Here are just a few examples ¢

“That is genuine happiness wherein the mind ceases to function. Such
happiness is not possible in heaven, just as it is not possible for a house of
ice to exist in the desert, 3

And on a theme that Abhinava will develop himself :

* Higher than a kingdom, than heaven, than the moon, than the status
of Maghavan and even than the delight that arises in making love with one’s
beloved is the happiness proceeding from the extinction of desires. ' *

The YV tells us that “all beings strive for bliss **.* Speaking of
atmananda, a term of which the book is very fond, it says :

1. fyg fqeq 8@ THEETIG | YV, V. 50, 75.
2, YV.V. 58 53:
IEHA-AE QAT 179 JAG |
gEEFYRAT gaaTarg a1 fd
3. YV. VIA 44, 26:
g argied fadt g GRERaT)
a @A @ty 70 e a9
4. YV. V.74, 44:
afy TRRfy EmiReEIge JTET |
. A FEATHAEFTAOE 96 @ N
We suppose that indu here means something like candraloka,
5. eNITAT AN Faed JT4 FATIA 1 TV.VIA 108, 20.
vu



Eld 0L

“ That is the highest place, the peaceful way (i. e. state), the eternal
good, happiness ( §iva). Delusion no longer disturbs the man who has found
rest ( viSranti) there, !

Such verses, many of them very lovely, could be multiplied indefinitely.?

1. YV, V34,70
T | A g degd: WA fgEe |
SEREENS I EC CIICIIE G ool
2. We have hardly done justice to the importance of this fascinating work.

There are many more passages relevant to the issues we are considering here. We think
of the extraordinary explanation at VI B 83, 18 of S'iva at the end of time dancing and :

Tgafd & af® e+ 91 It is nlmost identical with the explanation
ghat Abhinava gives in the 4. Bh. Vol. I, p. 2. The dance of Devi (at VI B, 85)
s similarly explained and agnin linked np with the concept of spanda ( one of Lhe key
‘terms in Kashmir Saivism ), 80 oftun used in the YV (e, g. at 1II. G7. 6 it is equated
with cinmdtra ). Many other passages bring to mind Abhinavagupta and his ideas on

Santarasa, Thus at VI B 39, 36 we are told : I4T AT & WHR: JFARIIASA |
4 when the world and the «“1” disappear, only traoquillity is left.” A verse that

ocours frequently ( with minor variations) is: ¥ @WK d G& =i FEAS AT |
(VI B 37,39) which we can compare with the NS, Vol.I,(G. 0. B.}), p. 334 and
with'the verse quoted below from the Visnudharmottarapurdna. Sants is said to
"be the end of desire for which there is nothing comparable in the universe :

=OIZAY q47T FEWN=BTINAAIT g@T |

41 9 9@ MY AFSHSTHA 1)
(VI B 36,24) on whicP the commentary quotes the verse yac ca kimasukham loke
etc. ( p. 1139 ), which Ananda quotes in the Dhvanydloka, p. 390. The tree that gives
vidrdants ie said (V1 B 44, 20 ) to be vairagyarasapustitmas. A passage very interesting
in the context of rasa is VI B 41, 5-6 :

AR RATATHR A IRE AT |
HEATg &9 TR @ SEageT o
@RI JA=AAY4: |
QENTT S @ TFEIFEUTHATL 1)

Note the commentary on this ( p. 1150) : PqaR@ATIAIA & SHIAeT Fga1-
ATATHF & TAISY FFRICAT ATHIERSAAT JrE | Sa=agias: @ Jawnfy o
nEEg: | @ FEIOIROTTE: MIRWATERG FREAEaTRATIE T4 ST |
A eimilar verse, betraying the same knowledge of aesthetic theory is VIB 1, 18-19 :

WIEAaQ JT¢ W9g 99 |

HATARGET QTR AT

1| v T &g gEWl-Raaag: |

AHRATIGSEAT ¥Head] &1 @l
on which the commentary ( p. 1070 ) reads : 34y {7 ﬁ@%‘l"ﬁ’ FAx F9q @ Temw
IRYFHFETE  AEGFIAEAET ARG JEany Faar fagga q@@s @mE
FAGFATEAT yfFad: |

( Continued on next page
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There are many passages from Kashmir Saiva literature that helpea to
stamp Abhinava’s philosophy. Here, for example, is a fine passage from the
Paratriméika® :

“ He sees, without any doubt, through the Saktis of Siva (as if things
were ) right in front of him. Thisis the attainment of immortality, thé
experience of the Self. This is thc initiation into Nirvana, and that which
establishes the existence of the world. »?

. 3 - ! - 3
And here is an important verse from Somananda’s Sivadrsti® :

‘ When one attains great bliss, or when one sees a friend after a long
absence, meditating on the joy that arises, one merges into it, and one's mind
becomes one with it. ”*

It is impossible to say how influential for Abhinava was the Tattvaloka
of Anandavardhana. The work has been lost, and unfortunately no quota-
tions at all have been preserved. All we know of this work is what Abhinava
tells us in the fourth Uddyota of his Locana® : that it dealt, in great detail,
with the relation between sastra and kavya, poctry and philosophy. Most

éontinuedjrom previous page )

Oo ¢rsrdsantydyge ( cf, Ananda’s sthayebhiva for dantarasa, namely ¢rgna-
kiaya ), see V 24,52. Note how dolls sing and talk with goddesaes : VI B 6, 41,
On the mirror image, cf. II 15,6; 11 13,75. Note VI A 26-36 : AgA(® %nwhsﬁa
d W4T d 9 WIHGH, which is a vorse quoted in the Tantrdloka, Vol. 11, p. 44. Cf.
Tantralokn, 11 p. 173. The Y V. stresses the relativity of time (and how profound ex-
periences escape from ordinary notions of duration) : 1II 60,22 : & W WIheT:
FETH WAR &, Finally ooo thioks of the uwesome : maunam erdvabisyate (VI B
83,29 ). *“ Only silence remains.

1. Paratrimiskdviortd of Abhinavagupta, ed. by M. R. 8hastri, K8TS, No.
X VIII, Bombay, 1918, p. 258259,

2. m&rrwmﬁnmme‘t i o

mﬁmmfmanarmr ag: |
4 et 3 faawg ey o .
(v sfnRfa aEq)
We are not sure how to take alrstih. Is it tho subject of saksde pagyats or its object ?
3. Utpaladera’s Sivadrsiivrits, ed. by M. K Shastri, KSTS, LIV. Srinagar,
1934, p. 12. The verse is also number 71 of the Vijianabhairava, p. 60, Abhinava-
gupta quotes the verse in the IPVV. Vol ll, p. 60.

e, o= WE(d TR 3¢ a1 avq faua
srmwrgra' T JFIEHAT AT
6. Locana, p. 533 : TI® T=9FRM (i. 6. Anandavardbana ) TSI (TaATHINE
aad g(aﬁsm oy ATENNZIIIH, . It is clear from the Vresi passage on p, 533

of the D. Al. that the work dealt with what Ananda calls the istranaya and the
Linyanaya. The 7'attedloka is also roferrod to by Abhinava in his Locana on Udd.1

(p.67).
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likely Ananda was inspired to this from his speculations on the nature of the
Mahabharata as both a work of philosophy and a work of poetry. We can
justly presume that many of Abhinava’s ideas come from this text.

Another question that must go unanswered, though it is rich in possi-
bilities, is Abhinava’s debt to Buddhism. We simply do not know anything
definite on this problem at all, though it is very tempting to speculate.

INFLUENCES FROM SPECULATION ON Santarasa

It is clear that Abhinava did have access to certain old manuscripts of
the Natyasastra in which nine rasas were enumerated, including santarasa,
and not the usual eight. Apart from the famous Kalidasa passage’ which
mentions only eight, there is reason to believe that Abhinava himself realised,
with an extraordinary display of intellectual integrity, that eight was the
older and more genuine reading. We say this because when he quotes the

verse from the NS$® cnumerating the rasas, in the Locana, he quotes the
[ -

1. Abhinava of course knew Dharmakirti whom heo refers to with groat

respect in the 7PV V, e. g. Vol. 11, p. 111 : NTATORISHRGRATREARTATTFOg-
ﬂwmm‘t&mﬁ:ﬁ, qa 9" T&f9afa. He nagain refers to bLim by name at
IPVV,1,279; 1), 46 and 174. He moutions the ’ramaneodritika by name at several
places in the 1Ppyvy, E.g. Vol 11, 22u; 223; 228; 234; 400; Vo!. IIL. p- L 72; 103; 127;
138; 140; 200; 389 and 387. ln defonding dhivans against those who clrimed that it was
inefflable, Ananda has the following lino : TR(ASES FASYRed drgTai fed a-
THATAMTAT TPUTal (AETACIR: | 58 § DUTRIRAIISASRGS  GEZ A Aq@ITTay 7
9Ha3 | Abhinava, commenting on this passage ( Locana, p. 519 ) remarks : geeas
ofa | rframdiamat waiagt a1 fqafatgan nugal §a1 a9 TeEredraq | 1t is really most
unusual that Ananda should write A commontary on a Buddhist text. This certainly
shows that Buddhist doctrines must have exercized at least a fascination for Apanda
and thus for Ablinava ns well. Under N§&. V1. 46 (G.0.8.p. 299 ), thero is Abbi-
navu’s odd remark that some who belivve in Sdnutarase add the Buddha as tho devata :
94. QTT'—;'TSWS?_ﬁ o w=aarza: #79992f@ | Ho then goes to remark : IZT f&q:
TATFERTC agEr av | Is it pot sigpiticant that the only drama that Abhinava quotes
from in support of idntaraea is the Buddhist drama, the Nigananda ? 0Oddly enough,
however, there exists ut present no Buddbist text oo alaikiragistra, It seoms rather
anlikely that Dharmakirti wrote a work entitled simply ‘“4lasikira”, as Kane has noted
(H.8. P.p.685): “Bo tho Buddhist logician and philosopher Dbharmakirti may have
Leen a poet, but there is pothing to substantiate the claim to regard him as a writer
on Alankdira. ® Seo S'ivn.prnsurln Bbattacharya, «* Studies in Indian Poetics ™, Calcutta
1964, which contains the reprint of an article entitled ¢ The Neo-Buddblist Nucleusin
Alanldragistra”, though as Kane points out, the guotation from the Vdasavndatta is
at the most ambiguous inspite of what Sivarima says. There seems to us no likeli-
hood that the kirikde of the 4luskirajelhara could be by Dlarmakirti though we
have no apaco to give our arguments. Note finully that Abhinava often quotes one
Rihula, a commentator on the Natyaidatra, and that this is a Buddhist name,
2. Vilkramorrasiya, 11,18,

3. NS VI, 15, quoted in the Locana on p, 83,
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versezwith only eight rasas. Moreover, throughout the 4. Bh.! he speaks,
whenever he mentions $anra, of those who *“ read ” Santa. We cannot there-
fore know how old the doctrine of SR is. The first author of known date
to mention SR is Udbhata,?> who simply includes it in his enumeration
of all the rasas without further comment or explanation. The interpolated
Santarasa passage in the Naryasastra, whatever it was ( for it is clear that the
present passage is not likely to be precisely the one that Abhinava con}mented
on?®), is nonetheless likely to have been the earliest reference to SR that
Abhinava knew. If we, purely tentatively, place the core of the NS around
the fourth century A. D., then all we can say is that SR must have been add-
ed to the text sometime before the time of Udbhata, i. e. the eighth century
A. D. (unless we are to argue that it was Udbhata who first spoke of S'R.,
which seems most unlikely in view of the fact that he has nothing whatever
to say about it, beyond naming it). However, it is clear that for Ananda,
SR was a matter of controversy. Had the passage from the NS already
existed, and had Ananda felt that it was genuine, there would be no reason
for him not to have mentioned this fact in his D. A/, while discussing SR.
The fact that he did not, makes us suspicious of its existence in his time.-
But if it was not existent, this means that it was added between the time of
Ananda and Abhinava, i. e. only a space of about one hundred years. Is
this sufficient for Abhinava to speak of * old * manuscripts which contained
the SR additions ?

The influence on Abhinava of Ananda’s speculation on SR will become
clear from the passage we translate below. The importance of the NS passage
(and related verses, which though they do not specifically mention §R, yet
seem to Abhinava to imply it ) will also be clarified in part IT of this volume.
But here we should say something of several passages* which claim to be
old, but which can at best be described as suspect.

1. E.g. 4. Bh. Vol. 1, p. 299 and 332,

2. Udbbata, Kavvdlaikirasirassigraha, 1V. 4,

Note that Vararuci's 'bhaydbhisdrika mentions a drama contest in which the
phrase estan rasdh occurs ( Caturbhani, Madras, 1922, p. 13 ). fee A. K, Warder nnd'
. Venkatucharya’s recent translation, Madras, 1967.

3. Kor onu thing he dovs not conunent on all of the paxsage, and for another,
the termy used oontradict his own. Thus the sthdayibhdava is sama ( which Abhipnava
attompts to interpret ), and tutlrajddna is given (p. 332, NS. Vol.1, G. O, S,)asa
vibhdva of $énia !

4. One should note too the passage from the VJ of Kuntaka, In his résumé
of the fourth unmesa, 8. K. Do quotes a live on this subjsct ( p. 234, second edition ) :

TARUHENE A AEaTEd EaRfvde el )
s Ancient sunges buve describod {dnta as the main rasa of hoth the Rimayara and the

( Continued on next page
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In the twentieth chapter of the Visnudharmottarapurana, we find the-
following stanzas :

* Santarasa is to be considered as independent and as standing
separate. !

The point here is that four of the other rasas give rise to four others,
according to Bharata. Since Bharata does not mention $nta, and since there’
are only an even number of eight rasas, there is nothing it could come from.

“ O King, they say that §anta arises from vairagya. Itcan be enacted
by means of taking on religious paraphernalia and through such means as
compassion for all beings, meditation, encouraging others towards the path
of moksa etc.”?

(] 3 .
“ Santarasa is that wherein one feels the same toward all creatures,
where there is no pleasure, no sorrow, no hatred and no envy, 3

It is clear that these lines are simply a pastiche of the various passages
which the reader can see in Part II. It seems to us unlikely that this passage
antedates Abhinava. The editor, Miss Priyabala Shah, thinks differently :
 Thus in the present stage of our knowledge, it would be safe to put
Visnudharmottara somewhere between the first or rather the second half of
the fifth century A. D., and the first half of the seventh century a. Db, i.e.
between circa 450 and 650 A. p.”* But in dating any Purana text, to date
more than single sections (and indeed, perhaps more than single stanzas ! ),
even very roughly, is a hazardous undertaking. It is perfectly possible that
certain sections of the VDP are as old as Miss Shah claims the whole is, but

Continued from previous page )
Mahabhdarata . This can only Le a referonce to Ananda’a fourth Uddyota ( Kdirikd 5,
the orets on this ). The puzzling thing ia that Ananda describes Laruna as the asigirasa
of the Ramdyara, and not &inta! ( Moreover, ia it not a bit odd to refer to Ananda
as pirvasirsbhik 7)) Note that the MB of the Vakroktijivicam breaka off in the middle
of a sentence discussing the Ndgainanda (De, op. cit., p. 246 ) (although Dr, Nagendra
in hia “Hindi Vakroktijivita” claims that the work cannot be said to be incomplete
aince it deals with all the six topics it mentions at I. 18, although of course there is no
colophon ) and we cannot kuow, therefore, what rasa Kuntaka held to be the major
one in the Ndgdnanda.
1. Visnudharmottarapurina ( VDP) p. 100, Vol. 1, 9-11,
P W@ @AAST 74T 4T |
2, FrI@ g GEAEY qEEd: Ot |
g Sirwadr wEra fegaeuawan i
A OEATATAR AT |
3 wrfd 33 g9 @ T 2NT AT AETC |
gR: g4 Ay @ JEa: Sy @)
4. VDP, third Kdnda, Vol. 1, O. L. Baroda, 1968, p. XXVI,
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there is no likelihood that the same is true of the Alankara sections. It
would be preposterous to hold that such a composite and clearly derivative
won:k as the VDP (indeed any Purana) actually originated an idea such
as SR.

This same reasoning can apply to the Jain text, the Anuyogadvara-
siltra! We cannot of course say for certain that the followiug passage is
interpolated, and thus it could, in theory, be as old as the fifth century A. D.
‘But the possibility of interpolation, especially in the case of a text that
provides examples of numbered objects, is not unlikely. In any case, this
could not possibly lie at the origin of S‘R, especially since it is the only
reference to $antarasa in Jain literature before the tenth century A. D.

0 AT qUOIl, d JgT—
R faml smgett o AR o gl AgaAl |
TRoret RIS B ROl qE o |
LIRS JEAET |
AFRREFEN @ @i gl o |
THal @ TEl—
gAY ST |
& 9z gl ez gewse TAEde ||

- There are nine? rasas in poetry. They are:

¢ The heroic, the sexual, the wondrous,
the wrathful, as well as shyness,

the disgusting, the comic,

the pathetic and the calm’,

Santarasa is to be known as characterised by an absence of (mental) per-

1. We have used the Agamodaya Samiti edition, Pothi form, Bombay 1924,
with Maladhiri Hewmacandrasiiri's ( not Hemacandra, the author of Kdvydnusisana )
Saaskrit commeantary, We have just received a very fine edition of the Nandi-
suttam and the Anuoyaddaran, ed. by Muni Punyavijayn, Pt. Dalsukha Malvania
‘and Pt. Amritlal Mohanlal Phojak, Jain-Agama Series No. 1, Bhri Mahavira Jaina
Vidyalaya, Bombay, 1968. See p. 121, St. 262. For the date of this text see the exce-
1lent introduction to this volume,

. 2. Note that bhayduaka is not included in this list, Iu its place is velanao
(vridanaka ), the sthayibhiva of which is vridd, or lajjd ( p. 137-138), According ta
the commentator, bheyinska is included under raudrarasa.
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turbation; as arising from composure of the mind divested of all passions
.and as marked by tranquillity.!

Here is an example : 2

¢ Oh, (look ) how the lotus-like face of the sage shines! It is-full of
the beauty (of mental calm) and genuinely devoid of any contortions ( due to
the upsurge of passions), with its calm (devoid of all urge to look at beautiful
ochcts) and gentle eyes unperturbed ( by anger, lust, etc.)’.”

Even if both of these passages were older than Abhinava, there is llttle
;likelihood that he would have seen either.

TANTRIC INFLUENCE

The only contemporary description we have of Abhinavagupta is on€ of
exceptional interest. Allowing of course for stylisation, the picture is none-
theless extremely vivid. Abhinava is presented as a mystic of a most unusual
sort : he is surrounded by women, playing a musical instrument ( it is not un-
likely that this was at the time of Abhinava’s life when he was expounding
the text of the NS on music ), drinking wine and yet engaged in the most
intellectual of pursuits, commenting on a text. The work is called the
Dhanyasloka, and consists of only four verses. According to Prof. Pandey,?
the man who wrote them was a direct disciple of Abhinava, and actually saw
him as he deseribes him in the verses. Here is our translation of this impor-
tant passage :

“ May the glorious god Daksinamurti ( Abhinavagupta), who is an
incarnation of Siva, protect us ! Out of his deep compassion he has taken a
new bodily form and cone to Kashmir, He sits in the middle of a garden of
grapes, inside a pavilion made of crystal and filled with beautiful paintings.
The room smells wonderful because of flower garlands, incense-sticks and
(oil -) lamps. Its walls are smeared with sandal-paste and other such things.
The room is constantly resounding with musical instruments, with songs and

1. Hemacandra explains nirdosa as himsididosarahita. Samadhdna is
.composure of the mind : ﬁqmm&m @Y | He takes prafintabhdvena
in the seuse of krodhadiparitydgena jiyamdinah, ¢ arising from the renunciation of
anger, etc.”. DBut this involves repesting the idea conveyed by nirdoss. We,
therefore, understand it as standing for pra$antahhdvena npalaksital ( the instrumental
of characterisation—~upalaksane trtiya ), and tale p» amutabhum to mean praiintlatva,
‘i. o. tho same thing as Jama,

9, Our translation of this stanzn follows the commentary, p. 139. There is
.one puzzling word there ; on p. 140 the commentary writes : gz WT! J4YT a—}'rg'-@.
FAF AN | F4AE ¢ | GREGT T AT, Now what does this matrathanatah stand
for? Perhaps mdtrathana is a wrong sanskritisation of mditshdna for maydsthana,
i, o, “not with deceit, sincerely. "

3. K. C, Pandey, Abhinaragupta, p. 20,
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-with dancing. There are crowds of women Yogins and realised beings
(slddha) with magic powers. It is equipped with a golden seat from which
pearls are hanging. It has a soft awning (alima) stretched over it (asa
canopy ). Abhinava is attended by all his numerous students, with Ksemaraja
at their head, who are writing down everything he says. To his side stand
two women, partners in Tantric rites ( diati ), who hold in one hand a jug of
wine ( §ivarasa ) and a box full of betel rolls, and in the other hand a lotus
and a citron. Abhinava has his eyes trembling in ecstasy. In the middle of
his forehead is a conspicuous tilaka made of ashes. He has a rudraksa bead
hanging from his ear, His long loose hair is held by a garland of flowers.
He has a long beard and golden ( reddish-brown) skin; his neck is dark
with shining yaksapanka powder. His upavita string is hanging down loose
from his neck. He wears a silken cloth (as a dhoti) as white as moon-
beams, and he sits in the Yogic position called virasana. One hand is held
on his knee holding a rosary with his fingers clearly making the sign ( mudra)
that signifies his knowledge of the highest Siva. He plays on his resonating
Tute with the tips of the quivering fingers of his lotus-like left hand ™.}

Clearly this is a picture of a Tantric rasika. It would be a grave
error to suppose that Abhinavagupta accepted only a token form of
Tantrism.? The Kaula system on which he comments so elaborately in

1. The text has been edited by Pandey, op. cit. p. 738 from a single manae
script preserved in Banaras :

AW <Y TRIEEHFAMWY A0 1990y
TIENRNAESIAs arqy =24 |
qraviia: G goagEny ANTaEaE-
TRV G FFA(GATS FEGHIGAT Il
AT GROETIIRRaS: 8fa: frsaad:
TR it e foafy: |
gt gAYl Ryaawch QuaTgeet
vl frad e e e eas T T, 1
AATANSATE: TETFAASR] TEHAT WIFHY
ST KSTRIN ATSAT FFAHA: |
T H AGULITEIHATST FFaghIILIa:
G I qa: JTERITS AR )
AT fg'zmﬁﬁmm
QTR RaaegEa 7 T o, |
MAVSTEAAR: [ARTET ATHRTHREI
AT qTY SERKIAAITL STGOmfaa: i

2. For good bibliographies on Tantrism, see M. Eliade, ** Yoga, 'Immortahty
and Preedom ™, Bollingen Serias, Pantheon Inc. N, Y. 1968, and A, Bharatl “The
Tantric Tradthon »  Rider & Co., London, 1965,

var
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his Tantraloka repelled all Westerners and most Indians who knew anything
about it. This is a great pity, for it is surely one of the most interesting forms
'of practical mysticism ever invented. What concerns us here is the ad:yaga
the rahasyavidhi ( secret ritual ) belonging to the Kaula school. Abhinava
devotes the whole of the 29th alhnika of the Tantraloka' to very elaborate
-explanations of this ritual. The text is extremely obscure on those passages
:that interest us the most, partly on purpose’ and partly because this subject
.has been rarely seriously studied, so that one is ignorant of most of the
technical terms. In fact, apart from K. C. Pandey’s use of the Tantraloka
in his work on Abhinavagupta, nobody else seems to have used, for any
extensive purpose, this massive text.? What is of interest to us is the
similarity this process bears to a dramatic performance and the influence
that this must have exercised on Abhinava’s incipient theory of aesthetics.*
The ritual is in fact an elaborate play that takes the greater part of the day.
The goal is the same as the goal in any ordinary drama, to reach a state of
pcrfect equanimity, blissful repose, whcre the Dati identifes herself with
Saktx and the male identifies himself with Siva. As Abhinava puts it in an
extraordinary verse in this section :

I do not exist, nor does anyone else. Only as saktis do I exist.”*® «If
one meditates, for even a moment, on one’s real natural ( Self ) that is pure rest,
then, one bocomes (hke) a great bird, and finds a woman to make spiritual

). Tantrdloka, Vol XI, part I, p. 1-172.
2. Op. cit., p. 115, verae 169 :
T TRy @A WE: yeHaT g |
See also p. 19, Jayaratha:
| @O GRANgaaTs Agrerty: g |

3. Professor R.Gnoli writea to me (June 11,1869): “I have just completed the
translation of the Tantriloka by Abhinavagupta, which has kept me very buay for
several years. The book will be shortly published by a Firm of Turin, in Italian **

4. Although Kane (H. S. P.,p.212) and X. C. Pandey ( Abhinavagupta, p. 33)
place the Tantrdloka earlier than the Locana, this is due to what must bave been a
wrong reading in the early editions of the Dhvanyaloka in the Kdvyamala edition,
There the reading waa given as—

gy g 894 TRARYd AReseraTganT fFiRd aaeEmaed e |
These readings do not fit the context as well as the reading given by Kuppuswami
Sastri in his edition, p. 125 :

TTAON g T4 WRAATEE ARFe=oraamin 9 4 ffd aaess-d Riaaaarerg)

This is also the reading given in the edition with Bdlapriya.

6. Verse 64, p. 44 :

argatd G SIsha FFen ARAEIEA |
(A FrEar FATA FET STRTATAS: 1)

Note that the first part of this verse (ndham asmi na canyo ’st4 ) is identical with a
stanza in the Yogavdsistha, VI A, 26, 36, p. 828, It is found with variations, through-
out the YV,
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love to” Abhinava uses the same terms for both experiences.? The
whole ntual according to Jayaratha, in his remarkable commentary on the
Tantraloka, is to “reveal™ or ‘ suggest™ (abhivyakti)® atmananda. The
slr?mgcst and the most disturbing element in the ritual involves the Dati
(note the similarity to love-poetry, where every Nayika must have a Dl']tl)
Thc culmmatlon of the ritual is concerned with this Dati, who identifies
herself with Siva’s Sakti. Jayaratha quotes a text to the effect that this Dati
should be :

“ One’s own wife, one’s sister, one’s mother, one’s daughter or one’s
beautiful friend .*

But Jayaratha points out that Abhinava (?) did not accept one’s own
WIfe as a Duti, for one might conceive purely carnal lust in her case,® which
goes against the whole ritual® where the goal is to enter a state of pure
consmousness ? The Datj is very elaborately described in fourteen verses
from the Sntantrarajabhauaraka with all the paraphernalia of a maha-
kavya?® Now follow the ordinarily® forbidden ucts,'® the three makaras:

1. The rest of the stanza is taken from Jayaratha, p. 45 :
goeds faum gest afy wredq |
<1 | I M@ET DAReSE AP
2. Thuson p. 118, verse 176,the words camatkrti, rasa and dnanda are all found,

. 3. The sawme idea is found in the Kuldrnavatantra, under V. 80 (Jnvanan(la
Vidyasagara’s ed.):

AT-E AGUN &Y dF q¢ AFFMAHA |
aarherss 7d AfTfwas daw o
Cf what Jayaratha says oo p. 102:

WIIITATAFETATEE TAREHRAT G FHAIS: |

4, Jayaratha, p. 72 :
Q|et W arar gfear av gar q@@ )

5. Jayaratha, p.73:
@ueai fe REAEWEFET Y sEa: @ g3 —
gdt Farg A a g fEEa:

6. Cf. p. 67, Jayaratha :

CIRTEFEATGNITEA G497 @AM ARAAEARIAT &4, 7 g agd+ |

( not out of greed ).
7. Jayaratha, p. 72 : INIFATEAEGEIET: |
8. Jayaratha, p. 68-G9.

8. Jayaratha often uotes verses in support of the seriousness of the aspirant,
e.g. on p. 67 ( uuder verse 99 ) :

faar 7% faen T3 gEFaacRAfC)

aTwtaEl 99 9@ T @
10, Verse 10,p. 7 :

o gt 7 geEsd g TrEEadl |

a9 4rANLH AIRTFIIRIT |t
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wine (madya also called Sivarasa at V. 17), meat (mamsam) and love-
making ( maithuna). These three, when combined together, give the highest
bliss (ananda) and the highest bliss is none other than Parabrahman.!
Abhinava points out that this ritual expands ( vikasa) the heart, by inducing a
state of complete freedom from desire ( nairakanksya), since one’s body
(through the use of perfume, incense and flowers, verse 108, p. 77 ) and mind,
are mutually satisfied. The actual sexual union,? described in verse 50 is
said to give rise to anandavisranti, * rest in bliss ’, on which Jayaratha has
the significant gloss ( p. 36 ) of svatmacamatkara. In his exposition, Abhinava
uses the term $anta several times (e, g. verse 133, p.95) and many other words
and concepts which were to form his theory of aesthetics. Finally one of the
major verses makes this comparison that we have been drawing inevitable :

‘“ Because of the flow (rasa) of desire, through the force of the relish
(carvana) of outward things, which are filled with one’s own flow (?), one
attains the state of complete repose ( visrantidhama) and all phenomenal
objects (comm. bhavajata’) are merged into one’s own Self. 3

1. Verses 49-60. The verses actually dealing with intercourse(e. g. 111-117)
are deliberately couched in obscure and symbolic terms, so tbat it is very difficult to
understand precisely what is meant. There is no doubt that the soxual act is preceded
by elaborate fore-play directly acted out, but symbolically interpreted. Thus Jaya-
ratha on verse 114, p. 83 writes : ¥4 =TF mﬁ’m&ﬁm &Te |
The passages concerning the actual ejaculation of semen are the most obscure of all,
1t is clear from p. 89 and elsewhere that the face of the jak¢i is the moat important
cakra of all, and it would seem, thougb we are not certain if we have understood the
passages correctly ( e. g. p. 88 ), that the man ejaculates in the mouth of the woman.
From the many quotations that Jayaratha cites, it is obvious that there existed a very
elaborate and serious literature on this subject, unfortunately lost today., In explain-
ing the diflicult verse on p. 91, (verse 128 ) Jayaratha explains that the semen
should be passed back and forth from the mouth of the woman to the mouth of the man,
and finally poured into a consecrated vessel. Beveral verses from ‘¢ tbe dgamas
are quoted in support, e. g. p. 93 :

TFAEFATER GHTEE HTREA |
A9 GaGIwR @FIEREGIT N
Abbinava himself discusses various forms of ejwculation, sll supported by ancient
authorities, The subject, of enormons interest to students of religion and of pyscho-
logy, deserves a close and imnpartial investigation.
2. T. Al. verse 97, p. 64 :
IRl A 9Ot a9 2% P femw
IMHIR 4 IT FIAACTHRH |
Du;yum in this verse is explained by Jayaratha as wine and meat. Amnyad is sexual
intercourse, Note that Abhinava himself, verse 49, and Jayaratha as well, are careful
to point out that the reason for engaying in such rituals must be transcendental, and
pot lust or greed, p.(6-67.
3. T.AL137,p.97:

TR R FE A RaaR wigsdmie |
fqumFaum FRASsaT QaR=399ad 1)
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Abhinava uses very similar terminology! when speaking of §mgararasa
in the Abhinavabharati :

* The joys of sex really apply to those who are in love with one an-
other. Because it is only when one is in love that there is continual ( dhara)
repose in sheer happiness. > 2

Leaving aside the extremely curious sexual contacts with one’s own
family ( which require a very careful pyschological, or pyschoanalytic analysis
if the significance is to be found ), there is nothing in the rest of the ritual that
does not bear a close resemblance to the theatre. Surely such Tantric rituals
affected Abhinava’s views on the eventual goal of art, and led him to his
transcendental theories on the aim of the aesthetic experience. The combina-
tion was unique in all of Indian history, and has produced one of the great
monuments to the complexity and profundity of the human mind. If we
sneer at the sexual elements, we reveal more about our own inadequacies and
parochialism than about the ritual itself. It is only a lack of respect for the
texts that will allow us to dispense with such passages under the excuse that
they are * indecent *, for this they are surely not.

ABHINAVA’S PHILOSOPHY OF AESTHETICS

It is of course impossible to give more than a brief sketch of Abhinava’s
amazingly rich range of thinking on aesthetic topics. What we wish to do
here is to quote two long passages from the Locana with a translation, In
the first, Abhinava gives a brief survey of his own philosophy of aesthetics,
the earlier draft of his famous statement in the A. Bh. on the rasasutra of
Bharata. The second passage we chose because it serves to illustrate how
these principles will apply to a concrete literary situation. Before giving the

1. Note bow similar this is to XXVIIIL. 20, p. 10 vol. XI of the Tantrdloka
where the actual comparison with the theatre is stated :

qyT Wy qeexEfaEAtEan |
FHifeat g o sud aIITAI |
AFmETERHIG T, 497 Qi @EiE 1
Note also the preceding verase, no, 18, where the participants in the mystic cakra must

be phirnasamvid and capable of tanmaytbhavans, again the very terms used by
Abbinava in the Locana and the 4bdiinavabhdrati :

TaRaRfaenar 3 KRR |
THSREATYHIG T AT FZI 1)
The next vorse ( p. 10 ) speaks of tanmaya,
. 2, A. Bh., Vol. 1,p. 302 :
fRrerand F (TQ: FiT L a1 T) g SR )
39 g@E qrataswa: |
The next line, heginning aparasya tu and ending paramo bhogah is, we feel,
important, but unfortunately wo are unable to make good sense of it,
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passages however, we thought it would be helpful if we indicated certain_
important ideas of Abhinava from his philosophical and literary works that
will serve as an introduction to the two difficult passages to follow. (As
the “reader has probably already recognised by now, all of Abhinava is
more or less difficult. It is impossible, unfortunately, to read his works the
way one reads the Dhvanyaloka, with immediate comprehension. Almost
every sentencc of Abhinava’s is a puzzle which must be carefully pondered
before it yields up its meaning, and even then we are not always certain to’
have understood correctly. ) !

In his philosophical works, we find Abhinava moving towards a
§ynthesis of aesthetic pleasure and philosophy. The most important passagé
in this respect is from Abhinava’s commentary on Utpala’s vivrti on the
I$varapratyabhijrakarika.' Parts of it are corrupt, or at least we have not been
able to make perfect sense of every sentence. Here is a tentative translation? :

“ And so it has been said by Sri Bhattanarayana :? ** Whatever bliss
is to be found in all of the three worlds is only a drop from the ocean of
bliss that is the god ( éiva) to whom I bow down.” And so when a gourmet
tastes drinks ( rasa ) such as a delicious beverage, he behaves very differently
l"rom a glutton, and distinguishes carefully : « Ah, this is like this.”* As he
does so, since he takes rest in his Self as the knower, and takes into account
predommantly only that element, namely the knowing subject, he is called
bhunjana (* one who enjoys ). Whenever one completely passes beyond an
ordinary state (anyathabhava) and enjoys happiness, because such possible
obstacles as ( the desire for) material gain, etc., have been excluded, as for

1. IPVV. Vol Il, p. 178.

2 AFHASAT QY AT KA |
g fFgdw 9 IR EueRaney i

€ 2AZAEIE | T F RIUAT W@ ARTEETEESHAT 939 Fhrafinfy
TR femee AWy Al s 99 00 | AT AR TR R
FEARIAT ARG AT AR A AT AR AR A= Ao T F Y ATeasreiziay,
g fafagaara war 9w gR: satfa: sargarfyenfaia, aavaaﬁmwmﬁ
IPRT  IYTEATERTLZALIAE@NT  FONTE  Fafqaamroragzdai=a oy
FIFETEERITY @ACRIFAFRRTYTadl @ ayqandistyqgarat arzazied faw
Fanzarsentafifd | TFEE aRTESIRAT ) € g TFIAHFRA 999: | qenRgy-
TR memﬁmafemw AT @aRgaad Wl qona fadfa-
AUFR I | JHEGHAIR ‘IRgaonam’ | aaRarar g fqugeegisgaarag
aarsft FEaRAET GEANHIAd] AEAAGRITIINE | ATy g JeifasaaEi-
AR ATANAITHEZAT FHA 0T [HERA |

" 3. Bhattanirayata's Stavacintamani, 61.

4. This phrase oocurs often in the Locana, e, g. p. 97.
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-instance in the context of a play or a poem where §rigara, in which the
pleasure experienced is different from the kind of pleasure we derive from
objects in the world, (is the subject matter ), because of the very disappearance
.of obstacles ( such as desire for material gain, etc.,) this is called rasana,
carvana, nirvrti, pratiti and pramatrtaviSranti (*“ rest in the Self ). And theP
because of not caring for the established element of illumination which rests
“on the object to be known, there is said to be sensitivity — the aesthetic
experience whose nature is undisturbed relish, and which is designated ( as
sahrdayata) principally because of the iirdaya ( heart ) consisting in conscious-
,ness (paramarsa). And so aesthetic experience ( rasana ) consists in tasting
( asvada) without any obstacles. The idea that the states of mind which
.are the objects of this aesthetic experience are the nine rasas has been
examined at great length in my commentary on the Naryaveda, the Abhi-
navabharati. Anyone interested in this question should, therefore, consult
that book. Since it is not really germane to the present issue, I have not
-examined it at length ( here). Therefore, paramarsa, ( consciousness), para-
mananda ( highest bliss ), nirvrti ( happiness ), are all called camatkara, because
.of the completeness (or compactness — ekaghanata)' of the aesthetic
experience ( rasana). Therefore, he correctly said : *“ Because of the absence
of camatkrti”. 1In the tasting of a delicious beverage and other liquids,
however, there intervenes a contact with an object of the senses, whereas
in poetry and drama there is a far greater absence of such intervention,
although even there, the latent impressions (samskara) of such sensory
contacts permeate the ( spectator). Still, those whose hearts are careful
to dispel the part of the customary intervention of sensory contacts will
attain the highest bliss .2 ’
This passage® is quoted in the context of camatkrti* one of the

1. On ekaghanatd see Gnoli, op. cit. p. 58.

2. There are several difficulties in this text, and we are not certain of having
understood the exact implication of some of the phrases. E. g. nyapade§niryarasthita-
sydpi prakiSabhdgasya vedyarvirdntasya is oot clear. In the expression tato’ps kivya-
ndtyddau tadryavadhanasinyati, we take tato’ps to mean talo’pi adhikd and have
translated accordingly. The words tasmaid anupacaritasya ... svatantrasyaica rasa-
naskaghanatayd are baflling. -

3. After translating the above passage, we have found that Gnoli, in the
second ed. of his *“* The Aeathetic Kxperience According to Abhinavagupta ™ translates
the very same text in his Introduction, p. XLIII-XLV, but, oddly enough, he does not
give the reference. We are afraid that we cannot follow his translation, See how-
ever his Kssenza dei Tantra (Torino, 1960 ) an Italian translation of Abhinava’s
Tantrasira, Attention was first called to this important passage by K. C. Pandey in
his Comparative Aesthetics, Vol. I, first ed. 1950, on p. 94. The referance he gives is
Brhat Vimar§ing ( Ms. ) 407 (1. 5,11 ), to which he provides the text on p. 421422,

4. Seein V. Raghavan, “ Some Concepts of. the Alaikira Sistra”, the short
essay on (Camatkdra, p. 268-271.
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key terms for Abhinava,! He gives, in the 4. Bh. a very lovely example of
its use ; :

‘ Visnu is still in a state of wonder (camatkaroti), for, how strange, the
thighs of Laksmi as white as a sliver of the moon, were not broken by
( the churning of the ocean with ) Mt. Mandara.” 2

He then provides the definition of camatkara:® “ It is defined as a
seizure by joy (bhogavesa), unbroken (aviccinna) and continuous satis-
faction ( ateprivyatireka).” *

Another important concept found in this passage is the idea of vighnas,
which Abhinava develops at some length in the A. BA.* In brief the theory
is this : all the synonyms for aesthetic pleasure (e.g. camatkara, rasana,
asvada, etc. ) are just another name for consciousness that is devoid of amy
obstacle (sakalavighnavinirmuktasamvittir eva). It is omnly by removing
these obstables, seven in number, that we become totally receptive to a
-drama. These seven are: (1) lack of credibility (ayogyata). One must be

1. Cf, Sahitya-darpana 111, 2-3 ( Vrtti), T TRATEI, asoribed to Narkyana,
C/f. Bhiaskara’s versified commentary cn the Sivasitra, 1,12
(femar grnagfaan ):
azfafeaadst SIS |
faamarae @ afasfy afawmare
There is no doubt that this notion of being filled with wonder, of surprise, had a great
appeal for Abhinava, He bimself never tires of using the expression camatkara, though
it occurs only once in the DAvanyiloka iteelf, There is no doubt that the Sivasttras

exercised an important influence on Abhinava, One thinks of the definition of
bakes, 1, 13 :

T=ST ISREHT FAR, o0 which Xsemarija comments :
M gvoT NI RANT @a=TEqT fw:, FA FHvaieaeieT | (P 4).

Ksemarija’'s commentary will be found at the hack of the volume which containa
Bhatta Bhaskara’s commentary, KST8, Vols, IV, and V, edited by J. C. Chatterji,
Brinagar, 1916,
2. A.Bh,Vol 1, p 279, The Prikrit text reads :
e fq &0 Tw@ #w Fx 7 o @7 zfeay |
. FLASIZSHOIHR S<PI7 3F I
For which the Sanskrit translation is:
ATy ERAFFAT F F4AE 7 F20 Zfoaria|
FEHOLST-OIAIT SEHT FFI 1)
3. Op. cit., p. 279 :
| sqfrsafaermiaisoal {mag =T | FEMATZTATRIRNTE J #4600
IHFRA | -
4, See also the Alasnkirakeustubha, Sivaprasad Bhattacharya’s ed. p, 137 :
W@ aramaRt & fRar a9 @ @

which is quoted from another, untraced, source.
5, A, Bh., Vol. I, pp. 280-284,
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able to sympathise ( irdayasamrada) with the events being portrayed. They
cannot be completely beyond our scope of knowledge, whether that
knowledge be acquired through our own past experiences or through our
acquaintance with literature.” (2) Too personal an identification. One
must not feel that the drama is an actual event in the world. A certain
aesthetic distance is necessary. This is the purpose of the natyadharmis,
those conventions found only in the theatre, e. g. unusual speech habits,
dress etc. (3) An absorption with one's own feelings ( nijasukhadivivasibhava).
One must overcome personal feelings in order to enter another person’s
feelings ( vastvantare samvidam visramayet). Music, decoration in the
theatre, etc., all help to soften the spectator’s hard sense of ego. The setting
works on him and enables the spectator who is willing to respond to become
a sahrdaya, a man sensitive to literature. (4) Lack of proper means of per-
ception ( pratityupayavaikalyam). (5) Lack of clarity ( sphutatvabhava). Just
as Abhinava insists on certain conventions in the theatre ( natyadharmi), so
also he insists on their opposite as well, a certain realism ( lokadharmi).
Thus he says the acting ( abhinayana) is in many senses very close to direct
perception ( pratyak savyaparakalpa). (6) Lack of pre-dominance ( apradhanata).
Abhinava feels that there are four major mental states, more important
( pradhana ) than any others.? He associates these four with the four goals
of life. Rati, love ( the sthayibbava of §riigara) corresponds to kama. Krodha,
anger (the sthayibhava of raudra) corresponds to artha. Utsaha, energy
( the sthayibhava of vira) corresponds to three ( kama, dharma and artha),

1. Cf. Abhioava, io the Locana, p. 331 :

vagw Wk -ax faqamet gdfifqguedr @ SEq agaaeiiE | a9 SIS
CHRTY HEHASTIAREEIEAAAAT AN 85Y TS TgANTEErAdFar 38
taagafa | ey qarfaafy sia c@srfmzmmqfawmmmﬂ TR |
I oF TG JIT AAAFAGSHETT TAT ATZAHT | @EEIEATIE JUnAI R |

“ This comes to the following : one should only describe such incidents as do
not destroy the enjoyment of the audience. So that if ( one should say that ) a simple
man crosses the seven oceans in onae step, because it is impossible, it will strike the
mind as untrue and so will cause even the teaching conasisting in the means of attaining
the four aims of life to seam false as well. Bat in the case of Rama etc., even such
{inherently unreal ) feats as the ona just describied ( uamely crossing tha seven oceans )
do oot seem false because such deeds are busod on (our) truat that ia generated by
a geries of earlier well-known narrative evants And so even other extraordinary
feats of Rama, when imaginatively described, will not seem false. But in any case
one should avoid describing unlikely events ( unless they are vouchanfed by a narrative
tradition ). ”

2, Note that Bharatn ({ N8., VI.39-40) too has this doctrine of four promi-
nent rasas which give riee to the other four in turn (arigdra, raudra, rvira and
Vibhatsa ). But he does not include §inta,a fact of which Abhinava could hardly have
been unaware, aioce in his commentary on the N8 verses (p. 295) he does not even
give a variant reading that would include §antn,

IX
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Finally nirveda, world-weariness (given here, then, as the sthayibhava of.
$anta, as opposed to the Abhinavabharati, sintarasaprakarana passage!)
corresponds to moksa. One of these must predominate in every drama.
Abhinava explains that all of them contain a predominance of bliss ( sarve’'mi
sukhapradhanalt ), since in experiencing them, one is tasting one’s own con-
sciousness, which is a single compact mass of bliss ( svasamviccarvanarupa-
syaikaghanasya. . . . .. anandasaratvat). (T) The presence of doubt ( samsaya-
yoga). This refers to the fact that we cannot be certain what the anubhavas
are meant to represent. Tears, Abhinava tells us' might be due to joy
or to sorrow, and anxiety (cinta) might refer to virarasa as well as to
bhayanaka. But when properly combined ( samyoga) such doubts will not
arise.

We can see from this that Abhinava places emphasis (and not only
here, but throughout both his major works on poetics ) upon the transcen-
dental ( alaukika ) nature of our feelings during a drama. He has stressed over
and over that there is not a direct correspondence between karana and
vibhava, or between karya and anubhava, for one refers to the world, and the
other to art. Ordinary means of knowledge play no role in rasa :

*“ The enjoyment of an aesthetic experience consists of a transcendental
wonder ( alaukikacamatkara ) and is decidedly ( eva ) different from ordinary,
(laukika ) knowledge such as ( is produced ) by memory and inference .2

The sthayibhava that Abhinava speaks of is the same as vasana, an
important word in his philosophy. It means the same as samskara, latent
impressions that we carry with us from birth to birth. In a sense it corres-
ponds to the Freudian unconscious. The sthayibhava would correspond to
the conscious, for the vasana is aroused, awakened, and we then call it a
sthayibhava. Now this doctrine enables Abhinavagupta to answer one of the
great puzzles of literary criticism in the West. How do we explain the fact
that we can appreciate a drama which deals with emotions beyond the range
of our experience ? E. g. how is it that incest dramas grip those of us who
have no experience ( at least consciously ) of such emotions? The answer
that Abhinava gives is ingenious. He claims that in our beginningless ( for
it is an axiom of Sanskrit philosophy that samsara is anadi, though of course
it has an end ) wanderings through the universe, we have had every con-
ceivable experience, been open to every possible emotion. ““ Nothing human

1. A. Bh., Vol. I, p. 284.

2. A.Bh,Vol I, p. 284 :

aqr fo SfeRfaagagae &1 @aT | ASIARTAcRRIAT WErETR: SagaT-
S FFEIaIegT oF |
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is foreign to us”. In a brilliant passage,’ Abhinava examines each of the
nine sthayibhavas, and shows how we all possess each and every one of them.
For example, we all seek pleasure, and avoid pain, and are thus open to rati
(sarvo riramsaya vyaptah). He concludes : “ There exists no living being
who is devoid of the latent impressions of these mental states”.? What
happens after this sthayibhava is activated is hrdayasamvada, a word of which
Abhinava is very fond. It means * sympathetic response” and he uses it to-
represent the state just before identification. It is made possible through the
existence of sadharanikarana, the factor in literature that makes all events
impersonal and universal, an idea that Abhinava borrowed from Bhatta-
nayaka as we have already seen. This identification which then takes place is
what Abhinava calls tanmayibhavana, another key term. The word is already
used in a difficult verse from the Tantraloka :

“ Those who do not identify ( with the object of contemplation ), who
do now know the merging of the body, etc., (in that object) and whose
intellect as a means of cognition is not merged (in that object) — they are
known as insensitive ».?

It is defined elsewhere in the Tantraloka, where we are told that
« identification is the attainment of one’s highest Self. It is the highest stage
of fulfilment, and there can be no further fruit after that™.¢ By * further

\. A4.Bh., Vol 1, p. 282
2. Op. cit., p. 282 :
_ q gafewiaEaEeg: o vy

3. T.Atl (Vol 1I) 111, 240, p, 228 :

i A gerdfae R faasae |

Sfz=a aagfaraTEIeRar £fd o
Note the commentary ( Jayaratha ) :
@ fr arfamy M) A9y aRghEe GO Geddn IR SFdT TEgEn

(g ) gfa sfafg: |

In order to overcome the difticulties in this obscure verse we construe: dehddi-
nimajjanam with avidanto as its object, and we dissolve the sandhi as avidanto
amaynasamvinmandk, We understand sanrcit to mean intellect and mdana to mean
“ a means or instrument of cognitioa”. But in spite of these interpretations, we are
not really certain that we have correctly understood the meaning of the stanza.

4, T. AL, 1V,209, p. 237 ( Vol. I1L) ; K
TeRAET AT AT QI |
qUiTET qU AYT AT T FSFACH, 1)
Abbinava givoes this definition in order to explain an exorcise for inducing ecstasy
that be gives in the preceding verse, whero we are told that just as one examines one’s
own face again and agaiu in a mirror and knows it to belong to onesolf, 30 also examin.
ing oneself in tho mirror of conaciousness that consiats in meditation, worship eto, one
gees S'iva and then one merges with him : :

( Continued on next page
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fruit  ( phalantaram), Jayaratha explains that Abhinava means the following :
generally when we obtain something, we are left with further expectations.
When we get what we want, we have further wants. Not so with this,
for we have attained ourselves, and there is nothing further to desire.!
Immediately after tanmayibhavana, the last stage in the process of aesthetic
experience, we come to the actual experience itself : rasa. Abhinava has
played down both alarikaradhvani and vastudhvani in his Locana commentary,
to give unique perference to rasa. Time and again he will say things like
the following :

By the word ucita ( proper ), Anandavardhana shows that the only
propriety ( relevant to poetry ) is the one with regard to rasa, and thereby he
suggests that rasadhvani is the essence ( of all poetry ) .2

His definition of rasa occurs in such a context :

* When the suggested sense does not take the form of an alarikara,
then we say that it is plain vastu. The word plain (matra) rules out its
being anything else ( i. e. alarikaradhvani or rasadhvani). Now rasadhvani is
something else altogether. It belongs (gocara) only to the (suggestive)
function in poetry. It is never included under worldly decalings ( vyavahara)
and is never even to be dreamed of as being revealed directly through words.
No, quite the contrary, it is rasa, that is, it has a form which is capable of
being relished (rasaniya) through the function (vyapara) of personal
aesthetic relish ( carvana), which is bliss (ananda) that arises in the sahrdaya’s
delicate mind that has been coloured ( anuraga) by the appropriate ( samucita )
latent impressions ( vasana) that are deeply embedded from long before
( prak ); appropriate that is, to the beautiful vibhavas and anubhavas, and
beautiful, again, because of their appeal to the heart ( sasmvada), and which

Continued from previous page )
4T gL gF A ¥ fqwEag )
WA AT I faerE:
qqT FAFTEIL ATATATTATH |
AT W TLAATID, AN
1. In the commentary, p. 237, there seems to he some sort of misprint : anu-
ttaratmane pratthapi kim bhaoet 7 This must stand for something like anuttaratmani

praptydpi kim bharet 7 The commontary on this verso is particularly fine ( though
we cannot make seusc of the sakdsiksatre’ pi tusya tathdkalpandt). It ends thus:

T TGS FF GO GATHH — ATTFFA A, F7gq: AT
qid, I T FOTA A9 — TG VT FTREITE GEAT |
2. Locana, p. 45:

IATRA Wi wadiy A waTsitiad gaa |
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are conveyed by means of words. That alone is rasadhvani, and that alone,
in the strict sense of the word, is the soul ( of poetry)™.!

His definition of drama is equally difficult and philosophic :

** A drama is a thing (vastu) whose essence, so far as the spectator is
concerned ( tadgrahaka ) consists of rasa that can only be known by direct
experience ( samvedana)) in the form of aesthetic enjoyment which is altogether
different from correct knowledge (samyagjnana), erroneous cognition
( bhranti ), doubt, uncertainty, non-determination ( anadhyavasaya) and ordi-
nary knowledge (vijnana). It is distinct from worldly objects, and also
different from such things as their (i. e. worldly objects’) imitation, reflec-
tion and pictorial presentation (alekhya), determination (adhyavasaya),
fancy, magic shows, etc. ”.?

Abhinava likes to insist on the autonomy of a work of art, on the fact
that it is sui generis and need have no object corresponding to it in the real
world. Thus he remarks of the dance that it imitates nothing in real life,
but is pure creation, with no practical aim (to bc free of practical aims is
for Abhinava one of the defining characteristics of drama, as indeed it is of
all art). Thus he remarks, ¢ propos of Siva’s famous cosmic dance, that it
is the spontaneous expression of his overflowing bliss, in which no thought
other than sheer creative beauty exists.>* The poet is very much like S'iva;
in fact, Abhinava often associates the poet, Siva and rasa all together. For

1. Locana, p.51:
AZIAAIT JISHT RIAAG=AT | 9T & ®OFGC ORI | A
QRS 9 @AY A SHEFATRRTT:, (g qA@AAq g THg= A NIIgwa-
ggPaanieafafec iaaagurEgaEa g AR @M IqEEaEasl ®:, § #f9-
sIA A @ataii, | 9 GiREn, @ o3 geqaardfa |
2, A.Bh Vol I,p 3:

a3 @@ am SfFReRdsafaith  aXg R A B eIz qIGIqIg)-
3 LAt b e 0 T N R E A B AL A B E ER I D E E  ARI G E LI E IR ERIC I E C A
FATARARIEIZAGq Y ¥ W@IIHT J201R: |
For an elaboration of this passage (and an explunation of how drama differs,
qua anukirs frow other imitative objects ) see A. BA. L. p, 35-38, edited und translated
by Gooli, op. ¢cit. p. 88-101, appendix L. .
3. A.Bh.1,p.21:
FRET WA IRuiAR RN IE RS (§) §XThRE o oF
FAA: TRATATHATAATAZ TR AR |

M. XK. Venugopalan sugpests to us thut perhups the reading should be
nirvila,

Abhipava is very fond of the notion of overflowing (see Locana, p.86 ) with
one’s own bliss, He uses it often in the Z'an¢ridloke and in the very first verse of tho
Locana he spoaks of nijerasablardil, tho saume expression,
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instance in the Mangalasloka to the fifth chaper of the 4. Bh., he has a very
fine verse with a remarkable simile :

“ We bow down to that sky-form of Siva which acts as a preliminary
to the production of the play that is the creation of this world by providing
the proper moment ( avakasa ) ( for the play ) (also : by providing the space
in which creation is to be projected ) *’.2

Here samsara is compared to a drama. The creation of samsara is by
S'iva,’ the poet (note the implication : both are unreal ). Reductive state-
ments dealing with identification are not uncommon with Abhinava.?® His
commentary on the NS. VL. 38, provides a good example and is itself intrin-
sically interesting. The verse from the NS reads :

‘« Just as a tree grows from a seed, and from the tree come flowers,
and from flowers fruit, so also rasas are the root, and from them are all
bhavas derived ».* .

After a very involved commentary which we translate in full below?®
Abhinava ends by saying: ‘ The tree stands for poetry. Flowers, etc,,

1. A.Bh. 1, p. 207:

GEITATSTATS JTsTHRIf=a: |

ERFET SRS af g gu: 0

2. Thereare said to he eight forms of Siva, among which the last five are

the panca mahadbhitas. Vyoma is the fifth. It is the pirvarasiga, the preliminary to
creation. The purvarasiga forms a patural introdactionu to drama. Similarly Siva’s form,
namely Gka3s (sky) forms a preliminary to creation, because it provides the space
in which creation is projected.

3. E.gA.Bh 1I,p. 342:
i yagezy Afaiem:
FAFSG TAAEG RLIHE: |
EGIECICICRRIIRGRIE s
AWM JaAZAISE 79 B
4. qqT TN WAE & AT g4 &S AYT |
q4T {S @ G4 qal wrEr SAIreEn: |
8. A. Bh. 1, p,294 (NS, VI. 38). The text has been edited by Raghavan
In “ Bhoja’s Sragira Prakdia™, Madras 1963, p. 532. The passage is extremely
important, and warrants a full translation. The text, as given hy Raghavan reads :
ag AR AR W€ f9gS ‘T @d #Tad: g9da’ oy ¥ gd
 CANRTAT TATTANE - AT | A a7 qyyeea Rud qan Lot aee e mifgfa
FARAR[ 139 @7 9 smEqaEl FRFTEYROTTERFE Y FRITREN FTNR: |
87 aRaTHISAT 8 | FMSFRE |9 AT IFE TARNERISAT faraRsanaiiy
FEIFY ATR FER ETCSHNTYS F | J (T82) oF gedisEEn (42 ) FEnd @ |
1A% GETRMIE U9 | qa TEn T Ay’ IR ATade | adr ageTig

( Continued on next page
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Continued from previous page )
FRAH | 9 TOATIAISHIANZAZAR: | T FSUEA: FRISHREER: | 39 ERd-
A7 gy

Here is our translation :

“ Objection : if the rasas arise from the bhdoas, how was it said, ¢ without
rasa no (dramatic ) matter can arise’? Hence they alone (i. e, the rasas) deserve
to be mentioned first { and not the biavas ).” Anticipating such an objection he says :
just as the tree etc. Just as the seed standa as the root-cause of a tree,so the rasas
( stand as the root cause of the bhiras ), for moral instruction and iotellectual train-
ing, which are preceded by entertainment, arise from them (i.e. from the rasas ).
( The following words—zata era ca vyakhyinarhit are obscure, and we are not able to
follow what Abhinava means.}) The functioning of the actor which is preceded by
(i. e. which is based on ) the { dramatic ) poem, is ( ultimately ) based on the thought
arising in the poet’s mind — which thonght is attuned in sympathy (to that of the
original characters ), It is that very thought (arising in the poet’s mind ) that is
really speaking the rasa. The spectator who is carried away by the perception of
that ( rasa ) later on perceives the vibhdoas etc. ( only ) on analysia ( of the aesthetic
oxperience - apoddhirabuddhyic). (The following words: sti prayojane, ndgtye,
karye, samajikadhiyi ca, are obscnre and we are not able to follow what Abhinava
means by them. ) Thus the rasa existing in the poet ( kavigato rasak ) is like the
#eed which is the root (i. 6. canse ) ( of a tree) ( we propose reading milabijasthaniyah
for the G. O. 8. reading of milabijasthaniyat which makes no sense ). For the poet
is just like the spectator. For this very reason it has been said by Anandavardhani-
carya * 1f the poet is full of $rigararasa® etc. ( Dhvanydiloka 111, p. 498 ). Therefore a
( dramatic ) poem is like a tree. The activity (functioning ) of the actor such as
gesticnlation, is like the fAowers etc. The aesthetic experience on the part of the
spectator is like the fruit. Conserquently everything is full of rasz,” What follows is
no less interesting, Here is the text as corrected by Raghavan ( op. ¢it. p. 532) :

3 9 fqsmearaT, enfagrd, enieatd, gemder:, cRarsatang 3 zesaifa
FEA | 74 g FFOGUAAGTSTETTA A AT AG AIARRT O T | oFd g A-
3 MAEEIgEA s A AIEREERGSHE A9 gard g9 59 sIrEgd 1o a:
NFAACE 69 AT | 0 f& WE@EICRATiaaag et gaq i

( The first sentence is obacure. ) “ But we have not been taught to take the
fruitless trouble of parading bits of wisdom which are not useful to tbe matter in
hand. And so let it rest at that. ( This reems to be a reference to an earlier commen-
tator on the NS who must have made a display of bis acquaintance with the Vijuina-
rida, the Satkiryarida doctrine etc. while explaining this stanza ). Others however
explain : the tree in the form of rase arises from the bAdra, which is like a seed; and
from that ( tree of resa ) which is lovely with its blossom in the form of albhinaya,
tho bAdva like a fruit, is enjoyed by its perception ( pratitya). Now these people ( in
explaining the passage in this way ) hare explained the whole thing in a manner
repugnant to the matter in hand. For in explaining the passage in this manner,
they are saying that bhiva exists both in the beginning ( wpakrama ) and in the end

(paryavasina ) (in as much as they claim that dhdva is both the seed and the fruit ),
And so enougb of that.”

Thus the idea is that all three views ( namely ) : (TH¥IY WHET: , qIT @,
and qUETHA-IIZATAIATEGRT: ) are acceptable ( upagaeih ) according to the diversity

of the intention ( abhtprdyavaicitryena ): og FFsfy T mq”fm L CIE LI g
TR |
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stand for such activities of the actor as abhinaya, etc. Fruit stands for
the aesthetic enjoyment of the spectator. Thus everything (or: the whole
world ) is made of rasa ! ™!

For Abhinava, poetry and drama are essentially the same thing.?
Thus rasas are only to be found in drama, and not in the real world.®> And
what does Abhinava consider the purpose of drama and poetry to be ? What
is his stance on the largely unspoken but constant controversy between
vyutpatti (in the sense of moral or intellectual instruction ) and priti ( pleasure)
as the goal of literature? Basically Abhinava holds that the major purpose
of art is pleasure. Thus in the Locana* he says:

*“ Although knowledge and pleasure for the reader are both present, as
Bhamaha® has said :

¢ Study of good poetry confers fame and pleasure, as well as skill in
dharma, artha, kama and moksa, and skill, too, in the fine arts,’
nevertheless pleasure is the main thing. Otherwise, how would poetry, a
source of knowledge, comparable to a ( loving ) wife, differ from the Vedas,
etc., which are also sources of instruction,® comparable (in their manner of
instruction ) to a master, or from sources of instruction such as the itihasas,
etc., which are comparable (in their manner of instruction) to a friend ?7

I. Further on the tree annlogy, cf.v.24, p. 13 of the Pardsriméiks of
Abbinava,edited by Pandit J.Z. Shastri, Srinagar, 1947, KSTS LXVIII :

T4q1 AGrqafsRy: ARSI TOE: |
TqT FZAEISET FRaEASE
2. F1g ATEgETaY TIETRRARAT | 4. Bh, L p. 291,
3. 39 M= v WI 9 Sk @4 | WeF T qEma n 4. Bk, Lop. 291
4. Locana, p. 40:
Mg T JATAAA a7 W, qITRA—
IR T FOTE T |
O g A T Argweafavamy 1’ ofy
quify g wifa@ o | e ggdEfaaes FTifcvdr  taadfras Ataearn-
ot geafaR g AW NATTY  sgqragaraaEiaasyen iy 08 greg-
A= URIRR: | Fgaiegeey 9w ve qidfead §e1 e |
5. Bhamaha, Adarydalanikira, 1. 2,
6. Vyutpatti most often means bahufrutatd, learning. Bee Rudrata I, 18;

Mammata, & P. L. 2 (ryavahdranid, explained in the Vrtti as rdjidigata-ucitacirapari-
JAdnam ) and 1. 3 (where the Vriti explains the word nipunatd of the Karika by
vyutpatti, which is said to arise from WETHRIGEIT*IAT FIATANAITEIAR T 3 ﬁm )
and Rasgsgeigidhara pp. 9-11 ( 1839, KM ed. ).
7. Cf. p. 8 of the Dipiké comm. on the Kacyaprakisa ( ed. by Sivaprasad
Bhattacharya ) :

( Continued on next page
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And so delight has been mentioned (here) primarily (as the purpose of

poetry ). Even of instruction in the four goals of life delight is the final and
major result, )

Abhinava has an interesting passage in the third Uddyota of the Locana®
in which he repeats this fundamental distinction in method between history,
philosophy "and poetry. Since, he says, people, and especially people in
important positions, must be made sensitive (lit. * instructed *, vyutpadya),
the best way to provide them with this ethical and intellectual education
( vyutpatti) is through poetry. The way to instruct people in the four goals
of life is by entering their hearts ( irdayantipravesa), which is just another
name for imaginative experience in general ( hrdayanuprave§as ca rasasvada-
maya eva). Abhinava ends by saying that priti, pleasure, is the cause of
vyutpatti ( pritir eva vyutpatteh prayojika). His concluding phrase leaves us
wondering whether this whole doctrine was not inherited from his teacher:

“ Rasa consists of pleaéure, and rasa alone is drama, and drama alone
is the Veda. This is what our teacher says”.” Ahhinava goes on to make

this important remark : I:Ior are pleasure and instruction really different
things, for they both have the same object .2

Continued from previous page )
FEAEIE A QTG |
gquieeays: Wl &g aseg o

« ( Readers ) use (i. e. read ) even the Sastras if Lhey are mixed with sweet poetic
rasas ( jnst as children will ) swallow bitter modicine if they first lick honey. "
’ Curiously enough, according to Professor Bhattacharya, this ia a quotation
from the Hrdayadarpana (seo p. 8, fn, | : WEATAFFARAAZII 51T TgIRUACAD: ). But
this cannot be correct,since the stanza ia found in Bhamaha,V.3. What are the worksain
Bkt. that can be considered §istras as well as kivyast Reully only two : the Yogardsistha
and the Mahdbhirata. It ia a great pity that Anandavardbava’s T'aitvdloka is lost, for it
very probably dealt with this fascinating topic in detail ( see Locana, p.67 and p. 533 ),

1. Loga'na, p. 3306.

2, Locana, p. 336 :

HIATAT F (EEAad q12 AT I FG@GINATAT: |
3. Locana p. 336 :
q 9 Aifregot Ay oF, gFRFREE |

What Ablhinava moans by ekarisayatrdt ia brought out in the next sentence:
faaEmnyaT f§ o (RfaAE@FZa =AM | The aucitya of the vibhdoas
etc, is the cause of the pleasure that we do-ive from poetry. Similarly the aucitya
of the mbhdoa etc. i3 the cause of the edification that we derive fromm poetry,

This is stated by Abhinava in the next sentence ( p.337): fawmardWi azeifaarEr
(for wbich we sliould perbaps read GEECIEGICIS) FATEEIRA WW
qwﬁlﬁ'ﬂﬂﬁ | Tbus both priti and wyvipattsi depend on vibAaradyaucitys. Both
are the result of ribhisadyaucitya. Abbinava’s phrase drayor api ekeavijayatvit there-

fore. means dvayar aps ekahefribatvdt. .Bince both .are the outcome of a single cause,
they nre not different from one another,

X
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In this connection' and in slightly more concrete terms ( the reader
should not feel that the passages we translate in any sense exhaust the range
of Abhinava’s interest. For most of the Locana consists of very close textual
remarks on specific verses. We have simply extrapolated the more abstract
passages, since it is here that Abhinava deals with his philosophical views ),
Abhinava has a very interesting passage in the A. Bh. on the NS. 1. 108-1 10,
on what drama does for the different kinds of spectators : 2

r
* Drama thus described * creates mental repose * ( vigrantijanana, NS. 1.
114), that is, it destroys the flow of pain for all spectators who are overcome
either with pain such as comes from iliness, who are afflicted with tiredness

1. One ahould compare the very interesting passage in the Dafarupaka, and
especially the commentary of Dhanika (L 6):

Aty FGFY ST FOAIIE: |
Asiftrerariaae @19 I& T QEICEEA |
Avaloka: T Hfya—
yatdRTaaEy YTy F1g T |
FOfy FIT 7§ T Grgw=afeRaong o
T Praaifeegafy areansdqa=sia Ay @uaa: [T TR T
% q yaRiaeratiad PemitegaRmeEte i ) a1 oy devs )
“ The silly man who says that as in the case of itikdsa, etc., 80 in the case of the different
types of drama, which overflow with bliss, the only purpose is to impart moral and

secular instruction — I bow low to him, who is averse to the pleasure arising from
literature .

( Note that the word sddAhu can be construed with both nemah and with tasmai;
tasmai sdidhu namah, 1 bow low (sddhu ) to bim, and tasmai sadhu, tasmai namah »,
“May he fare well (i.e. may god bless bim ), I bow to bim”, We think the ocorrect
reading i8 aidhu as an adverb and not sadAub as an adjective going with alpaduddhih. )

¢ In that connection some ( claim ) : “ Reading ( and study - aisevana ) of good
poetry bestows pleasure and fame and skill in the fine arts”, ( Bhimaha, I. 2).

By this and other verses they wish to show that the purpose of poetry is to
give knowledge of the three goals of life etc. By refuting this, the author shows
that the purpose of the ten drama-types ia aesthetic enjoyment, which is of the form
of the highest bliss that is inwardly experienced { svasamvedya ) aud pot merely
knowledge of the three goals of life etc. as is the case in itihdsas etc. * I bow low ’
is of course meant sarcastically .

2. A. Bh,Vol, I,p.39:

AT qATH THHERW @9 SATATREN, AR FIIFLRA, NIT IFgRTmiY-
gl AT qe R T A R R e R -
A fyareasast T:aTEUaTaRa | Sfgag:@Ial qeR (ARYATIEHRITT JqTH |
a4l :ﬁmqﬁwﬁwﬁwml ANTE gad | AT qufedr afifaneg o
Teasd | 7 AqERT aaaeTRsiE)ReE ganeies swadad §ifeami aaaw-
gETIaUERETAEEeTI: g4wWd | 3 g faa: gayfisgas @ gy
AFIT ATGUET! SETHHTATSR | AFJRA SR | ag 6 TEAgIRT T |
e | tw g 3t faadat
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which comes from the inconveniences caused by a long journey etc., or are
suffering from sorrow as when one’s relations, etc., die, or for ascetics whose
minds are distressed by excessive weakness resulting from constant ascetic
practices and from the candrayana and other vows. When their sufferings are
overcome, drama becomes the cause of dhrti, etc., according to suitability
(yathayogam); thus dhrti etc.,( verse 113), having delight for their essence, apply
in their proper order to the spectators afflicted with sorrows etc. For instance,
( drama ) gives courage to the person overcome with sorrow. For the man
afflicted with illness it distracts his mind. For the weary man it creates happi-
ness. The word *“ etc.” (in verse 113 ) stands for such things as awakening
of the mind, etc., in the case of the man who practises tapas. Not only ( does
the drama achieve ) this, but it also gives rise at a later date ( kalantare ) to the
result ( paripaka) in the form of happiness that stems from instruction. In
this manner the purpose ( of the drama ) for those who are unhappy ( is three-
fold ) : it calms the pain of those who are grieved, it gives immediate pleasure,
and it gives happiness later ( through instruction, which if followed leads to
happiness ). As for those who are not in sorrow, but are almost always happy,
such as princes, etc., even for them the drama provides instruction in the
ways of the world and in the means leading to the ( four ) goals of life, such
as dharma, etc. The word * world ” means * ways of the world . Question :
does the drama instruct the way a teacher (or an elderly person) does?
( Answer :) No. Rather it causes one’s wisdom to grow. ».!

In his commentary on the rasasiizra of Bharata, just before com-
mencing a detailed statement of his own position, Abhinava quotes the first
line of a very famous verse from the Sakuntala.? Abhinava considered this
verse to be the ideal introduction to his exposition of rasa. Since its exact
significance has proved somewhat mysterious, we feel we are justified in intro-
ducing the two passages from the Locana with a short discussion on this
passage. The verse reads:

‘ Seeing moving sights, and hearing soft sounds, even a man who is
happy is filled with strange longing. Surely it is because he vaguely remem-
bers, though he is not fully conscious, affections formed in an earlier life that
are fixed inside him through the latent impressions they leave behind. * 2

1. A good summation of this whole theory is Abhinava’s account at the
beginning of the 4. Bh,, of what takes plaee when we actually witness a drama,
G, 0.8, p. 38. The passage has been edited and translated by Guoli, op. ¢it. ( p. 96 ).

2. The verse is quoted in the 4. BA., p. 279-280, { Vol, 1),

3. Sakuntala, V.2 :

oA fieg agdy frwsa g
qfgar wafa ggfadisty awg:

TEAE WY TR
WA SFaEtEzTE )
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Why then ‘does Abhinava quote this? ! - The reason we feel is this:
Dusyanta has an experience of rasa.? But it is not like any other ex-
perience in the world. He is not directly experiencing any kind of sexual
pleasure, but the vibhavas ( music and perhaps paintings as well) call up to
him some vague memories. This in its turn produces longing ( autsukya)
in him. It is an aesthetic experience. The memory involved is not of course
like any other kind of memory, for it has no object. The bhavasthirani in
the verse are the actual vasanas. These vasanas (latent impressions) are
brought to life by his hearing the music, and they then bring to his aesthetic
attention ( i. e. his deeper unconscious ) intimations of a pleasure he formerly
had. But this pleasure is now no longer direct, it is purified, not directly
stateable. It is thus a higher kind of delight than the original® So
Abhinava regards this verse as proof of rasa.*

1. Hewmacandra, Kdvyanuddsana, 11. 1. p. 99:

o fg wadtia ar sgfieedan §1 9 quEFafag | q\mwumaqml
Afy g AR A aaIgRIE@IEA AT |

What Hemaocbandra means by saying that Dusyanta has not experienced this
love ias that he is not now remembering something ho has experienced. In other
words, ordinary memory of happy experience does not constitute aesthetic experience.
Thus a play does not bring up in our memories similar experiences. What is conjured
up in us is the more general emotion, purified of any actual memory. This interprota-
tion is confirmed by the passage from in the IV V. quoted in Note 3.

2. For Righavabhatla, the verse is a case of jrigara.

3. On p.252 of the third volume of the PV, Abhinava quotes the last lines of
the same verse : bhdrasthitdni janandutarasaudrdans (this reading of bharasthitans
instead of bhdvasthirani is confirmed by Raghavabbatia, who says that it is a well-
established reading ). The cuntext is extremely diflicult to make out, since the text
on which Abhioava is commenting is not extant, and none of the prutikas make sense,
" But it is clear thal he ia quoting this as an example ot an eniotion (he seems to be
discussing the distinction between various kinds of love ; kama, sccha, abhildsa, autsukya,

ote. — &fag @AFMfATIIFEARRaRImtedaTag I3 81 o1 T TGS 0
ammm d #W 7@ 1) that has no direct object, but is aetherealised as it

were, that is, in his terms,  generulised ” : yiFmruRiwSERS T3 WEIFGT T
FAN FEAESATIO J4TE ... ... ... ARG FHFaCEZ&TI |

Clearly then these vasands bring us to a atate of generalised love, which is why
it is called autsukya, for it would seem that autsuiya is a longing with no particular

object. Thie is in fact what takes place during a dramatic performance of the
* Sakuntala, for we do not wish to actunlly possess Sakuntald berself,

4. Note that according to Righavabhatia, tho verse is a case of aprastuta-
prasamed, sud this figure of speech further suggosts the sthdyibAdva of uninterrupted
love ( aprastutapra$amsa, tena sthayinak rater avicchedo dhoanitak ). He also sees this
as kinyaliiga, and hence as samsrsri. There are also three types of anuprasa (cheku,
vreti and fruti ). He notes that the verse must be a case of rati (i e. §ridgirerasa-
dhvani ) for otherwise there will be the dosa of having the major rasa cut midway :

S B C A AL AL G ARG
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All of this culminates in what is lacking even in Anandavardhana, a
philosophical scafTolding on which to raise the structure of rasa. We are
now ready to read the two important passages from the Locana.!

1. Woe bave barely touched the sarface of Abhinava’s aesthetic philosopby.
There are of course a great deal of intereating passages from hia philosopbical works
which shed light on the issues discussed here. Lack of space prevents us from
examiniog all of these passages here, but we cannot refrain from noting brioﬂy at
least some of them. The first verse of the last chapter of Utpalicérya’s ]6uara-
pratyabhijaa ( Bhaakeri, vol. 11, p. 280 ) reads :

QAT FAFATHR O ARAC |
frrsdsefimfremuemaaiea: .

“The one highest God is the very Self of all beings, He assumes the form of
everything. He is filled with the unbroken notion : ‘1 am this (universe)’,

In bis commentary to this Abhinava speaks of the consciousness that is not
restricted by time and epace, just as he speaks of the consciousness in a play that is
not restricted by time and space (e. g. Abhinsrabhdrati, p. 280): Iq: dfcETSaYy
gy 9 AT 9 FBT 9 TEIU Kisfy A1 And later in his Vrtti : parinunma.
khasvatmavifrantiripihemvimar$aparipurrah. ¢ Filled with the notion of ¢I’ ness

*which takes the form of rest io the self which is not directed towards anything else. *
These are precisely the terms in which Abhinuva speaks of the aesthetic experience,

See also Abhinava’s Tantrasara,p. 19, where two interesting verses sum up
the third @hnita. The verses, oddly, are in Prikrit. Note that sasm bhds in the
Priakrit should be translated into Skt. as svayam bAats and not as satyam bhdti as in
the chdya given in the footnote on p. 19. Also, surahiasa in the Prakrit should be trans.
lated as sarabliasa and not a8 zarahasyo. Perbaps too oune should emend vimrsia.
rapam into vimreiaripe to agree with darpane in the tirst line, The verse reads :

GevifenaeTgia @ FAlHaER | aafaiaaeaianges a5 wgn .

( With alight changes in the text. )

«“ The whole of one’s very own essence, vibrating in the pure mirror of consci-
ousness becomes manifest by itself; its ( the mirror’s ) form baving been rubbed quickly
with the fluid in the form of @marfana, ”

One of the finest verses is found in the Tantraloka, Vol, 1L, p. 200 :

aqt fe aq AT TRt a1 F=AE |
angeafai AT g2y WHTEAT |
AT ;4R 49: §ERET 94 |
¢ That vibration which arises in the heart when one touches sandalwood ete,
or hears soft singing — when one is no longer indifferent, that ia known as the Sakts

{force ) of blisa through which one becomes * sensitive’ (lit. *“endowed with a
heart ),

Note that Jayaratha quotea Vijiinabhairava, 73 ( gitadivisaydsvida ete. ).

When Abhinava speaks of the sense of the *“ 1" changing, deepening, we are
irresistibly reminded of a very moving and powerful poem :
«“1 have to tell
you ...... your son is a mongol ”
the doctor said.
How easily the word went in —

( Continued on next page
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The first passage is extracted from the Locana on the second Uddyota
of the Dhvanyaloka.® As far as we know this is Abhinava’s first systematic
exposition of his own and earlier views on the nature of aesthetic experience :

) Locana pp. 180-190.
E WA

@ aq quaad gdig aff qEeTI w9 9 @m\ad
qmReRanarFEIEa g6 | eanadT 7 g6 @ @Rl
VIQal @1d | & g At | aEned SAETEAg | weaE e
FrETAFERARIEANT FITHER AT AFIWART g FAA | T o
ERTERT A G397 ) APEHAAIFT T QAT ¥ GgEEqIFaRAl
TR & aMReT 99 | q SrARIRAF, ;. @A, HAgaaend |
T auidgal A @A | qAET arERgagen) | Iuey =
FEONAITZIGG: AT FENAAG I @A | an Iafw, qeafy-
sfth:, MwETE & Tyraerh Rvsmaramggf: &g | aafy &
andlsfisrsta @: qoar 3F ¢ §%: | &4 T gdi9d dAlgEa Aif-
I FEAA W: | R Aol g nEd :dsrarsramm
GENRRIRET | arnﬁ*m WS Efeied, dmee geEgitamiy amien-
L3 SR | aarﬁmmrh g g @RIAMRYT: @Ay ANg-

Continued from prervious page )
clean as a bullet
leaving no mark on the skin
stopping the heart withian it.
This was my first death,
the * I ” ascending on a slow
last thermal breath
studied the man below
as a pilot treading air might
the buckled shell of his plane.
The poom ends with the grave insight this new ““1” bestows :
You have a sickness they cannot heal,
* the doctors say: locked in

your body you will remain.

Well, 1 have been locked in mine.

We will tunnel each other out.

You seal the coveoant with a grin,

(Jon Stallworthy, “ Root and Branch ”, Hogarth, London, 1948. ),
which is the same kind of pure and beautiful reconciliation that AbLhinavagupta
achieves in his finest moments of philosophy, a wisdom we approciate in literature, but
hope for in vain in life.

1. Dhranyalokalocana, p. 180, Banaras edition with Balapriya, uonder I, 4,
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SR A1 Wg: ¢ FRNGAHTST ARwH | yfgiRas = famd ?
& @rEAel Rdm saqi:, agmRhmn FesbE | aeagEsd AW
@ A IR AT SMRUAGEA J9 | TR T @ ' /e
A sgreruaiTdr fegn o glabedwme aaEks1ghe-
FANTIAN A ANTNGAANCSI:. qEAENZEE: | § 3 9 FIF-
TWisan: fageT 3T | SFaAMITIARa | J3FEIa - EEey ™ k-
gfera: sfamiEag |au ©-gTEsmi a: @l g @ safrarigsgana
TRTRANSTHAN QT T@: | 129 § SR 3R HI9G | FG-
qioTt faagal Mags: Negdor & RGm: ¢ Remmesey
FAN AEA QRO 3R AGHA @ | AFHIR T TEH SETIER &1 |
AR A1 H™AERR: ¢ S99 SEUEY gEniE: | e ge: |
FEIE ¢ EEAAFARTIFRA 7 77, Ay AR aeem
SFRIAA |

 qemRmEeTE enRagRe et e
m: geife Siafeym anfity gdifvirraarmres gleimgsaieaan
TRFEA @: | § T 7 sAfREIIRATR | aqamifmhing 36
STATXTAAT QAT FATHEAPAT: | I A1 @ W, THEiafaa wfa |

3 g— R T ermEshmaReaiad ke
ERARIEAT spumAWE:, § 03 Sinidae T EITaT Saten wmm‘T ™
3 e AERwEn | R gAFaTgIERET AReaEer e
af\?wnéhmm#}wnmm%@gﬁmmmm aﬁqfﬁmﬁm
@: | aAZANT @ |3rf-r d g5 f[Aamm amwm Fag AT,
§C SATROT,, oY AEAWEL , G STHCT, T g grzr EagRas
TEAT |

RISt T SmTrE e AR R RRE A RS-
g amAamE AR A ala @dl | e a9 AEETREEaEdT
AT SIS0 | T35 AP T | O ot s iy gonfay,
gefi: RN AdReTad | Qaoay ¥ gdifTierEl et | andid &
ﬁvﬁ‘ﬁoqmﬁ &I | & g 7 slifmrsaaiaer sty ety srmiEad
Al gfavmdar afmegdr 9 ydRermTeaegan, Aait
gefifaaTmeEnzARimaEE g | abEE A eadEarrTmarE faEi-
AT FRAEIAT, | @ qdia g siigd qaaiqTgTTer:, adaam
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@ & @ | sdfa Bl @ = AR SidaraEmdia e, ai
| g JqETA GRIFT | T Ry FIIEHAaHeE, &« ;rgé
SYEAAMAFAOT |

FEALTAAIE: 04 | TARARG g 7 a7 saeTdif age-
gqq. | fEmgAARiTaEas: | ag| — ¢ qrgmane enfRer e |
aﬁ%masq:c%amnmmraq wiigenaReEag " 33 | a9 sdifa-
qZger faen | a1 = e gdifaeadad | mwmﬁ}amfmrﬁﬁﬁ?ﬁ
AV FAASTR T | ANEROSITRA  Hleae] EATAl AT,
aFafeRag | Rt agfaauesrefomeTeiRa fea @aaq |
Frliazqaa 2 et o @ afe YEEREE agea, @ wide wEAaralkies
w Wg—sﬁﬁa 1 A T FA= ¥ IERTE, SMIIRFIN aZWA |
as Wmumr mrmmmqma AN | GAIE WHFRARS A |
¢ gAY FEAT AT AR A ) {9 | TEEARSAEE SR ISH-
Rrafisafimasaan et was @q WA, o sSamEl wEEai
RO FAAH fAafd | alsiy 7 Fe9z=A Gad, off g a=dera-
ggeafEfoaRmamIRAIia senSE  sTabeEEEEAE A ey
AT AATNTR CF DINUIA: | a¥e WIEd @ SAdEa /g
2afE | EIAAATRATT R REATZ IO | g gl aEa=a-
WAAGZAR AT 7 TH | (AR GEAARE  FETel -
ARET ) ST d  EAS{AqrEATa; maagagarnal  HFegem | qur
(AR AP AR ERATAIEATIET SFiaa Fdia
FAISIE, |
Here'is our translation of this complex passage :
o Objection :* Tt has been said by Bhattanayaka:* ‘ Were rasa® to

1. In the second edition of (inoli’s work, * The Adesthetic Experience according
to Abhinaragupta ™, Chowkhamba, 1968, which has just appeared, he bas added an
appendix in which he translates the passage. However, our interpretations differ so
often and so radically from his, that we felt we were not duplicating any laboar by
translating this important passage. It did not seemn to us necessary to point out all
the places where we differ.

2. This is an earlier version of what Abhinava luter expands into the famous
commentary oo the rasasitrs in the Abhinavabharaci, Vol. 1, p, 277 ff. This passage
forms the core of Gnoli’s book. Seealso, for details on the views of Abhinava’s prede-
cessors, Sankaran, * Some Theories af Kasa and Dhvani >, and T, Bhustri, ¢ The
Phlloaophy of Aesthetic Pleasure”,

3. Wae have found the fol]owmg texts ugseful, either because they reproduce,
‘pr because they expand these very arguments :

{ Continiied on next page
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be apprehended as belonging to someone else (and not to the spectator),
then ( the spectator ) would remain indifferent (tarasthya). Nor can rasa,
which stems from a poem dealing with a subject like the life and deeds of
Rama, etc., be apprehended as belonging to oneself. For if it were appre-
hended as belonging to oneself, we would have to say that real emotions (such
as sexual desire, etc. ) arise in one’s own self ( while witnessing a dramatic
performance ). And that would be most improper in the case of ( somebody
like ) Sita.! For (she) cannot be the (alumbana) vibhava® with respect
to a spectator.® Should it be argued that what causes ( prayojaka) her
to become a vibhava ( causc ) of arousing ( vikasa) latent emotions ( vasana)
( of love, etc.) (in the spectator ) is the fact that (she stands as a symbol
for ) non-personalised ( sadharana ) womanhood ( kantatva), we reply: how
would such a process be possible in the case of the description of gods, etc.?
Nor can it be said that during’ a dramatic performance (madhye) there is
(on the part of the spectator) a recollection of his own wife How can

Continued from previous page )

( For full bibliographical information on each item consult the bibliography at
the end of the volume): (1) Sridhara’s commentary on the Karyaprakdsa ; (2) Manikya-
candra’s commentary on the K/’ ; (3) Candidisa’s commentary on the K, ; (4) Hema-
candra’s Kdvyanuirana ; (5) Prabhiakara’s Rasapradipa; (8) Vidyadhara's Kkavali ;
(1) Vidyanatha's Pratiparudrayosodbhiizara, and finally (8) Jagaunatha’s Rasa.
gaigadhara,

1. Abhinava, following Bhatiatnuta, uses this same argument againat
Sankuka, 4, BA,, p. 277 (Gnoli, p. 7) :

7 fe hg diar sl @igay sfavfadze |

“ The actor does not think to himself : ¢ Sita helongs to me . ”

2. BN means that 8ita is only a eibhdva with regard to Riama, not to the
apectator. But what can this mean ? VibAdvas are all in regard to rasa. After all, it
is not Riima who experiences rasa in regard to Siti, so how can she be hia rébhiva ?
We must take the word vibhira to be a loose usage for kirara of true rati in Rama,
but this has to do with the real world and not with rasa,

3. Bhaftaniyaka ( BN ) uses sophistry to prove that rasa is perceived neither
as located in the simdjika ( dtmagata ) nor as located in someone else (e.g. the
character portraged or the actor who presente that character ). By ruling out both
the possibilities, atmagatatra and paragataton of rasapratiti, he ocomes to the conclu.
sion that rasah na pratiyute, “ rasa is not perceived at all”, According to BN we do
not have any perception ( pratiti ) of rasa, but only its enjoyment ( bhoga or bAogi.
karara ). BN is not against admitting rasc in the s@mdjika — he is against admitting
its pratyaya ( perception ) in the aimafika. JIusteud of pratyaya, BN uses his own
terminology bAoga and bhogikarana. The difference between the two ideas seems to
us only one of terminology.

For the same argnments, see the 4. Bk, p. 278, ( Gnoli, p. 10 ),

4. We have translated this sentence as if it were a serious observation,
namely that when the spectator sympathises he does not remember his own personal
life, However, it is possible that it is meant humorously as well : ¢ for God's sake, yon
do not want to have to remember your own wife when watching love acenes ! »

X1
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(uddipana ) vibhavas in the form of such deeds as building a bridge over the
.ocean, etc., by extraordinary heroes like Rama ever become generalised,
"('since nobody else could ever do them ) ? Nor can it be said that Rama, etc.,
as full of energy,’ etc., is remembered,® because he has never actually
.formed a part of our ( past) experience ( such that now we could remember
him). To perceive (Rama’s) energy (utsaha, the sthayibhava of virarasa)
from a verbal source of knowledge (Sabda) is not to experience rasa,’
just as when we directly watch a couple making love there is no aesthetic
‘pleasure.* As for the theory that rasas arise (utpatti), (the difficulty is
that) because of the (spectator’s) (real) sorrow (karuna, i.e. soka) he
-would be genuinely unhappy and would no longer return to watch such
dramatic performances in which (there was) karuna (rasa) ever again.
Therefore rasa does not ‘‘ arise ™ (wutpatti ), nor is it induced by suggestion

.. 1. The important word is Rama, to which utsihidimdn is simply an adjective.
The adi stands for ratéman, ete., depending on the rasz. But none of these states form
part of our own experience of Rima, since we never knew him. Even though the
spectator might apprehend the sthéyibhavas like utsdhna, etc., in Rima, etc., from the
words actually used in the poem, atill it will be only fabdajanyajfiina of the utaiha in
Rima. This faddajanyajfina cannot lead to rasotpatti in the sahrdaya. The reason
for this is given in the form of an analogy in the next sentence: “ Just as when a
‘couple is actually observed ( pratysksa) making love to each other, there is no
‘rasotpotli in the ohserver ( rasopajana menns ratibh@rasvadana — an aesthetio experi-
ence of love ). ” But we cannot quite see the point in the argument, in spite of the
analogy. However, to have seen this ¢ generalised ” nature of drama was one of the
great momenta of literary criticiem, and it appears that this view belongs to Bhat.
tanayaka, for Abhinava simply takes it over, Blharand is the same as sidhararilarana.
Apanda does not use thia term.

2. The reason we cannot remember Rima is that the definition of memory
in Sanskrit logic involves anxbhana, direct experience.
3. The expanded version of this, 4. Bh., p. 278 ( Gooli, p. 10) reads:

q 9 JRIGEEANT AT — ( Whero gq_ refers to I@RIZMINTT ) — Fatar
FwE GEar I TAHNET |

What is BN’s point ? Does he mean simply that we cannot bave rasapratiti
through anumdna and Sabda ?

4. Abhinava ( A. Bh. Vol. 1. p. 278, Gnoli, p. 10) expands the analogy of
‘watohing a couple making love by adding :

TId FATG R T AT aqacd=aUR I qIqT F1 TEAFATG T |

¢« On the contrary, because one becomes preoccupied ( tydgrateyad ) with one’s
own mental moods that arise, such as ombarassment, disgust, or even sexual desire,
we cannot 8ay that this is an aesthetic experience.” Cf. also Daiaripaka IV. 39 and
the Avaloka thereon, Abhinava makes the same point on p. 35 of the 4. Bh. (Vol.1):

A gagaia aRRET NIRRT AFeaaT (7) §eTes TRFIgeagan (7)-
YA |

We take tatpratipattau in the last sentence of p. 181 to refer to utsiha

of the preceding sentence: ¥ I m(‘mi FT{T%T, as opposed to Gnoli who takes
it to refer to Rama,
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( abhivyakti), for if (such emotions as) love, existing in a dormant form’
( saktiripa’) (in the spectator ), were to ( arise or ) be induced by suggestion,"
then there would occur the difficulty that to a greater or lesser extent-
(taratamya ) the spectators would make actual physical attempts to possess
the object ( presented before them on the stage).! And if we held that,
rasa was aroused (i. e. induced )* by suggestion, (we could ask the same,
question as before: ) is rasa existent in the spectator himself, or in someone
else ? The same difficulties would arise now as arose before. Therefore rasa
is not ( directly ) perceived (pratiyate),® nor conjured up (utpadyate), nor,
suggested ( abhivyajyate ) by poetry. But poetic words are of an altogether
different nature from ordinary words, thanks to the three functions (tryamsata):
possessed by them. Denotation (abhidhayakatva) is concerned with the:
literal meaning; universalisation ( bhavakatva) is concerned with rasa, etc.;*
and aesthetic enjoyment ( bhoktrtva) is concerned with the sensitive reader
( sahrdaya). These are three ( separate ) functions which are the constituents
of words used in poetry (or literature). If one were to claim that in

1. All later writers reproduce this phrase, visayarjanatdratamya but -
without explaining it or paraphrasing it. It is thus clear that nobody really knew
what Abbinava meant. Guoli tukes it very diflerently from the way we have (see op.
cit. p. 45,108 ). We take it to mean that the spectator would actually feel the need
to acquire ( arjana ) the object ( viszya ) on tho stage,i.e. be would want to get
up and take Sita away. But the expreasion tdratumya is, we admit, inconvenient.
We suppose the idea is that some people will muke a greater etfort (i. e. will be more
oexcited ) to attain the object, and othors less, See Dafuripaku 1V, 39 and Arvaloka on
the same ; TG} IQATALTIFR=BEA: q‘g}?{(—.( | Cf. the old atory of the backwoodsman
in tho gallery who shot the ¢ villain *’ on the atage.

2. It ia not clear to us just what Bhaitaniyaka intends by the term abhi-
vyakii. He must of course have known the doctrine of vyustjand as put forth by
Anandavardhana. Abbinava uses tbo term abhivyakti us synonymous with * sugges.-
tion ”. Bhattaniyaka however understands * abhivyakti * to be a sort of production
which he places on the same level as w¢patts, since his argument $rigdrasyea abhis
vyaktau, etc., really applies Lo utpatiipaktsa. Abhivava points out that in s verse which
he quotes from BN, the expression cywigyas occury, The verse is:

CICGRIEEIEeE CRGIEIN NI (el

ARIZATHATI WG TH: FTATH I=FQ 1)
(Gnoli, p. 11, 4. LA, I, p. 279 ) on which Abhinava commenta :
sSqE WA (surely, vhough, the correct reading is laksyate ).

¥ a3 sgegwraqar

3. BN’s stand that rasa is not perceived at all (rasah na pratiyate ) ia not
reasonable, It is the same sophistic argument used in svagatetva and paragatatva,
meant only to silence the opponent. Uuless ho could mean by pratiyate «direct
experience’’, which is of course not what takes place in the theatre, since, as BN

already pointed out, we do not know the people on the stage and are thua not
peraoually involved.

4. Rasddios;ayam is problematic. We must underatand ratyddirisayam, which
is confirmed by the Rasapradipa, p. 26.
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literature ( tatra) denotation alone held sway, then what would differentiate
Slesa and other figures of speech from such devices as the use of words in two
senses (tantra),! etc., in scientific works 7? Moreover (if this were true)
then the different varieties of alliteration (vrtti) would be virtually useless.
And what purpose would the avoidance of such faults as cacophony
( Srutidusta ),® etc., serve? Therefore there is a second function* known as
generalisation ( bhavana ) ( responsible for bringing about the experience ) of
rasa (i. e. of the sthayibhavas), thanks to which, denotation ( abhidha)
assumes a new dimension ( vilaksana ). This function of universalisation
( bhavakatva ) with respect to the rasas (i.e. sthayibhavas) is in fact ( nama)
what is, in poetry, responsible for making the vibhavas, etc., universal. Once
a rasa (i.e. sthayibhava) has been thus universalised,® its realisation
( bhoga, i. e. saksatkara ) ( is possible ), a realisation which is different from
the perceptions derived from memory or direct experience, which takes the

[{3

T AT LA GZEEHE G ! .. .. .. .. TE “ To=7 "fafy
aFIgARIaT ‘@5 A TR eSS aeaPrara R ETaIg wE i |
¥qTfdqd: | The point is this: In the sitra of Panini (L 3-3: halantyawm ), * hal'
stands for two completely different things: it means (1) the #irasitra ( no. 14) bal,
and (2) any one of the consonants, There is of course no camatlara in this. Cf. Udd.
111, Locana, p. 472. Cf. Vaimana'’s Kdcyalankarasitra, IV, 3, 7.

2, At thig point in the exposition of BN’s views, the Sridbara commentary
adde: gapfy (amfawr) FaEraRIdTeas Jeamgeanza Ky T=a9r | §
TIRIRTRIAITY q9The g1 dATEEE TfATETHaE @I | AREEYEE § RIsqAE-
IRF, IV ANRINTFAAE HaAT Fq143: | ( S. Bhattacharya, op. cit. vol,
I,p. 68 ), This makea it likely that this famous distinction of teaching like a master,
and like a wife, was first invented by BN and not by Abhinava, Abhinava first
mentionys this on p. 40, of the Locans, and again on p, 336 and 399. The distinction
between §istra, akhyina and kdrya has already been made by BN in a verse that
Abhinava quotes on p. 87 of the Locana :

TLXANTFIANHA a3 e g9lEq3: 1
o aedq I g FR-ATERAIHHATAn |
RATIUE AR RTenfda i

[ We Should read arthe tattvena as done by K, Sastri (p, 161) ]. This is surely

the inspiration for Abhinava’s famous distinction, taken over by all later writers.

3. Srutidugta is mentionod by Bhimaha, I. 47, and by the Dhvanyaloka II.
14 and the Vrtti thereon. Abhinava ( p. 214-215 of the Locuns ) apeaks of it as anitya
because t.horé are cnges in which harsh sounds are appropriste, e, g. in raudrarasa.
See also Uddyota 111, parikarailoka no. 1, on p. 302, Abhinava also refers to nilyani-
tyadosa on p. 16 of the Locana.

4. Note that BN is arguing for a further power in poetry, beyond the literal
sense. Most probably he derives this doctrine from Anandavardhana,

5. Bhavrite ca rase is roally speaking an improper usage., Bhdvanayc samare
pite rase is what BN means,
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form of druti, vistara and vikasa,' and which approximates the bliss that
comes from realising (onc’s identity) with the highest Brahman ( para-
brahamasvadasavidhak ),* for it consists of repose in the bliss (nirvetivisranti)
which is the true nature of one's own Self, and which is permeated with
sattva ( guna ) intermingled with the diversity of rajas and tamas. It is this
aesthetic pleasure ( bhoga) alone that is the major element ( i. e. purpose of
poetry ),* and it is an accomplished fact ( siddharupa) (since it consists in
blissful repose in the pure consciousness of the Self which is an accomplished
fact) (even though in relation to abhidha and bhavang it is sadhyarupa, i. e.
to be accomplished). ( All forms of ) intellectual and moral instruction (vyut-
patti) (in literature ) are in fact only subsidiary, ( pleasure being the major
goal of literature).””* We reply (to these views of Bhattanayaka) as fol-

1, Note the Hasayasigidhara, p. 66 { KM ed. of 1939): qont 99 gfadita-
FraTareaTaa faaas: KA FAST: |

These terms are explained in the DA. IV.43. Ananda speaks of dipti on
p. 209, See also Aarika 1L 9 (p.208). Abhinava speaks of dipti as heing vikdsa—
r.‘,m,-aprajj::alanaavabluimi (. 208-209, Liocana ). He also uses the verb drarats in
connection with karuna. Ananda says that the mind, in kerune, is exceedingly moved
(Grdratdm yats, which Abbinava (p, 207-208 ) explains as kathinyam tysjati). This
certainly prefigures the theory. 1s BN the first to use these terms? We think it
unlikely. See also Gnoli, p. 46, and Raghavan, Sr. ’r. p. 436.

2. Note the importance of the torm saridhal, which means literally «pear ™,
We don’t think it can be taken to mean ximply “similar” here, since surely the
jmplication is that it is infarior. 1f thiyia the correct interpretation, then perhaps
the passage about the Yogina milking the cow of mysticism ( Locana, p. 91) should
be reinterprated, in spite of what Abhiouva says. ( Note that this agrees with the
extrnordinary passage in the third Uddyota, p. 510, where Abhinava unambiguously

states that rasdsvida is inferior to hrakmdsvada |, Y WA T A% 9FeqQ
AR ATE fg W@iE3: | See also Sridhara : quy quarzEIIEar G

mﬁﬂ'ﬁﬁ'ﬁigi | But not everybody thought that BN meant ¢ inferior . Mammata, p. 60
(B_ Bhattacharya’s ed. from which the above ruotation by Sridhara is tuken ),
paraplrases us: brahmasoddam sva. Note Hemacandra, p. 88: parabrakmiyva-
dagodaro wnimiliteneyanaik, which reminds ove of tho Lumorous passuge in the
Dheanyaloka, p. 26 : afqafaRia aazdmegzaamamgIfoaaangad, which Abbi.
navagupta will later defend as being one of the signs of ecstasy.

3. This is very important, for Bhattanayaka may huve been the first to
clearly say that ryutpatti is secondary to priti. In this he is followed by Abhinava ( p.
41 ~ ananda eva paryantikay phalam; aod third Uddyota, p. 336 where vyutpatei is
gaid to be an incideutal rerult of prits, though tho passage is somewhat ambiguous ).

4. Govinda, in his Karyapradipa, (p. 66) actually says that this view of BN is
in accord with the 8inkhya ductrine : gg=a (aqu{qmm i mqu-m
ﬁ-{‘ga | Sattra,rajas and tamas are of course the three constituents of human nature,

As Jagannatha says ( p. 29, RG ), during rasapratits, rajas and lamas are suppressed
by the prepouderance of sattra,because of the power of the function called hhogakritoa.
( Continued on next page
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lows: the true nature of rasa is the subject of many different and controversial
views. For instance, some ( Lollata for cxample ) believe that that which is:
known as a permanent emotion (sthayibhava) in its prior (undeveloped ) form
( prrvavastha ) becomes nourished (i. e. developed, praptapariposa) through
the introduction ( sampata ) of the vyabhicarins, etc., and ( then becomes ) rasa.
located in the character being portrayed (anukarya). Rasas are called natyarasas
because they are used in drama. (Objection to this view by S'ar'lkuka:)1
what can it mean to say that one state of mind (cittavriti) is ““ nourished ”
by another state of mind, seeing that mental moods are in a constant state of
flux ( pravahadharmin) ?*  Wonder, grief and anger, etc., are not gradually
augmented ( pariposa) ( on the contrary, they diminish with time ).* There-
fore there is no rasa in the character being portrayed.* If one were to say
that it is in the actor (anukartr), (the difficulty is that) the actor would
then be unable to follow the tempo (laya),’ etc., (since he would be

Continued from previous paye )

An excollent account of BN’s view and its similarity to the S8inkhya is to be found
in Hiriyana, “ Indian Aesthetica ”, Proceedings and Transactions of the first Oricntal
Conference, Yoona, 1922, p. 246-247. “ The purpose of evolution in the Sainkhya is
bhoga and epavarya, and the use of this word bhoya in this passage constitutes a link
coanecting tho present theory with the Saiukhya. ” (op. cit. p. 247-248),

1. Here is a one-sentence summary of Sainkuka's position by Prabbikara,
kasapradipa. p. 22 : fgqmaifzhrd <THIAATAT SERIA QATE: efawar @

2. It is not clear whatSankuku intends by prarihadharmin. What does he mean
when ho says that one mental state cannot nourish another, since avy mental state is in
constant flux ? The analogy of a river does not hold good, for while it is in a constant
state of flux, it is nouetheless augmented by minor streams, Why should not a major
( or abiding, sthayin ) mental state he intensitied by subsidiary and fleeting mental
states ? Does Sankuka mean that there i3 no question of any mental state being
strengthened by auy other mental state, since all of them are after all in & state of
flux— always chaoging —diminishing in their iutensity with the passage of time? But
this does not veem true. 1oes he mean that it ia ouly in the theatre that one has a
coucentrated meutal mood, not iu real lifo? If so, would he argue that Rama's love
wasy constantly changing ¥ Unlikely. What thon could be mean ?

3. This passage has heen expanded in the A. Bh. p. 274: -’z‘ﬂﬁw aqH fAad

FroTg AFIEEA | This is very true, and well observed, but. wbat does it prove?
Porhaps the point is that a mental state becomes intensifind or weakened because of
the external objective stimulants, and not Lecause of vltlier mental states ( like the
vyabhichdribluinaa ). .

4. The sentence iti nanukarye rasal iselliptical, It should be explained as
follows : wgx1d (vl ) faama: wa: amfadararaa sfq @ gesg | According to
Lolluta, the spectator relishes the rasu (i.e.ratyddisthayibhira) which is located in
the character portrayed. Now Saikuka’s view is that the spectator cannot be said
to enjoy the ratyddibhaca which is after all located in the character portrayed, who
is removed both in spiuce and time from the spectator.

5. Note bow the BP tukeslaya (p. 184): sqt a7H ESUIRERICIE E T RIT
m i But we feul thul Gnoli’s lnterpxetntmn which we follow, ia better (seo his

Int, p. XVIL1).
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absorbed in an aesthetic experience and unable to concentrate on his duties
-as an actor ). If one were to say ( that rasa, i. e. ratyadibhava exists) in the
spectator, how could there be delight ( camatkara)? On the contrary, in
karuna (rasa) (i. e. in tragic situations ), etc., the spectator would experience
(only) pain. Therefore this thesis is incorrect. What then is the
correct view ? It is not possible ( precisely) to imitate any one particular
amood because of the endless and ever-changing ( aniyata ) degrees of intensity
(of the mental moods). Moreover it would be useless to do so, for if they
were reproduced exactly ( visistata), because (the spectator) would not be
moved ( tatasthya ), there could result no edification (vyutpatti).

- Therefore, ( here is Sankuka’s view : )' when this sthayi( bhava), whose
nature is not definite ( as regards its particular intensity) is combined with
.the vibhavas, anubhavas and vyabhicaribhavas, there results an experience
( pratipatti) of the the sthayi(bhava) (love, etc.) which is inferred as existing
in the actor ( because he is for the time being the locus of the rati, etc.) and
is (therefore ) confined only to the drama. The nature of this experience is
the enjoyment of the sthayibhava ( love, etc.) ( thus inferred as existing in the
actor ) and it is different from memory, because it is the object of the appre-
hension that  this Rama ( standing before me, as represented by the actor)
is happy?® ( because he is with Sjta)™. This rasa does not depend on any
other thing bevond the actor who is apprehended ( by the spectator ) as non-
different from the character being portrayed, and the spectator who is the
relisher ( of the ratibhava, etc., inferred by him as existing in the actor).
‘Only that much?® (and nothing more is required for the aesthetic experienéé
of the rasa ). Therefore, rasa exists only in the drama, and not in the charac-
ters to be portrayed, etc. This is the view of some (i. e. of Sankuka ).
Others* say : the appearance ( semblance, avabhasa) of a sthayi (bhava)
in the actor, which has been brought about by the dramatic accessories
{ samagri ) such as abhinaya, etc., is like the appearance (semblance) of a

1. This is a diflicult passage. We take »iéista to mean niyata (definite,
particular, precise. ) : §2 argFIIATZIARRE (i. e. faxa ) ey~ 788 a9 3
T aegraTgaremivaa: T | sty @igh, senfan oY A s i g
TAGFOWATR, &fd S | §9 SIYFROAIASSGT  EAIERMT qEed Q| | qay
sgeqercEWa: | Very different, however, is Gnoli, p. 110.

2. Ayam ramah sukhi is explained by the BP (p. 185) as ramo’ yam sitirisa-
yakaratimain,

3. Adak means “idam ™, See Locana p. 160, where Abhinava uses the
same expression, It occurs again on p. 239 and 258 of the Locane, .

4. It is difficult to identify the person who held this opininn, number 4, given
on p. 186. According to Mammata ( K>, 1V, p. 88 of Jhalkikar's ed. ) the painted horse
analogy (¢itraturaganyaya ) belongs to Sankuka, whereas hers it is given after his
views have already been expounded.
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horse (drawn ) on a canvas by means of yellow pigment, etc. Because it is
enjoyed by an act of cognition, which is otherwise called relish ( asvada ), and
since it is transcendental, it is called rasa. And so the expression naryarasah
is to be explained as natyad rasah, i. e. rasas arising from drama.

Others, however, say : the vibhavas and anubhavas alone, being present-
ed (to the spectator ) with the help of special stage-equipment ( acting,
music, dialogue, etc.) (visistasamagri) and being linked (anugsakta’) with the
instincts ( vasana ) appropriate to the mental state in the form of the sthayi-
bhava which is sought to be produced ( vibhavaniya)' by these vibhavas and
which is intended to be brought within the purview of the experience of the
spectators by means of these anubhavas, these ( vibhavas and anubhavas ) be-
coming the object of the relish in the form of the bliss of the Self ( svanireetis
carvanavisista ),>— well, thesc wvibhavas and anubhavas themselves are rasa.
Therefore, rasas, are nothing but drama. Others say that rasa is the
vibhava alone, others that it is the anubhava alone, and some that it is the
sthayibhava alone. Others say that rasa is the vyabhicaribhava; still others
that the combination of these (four) is rasa. Some say that rasa is the
character being portrayed. Others say that rasa is the conglomeration of all
these ( five ) things. Anyway, this is enough now. :

( Here then is my own, Abhinava’s, position ) : rasa applies to ( non-
dramatic ) poetry as well, where in place of realism® (lokadharmi) and

1. This is a ditlicult passage. 7ndvibhivaniya means ribhdrvavibhavaniya,
“The sthayibhana which is sought to be produced by those »ibhivas.” 7Tsdanubhdva.
nfya means anwbhira-annbhivaniya, ¢ The sthayibhira which isintended to be brought
within the purview of the experience of the epectators by means of thoee anubhdvas.”
fafgeamzar aavdaor means sfyqarZamAT AMIIFMET [ETGIRATGHITY, |

2. Note how similar this ia to Abhinava’s view.

3. Oo ndatyadharmi and lokadharmi,see the long article by Raghavau, J, O, R.,
Vol. VII, 1933, p. 359-30%, part I, and part I, Vol. VIII, 1934, p. 57-75. lokadharmi
rofers to everything in the drama that is realistic (and applies thns primarily to the
pratarare ), whereas naryadharmi refers to all the conventions used only in the
theatre : asides thut nobody else can hear, monologues, talking animals, gods on the
atage, etc. Note that in the thirteenth chapter of the Natyagistra ( Vol IL, G. O. 8,
p-214) when Bharata hegins a long list of the laksares of each, he speaks of loka.
dharmi as svahbhdrabhavopayata ( X1II,71), It is a very embracing topic with Bharata,
and includes such diverse elements as the pravrttis, the prakriis, the dance, eto. Note
the very interesting verse that Abhinava quotes from his teacher ( Bhattatauta ?-he
only says: qzh;m{) :

ARG 7 FITE FAAAAALT
TATEAR TF ST g IH: |

The second half of the verse, unless one has na sumbhari, makes no sense. But the
first ie all right: *“ Not everything that isio the world deserves to be described by
the poet in his plays,” Abhinava more than once points out that not everything in

( Continned on next page



ABHINAVA’S PHILOSOPHY OF AESTHETICS 7

convention ( natyadharmi) ( that apply to the theatre) there are the two modes
of svabhavokti® and vakrokti which convey rasa by means of transcendental
(alaukika) vibhavas,® etc., which are presented by words possessing such
qualities as clarity (prasanna), softness ( madhura) and vigour ( ojasvin).?

Continued from previous page )

the drama need correspond to real life. As proof of this, he points out that many
dances do not have anything to correspond to them in real life, ( What in the outside
world beurs any resemblance whatsoaver to Beethoven’s last quartets?) Note too,

what Abbinava says in the 4. Bh.vol. 1, p. 260: 2% g wxfas WA Iy |
q g @ o Sitfaqey | 1t may be that Abhioavagupta was the first writer ever to
bave articulated this refutation of strict realism, which has now come to ssem so

commonplace in modern literature that it needs no defence, This was not so, less than
fifty years ago.

1. These are parallel terms, svabhdvokti corresponding to lokadharmi and
vakrokti to ndtyadharmi as applied to kivyas. Thus Abhinava is using the terms in
their widest sense. Bhamaha too ( V. 86 1. 85, L. 30) uses vakrokit to apply to all forms
of alasikira. But he defines svabhavokts (11.93) as a separste figure of speech,
( Thus De’s remark, Vakroktijivita, p. 23 : “ Kuntaka follows Bhimaha in rejecting
seabhdvokti as an alasikira® is not true., It stems from the qualifyiog phrase in
Bhamahba : iti kecit pracagkate, which does indicate doubt on Bhimaha’s part, but not
complete rejection. ) Dandin (II. 363) divides vaimaya into two realmsa : svabhdvokts
and vakrokti. See also Udbbata. III, 8-9. The most elaborate discussion on svabld-
vokts is found in the first chapter of Kuntaka’s Vakroktijivita. Vakrokti of course for
Kuntaka is just wbat dAvens is for Ananda, only it is even wider in its embrace.
Svabhavokts is the alarkarya, the kiryaiarira to which vakrokii is applied. See the
valuable article by V. Raghavan, ¢ History of Svabhavokti ™ in ¢« Some Concepts, otc, .
It is tempting to see the division in Skt. poetry as that of realism and romanticism.
Certainly verses that illustrate svabh@vokts tend to be more simple and direct,
and to deal with less exalted subjects, Moreover, the passage from the Locana supports
this conjecture. There are not a great many Skt. poets who excelled in realism. Profes.
sor Ingalls has written about one who did, Yogesévara, in two remarkable articles : « A
Banskrit Poetry of Village and Field : Yogeivara and His Fellow Poets” J. 4. 0. 8.
vol. 74 (1954) pp. 119-131; and ¢« Yogesvara and His Favourite Poets.”, Dr, V,
Raghavan Felicitation Volume, Adyar Library Bulletin, Vols. 21-22, 1967-68,
Madras, pp. 185 . A poem that deserves to be much better known in this reapect is
Abbinanda’s Kddambarikathdsira, quoted by Abhinava several times, which contains
some remarkable examples of well-observed minor moments in life.

2. Against Balapriya (p. 186), we take alaukika to construe with the
vibAGvas, etc. In other words, the vibhiras are alaukika in so far as they are called
vibhdvxs. It would not make much sense to associate the word with the gunas them-
selves.

3. These are the f§sbdagunas mentioned by Bharata, Dandin and Vimana,
Apandavardhana completely altered the older teaching of Dandin ( I. 41-42) and
Vamana (1. 2.11) on guraes by bringing them under his system of rasa. For him,
the guras ace the properties of rasa ( as opposed to the alaikdras ). See under 11. 7
of the Dhranyiloka. Instead of the usual ten yuras accepted by Rharata, Dandin
and Vamana, Avanda accepts only the thres mentioned hers. The concept. is very
complex, nnd we have dealt with it at some length in our notes to the Locana

L ( Continued on next page
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Or we could even grant that aesthetic experience ( rasapratiti) in poetry is
distinct in nature from that experienced in drama, since there is a difference
in the means whereby it is brought about (in both cases).! Nonetheless
(tavat), the particular mode by which aesthetic experience is brought about
is the only one that will be explained presently (iyam eva). This being the
case, the criticism (of Bhattanayaka) concerning the impossibility of rasa being
found either in oneself or in someacne else, applies only to the first view ( i.e.
Bhattalollata’s ).?> But in all the views ( so far expounded ) the unavoidable
fact remains that rasa is perceived (pratiti).3 For if it were unperceived
( as Bhattanayaka claims ), then we could have no dealings with it, just as
we can have no dealings with goblins* ( since such creatures do not really

Continued from precious page )

translation to be publiched shortly. Note that Abhinava, in bis discussions on the
gunas, has occasion to develop a theory much like the ane hinted at by the words
druts, oistara and vikasa as used by Bhartaniyaka, Ardrata stands for druti. Dipti
would be the equivalent of vistara, and vyapekatra ( or samarpekatva) of vikosa.
They are of course associated with certain rasas. Bee the Locena on II, 7-10. The
best treatment of the problem i3 to he found in I, C. Lahiri, “ Concepts of Riti and
Guna in Sanskrit Poetics”, University of Dacca, 1937, and V. Raghavan, Srigara-
prakasa, pp. 249-251.

1. There should be a ‘danda after upiyavailaksanyidd. Iyam eva begins a
new sentence.

2. L e Lollata’s views, which BN refutes so convincingly that Abbinava
peed not do the work again.

3. This is directed against BN. who bad said earlier (p. 182), ‘tena na
pratiyate...rasah.JAbhinava expands this on p. 277 ( 4. Bh. Vol. I, Gnoli, p. 11 )}: gefienr-

frafaftna GaR & w ofy 7 fw 1 @afa Jq o gfqufeig | But this is perbaps to
interpret BN too rigidly. By saying na pratiyate rasal, obviously he could not be
claiming that rasa does not exist, only that pratiti is pot an adequate
word to express bow it is experienced. Perhapa (if he is not merely to be sopbistic)
BN means that it is not ¢ perceived ” the way other things are in the world, i. e, it is
not the result of the ordinary pramaras such as pratyaksa, etc. Moreover, Abhinava
accepts what BN says about rasa being neither personal ( srugata ) in which case we
would become physically involved, nor puragata, in which case we would be indiffer-
ent. Abhinava also accepts the reason for this statement : rasa is made universal,
sddhdranikarana, which is one of the most importunt concepts of Skt. poetics, first
met with ( under the name of bharanid ) in BN and uoniversally accepted hy later
writers,

4. It would seem that Abhinava is saying that pi&icas ( goblins ) are merely
figments of the imagination. On p.277, vol. 1 of the A.BA, (Gnoli, p. 11 ) Abhioava saye
the same thing : 7 gy awafa sqagion angsy | If Abbinava is indeed saying that
such things as goblins and ghosts are merely products of our funcy, he would be one
of the few early Indians to hold such an unorthodox opinion. We think it very likely
that this is what he means { bow else could we interpret the line?) for he has made
similar statements earlier : in the first Uddyota, commenting on a verse by his teacher

Bbajrendurija, be says : 7 GATANTSSHIFAACAATNSAHGT T 9 T FAU(p, 127 )
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exist outside of the imagination ). Moreover, though as cognition they are
the same, nonetheless such forms of perception as direct perception
(pratyaksiki ), inferential perception (anumaniki), that which arises from
verbal testimony ( agamortha), that which is caused by intuition ( pratibhana-
krta), and that which stems from yogic sight ( yogipratyaksajai. e. telepathy,
etc. ) are distinguished from one another by the means through which they are
brought about. So also the perccption ( pratiti) of rasa, for which other
names are carvana ( relish ), asvadana ( gustation ), bhoga (enjoyment), (is a
form of perception different from these other types of perception), because
the set of factors, namely the vibhavas, etc., helped by sympathetic response
( hrdayasamvada ), etc., which lie at the base ( nidana) of the aesthetic experi-
ence are of a transcendental nature. When we say that * rasas are perceived >
( we are using language loosely ) like when we say that ‘“ he is cooking the
boiled rice **! (odanam pacati) ( where to be more precise we should really say
tandulan pacati, since odana is the finished product ), for rasa is the process of
perception ( pratiyamana eva hi rasa4 )? itself ; and rasana (aesthetic experience)
is a particular kind of perception (i. e. it is brought about by the samagri
such as wvibhavas, etc., in literature) ( pratitir eva visista rasana). This
perception ( of rasa) in drama is distinct from every-day cases of inference,
though it depends on inference in the initial stages ( since one first infers from
the wibhavas, etc., the sthayibhava in the person being portrayed ). In poetry
too this perception ( of rasa) is different from other kinds of verbal cognition
(i.e. abhidha, tatparya and laksana ), but in the initial stages it depends on
abhidha as a means ( of reaching the suggested sense ). Therefore the purvapaksa
( Lollata’s view)® has been destroyed ( by Bhattaniayaka) such that it can

1. This refers to the distinotion between tanduln, the raw rice, and odena,
the finished product, Strictly spoaking, we should say : tanduldn pacati, « he cooks
the rice ” and not * odanam pacati.” But the words are used loosely. lb the same
way, rasah pratiyate is not strictly correct, for rasa is the finished product. What
we should say is sibhdvidi pratiyate, Most probably this is what Bhartaniayaka
meant as well,

2  Pratiyamana eps hi rasal menns pratiyemanatd eva hi rasah, Abhinava
means that rass is the actual process of aesthetic experience, and not the object
(visaya ) of that process. Just as rnsa is described as rasyamdnatd, in the same
way it is here called pratiyemdana (i, e. pratiyamanatd, pratitih, rasanii, asvadah ).
It ie identical with experionce—it is the aesthetic experience itself. In a similar
fashion ( and this may well have Leen the inspiration for Abhinava's view ), the
sdksin, in Vedduta, does not really see another object, or even exporience happiness,
for it is sarvapraka§sis, and actual saccidinnanda itself. To say dtmdnubhityate is
simply loose terminology, since this implies the (ripugi, which is abseut in true

anubhave. Cf. A, Bh, p. 285 : fggey aﬁ(gf‘aﬁq'ﬁ‘q;{a(q HETATII |

3. We take this as a reference to Bhattalollaa’s views on the strength of
the equivalent passage in the 4. BA,, p. 277 (Gnoli, p. 11 ) : gx q;-fw&ﬁsir WSSz oyt
ARGEALT AT Tfq azgmmﬁmﬁa {
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never rise again. ( When Bhattanayaka ) on his part says that ( extraordinary )
deeds of Rama (such as building a bridge over the ocean, etc.) do not win
sympathetic response from everybody,! he is being very rash ( sahasa)-
indeed.? For minds are characterised as possessing a great varicty of latent
impressions (vasana). As has been said: ‘¢ Vasanas are endless, becausé
desire is eternal **.  * Though scparated by species ( jati), place ( desa) and
time (kala), nonetheless there is a correspondence between memory and
samskaras (i. e. though several lives intervene, vasanas still give rise to instin-
ctive reactions to external situations).”® Therefore it is now established
- -
. 1. There is a very interesting paisage in the 4. BA. Vol. II, p. 412, germane
to this issue, Hore is the text:
) I g FEAadd {EAfd Jud auEfgssvRsrZaenaaEie Ity
FATGUARGAT €999, TgT ZAEieErE Sfefafamamg ) a7 9w A, Ggesaras
m%ga:raaﬁrfﬁmmmmwmmn muwmﬁsﬁﬁﬁﬁam a9
i Foanla. IFAFRANY ez =T PR g ettt aan mmf(
t?-?a AETRAAIT |

“ If however the doinga of Gods are described { in adrawma ) as the main thing,
t,hen in case they are presented as appropriate to vipralambha(irdgdra), karuna,
adbhuta, and bhayinaka, they will turn out to be only the doings of (ordinary ) human
beings. If on the contrary, the (genuine) doings of Gods are presented unwittingly
{ adhiya adhanam ), that would offend what is generally well-known (in the world as
possible in the case of human bheings). The blemish entailed thereby haus bLeen
(already ) stated. And if there is no presentation of rasas such as wvipralambia
( &rigdra j, etc., what charm can result therefrom, since entertainment (of the
audience ) eusentially dependa on theso (i. e. on vipralambha, Laruna, etc.)? Hence
it-is, that sympathetic responee (from the spectators) is diflicult to achieve in the case
of the presentation of the doings of Goda. Kor they (i. e. the Goda) are not subject to
any suffering, so that from the desacription of (that suffering aud of ) the means used
by them to overcome it, the sportators may derive instruction. There is however
nothing contradictory in introducing even a divine heroine (asopposed to a hero ), as
for examplo Urvaéi ( in Kalidisa’s Vikramorvaliyam ), for her actions are presumed
to he plausible because of the actions of the ( human ) hero (in that drama ). ”

“"We are not certain of the plhrase : pratyuta denanam adhiyidhanam prasid-
dhirighiatakam. Also, we are not able to understand the exact sense of the last

sentence : FATRIAT d ﬁ—mﬁiﬁ?ﬁ qyqr ﬁiﬁ maf(%fﬁa mmﬂl
. 2. This muat be a reference to p. 181 of the Locana, where BN said : §H%-
W TR 7 g wRg: | But what could ke mean by this? The only

dogical inference would be that virarasa in such cases is not genuine, since it involves
improbabilities. But this would he an odd position for anyone to take of the Ramdyanra
{ though Abbinava himself acknowledges the truth of this for all but the most famous
.of exploits, when he says that in the vase of the pralarana, outlandish events should
not take placo, since this will prove to be a righna for the spectator —see p, 331 of the
1Locana ). Surely the whole point of the sadhiirarikarara doctrine is that it allows
such ovents to become imporsonalised and so imaginatively possihle. Could BN bLave
‘actually said : gfrafd @ q9@ gzadans ?
1 3. Yogusutra 1V. 10, and IV, 9. On. p. 282 of the A, Bh. Abhinava bas a very
( Continued on next page
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that there is the perception of rasa. Moreover ( Bhattanayaka is wrong,
because ) this perception in the form of aesthetic enjoyment ( rasana ) does arise
(utpadyate). And in bringing about this perception ( ratra) the function is
the suggestiveness (dhvanana), i. e. the vyanjana of the literal sense and
denotative words,’ which is a function different from abhidha. ( What
Bhattanayaka calls) the function of aesthetic relish ( bhogikarana) with
regard to rasa in poetry is nothing other than suggestiveness ( dhzanana). As
for bhavakatva, which (for us) consists in the use ( parigraha) of proper
gunas and alankaras,® we will speak of this in some detail (later in the
second Uddyota). What is new about it? When you ( Bhattanayaka) say
that poetry is the producer ( bhavaka) of rasas, through bhavana, you have
yourself revived the theory of wipatti (which you supposedly destroyed ).}
One cannot say that in poetry words alone are productive ( of rasa)* for

Continued from previous page )

interesting pussage whers he justifies the nine sthdyibhdvas in all human beings
(though some predominate in certuin people and others in others ), and ends by saying:
q ﬁaf‘gﬁg{'ﬁmmq; ait wgfg 1| In the course of our beginningless journey through
thia universe, we bave experienced ull emotions.  Thus nobody fully aware of bisown
humanity can fail to be moved by another person’s experiences. On p. 283 (of the 4. BA.),
Abhinava quotes a fascinating line from Patanjali 11. 4 : g fg 47 cpeai fagi &

=g GGH: | « The fact that Caitra is in love with one woman dves not mean that he
is out of love with others. ” ‘I'his is not meant humorously, but only that when Caitra
is in love with one woman, this means that hislove for that particular woman is
dominant in his mind. |t does not mean that his mind is altogether devoid of love
for any other woman. He of course has love in his mind for other women also, but
this love is more feuble than the other, and hence overpowered by the love he
feels for a particular woman at any given monent,

* 1. Suggestion applies to the pacya (e.g. in vastudhrani, where the literal
meaning suggests the vyaigydértha) and to the »dacela (since #dcalas are ryadjakas ),

2. This iy somewhat curious. Where has BN said that bhdcakates is samucs-
tagunalasikiraparigraka ? For BN bhivand is sddharanikarana. How can this be
‘associated with yunas and alankiras? However, Abhinava himself, in the A. BA.
p. 277, uses these very words to characterise BN’s views, Ths wording in the 4. BA,
is alightly different : mmmmqm{qﬁa werven oo WIgFcF5qTqIR01 | The phrase
.nibt'r‘lmn'jamohaumika.mkdri("d on p. 277 of the 4. Bh. vol, 1, is puzzling. Perhaps we
muat read samlafanivritikaring,

3. This is well observed. It is true that BN must use some expression like
,-uzp(idyate, regardless of what word he chooses. Thus when he says bhGvite ca rase
(Locana p. 183 ), one must paraphrase by bhavanayi samarpite ca rase.

4. Abbivava’s point reems to be that BN said ( Locana, p. 182) that there
are three functions of words: gsqTeHe: TZEA =4IAHETETq | But this is unfair of
‘Abhinava, since be too says over and over that ovyasijend is a $abdavydpira, Surely
Bhattaniyaka must have meant the same thing? It is most unlikely that he would
have restricted the function to words. On the other band, Abhinava himself has argued
for the importance of §zlda, Cf, tho intorusting passage at the end of the first
Uddyota, p. 158159,
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if their meaning is not known, no rasa can arise. Nor can one say that it is
meaning alone ( that gives rise to rasa in poetry ) for if the same meaning is
expressed by other words ( sabdantarenarpyamanatve ) rasa does not arise.!
We ( the Dhvanivadins ) have explained that both word and meaning (are
helpful in the presentation of rasa ) when we said : ‘- Wherever a meaning or
a word manifests a suggested meaning, ’? etc. Therefore by means of the
function known as suggestiveness (as a means), and through ( the use of)
gunas, alankaras and propriety (aucitya), etc., as a procedure (itikartavyata),
poetry which is possessed of the power of conveying ( bhavaka) (rasas)
conveys ( bhavayati) rasas, and in this three-fold scheme of bhavana
( as accepted by the Mimamsakas )® suggestiveness fits in as the means

1. Cf. what Ananda says on p- 358 of the DAhvanydloks, Uddyote 11l in the
context of ryanjand.

2. Dhvanydloka 1. 13. The whole verse reads :

I g @ aRdgyasEa@ndt |
sTR: FIfRw § GERfy gfdhn &

“ When the (directly expressive) word and the literal meaning both first
subordinate themsslves ( to the suggested sense ), the word subordinating its meaning
and the literal meaning subordinating itself, and then reveal that ( suggested ) sense,
that kind of poetry has been called dhirani by the wise. ”* This is in fact the major
definition of dheani in the D. AL,

3. In brief, the AMimamsa position is as follows : bhavana, creative force, or
creative energy, is of two kinds: (1) sabdi, and (2) drthi. It ie a particular kind
of activity in an efficient or operative agent (bhdvayitr), which is conducive to the
production of the sffect ( or conducive to the coming into being of that which is going
to come into being ). §abdi bhdvend meauns verbal creativity, or word-efticient foroe.
Arthi bhavand is purposive croativity, or end-eflicient force. Sabdi bhdvand is
concerned with how the words in a scriptural or secular command operate in bringing
about the fultilment of that command. Arthé bLhavani is concerned with how a
particular action ordered by the scriptuves or by a human master is carried out by the
person ordered to do it, with a view to achieving the expected result. In this passage
we are concerned with grthibhiaranad and not with fibdibhavand. Bhdivand consists of
three elements: (1) sidhys (objective aimed at by the action), (2)sidhana or
tarana (the reany leading to that objeotive ) and ( 3) stskartanyatd ( procedure to be
followed in reaching the objective ) (4kim bhdavayet, kena bhavayet, katham bhdvayet),
According to Abhinava, Bbattanayaka has borrowed the word bhdvana from tho
Mimamuakas. lo karmakidnda, in the case of a sacrifice like jyotistoma (jyotistomena
svargakamo yajern ), svarga is the sadhya. The jyotitgoma sacrifice is the sidhana or
karana, and the performance of the minor sacrifices praydja, anuydja, etc., is the
stskartaoyatda, lu poetry and drama, rasa (or rasisvdda ) is the sddhys, dhranana or
vyafijandrydpira is the sidhana or larana, and gunalaikiraucityadi (i. e, samuci-
tayunilaikirapariyraha ) is the stikartavyati. Thus according to Abhinava, dhivsanana
is the karara or siddhans by which r»asdsrida is brought about. This is what he
menns by the sentence T =Amamg wFATET oY Gaaig fA9afa | He means that
kdrya is the bhiivaka of the rmsasrida, just as the performoer of a sacrifice is the
bhavayitr (i, e. bhavaka ) of the svargaripuphala.
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( karana).! Nor does bhoga ( aesthetic enjoyment ) come about through the
words used in poetry (alone), but rather (it comes about ) through the removal
of the obscuration (sankata) (of the blissful nature of the Sclf ) caused by the
blinding darkaess which is itself the result of deep ignorance ( moha). In the
transcendental ( lokottara) aesthetic enjo&ment ( bhoga ) that is to be brought
about (in this manner), for which another name is asvada (enjoyment), and which
consists of druti, vistara and vikasa,® suggestiveness alone (according to us,
should be ) given the highest place of honour (murdhabhisikta). When suggesti-
veness ( of poetry in relation to rasa ) is admitted, this so-called bhogakrttva (of
poetry) inevitably follows. For bhoga is nothing other than the inexplicable
thrill of delight (camatkara) that arises from aesthetic enjovment (rasyamanata).
But it is not correct to say that aesthetic pleasure ( asvada ) is divided (only)
into three, druti, etc., ( because there are innumerable variations possible ) on
account of the endless varjety created by the principal-subordinate relation
among the ( gunas) sattva, etc. We admit ( with Bhattanayaka ) that aesthetic
enjoyment is similar to the joy ( that comes from realising one’s identity with)
Brahman.? (We also admit with Bhattanayaka* that ) the intellectual

1. This is BN’s own position, See 4. Bh. p. 277 : Sgiquriraaeqy fafaefa-
Aeagwion  FaaraNeftHuraarsRim TR FERasIRe Aea-
TH: etc,

2. Thia could not be Abhinava’s position, since on the next page (190) he
will reject thia three-fold classification ( even thongh in the Locana comm. on II. 7-10
he develops a similar achemme ). But if this is BN’s position, and not Abhinava's, there
should have been some indication to this eflect. By endiug it with dhvanenevyipira
eva murdhabhsssktah, he has inextricably woven in his own viewa.

Further on druti, vistara and wilgsa , see Mummata, K P. p. 474, Jhalkikar’s
ed, Dipti is vistara, madhirya is druti, but for some reaven nikdsa is not connected
with prasdda, us une would expect, The scheme is acceptud by Dhanamjaya.

3. Note how Mammata (p. 69, JThalkikar's edition ) puts this: 'TQ?}'(_'[ E"qﬁl?
gfne wtftafiEfeg smaq, wdfig fa'anr( AGMAILATIGHTIIT AT RF AR
mﬁrﬂ {8. ! This is so well oxpressed that it has beon copied by the Karyapradipa,
p. 69. Such language became, surely oo account of both BN and Abhinava, very
commeon in describing rasa ( whereas Ananda does not use the word camatkira in its
technical sense ), 8o much so that we find Kuntaka, in describing an exquisite verse
{ quoted in the Locana, p. 163 as well ), using similar terme ( De’s ed, of the Vakrokts-
Hoita, p. 35) ¢ arg fewdtfq (as an explanation of the line in the verse that reads gzy
fafy e ) aAmqE AR @R g R A TE T dE Ny |

4. It would seem, as nlready noted, that for Abhinava,as for BN, priei
is the major goal of pootry. Cf. Locana p.40 (under [. 1), quTly a3 ffaE T |
Thus for Abhinava, syutputti becomes easier to accept ( sou p. 336 of the Locana ) and
is the result of priei, but still the major point of poetry is delight. Of course oyutpatts
means instruction in all the four vergas, including moksa ( p. 41 : E{Qﬁ'ﬂ%ﬁ?ﬁ(ﬁf JIeg
T qifas qeq m) with the result that vyutpatti and pries (i. e. Gnanda ) amount
finally to the same thing ; Cf. p. 336 : 7 JF Hifregeuxht farasy o7, 2ARM ohRwaaTa |
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refinement ( vyulpadana ) ( that results from poetry) is different from that
which comes from the $astra through mandates (sasama ) and from the
itihasa through recommendation ( pratipadana). In addition (atirikta) to
the message that poetry provides for the readers in the form of the analogy
that they must behave like Rama,! can we help it (or: ““who is to be
blamed ” - kam upalabhamahe )* if finally ( poetry ) creates an intellectual
refinement in the form of the development (wijpmbha) of their critical
receptivity ? Therefore the following is established: rasas are suggested
‘(abhivyajyante). They are aesthetically enjoyed® by their very perception
(pratitya eva ca rasyante ) (i. e. rasa is aesthetic enjoyment itself ). "*

And here, finally, is the application of this theory to what has been
traditionally regarded as the first actual literary experience. We include here
the Karika and Anandavardhana’s Vrtti on it as well :*

(z?r-‘m?h’ﬁ:,g)p. 84-90) .
FETEACAT:, § T A0 T |
= oSN =
FIATFEATNRT TE: FHAAA: |
REEETeREAmETeT:  FeId g Y G | ad
S~ C .~ o 2 N i [
AR : g A (e ITER=R Goi=: A OF BRI QRuE: |

WAl & FEENANT: | THINAE TN @IWITEANG-

0 gr1FaId. |

1. This must be the source of the later dictum, so frequently met with ( e. g.
K P. ynder 1. 2): TWHIFEEaiqast 7 tamMfaq |

2, The idea is: thia is the way things are, and nothing can he done about
it, with the further implication that this is the way things ought to be as well
(Ananda uses thisidea on p. 406 and Abbinava uaes the exprassion kim kurmak often ).
Thus Gooli’s interpretation is incorrect.

3. Throughout the Locana, Abhinava has inristed on the importance of the
sahrdaya, the reader. Cf. his opening stanza : kavicahrdayskhyam. See also the
Karyamimamad, 1V, where Rajasékhara divides pratibhi into two kinds: Laraystri
and bAhgrayitri, where lhdvoyitri corresponds to this type of ¢ imagination” that
belongs to the reader, and which is a faculty he brings to his appreciation of poetry.

4. Note what Abhinava says in the 4. BA. p. 279 : sl A fu=gfawE-
IEEZE: | See the important definition of the suhbrdaya, the *“ sensitive reader”, in the
Locana, p. 38 : 447 FEITNSATIE@ITRERE  ANGF JUAIGI-HEINGAIAAT A
TEIIEATIT: EZAT: | @ Those people who are capable of identifying with the
subject matter, as the mirror of their hearts has been polished through constant
ropetition and study of poetry, and who sympathetically respond io their own hearts—
those ( people ) are what are known as sensitive renders.” Abhinava then quotes a
fine verse from the NV, VII, 7,G. 0. 8. Vol. I, p. 348 :

Qsdt FTTEND T W@ @RS | T ATEY g9 qew el o

“ The extornalisation ( bkdina ) of that emotion ( arthia ) which makes an appeal
to the heart is the source ( udbhana ) of rass. The body is suffused by it, as dry wood
is suffused by fire. ” Cf. Locana, p. 212

5, D, Al. 1 5. ( pp. 84-90, B, ed.),
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KARIKA V :

It is the ( suggested ) meaning alone that is the soul of poetry. Thus
long ago, the sorrow of the first poet that sprang from the permanent disrup-
tion of the sandpipers’ love-making was transformed into verse.!

VRTTI :

That ( suggested ) sense alone is the essence of poetry — poetry which
is beautiful because of a richness ( prapanca) of structure ( racana) and of
varied words and ideas. And thus the sorrow that was aroused (janita, i. e.
uddipita ) by the cries of the Kraufica bird who was frightened ( katara) by
the separation ( viraha) from his murdered wife, in ( Valmiki) the first poet,
was turned into a verse. For it has been stated (in the present Karika) that
sorrow is the sthayibhava of karunarasa, (and that it is only suggested and not
directly expressed ). Although there are other varieties of the suggested sense,
they are implicitly indicated through rasa and bhava, because these are the
most important.

Now here is the Locana passage, pp. 84-90:

Q¢ IR TR ST AERY SREAIT, | AT HITH-
e 7 2nih-

FEqATHG | @ O gttt ohg gdi7 @ @amArQ
AT | IAEIEAI, SeaalaaNIgadE | 99 g 09 aeqd o,
TEASFICAA] T Hiur @ gl Taada afa :rqrgg@ AR ¢ AR
FEARIA HIT-TI"-T?TTﬂI % R | wEE gEEETE aﬁfr’?rﬁ:{??ﬂ
qegaagaaaal 4: 3 WiyaEy mzwmmnmmgrm%ﬁﬁ@nﬁ
WA T, 8 07 SRR g A SR AT A -
FAEEAAAl S9R:  FeREETd ihhame e @iz g
|EERi gia7Al ERgupeiEsAaf e e REs §r-
gtsl  FeIREIEEARh  AEaFa IR AT -
ﬁnﬁﬁaﬁaww T —

1. Ct. Raqhuuaméa. XIV.70:
FrrsrT=ggfRagerd & SRR T |
frafagivesmsaty: AT IE TE: 0
It is clear from the context that Kilidisa means this verse to convey the
compassion of Valmiki, end thus the fact that he will accept the suffering 8iti, and
take her into his dérama. Thus Mallinatha remarks : TIRATANY g:d 9 &, ﬁ\'ﬂﬁﬁ-
gqrfafd WTE: | Bhavabhiiti ( Uttararamacarite I11. 5 ) quotes the ma niséda verze from
the Ramdyana, but be quotes it in the context of the first verse written in Skt,, and
pot with regard to the compassion of Vilmilki,
X1I
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A WNIE gIaSl SWE; SEd 99 |
TR RYARFAT: FREEad | 37 |

T g maﬁsf%rmm %mag@wwsﬁgﬁaﬁ{ﬁ
Fen WA TRl W | A W g agaraT qul | o EeiE-
MR AFFERETTISTGHAAE A FETEIA AR AEAASR-
IRACHTOTHI: |

QA EXATT — ¢ AT A WA ameT aemga’ 3R | oW
3R BT | § TIATRRIGHE AT AN | T 8 TEAaH:
TR T3 R qufg: |
IATH Tk g AArEFHTAL: |
FANIU SATRETAR FETHE, ||

fa aaurE, | AR & Al AR e @arenTEREAg I, |
ST SUTIERIAET: M TR AT |

O ¢ W—ﬁrﬁiﬁ | e auzfastsmmETaeT A g
T a1 EAET F G996 Wmngmamﬁw | 3 gy
ATEZAST 7 T 5798R: | NAGZASHT HfAGT AFETIRR Fgw T |
dafIRET, 95t AT T aff aererIE: |id’ g | fea-
qEAR B 3 | ArskgamRAagam: | sfaa gfa ) st
[T | '
T g fwal AR e sgowedEEd ay setEi ga
mm;ma-:ﬁiﬁ §ifv | Fova aamnﬁamﬁ nfrar: | TR & wrf-
a3 PmEgameaf i | rqnwra»nﬁ:ﬁ -
aw\%rﬁm% | MFEERERT TET 7 RraTend SR gaeR-
AR FATETIAS 48: | Ad gdmameqar an B gl |
g W, AT IR AT IES P ar g TR AR —
FAARET TR | 37 4 FERHITAT | AN safRu sy =e9-
AE  AEAEREEEaEN AT aas e Ay e
VAR | 39T

7@ FEny Forred Aeasn @1 fieled |

HAARTIIRO G A yriexari ||
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| I FAL | @IS W X METHRAENY G | e
afeusly axdeTad | Jraea iR | @emaiRern: | asaRiiEsE-
af AT ZITARIRAT ARTSHIANRY NFeFaa 9 ||

TRANSLATION :

Thus by the Karika: pratiyamanam punar anyad eva, etc., he has
explained the nature of dhvani! Now he shows, under the cover ( vydja)’
of an incident from the epic (itihasa), how it is the soul of poetry.
KAVYASYATMA SA EVA. Although the suggested sense in general is the
point at issue, only the third (type of the suggested sense known as) rasa‘_-
dhvani, should be considered as ( the soul of poetry),® because of the force
of the epic quotation, and because of the force of the meaning of the Vruti
passages that immediately precede (and follow ).* Therefore really speak-
ing, rasa alone is the soul (of poetry). Vastudivani and alankaradhvani
(really ) finally end up in rasa.® And since they too are far more important

1. Abhinava means that Ananda has so far explained the nature of dhvans ( i.e.

the suggested sense ) by means of the Karikd FfIATH TAGIXT T4 fkd Fofty AgTRATS|
etc. Now he will begin to expound how the suggested sense is the actual soul of
poetry.

2. Vydjena, literally ¢ under the pretext of ”, ¢ under tho guise of ”, which
amounts to “on the authority of ”, or « taking the help of .

3. After rasadhvanil one must understand Lavyasyatma.

4. We are not certain that we have understood prakrdntavritigrantharthe.
baldc ca, on p. 158 (84-85 L. P.), ( References in this section are to the edition by Kuppu-
swami Sastri ). We take it to mean : *“ because o[ the force of the I 'riti both preced:
ing and following”, This must be a reference to iti sthitam ( p. 84 B. P.) which
speaks of this kind of pratiyamandrtha (i, o. rasidi ) as different from the vicya. The
immediately following passage, vividha, etc., and in particular the words on p. 168,

(p- 90 B. F.) tawmgﬁmhmm qIYTIId_again speak of the third kind of pratiya-

mandrtha ( namely rasadhvans ).

5. This is an important point that Abhinava comes back to again and again.
He claims that Ananda uses vustudhvani and alarkiradhvani only to show the differe
ence between the abhidharydpira and the nyanjandoydpira. He does not intend thesé aa
examples of true poetry, for that title is reserved for rasa alone. Earlier (pp.50-518. P.)
he had noted that one can often find vastu and alaikdra as svasabdavdicya (i.e. as no
longer cases of dhvani). What we think he means ia that both of these are capable of
paraphrase without any resulting decrease in the aesthetic experience ( which is
already slight in any case). But rasadhvani can never be paraphrased without
destroying tbe poetry in it. In this Abhinava is in agroement with the “New Criticiem”.
.Thus in a famous essay on Yeats' great poem ¢ Sailing to Byzantium ”’, Elder Olson
said : * Although the argument as we have stated it clearly underlies the poem ( note
he has just finished explaining the * argumeunt ”, i. e. the vdcyartha of Yeats’ poem ), it
would be erroneous to suppose that thia in itself constitutes the poem, for in that case
there would be no ditference between our paraphrase and the poem itseli”. He then

( Continued on next page
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(utkesta) (or charming) than the literal meaning, it was said (in Karika 1)
in a general way that dhvani is the soul of poetry.

SOKA. That sorrow, the permanent emotion ( belonging to karunarasa)
which arose because of the destruction of the coupling ( dvandva),! i. e.
because of the destruction of the intimate physical contact ( sahacarya) of the
Krauiica birds, owing to the killing of the female—? this sorrow is different
from the sthayibhava rati (love) that is appropriate to vipralambhasrngara,
because in it there is no hope of reunion (nirapeksabhava).® The sorrow
has become capable of being aesthetically enjoyed ( asvadyamanata) through
the following stages : first come the vibhavas ( both alambana and uddipana),
and the anubhavas (i. e. the wailing of the male bird etc.) that arise from
them* (i. e.the vibhavas). By feeling these deeply ( carvana), the heart
(of the sage Valmiki ) sympathises ( with the plight of the male bird), and
( finally ) he identifies ( with the situation ). ( Once it is aesthetically enjoyable),
it becomes karuparasa, where the sorrow ( felt ) is different from the ordinary
sorrow we feel in everyday life, Its essence became capable of being enjoyed
once the mind (of the sensitive sage) had melted® (to the point of total

Continued from previous page )

goes ou to say, luter in the pame essay : “If the basic terms of a lyric poem do not
receive their meanings from the chance associations of the reader, neither do they have
their dictionary meanings ; like terms in most discourse, they take their significance
from their context, through juxta-position to other terma with which they are equated,
contrasted, correlated or combined.” ( From “Five Approaches to Literary Criticism”
edited by W, 8cott, N. Y. 1962).

1. Abbinava tnkes drandva not to mean “ pair ” hut to mean actual ¢ sexual
intercourge ” (edhnucarya ), n monning the dictionaries do not sesm to sanction,

2, For the significance of the change that both Abhinava and Ananda inake
in the legend by Laving the fomale bird killed rather than the male, see J. Mnsson :
“Who Killed Cock Kraunca; Abhinavagupta’s Reflections on the Origin of Aesthetic
Experience ", Journal of the Oriental Institute, Baroda, Vol. XV11I, No. 3, 1969,

3. This is 8 fundamental distinction that goes back to the NS V1, under
verse 50 (p. 309, G. O. 8. Vol.1):

. Feng mesfafaraaesafasamgaEEgd RIywE: | drgFarearage:
RIGWTET fAgeraEa: | oIRag: wosay fagesa: ofq

The point is that in vipralambha there is some hope of being reunited. But in
karuna there is none. This makes it much closer to “ tragedy ” than has generally
been acknowledged. Thus in spenking of the Rimayana, Abbinava will point out in
his Locana to the fourth Uddyota (. 580) that Rima and Sita are “ permanently
separatod, thus showing that the final verses of the epic which speak of their re.
upion in heaven, huve no impact on the reader in any aesthetic sense.

4. We take tadutthikranda to refer to hoth the cryivgs of the male and the
female. It will also include ber (or his, as described in the Kimdyara ) writhing on
the ground in pain, one of the anubhdras,

6. Drutsi rofers to the “melting ¥ of the mind, i.e. to n state when the
mind is exceedingly receptive, Thero is a very fino verse in Madhusidannsarasvati’s

( Continued on next page
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receptivity ). (And this aesthetic experience) became transformed into a
verse ( sloka) regulated by (niyantrita) proper' (words) and metre, etc.,
because of the unartificiality ( akrtakata) ( of the experience) and the com-
plete possession (of Valmiki). The emotional upheaval in the mind of the
sage was like the overflowing of a jug filled to the brim with water, or like
the cry of sorrow which is of the nature of the efflusion of thc mental mood
(of grief ). The words that the sage uttered (on that occasion) are
suggestive of the state of his mind according to the maxim that exclamations
(of joy, sorrow, etc. ) arc suggestive of ( the relevant ) natural moods, even
in the absence of a fixed convention ( between them and mental moods,
unlike what is the case for words and their literal meanings ).?

*Oh hunter, may you never, for eternal years, attain to stability
(pratistha) ( in this world ) since you killed, from a pair of Kraufica birds,
the male ( when ) he was cngrossed in love ( - making ). 3

But it should not be supposed that Valmiki was (actually experiencing)
sorrow ( in the ordinary sense ). For if he were, ( that is, ) if he were pained
on account of the bird’s pain, then the point of the Karika, that rasa is the
soul of poetry, would be without any basis in the present stanza.* Nor is

Continued from previous poge )

Sribhagevadbhaktirasaysnam, p. 14 (verse 1), explaining the stato of receptivity
that the mind adopts during an nesthetic experieace :

fauzsd fe IGI@IATREATATA |

ATHAIAAT g7 shagas o
¢ The subatance of which tho the mind is wade is like red sealing wax. By nature
it is hard. But when it comes in cootact with the emotional states (during an
aesthetic experience) which act as heating agonts, it becomes soft to the point of
flowing . He takes this fine analogy a step further, and says that the mind is im-
pressed with the emotions it conlomplutes. First the mind becomes roft and pliable,
and then comes thes hard substance like the drama or the play when the mind
receives its impressivn, the way sealing wax is impressed with a seal-ring,

1. In X. Sastri’s edition we must understand Sabda after samucita,

2. The point is that there is no fixed couvention with regard to the mean-
ings of exclamations that we utter spontuneously. Thus, a shriek can be due to
either grief or joy, in the same way that tears cun, Nonetheless these signs of joy
or grief are *snggestive ", This isa of course not true in the case of words and
their literal meanings, where there is a fixed convention,

3. Ramdyana, 1. 2. 15.

4. Asthe Kaumudi says on p. 160 : Sokamadtrasya rasatvdsambhavid. < If
this verse simply illustrated sorrow there would be no poassibility of rasa,
Abbioava’s poiut is that karsnrarase arose in the sage, and not the primary emotion of
sorrow, He has, therefore, interpreted the whole point of this example to be that
the situation described in the Rimdyana is one of rasapratiti on the part of Valmiki.
For this to be the case, we must say that he was the audience, as it were, of his
own verse! So, Abbinava eunvisages the situation something like this: Vilmiki sees

( Continued on next page
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it possible for somebody burdened with grief ! to utter a verse (at the very
moment of his sorrow ).

Continued from previous page )

the killing of the bird. He is deeply moved to the point of uttering a poem about it.
But of course as long as he is simply in sorrow, that is, feeling one of the primary
emotions that belong to real-life situations, he does not have the necessary ¢ artistic
distance ” which would enable him to engage in poetic creation. So, at some magic
poiut he stops feeling sorrow (if in fuct Abhinava ever felt that he did ), and it is as
if be were witnessing a drama in a play~-house. It is at this stage of some distance that
he speaks bhis poom. FEach time he contemplates what he uttered, be is the sairdaya,
the rasika, the spectator ( which would explain why he says kim sdam vydhrtam
mayad at Ram. 1.2, 16), i. e, he i8 again in an wlaulika state of aesthetic enjoyment.
The §oka that he formerly felt has been transformed into art. While this is a pro-
found interpretation of the famous incident,it should bo carefully noted that this could
hardly have been what the author of the episode in the Rémdiyara had in mind, [ For
the word $oka occurs again and again in the account: . 2.16 : sokdrtena...... maya ;
1.2 18 : $okartasya...... me ; I 2. 29 : Socann eva punak kroudcim; L 2. 30 : punah......
éokaparayanak. In I 2.13 we read : kdrunyam samapadyata. and in L. 2. 14 : karuna-
veditvdl. ] Perhaps for the first time in any critical tradition, Abhinava bas articulated
the distinction between the ** primary world ” of actual eveuts, and the ** secondary
world " of literature, These terms have been used by J. R, R. Tolkieu in bhis essay
“ On Fairy-Stories ', published in “ Tree & Leaf ”, Unwin Books, London, 196¢. See
also “ Secondary Worlds ”” by W. H. Auden, Faber & Faber, London, 1968, The world
of the Rimayaua belongs to what Tolkien calls Fairie, “ the perilous realm, and the
air that blows in that country ”. Mortal men only exist there when they are enchanted.
In modern times, perhaps only Tolkien himself, in % ‘The Lord of the Rings” has
managed to create an entire ‘' secondary™ world. It is the greatnoss of Sanskrit
literature that such autonomous worlds have been built — Krsna’s world in the Bhaga.
vatapurdta, and the dreum world of the Yogavasistha, ‘The sustained effort of imagina-
tive creation evidenced in the lattor work is to our mind unparulleled in any other
literature.

1. Another point is that thers can be no dukkha in rase, which is a synonym
for ananda, “ bliss ’, as Abhinava puints out again and again, See De, H. 8. . Vol. 11,
p. 132, and note the passage he quotes from the Abhinavabhirati :

qRIfaRa gUaes ATl § JRMTESE |
« ¥or the spectators, the whole point of the drama is to produce pleasure, not

sorrow, etc. ' It is almost certain thut Visvanatha's remurks in the third pariccAeda
of the Sdhityadarpans were inspired by Abbinavagupta. There he says: (p. 53,

Vidyasigara's ed. ) 79 qfE FeE @A TERIERES T —Q ( precisely the
objection that Abhinava records. )
FEONXEM @ T4 TR AT |
FIFEWIIT: JA0 JT IFSL M
He then goes on to show that what in the world is a source of unhappiness is

transformed in the drama into happiness, for the vibhivas are aleukila (b idea
taken from Abhinava ) :

ABIHRFIRTTTT TR FAG AT |
gd |9EY q¥4 a¥ sy F1 a0

( Continued on next page
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Thus then, because the nature of the present stanza is the complete
overflow ( samucchalana)! of karunarasa the essence of which is the
sthayibhava sorrow, which is appropriate for aesthetic enjoyment, rasa alone
is the soul of poetry, its very essence, which produces a charm far beyond
the reach of other word-functions® (i. e"abhidha and laksana). This is
confirmed by ( Bhattanayaka ) in his Hrdayadarpana:

“ The poet does not regurgitate rasa until he is completely filled
with it.

( In the stanza quoted from the Ramayana ) ‘agamah* (is used in the
sense of an augmentless Aorist) retaining the augment as a Vedic peculiarity

bontinuedfrom previous page ) :
In the Freti tothis Sloka be gives his famous comparison of love-bites, which
only produce,in their pain, pleasure :

Ty gL MG @ ggad I4d |
But it must be pointed out that once again the source of this idea is Abhinava-
éupta. Thus in the .4bhinavabAdrati, p. 285 ( Vol. I, G. 0. S.) we read : TUT &FE-
@ﬁ%ﬁ'&ﬁsﬁ, s eeTd mﬁm&ﬂwvmaf‘amﬁmﬁm which refers to,

precisaly thia, Cf. the Pratéparudriya ( Madras, 2ud Ed., 1931 ), comm. p, 209 :
ETERE  REYETETET SR @ WTHARGTAIGURNT:  See further the Rasa-
gaigdadiara, p. 30-3]1 ( KM, 1939 ed.) and Raghavan, ‘¢ Numbder of Rasas” p. 155;
1st ed. ( p. 183, 2nd ed. ).

Eya dasac refers to the act of creation, Aunmudi p. 160 : §lokaracandriipe
*tyarthah. The point is thatin pain we cannot create. Creation takea place later, when
the experience has been nssimilated and is then contemplated. This is another of
Abhipava’s seminal ideas taken over by the later tradition.

1. Reading samucchalana. On p. (160) (86 /2. P.), top of the page, the term
bas been used of water overflowing from a jug. Actually though this is an error, for
it is not the karurarasa that overflows, but the original emotion. The word rasa is
used loosely here to stand for both the final aesthetic result, rasa proper, and to mean
¢t emotion ” in general.

2. On p. 28 (p. 10, B. P.), Abhinava haas used this same expression. B. ed.
reads' ¢ Sadda ” which is a better reading. This is slso the earlier reading that we have
accepted in our tranalation of the Locann.’Vailakssnya here means * charm ”, from the
notion of its being something completely different. Sibda stande for §addasyapdra,

3. Is this famous line from Bhattaniyaka meant to show that the poet must be
full of emotion, using rasa in the wider sense, before he can write? In other words,
is Bhattanayaka saying that first one must be overwhelmed by an experience®! Oris
he using rasa in the technical sense to mean that first the poet himaself actually has an
aesthetic experiance, and than records it, so that othera imay share it ¢ Sanaskrit poetic
theory is not really clear on precisely what the experience of the poet is in relation to
that of the reader, Abhinava seems, in his more rigorous mnoments (‘“ néitye eva rasdh
na fu loke ), to restrict the aesthetic experience to the reader,in which case the post
would be excluded. Bhattatauta, (see Locana, p. 92 5. P.) bowever,says that this ex*
perience (annbhava ) is the same as that undergone by the reader, the poet and the
ndyaka ! Note the Rasapradipa (quoting DR. IV. 42, p. 23 : FrqrevE=TETY AGRR
qFAEX N

4. On this form, see Renou’s *“ Grammaire Sanskrite ”, p. 414 and 439.
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( chandasena). SA EVA. The use of the word “ alone > ( eva) shows ( that
it alone is ) the Arman, not anything else. Therefore, what Bhattanayaka
has said, namely :

““Because of the overriding importance of the words used, people
class the sastra' apart (from poetry and stories). They give the name
akhyana ( historical talc) to compositions in which the sensc conveyed by
words is posscssed of paramount importance. When both ( word and meaning)
are subordinated, and (all)importance is given to the manner (wyapara),
then it is called * poetry *,2 "
is refuted. For if by *“ manner” he means that (function) whose essence
consists in suggestiveness (dhvanana ) and which is of the nature of aesthetic
enjoyment ( rasana ), he will have said nothing new, If, on the other hand,
he means by ‘ manner ** abhidha, we have already shown earlicr® how it can-
not be of major importance in poetry.

He now explains the verse: VIVIDIIA. That which is (made) beautiful
because of the high degree of excellence® in respect to the ideas ( vacya), the
words, and the structure ( racana), having been diversified ( vicitram krtva)
éo as to be favourablc to the various rasas to be suggested, i. e. that which
is endowed with gunas and alarikaras, both of words and meanings. There-

1. Sastram here means the Veda. Bhattaniyaka’s point is that in the Veda
the ¢ letter " ia all-important. In stories, the meaning is important, and finally, in
poetry, it ia the manner in which something is told that counts the most. Cf. I, A,
Richard's famous dictum : It is never what a poem says which matters, but what
it ie”,

2. It is impossible to know just how indebted to Bhattaniyaka Abhinava
really is. Wae think, howevur, that the famous comparisan of poetry to a loving wife,
certainly was either taken directly from Bhattaniyaka, or was at least inspired by this
very passage. Rath ideas are in fact aynthesised by Sridbara in his commentary on
the,k Kdaryaprakisa and by Vidyadhara’s Ekdvali (K. P. Trivedi's edition. Bombay,
1903), p. 13 :

TRIATFIATNE SATEE T 1
sfagrarizs o™ fedfrag=ad |
HETITZETAT, FAISATITAT |
AT F5F g Frear@aEiia |
Ferndf gt Hrar syeerav a4 0

On this difference hetween §istra and kdvya, there is an important passage
(from the loet MBAimahavivarana?) of Udbhata in the Kdavyamimamsa, p. 44 :
ag AW faedm s | fag fawy camEn, faRaged:, sfrafamdaa o qar
wm STETY, agd A, gqTg 21 | Note also the Vyakiiniveka, 111, p. 122
(T. 8. 8. ed. ) whoro Bhatiandyaka’s idea is modified but generally nccepted. -

3. Page 63, ( B. P.) Dhvanydlokalocana.

.4, Prapainca here must be understood in the sense of u/larsa,
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fore, although ¢ suggestiveness > exists everywhere (even in such examples
as “ the boy is a lion > ), we don’t use the term “ poetry ** (in all such cases ),
just as, in spite of the fact that the atman exists (in all things) we only call
certain things “ living . We have already explained this." This thus shows
that what ( Bhattanayaka ) has said in the Hrdayadarpana: ¢ In that case the
word poetry would apply promiscuously everywhere »? is out of place. The
expression nihatasahacari® (* the killed female™ ) expresses the vibhava.
The word akrandita (*‘cries” ) expresses the anubhava. JANITA.* One must
supply : “ through attaining to the state of aesthetic enjoyment.  Objection ;
if the verse arose from the aesthetic enjoyment of ¢ sorrow ', how can one
say that the soul of poetry is that suggested thing (viz. rasa)?® (1. e. only
soka has been mentioned in the stanza, and not rasa). With this doubt in
mind he says: SOKO HI. Sorrow ( Soka ) is the sthayibhava of karuna
which consists in the aesthetic enjoyment of sorrow.® Since the state of
mind appropriate to the vibhavas and anubhavas in relation to the sthayibhava
soka, when aesthetically enjoyed, becomes rasa, it is but proper’ to say that

1, Page 59, Locana ( B. P, edition ),

2. The objection must have been that if one accepts the suggestive function
( dhvanavyapdra ), which Bhattaniyaka does not, we will have to admit as examples
of poetry, cases which merely include suggestion, but no charm. Thus sarratra
means, as the K. says on p. 162 : simho vatub sty dddao api tatkets. See p. 57 ( B.P. ed.)
of the text of the Locasia,

3. Note that XK. Sastri, on p. 164 of his Upalocana says that this is a pratika
that only gives the first words, but that it is meant to read : nihatasahacarinraha.
katara, i.e. that it stands for the male kraufica ! But this is mere sophistry., Had
Abhinava meant this, he would have said so.

4. Note that Abhinava has said on ( p. 79, 80, and 83) of the Locana that
rasa is not janita, i, e, the function is not jauana, ** production . Thus he is of course
bothered by the phrase krauiicikrandajanitah §okm eva. Ha tharefore saya here ( p. 89)
that one muat add the phrase : carvardgocaratvena.

5. The objection is that in the kdrika only doka is mentioned, not rasa, This
ia perfectly true, for the point of the Kdrika is to show the existance of a pratiya-
mandrtha i. o, that §oka is here suggested, and vot directly stated. However Abhinava
and Ananda are probably correct to go furthor in their interpretations, for if this is all
the anthor of the Adrika meant, it would Le a very weak argument; for in the Rdma.
yana itaelf, we are directly told both before and after this verse that Vilmiki was in
sorrow ! And of course there can be no doubt that the author of the Kdarikd knew
very well that §oka is the sthayibhdina of karuna,

6. The sthayibhdvas, as soon as they are brought to the state of enjoyment
(carvand ), become rasa. A rasa is after all only a latent sthdyibhdira that has be-
come manifest. Thus tho K. says that Soka hore stands for all the other sthdyibhdras :
Soka ity upalaksanam ratyadek, p. 167,

7. We have translatod eucityit to mean *“ it is bat proper . But it might
mean upacdra. Thus the K. says : upayogitranimittad upacarad iti yavat., This may
well be the correct interpretation, for in the Adbhinavabhdrati, p. 285, we read :
kevalam aucityad evam ucyate sthays rastbhitah,

X1y
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the sthayin itself attains the status of rasa. For ( yatah) (the sthayibhava)
leads to aesthetic enjoyment in the following manner : the collection (jara)
of states of mind ( cittarvrtti) is first experienced earlier in one’s own life;!
then it is inferred (from outer symptoms) to be existing in others; then
by the arousal of the latent impressions ( sammskara) it creates a sympathetic
response (in the spectator’s ) heart? (and then it leads to the identification
of the spectator with the situation ).3

Objection : the soul (of poetry ) has the form of the suggested sense
‘(in general ) and it has already been shown to have three varieties. It does
not consist exclusively of rasa. But this episode from the epic seems to
suggest that only rasa is the soul ( of poetry ). ( Anandavardhana ) replies to
this objection by accepting it ! PRATIYAM ANASYA CA. * Other varieties
refers to vastu and alarkara. The word bhava (in rasabhavamukhena )
shows that one can (in a loose manner of speaking) refer to the vyabhica-
ribhavas as the essence (of poetry), even though when they are aesthetically
enjoyed they do not come to rest only in themselves ( ravanmatra i. e. svasmin-
aesthetic enjoyment does not terminate in bhavadhvani),* and even though
they do not attain the pre-eminent position ( pratistha ) of a rasa which
take place on culmination in the aesthetic enjoyment of the srthayi ( bhava ).

* Rubbing one toe-nail with the tip of her other toe-nail, turning the
loose bracelet on lier wrist, and slowly scratching the ground with her foot
whose anklet makes a deep sound .

In this stanza shyness ( has been suggested as the essence of the verse).
The word rasabhava includes rasabhasa, bhavabhasa and bhavaprasama, for in
_spite of minor difference between, them in essence they are one and the same.
'Pradhanyat means because ( vastudhvani and alankaradhvani) terminate in

1. Note again that rasa is the cittavsrtts that is induced in the reader. It is
lutent there all along, as a athayibhara.

2. We must insert tanmayibhavana here to oomplete the series, as the X. does

3. Here ia the K. on this sequence (p. 165) :

. RFgITIEr @ferarafa @trafarr fermrirdTaea wiaagdad, T
FEREN:, Tt Feadl g9 915, 49wt aeadhia—5ad  eqfafaaeR-
AFIYTIAT, MIAWTT oF @ sg9=da A4 |

“ That which was koown in one's owo self io day-to-day life is now, from
the cries etc. (of the bird ) and other effects, inferred to be existent elsewhere. After

-that, one’s own latent impressions are awakened ; then there is a sympathy of one’s

.heart because it is pure (i. 6. free from inbibitiona). After that, one identifies, Thus
in this manner, becauso the stable mental mood is the means to aesthetic enjoyment,
the sthdayibhdva itself ia called rasa, metaphorically speaking ™.

Perbaps we should omit yatah, with three M8S ( K. Sastri’s editioon,

“p. 166, fo, 1),

4, Tadvanmatra is paraphrased by the K. as svaripamdtre,
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rasa. Even though there is no full aesthetic repose in vastudhvani and alankara-
dbvani, nevertheless, because they give rise to an extraordinary charm that
is beyond the rcach of other word-functions ( i.e. abhidha and laksana), by
extension ( aucitya=upacara) we can say that vastudhvani and alankaradhvani
are the essence ( of poetry ).

We can thus see that all of Abhinava’s efforts focus on one important
need : to crack the hard shell of the «“1* and allow to flow out the higher
Self which automatically identifies with everyone and everything around. We
can see this preoccupation in all of his work, and in many of the verses he
quotes. He takes especial pleasure in a displacement of the “I™, as in
the Vijranabhairava passages he is so fond of, where the “ I” is dissolved
by staring long into empty space. Even the verse from the D. Al. for which he
evinces a particular liking, speaks of lovers reaching * other shores’ of
ecstasy. !

With this background we are now in a position to understand the
importance for Abhinava of $antarasa - how much support he derived from a
theory which demanded the transcendence of personality, and which ends in
a feeling of cosmic peace.

1. D. Al IV.,p. 524-25,






PART I1

SANTARASA

Our primary concern in this part of the book is to translate and anno-
tate the notoriously difficult section of Abhinavagupta’s Abhinavabharati that
deals with santarasa. Thisis the most extensive and the most important
passage in Sanskrit literature on sanfarasa. In order to permit the reader to
see the background in some perspective, we have also translated all passages
relating to samtarasa prior to Abhinavagupta. We have decided to let the
passages speak for themselves in our translation, and to utilize the limited
space available to us for textua! notes.

The first passage is found in the Naryasastra,! but is most probably a
later interpolation,

Naryasastra G. O. S. ed. vol. I, pp. 332-335:

3 A A AHAITEAER] AGTTTE: | § g dIERRAEE-
gemEiufiai: agrad | a®  aERameE AR E g {aEaToE -
geonRNurkliuaa: gameT: | afaaRoge HraRgReisrie-
TORWER: | AT SR wEha—

AT AT AT AR Ea: |
F:3mERE: WA AW EER ||
gEiFrasitragraragimia: |
FEmfrgEtEd: WAl | FR: ||
743 §W 7 g4 F T AN AF: |
ga: §99 41 @ Tra: afa @ )
WA BN @ A SEkh: |
iR TEaaE: gAEaT S ||

& @ AfmaEa oz g9 )
AR 7 W ATdEd ||

@ ARGl T ATZISIAT: |

1. XN&. VI, after verse 82, p. 332 of the G. O, S, ed,, Vol, I
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* Now! santa, which has $ama for its sthayibhava, and which leads to
moksa, arises from the vibhavas such as knowledge of the truth,? detachment
( vairagya ), purity of mind etc. It should be acted out by means of the
anubhavas, such as yama® and niyama,* meditation on the Self, concentration
of the mind on the Self ( dharapa )® devotion (upasana), compassion towards
all creatures, and the wearing of religious paraphernalia (/ingagrahana ).t
Its” vyabhicaribhavas are disgust with the world ( nirveda }, remembrance,
firmness of mind, purity in all the four stages of life (asrama), ngldny (of

the body ) ( stambha ), horripilation, etc.” The following Aryas® and Slokas
exist on this subject :

1. It is clear that this passnge does not beloug to the original ¥NS. For one
thing, it is found in only une of the muny MSS. of the N S. For another, Abhinava does
not comment on it directly. It is however obvious from what Abhinava says on p. 339,
G. 0.8.,Vol. 1 ( p. 115, Raghavan’s text, 2od. edition ) namely : 4T ﬁwwmg
“ WTAVTETT TEEHTTH: * ( which is actually found on p. 299 of the G.O. S.,Vol. 1)
EIaL ST TR TR ATERAE (X a0 7273, that he read some definition,
of which the first few words correspond to what we have printed He read this not at
the end of the definition of the various rasas, but at the beginning. He might well
have been aware of the fact that this was an interpolation, for he says : *“ in ( sowe )
old manuscripts . Cn the other hand, he was eager to attempt to show that Bharata
in fact sanctioned &intarasa, even though he may pot bave said this in so many
words. This comes out even in the adjective he applies to pustake, cirantana, thereby
attempting to give them some prestize and worth in the eyes of his readers.

2. If further proof is needed that Abhinava did not have this very same text
before him, note that tattvajidna is given here as one of the vibhdvas of Sinta,
whereas for Abhinava it is exclusively the sthayibhdva of SR,

3. Yama means the five ‘““abstentions” given in the }'S. I, 30 as akimasad,
satya, asteya, brahmacarya and aparigraka.

4. Niyama refers to the ‘‘ observances” given in Y&, II, 32 as : Sauca,
santosa, tapng, svidhyaya and iSvarapranidiana,

6. Dharana refers to keeping the mind collected, cittasya ekdgratd ( See YS.
11,63 ).

6. Liigayrsharna refers to taking on the outer garments of an ascetic, as
weoll as all the other paraphernalia of a religious mendicant,

Surely thcse refer to the eight elements of Yoga. Cf. Yogasutra, II. 29 :

A AT AT AT RN T A T AT A SETA T |

7. Notethat all these vyabhicaribhivas are given by Bharata and apply to
various other raszas. In fact, even taftvajiiana itself is given as one of the vibhdvae of
nirveda ( V11,28 )1 For Bharata, the vyabhicarsbhioas can become sthayibhiavas and
vice-versa, Nirveda is mentioned as an annbhdre of $riigara and of karuna. At VII,
66, dhrts is suid to arise from vijiigna ! At VII, 108, thinking about the 4istras is
given as a vibhdra of mati, Devsprasida is a vibhdoa of hargs. Dhrii, mati, smyis
and romdfica are vyabhicairibhdvas of vira. Stambha is given as a vyabhicaribhava of
sdbhuta ( p. 386) and of bhayanaka, The present passage is thus merely a pastiche
from these variouy sources.

8. There is something wrong with this introduction : there are only two A ryde
here, and thus the dual ( Grye) sbhould Lave been given,
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* San‘arasa has been taught as a means to thc highest happiness
( naihksreyasa). It arises from a desire to secure the liberation of the Self
and leads to knowledge of the Truth, ™! :

* Santarasa should be known as that which brings happiness and
welfare to all beings and which is accompanied by the stabilization (samsthita)
in the Self ? that results from the curbing of the organs of perception and
the organs of physical activity.

« Santarasa* is that state wherein one feels the same towards all
creatures, wherein there is no pain, no happiness, no hatred and no envy. ”

« Santa is one’s mnatural state of mind ( prakrti). Other emotions
such as love, etc., are deformations ( of that original state). The deforma-
tions arise out of this natural state of the mind and in the end again merge
back into it. ”

“The emotions arise out of Santa depending on their particular
respective causes. And when the specific causes cease to function, they all
merge back into Santa. 3

* Those who know dramaturgy see nine rasas along with their chara-
cteristics in this manner.

RUDRATA’s Kavyalankara XV, 15-16°
WwFEgFEa; A ey vy |
g AP andr e | )

<2 ~

T RFQEONEAE AT fAad
gaz@RfA=RRaET a1 Jma )

1. Tattvajiandrthaketusamynkiah is very clumsy, since artha and hetu mean
exactly the aame thing.

Moksidhyatmasamutthah is equally clumsy. We thick moksidhyatma should
be understood as standing for adhydtmamokia, i.e. «liberation of the Self .
Adhyatme would mean : disnanam adhikriva, « with reference to the Self .

This stanza is quoted, anonymously, by Abhinava in the AbAinavabharati,
p. 340 ( p. 115, Raghavan's, text 20d ed.). He introduces it as a Serigrahakarila, thus
making it clear that it is not hy Bharata,

2. Wa take adhydtma here to be used in the sense of the locative dtmant.

3. Buddhindriyx means the same as jAanendriya, the eyes, the ears, the nose,
the skin and the tongue, KA armendriya means the organs of physical activity, such as
bands, feet, speech, etc. '

4. Cf. Dagarapavaloks, under IV, 45, p. 135.

5. Abhinava quotes this verse ( soam svam, ete. )in tho A. BA., p. 340. He also
quotes it in the Locana, p. 391, with the remurk : 3% F.........xd WTIrH gEa7q: |
thereby ascribing it to Bharata. ’

6. Rudrata’s Karyalailkira, Adhyaya, 15, 15-16, p. 166 of the Kavyamald
edition by Durgaprasad and Pansikar, with Namisidhu’s commentary, 3rd edition,
N.8. P., 1928,
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« Santa (rasa) has for its cause (i. e.as its sthayibhava) right
knowledge, and its hero is one whose passions are completely gone.
Right knowledge arises from the disappcarance of ignorance and of attach-
ment to pleasure. Fear of birth, old age, death, etc., an attitude of disgust
towards objects of enjoyment, and indifference to pleasure and pain arise
(as its anubhavas).”

Dhvanyaloka pp. 388-394:
CIRFTIFRATRIAT: T aed s @agnams HERNE g
a aEfia | fdmer 3 aufamRRgraa—
TRIHAT ST "0 AT |
EFAEIAMAT T8 95T QYA 1 6
g gAEIEEE R Tt g PO 8 @A e
frfiaeT: | aur ramgm AmEar fHERET |
T4 qONGIGET 4: (RIS E0 @: FI=d 03 | a1 I —
a9 FmgE <k a9 i weged |
TG ATEd: T F, ||
af 18 GEASAIGARIRAT q6 A AR R I AR A
FreiaiEErT: afgd o | T 9 4% qeraaE: &3 I%: | aeheE-
AASA STRITAIT | 36T FIEhRITAFRITAI fed: | ansatratRagrsy
aaF TReAed aERUZARM am A8g: | AEREAi 9 Mg
FAFRAE AT A, el g ferwgafia sTremiae
HiafE: | axaafa TEa @ |
.TRANSLATION ofF Dhvanyaloka I11. 26:
So now it has becn shown how one can avoid the opposition of a rasa
that is opposed to the pervading rasa of the work because of their being in
a single character, by assigning to it a subsidiary position. Now the follow-

ing is said to show that one can avoid opposition in the case of the second
variety as well :

I. Here is Namisicdhu’s commentary : sugamam uas varam ( which should be
read navaram, from Sanskrit na param — so this phrase will mean : « The stanza is
(generally ) easy to understand, but ( the following explanations are necessary ) ’’:

WA WA | RTEE IR AYaRAE | g SR TREEiE: |
Jrfcorae EE TE | aTI | WIRTIRFRRTET iy frarear |

This last sentence only begs the guestion of course,
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Even when there is no opposition hetween two rases, though
they are found in one character,’ there might still be opposition
because of ( the opposing ra@sa) occurring {immediately after ( the
major 7esa). (Insuch a case) the intelligent (poet ) will introduce®
a (third ) 7ase that will intervene (between the two opposed
rasas ). (26).°

The rasa that is not opposed (to the principal rasa), though occur-
ring in the same character, but is opposed because of its immediate occur-
rence ( after it ), should be introduced into the work only after the interven-
tion of a third rasa. As, for instance, santa and spngara have been introduced
into the Nagananda* (with the intervention of adbhuta). .S"r'mta, which is
characterised by the full development of the happiness that comes from the

destruction of desires,® is indeed apprehended (as one of the rasas by sensi-
tive readers ).® And so it has been said :

1. Insert rasasya after aikndhikaranyavirodhinah.

2. The K M edition records nyasyal as an alternative to syaigyah.

3. By ekasrayatre uirdoso, we think that the author of the Xdrikds meant to
convey the fact that two opposing rasas may reside in one person if a long time
elapses, I.e.a man can be a Xamsin in one part of a poem and eventually become a
virdgin in another, Bhartrhari’s jatakatrayam ?

4. The idea in citing the Ndgdnunda is that two opposing rasas, namely
§rigdara and Santa, are interrupted by a third rasa, edbhuta, that is not oppoeed
to either of them. Abhinava has a long passage where he gives quotations from the
drama exemplifying all the three rasss. The only noteworthy expression there is
kramaprasarasamlharandhhipriya, which means the orderly progression of the rasas,
First comes 4antarasa, right at the very beginuing of the drama (in fact in the Prasta-
vand ), when Jimiitavabana goes off to the forest. Then the athayibhdoa of adbhuta,
namely vismaya ( over the beautiful singing ), is introduced, and thia forms the tran.
sitional phase to Srigdrs. But note that this ia a weak argument, for adbhuta
bardly forms an important element in this drama. °It is there, formally, only because
of the one phrase : aho gitam, alo ndditram, which Jimiatavihana says when he first
hears Malayavatli singing and playing on the lute. Moreover, all of these three rasas
occur in the first act. The reat of the drama is exclusively concerned with the hero’s
efforts to give up his life for the sake of another,

5. This definition of §dnta is needlessly complicated. A single long com-
pound would have been more clear ;<% FAGEIR AT, T |

SO TN TN W ANl e

6. Anpanda is seriously concerned with showing that &intarasa does exist
( pratiyata eoa and st §anto rasak ). It is, therofore, likely that this was a controver.
sial point in the ninth ceutury (indeed it has remained controversial until the present
day )., Since the Kdarikds mention all of the eight rasas by name, at some point or
another, there is absolutely no reason why they should not have mentioned &in¢a, had
§anta been known to their author. The fact that $dnta is never mentioned in a single
Karika leads us to believe that their author was unnware of its existence (at least of
its formal existence as a rasa, though there is no reason why he ahould not Lave known
about $Gnuca as an attitude), and most probably, therefore, lived before the time of
Udbbata, the firat author to mention §inta as a rnaa,

Xy
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““ The pleasures of love, as well as the great pleasures of heaven, do
not equal even the sixteenth part of the happiness that succeeds the des-
truction of desire, 1

¥ Even should it be claimed that this is not within the range of experience
of all men, still it is not possible simply on this account® to reject what is
the special state of mind of great men who are not like ordinary people. Nor
is it correct to include santa within virarasa, because vira depends on egoism,
whereas santa consists exclusively in the destruction of any feeling of self.?
If, in spite of this distinction, one should still claim that $anra and vira are’
one and the same, then the same absurd reasoning would apply to vira and’
raudra. In the case of the states of mind in vira which depend on compassion,
etc., when there is a total absence of egoism, they can be considered as varieties
of Santarasa. If, however, egoism remains, then they should be considered
varieties of vira. If we understand things in this way, there will be no’
contradiction. And therefore there is $antarasa. There is nothing wrong
with including, in a work dealing with Santarasa, a rasa (intrinsically )
opposed to $anta, as long as a third and neutral ( aviruddha) rasa intervenes.

Locana pp. 390-394 :

A9 AT N @, GO g ST AR gmamgmg-qra:
m%mwrmﬁwﬁammnq w1 gl frfeed e a7 gd ae
NG 4 ORI EAAaEaEsT o490 49 § IR @: | SAaqd
gl | A a2 EREwS graead o |

. oy g gafugiawem CIE Wi 5N | qUTSHEER SEed-
TR AT SFAANE | TIEY S8R9 G |
I g—
g & ffiar arngm: ga |
gt g W o 9 ||
2 WREATF 2O AN W STRIATRATOT ST RRNR-
faafived araer enfiar @t | o= AIAEEIAIGEEL | -
qwmmaqma B | gwy go" @ AL AdR-S AT
sr% | 7qTaq qaﬁ | gl o @l @l Tz

1. Mahabhurata, XIII, 174, 46. The verse has bacome (because of Ananda’s
auotation ?) a subhdsita, quoted even in elementary primers of Sanskrit in India. 4

2. . etavatd—simply because of that ”,

3, Tacya and asya refer to virarasa aud $intarasa respectively.
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A = A0 TIEST A I GEAACIRARGIETIRA T EAEE! S
TFNRAT  FRquAn-A1aga, qIqil g ‘qer garanfar & |
afeesy seraraaitn g’ 3o gagaden e aafmaiae
TSIREEAIRSIN A1 A-AEAT  FARIES FAG AAGE AGA AL -
gusaaEEsEiEIRagme gdma o | 8

g 7 gefaa e R 8<dift T9-a; sda o aEedl | aE
= wfATsTHI IR IBTRY IR TA R R AR eI
ﬁmﬁl«mm famamafafiagm: ¥ ¥ gffa: | ag a3 @aEng-
WHIZEIAIAGT AT | & g AR, 70 g G| .

aaq#mammmwawau ﬁ%mmmragrﬁ T &=
3 Gis AT aAR g AW | g A AR G
GIATAE e - qd | qeafd fier | AfamAgaai | SRl aewE
AT AN | WY af TR | QAR | ErmaRdeama-
Pegirdft T2e7ia: | AQEArEaRMIST i | gmd &9 7 9md-
.ma?ﬁfmlmaml

=T AR R AR AT | AT R, ARTEEAE ATAIRREROM |

an f& gf—

TR AT T T

@ drafg o aen Bvrafias
FAMATCE FAAATIE, | dTE— AT I FNEIR0 | Fadar-
WA FRSANE: TFAT | a1 &g safu=ntoll wafs 7 g enfiawfy,
qiafAIR qear ged oF B | aiteReaa g sy @ A fREes
gt wfaFamR: | aegri gaRiiadg, JagFaad | GRS 9 qm-
gmﬁﬁwm“a:‘ir%m QA | 8 AAAGEIIAINGAT  FHsahiaT,
Ay AR agaREaMIAgITaREEd 9@ g ||

"PRANSLATION OF THE Locana oN Dhvanyaloka 11, 26. :

) Objection’ : “There is no $antarasa at all, for Bharata has not
taught its slhaylbhava In order to answer this objection, ( Ananda-

1. Note what Kane has to eay on the date of the 4w»aloka : * The dasaripa
‘and its commentary Avaloks were probably composed before Abhinavagupta wrote the
_Abhinavabhiraci. Theearlicst datable work of Abhinavagupta isthe Xramastotra com-
_posed in 990 . b, It has been shown above that the Daiaripa was composed between

( Continued on next page
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vardhana ) has said : ** And santa, etc.” The complete extinction of desires,
that is, love for sense-objects, in the form of the withdrawal ( of the mind)
(from every object of the sense), (also called) detachment,’ that alone is
happiness. The development of this, which arises from the aesthetic enjoy-
ment of this detachment, when it turns into an abiding mental state, constitutes
the definition of samtarasa. It is indeed apprehended. ” 1t is possible ( for
ordinary people ) to imagine what it is like from their own experience at the
time when the course of their desires for all objects of the senses, such as food
etc., has completely ceased (because of having eaten to satiation etc.).? Others,
however, believe that the sthayibhava of $antarasa is the calming down of all
mental activity. If the absence of desires (which is the meaning of trsnaksaya)
is understood in the sense of a complete negation of their existence, then it
would amount to the absence of all mental activity and could not be regarded
as a bhava (i. e. a positive mental state). But if it is understood in the sense

Continued from previous page )

974-996 A. b, and the commentary of Dhanika was composed not before 1000 a. p.
Therefore, Dhanamjaya and Dhanika were contemporaries of Abhinavagupta. At
all events the two works do not refer to each other, though (sic) they differ
in sevoral importunt respects.” DP. V. Kane, op. cit. p. 248. We think, though,
that the Locana pasaage we are dealing with hasin mind the criticiams of Dhanika,
for in at least 5 places Abhinava refers to views that Dhanika has either mentioned or

espoused. Wae think, for instance, that the passage on p. 390, A ARAA Il @
9 g Wrag Arqfrey mmm is a referance to Dhanika, under IV, 35, zg =17+q-
W@ afy famasan faafaror:, qa R — TR TR @ — e
RAVEATIIIIRATZEMFA, | (p. 147 ). The passage in the Locana on page 391,
q T T AT AT 3T FIARTARGIWEAAIAIATAAT AT might well be a
reference to Dhanika, p. 148, gqy7 arzgxREfaaqrafd uifdawarts: gaea fafaway —
a9 mef‘amwwﬁwm&ml ( S8ee nlso the more elaborate srgument on
this subject given in the 4bLhinavabharati ). The passage on p. 393, qeyqq FaTfRY .
d}ﬁ zmzﬂﬁ g7 could well be a reference to the passage in Dhanika,p. 148, where
be says :
I FATAAAERT a7 WTiFea |

The passage on p. 394 of the Locana, ﬁw@tmwﬁmgawﬁa: TFWA, might be a
reference to the reported view on p, 147 of the A vraloka ;;,r..itg i TaEEsa i quigfeg.
Finally, the remark in the Locana, on p, 392, 48 TF BEXAGITNIIZATATT AqqgAT
could well be aimed at Dhanika, p. 163, just before IV, 46 : § X AUTaHE =™
TEZAT: @EGar: af<q. Of course, there is no guarantee that these were not merely
generul views, held in common by a number of authors,

1. Note theo that Abhinava is oot saying that Avanda’s sthiyibhava, trend.
ksayasulbha, is difforent from nirveda.

2. Nivrttes goos with icchdprasara, We think the idea is that after one has
taken a large meal, food is no longer attractive. From this we can infer that for the
sage, worldly pleasures are no longer attractive, and thus we have a basis for under-
standing &intarasa from our own experience,
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of exclusion ( of all desires), then this view will fall within our position.!
Others, however, have taken their stand on the following verse of Bharata :?
* Various feelings, because of their particular respective causes, arise
from sama ( a state of mental calm). But when these causes disappear, they
melt back into santa; *® and they then claim that santa is common to all
rasas and consider the sthayibhava of $ama to be that state of mind which
has not been particularised into any other mood. This opinion is not very
far removed from our position. The difference is one of pragabhava (* non-
existence of something before its origination ) and pradhvamsabhava ( non-
existence of something when it is destroyed ). And it is correct for desires to
be destroyed. As has been said : ‘“ We can never find a man who is without
desires from his birth.” (I.ec.a person achieves this state at some later
point in his life, and therefore desires can be destroyed.) Even Bharata has
shown his agreement by saying : “ Sometimes peace ”,* etc. The culmina-

i. The point is this : what kind of negative is ¢rsmndksaya ? Is it prasajya-
pratizedha, or paryudisapratizedha? 1f it is the formor, then there could be no
question of a bhavaat ull, and therefore this is unacceptable. /I’aryuddsa, which
means « exclusion of something with the possibility of including its opposite », is
however acceptable. The two kinds of negation are paralleled by the two forms of
absence, prigabhdra and pradhoamsibhive which will be mentioned later.

2, This is from the NS VI, 106-8 and forms part of the interpolated ‘anta
passage in that text.

3. Note that this verse does not necessarily meauv that their suthor accepted
§intarssa. Sdntais simply the absonce of umotion, the tabula rasa of the emotional
board. It bas nothing to do, necessarily, with molksa or religious viewa in general.

The stanza is given unoder the beading of Arya verses and was, therefore, most
probably part of a floating tradition, and not part of a continuously argued passage.
On p. 326 of the N8 (Vol. 1), sevoral versos are introduced with these words : utraryah
( with a variant reading of atr@nnuram§yd drui bhavanii) on which Abhinava has a most
important remark : QT €4l &1ET CRTIZHTAT (Abhinava is fond of this rather rarely used
word ) q\ama:aavm qigan: | g gaeHEIg gqryT f@qizmar: | It s, therefore, clear
that these verses are not by Bharata himself. Sowne of them, however, might well be
bis own, and in thia the situation resembles that of the Dhoaunydloka, where some of
the Sasigrahaslokas must be by Apanda, and some must be by earliar or contem-
porary writers. Kane quotes Vanaparss 129, 8 : MG T33: TG § FoA=A |
on which Nilakantha says : WWWW"JM\ (For more references, see Kane,
op. ¢it., p. 17). Note that Abhinava explains this term ( dnnvambya)as : 3@3’37 wat
RISTATe g aanidl el AR ATTERYTEROM RISl W |
Vol. 1, p. 290 ( second paragraph ).

4. This is a reforence to the VS, 1. 106 :
afueq: &faaer &twxd: afa=em: |
@ AaratE W aaRaEg
faurfeasd #1¢ ATERagiEeafa |
ARG 9 [qFF ATS IR N

{ Continued on next pags
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ting stage of nirveda is not to be described (in $anta), so that one could say
it cannot be perceived, because of the absence of any (visible ) symptoms
due to the cessation of all activitv. This applies equally to Srigara,! etc.,
where the culminating stage ( for example, actual sexual intercourse) cannot
be described.® But in earlier stages, according to the two Siutras (of Patanjali )3;
* This ( mind-stuff ) flows peacefully by reason of the subliminal-impression.”
and ¢ In the intervals of this ( mind-stuff ) there are other presented-ideas
(coming) from subliminal-impressions, >’ such diverse actions as yama,
niyama, etc., or activities such as ruling the kingdom of the earth, etc., are
perceived even in the case of Janaka and others who are nonetheless santa
(i. e. full of mental calm). And so it must be admitted that santa is appre-
hended because of the existence of such outwardly visible symptoms and
because of the existence of many vyabhicaribhavas which are imaginable in
the intervals of (the accessories of yoga such as)* yama, niyama, etc.
Should one object that it is not perceived, as there are no vibhavas belonging
to it, we reply, no, it is perceived, and its vibhgvas such as acquaintance
with people who are devoid of desire, fruition of one's former good deeds,
grace of the highest God, and acquaintance with the secret teaching rclaliné to

Continued from previous page )

It is one of the key passages for those who believe that Bharata really did accept
4inta as a rasa. But there is no reason to believe that these correspond exactly to any
of the rasas. They refer rather to the purusirthus, One wonders, though, precisely what
Bharata had in mind by including moksa ( corresponding to sama ) us suitable for the
drama.

1. Delete the quotation mark before $riyardider api, io the B, P, ed.

2. This is an important distinction, but it is difficult to know exactly what
Abhinava has in mind. He admits that it is impossible to show the anubliGvas of the
last phases of j@ntwrwsa, because at that poiut there is a complate absence of activity.
( This is an old Advaita problem, whether the Jivanmukta engages in activity or not. The
conundrum had passed into Zen, where it has formed the basis of elaborate discussions
concerning the iduentity of samudrs and nirsina). But Abhinava says that the same
is true of rigara, ete. What does he mvan? We sappose he is referring to actual
sexual intercourse. Now, why, precisely, does he say that this cannot be portrayed ?
‘On the analogy of the earlier example of §inta, it would seem to be because there is
no physical activity, But this, of course, is not true. Or does he mean, not only
.sexual intercourse in general, i. 6. not only the act of penetration, but also the actual
moment of ajaculation ? 1lu vhis case, he might well mean that there is little or no
activity. ( Which does not, howerer, imply that one cannot describe it,or even pres'ent,
‘it on the stage ). Perhups Abhinava simply means that it would be a breach of good taste
to portray actual sexual intercourse on the stage. But if this is what he weans, it is
bard to see bow this is relevant to §iutarasa and the absence of activity. Moreover, in
the Abhiuavsbhirati, Abhinava makes the sume remark concerning karurarasa.

3. From the Yogasttras, 111,10 and 1V, 27. Our translation is taken directly
from James Haughton Wood’s *¢ TAe Yoya System of Patadjali”, Harvard Oriental
Series, 17, Cambridge, 1014,

4, After vyablicarisadbhdodc ca add Sintarasah,
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the Self, must be presumed. And so by all this we have shown that
vibhavas, anubhavas, vyabhicaribhavas, and a sthayibhava for Santa all exist.
Objection' : * In 'sqntarasa no act of relishing can arise because of the
lack of sympathetic response.” Who said that there is no sympathetic
response ? For it has already been said that it is perceived. Objection :
« (Though it may be ) perceived, it is not esteemed by everybody.”? Yes,
but according to this reasoning, men devoid of desire will not find
love very praiseworthy either, and so it will have to be removed from
the annals of rasa history '* And so Anandavardhana says : “ Even if ™.
Objection : *“ It is possible to consider this (sansa) as identical with that
variety of vira which consists primarily of dharma™. He answers this by
saying : *“ And not.” tasya refers to vira. *Is full of egoism,” because
the essence of utsaha ( energy, the sthayibhava of vira ) is to fcel and say that
< I am such and such”, etc. Asya ca refers to santa. ** Between the two ™ :
ca here means although they are extremly opposed to each other bccause
the one (vira) is full of desire and the other ( $anta) is devoid of desire.*

But vira and raudra are not even very much opposed, because their similarity
consists in this, that in attaining dharma, artha or kama, both are (equally)
helpful ( upayogitva). Objection : “If this is so, then compassionate heroism
(dayavira) is either religious heroism ( dharmavira) or generous heroism,
(danavira) (but not samta).’* No, it is neither of these two, because

1. The point of the objection is that §inta is never experienced by ordinary
people in everyday life, and therafora they will have no viixangs that iill enable the
acting to heighten the sthayibhave in them to tho status of a rasa. Abhinava replies
that $dnta is, in fact, experiencad by ordinary men. He refers, we believe, to the
analogy of feeling sated after a full moeal.

. 2. The opponent’s argument, that §antarzsa appeals only to a select few, ia
very atrong and deserves a serious reply. Abhinava’s reply that for a vitardga, a man
with no passions, frigira will also hold no appeal, ia very weak. The point, surely,
is that 4rigdra is, or has been, within the experience of all men, whereas £inta ia not,
( There are after all philosophical achools in India which denied the very existence of
moksa, but none that ever denied the existence of §rigara!) This ie preanmably
what the ziirvapakan menns by Sldghaspadam. Moreover Abhinava has himself made
fun of these very vitardgzs who are unable to appreciate love. Dry Mimamsaka
scholars he calls them. Of course, from a wodern point of view, both objections
can be simply met : it is not necessnry to believe in sometbing in order to enjoy it,
for otherwise no atheiat would find any pleasure in reading religioua poetry, or
even the Upanisada for that matter. Brigid Brophy has said that most of us * have
replaced belief in fairiea by a Midsummer Night's Dream ” -
3. Abhinava must have in mind the passage in the N'S. 27,59 :

Feata azom: IR fEem: guarsa | sdaega AT Maray faafion o
on which he commenta : EXIEIRIST Faifp @A IEARRATTA 9947, qgaafa
“my iy fqorfoee ? gfy 1 (Vol. L p. 340)

4. The punctuation of the Balapriya text is wrong. Place a danda after
ddnaviro vd. ndsau kafcit ie a separate sentence, a reply to this objection.

Iz
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( compassionate heroism ) is simply another name for §anta. For the sage has
said :

“ Brahma has said that virarasa is of three kinds: generous heroism,
religious heroism, and battle heroism .1

And so, using the tradition ( agama) as authority, he (i. e. the sage),
declared ( vira) to have only three varieties.? And so Ananda has said :
‘““ compassionate heroism, etc., ”” where the word “ etc. ”* (refers to danavira
and dharmavira).? Tt might be ( wrongly ) suspected that ( santa) could be
included under bihhatsa, because in both cases there is disgust with worldly
objects. But while disgust* can be a vyabhicaribhava of Santa (in the sense
that it is transitory ), it cannot be its sthayibhava; because in the last phases
of $anta, it is completely rooted out. The author of the Candrika claims
that §antarasa should not be ermaployed as the major rasa (in a work ). We
have not examined this opinion here since that would lead to digression
( prasangantarat ).’ Because §anta is grounded on the highest goal of man,

1. Read ragam riram and not rasasiram, It meansrirarasa.

2. The point of the verse is that Bharata does not even mention duydvira,
and therefore it is not rira at all, hat §auta. (NS.VI, 79, p. 331 ) The real question
to ask Abhinava would have heen how he intends to understand dharmavira, How
does thia really differ from daydavrira *

3. Something has been dropped from the Locana passage daydviradindga
cetyadigrahunena, The Balapriya says that one must supply dhermaviradinavirayor
grahanam. But this seems a contradiction, for Abhinava has just finished saying that
dharmavira and ddanavira are rirarasa, not $intarasa, whereas daydvira is $duta.
However, this seems to he what Ananda has in mind, for otherwise it is difficult to
know what adi will stand for, The view of Ananda is that all the three, daydoira,
dhermarira and diéuarire, are to be rezarded as varieties of éGnta (ns far as one can
judge from his Vreti), if they are froe from all traces of egoism. If not, they should be
regarded as varieties of mirarara. Thus, Ananda does pot appear to have shared
Abhinava’s view that any form of dayavira is necessarily &inta itself. Abhinava bolde
the view that daydrire is not to he identified either with danarira or with dharmarira,
He believes that dinarire and dharmarira are also to be regarded as varieties of
Sanex if they are divosted of all traces of egoism. The difference between the positions
of Ananda and Abhinava seems to he this : that, whereas Ananda regards dayavira as
identical with §Gnta only in certain ciroumstances (viz. when there is no egoism ),
Abhinava regards daydvira as identical with $inta in all circumatances. This implies
that there can be no egoism in dayarira for Abhiuava. Cf. Locana, p. 514 : daydvira.
babdena va §intam ryapadisats. :

4. The idea is that jugupsd is not really s part of $anta, or rather, it is not
an abiding element ( though it can he regarded as a nyabhiciribhiaoa of §inta), since
at the moment of realisation, qufsra=xfq a v aw ssr gfafear|

6. Note Raghavan, * Nunther of Rasas”, p. 22, “ Evidently, the Candrikikara
also beld the view that Vira and Srigara ara the Rasa-s in the Nagananda in accor-
dance with the ending in the attainment of wvidyidhara-cakravartitra, the overlord.
sbip of the kingdum of Vidyadhara-s, and the sustained love-theme, and that the Sinta
came in there as a subsidiary idea to give a new variety of Vira called Daydi-vira,

{ Continued on next page
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i. e. because it gives rise to moksa, it is the most important of all the rasas.!
And this has been demonstrated at great length, stating both pro-and contra-
positions, in the Kavyakautuka of our teacher Bhattatauta and in our com-
mentary on that work. So enough of further discussion here.

Dlovanyaloka pp. 529-533 :

N = YANOHEIIRATEY §ATET: 99: gActafear wfy aa|an: g |
93~ AFH @ G AETaEsafEment gming = qeni | Skl
A BT — 291 YAPIET QAT 1 WETARE | QA0 & el @ @i
Brmgfa: ‘e Seaare: . Enian | Reee g o dareata-
AR @IFMERAAd | fgrarash ey FerrenmEin gfuoes-
fAraEgmamTeni anftgrEaar relfm Rasmaaed aeRE
GIFIET ZAaAl AFSA: QeI Al @™ geran Aunfmees
giva: | ca=aiRd  Bgawsstenfaffi: | et Yagdh aado-
NI AA AT SRR ARSI ATBERAIAAT BT --

o @ APl SeasEgREd |

ar dn Bamisy I A= @ )
Y age: UAar | a4 W W (EIRATSAT: T gemi-
Wmmmmsrw Frafimr (R "AEvRaarTd  geThREmE-
WIEd | aigIfgumer au @Al qur giaqiEan |

TR AR AAT SHROAIFIA e JTIed o @ riaq

AEATAHEZH | A9 FEMRA aEbargiEeT: disgFaci g1 Cngm= T
Sy A, Ta SAgETNINTEdd ARGME T ACRTE  afeaEa
T ARasT gdimg | s — 89 e efEE TEm Age

Continued /rom previous page )

Abhinavagupta, however, rejecte this view of the Candrikid in his Locana. Adhikari-
katvena tu &into raso (raso na) nidbaddharya iti candritikarak, tac cehdsmabhir na
parydlocitam.” This does not seem justified by the passage Dr. Raghavan quotes
Abhinava bas not said that he rejects the views of the Candrikd, but only that a
discuseion of these views would involve digressing from his main tbeme. We have
transiated the whole paseage on page 102. Cf. A. Bh., Vol. I, p. 451,

1. Note that what Abhinava says here : sarvarasebhyah pradhanatamal is
directly contrary to wliat Ananda will say on p. 397 of the D, AL, : THFTIE: ... GIE: ...
ITAYA: | Moreover he himself will admit in the Abhkinarabhdrat: that dnta is
apradhina : JAd CF YA WSWWQE I (Vol. I,p. 339). And again in the
A. Bh. IV, p. 78 : uktam hi - na S@ntarasapradhdanatd prayogasya bhavati, sato’ps
(aann api?) hi rusintaroparakia eva prayogayoyyo nanyathets,

XVl
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T T gaFEiEas  eEEiitheEEe e, I3 g
FAFTAT—
AT SIS S 3
TRA A | A AT SIFTAA FAAAl TA HETIRG TIveAEaRd
T AT CRARCISIEEY o, RANEARTRGRg WA, TGS
T | qETARA QR WEl W wAaRaa), a1 aE ARy G-
g Al g a1 ARy el e shtEete
qaT AR-QAT a0 GEEIAgETY QAT RIS SR AFI-
A e | s niled dEmsTaE e g R H’J’t’
gy |

ot 9 fgeeini feruE@EaN edmaA il Fugar 533
FENE FUGGAT GIFEGEFA: | 39 TNT ARG TERR AFIA-
i FAIA G U ARl STER: CUAflEal &0 G | -
ATl T FAATEAN TEA QRGN aigfiaomT Tadr-
ARmmmRe 9| MenRERemdTent  Rrgsdaargaigeae 9 ag-
qg»sarmm T WIEATIETEAT  §eradl fiag sr?maamtammq
AN | QO] AGEAZ AL mﬁfwwm ® #&7 Mangazm-
T Ao geilaly A REgETaRetTRd Al 7 g aeR-
qgRATT A, GG ARATAATT, | THrAonfXy T AT S W
STAERERA, | Fuifasmmy: meawamigd |

amgta AR TR WERTRG: e gw-
Al MG Qi Q. GET: WA, FeIAT T TNATGETRETE:
AT @ AEHRARFT AT {0 gaanEan | wa-qary@ameamg-
Ml AT ST A g AIEA | AT A SREEREaT aRRa;
g AAEETT | AfigAaTRA PrmtraRed aghmdaat 15 saga-
@ TRAT T AAESZATAA |

Dhvanyaloka, Uddyota 1V.}:
Thus in the Ramayana, in the Mahabharata, and other works, though
battles and the like are described again and again, they seem new each

1. D. Al. pp. 529 ff,
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time.! When one single rasa is presented as dominant in a large work,
this creates originality? in the subject matter and ( gives rise to) great
beauty as well. ¢ Such as where ?”* Well, for instance in the Ramayana and
the Mahabharata. For in the Ramayana, karunarasa has been hinted at by
Valmiki when he says: “Sorrow was transformed into poetry.”?® It is
that very ( rasa ) that has been sustained till the very end, since Valmiki ends
his work with ( Rama’s) final separation from Sita.* ( The same applies to)
the Mahabharata also, (that work ) which has the form of a philosophical.
(or didactic) text® and possesses the beauty of poetry. When the great
sage ( Vyasa ) ends his work insuch a way that it makes us feel melancholy
( vaimanasyadayini ) by having the Vrsnis and the Pandavas all finish in a-
pathetic way,® and shows how his book puts emphasis on the creation of
world-weariness (vairagya), he suggests by this emphasis that (among the
rasas ) santarasa is meant to be predominant, and ( among the goals of life ),
moksa is primarily intended. Moreover this has been partially explained by
other commentators as well. The father of the world (/lokanatha), who-
wishes to lift pcople out of the morass of rampant (udirpa) ignorance in
which they have fallen, and provide them with the pure light of knowledge,
has himseclf asserted this very thing when he said the following and many
other things like it over and over:

1. What makes the battles seem original each time, iz not, we think, the
use of dheans in each particular description (though vira, bhayinaka, bibhuatsa, and
raudra can all exist therein ), but their subordination to a more general aesthetic goal.
So in the case of the iamdyana, the constant expressiona involving pain, sorrow, sepa-
ration, etc., all conduce to the over-all end of the work, a feeling of karuna. In the
Mahabharata, the more battles are described, the more distasteful war becomes and
the more firmly grounded our feeling of detachment, of world-weariness { nairdgya ).
This theory,advanced as it is, would be appropriate to a work where the subject isa
vnified one, but it can hardly be applicd to a work as varied (in authorship as well )
as the AMahdbharata, which contains several rasas, and cannot be viewed asa unity,
Ananda of course could not have ngreed. .

2, ArthaviSesa here means erthanavalra,

3. See the passage translated from the Locana on the first Uddyota of the
Dhvanyaloka, p. 79. The passage hereis Ramayara I, 2. 40,

4, This refers to Sitd’s being swallowed up by the earth, At the very end
of the Ramdyara, Rama is promised a heavenly reunion. One wonders whether this
obvious intorpolation existed at the time of the Dhnanydloka. 1f it did, then Ananda
in an unprecedented critical attitude seems to suggest that this cannot concern the
literary oritic, which is a remarkably advanced view,

5. Read &istraripe on p. 530.

6. Note what the Didhiti commentary (p.611) says on this : Jerig gz

qRum: afg #1 sUTAaRL 2 ¢ If even they ended up like this, what hope is there for
the rest of us?” The mahkdprasthdna episode, especiully the srargdrohana, dees indeed
convey an atmosphere of dejection. After all, the brothers undertock this suicidal
voyage because things looked so bleak. Yudhisthira especially atrikes cne as a tired
man, battle-weary and without illusions about man’s perfectability.
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*“ The more the course of the world ( lokatantra) unfolds itself before
us as vain and insubstantial, the more, surely, does (our) detachment
grow. ™!

From this the ultimate meaning of the Mahabharata appears most
clearly : the two subjects intended as predominant are Sanrarasa, with other
rasas in a subordinated position, and moksa, with other aims of life likewise
subordinated. The topic of the prcdominance and subordination of the
different rasas has already been dealt with.? It is no contradiction to say
that if we do not take into consideration the ultimate ( paramarthika ) inner
truth (of the Mahabharata), other subsidiary goals of life ( besides moksa)
and other subsidiary rasas ( besides $antarasa ) are beautiful in their own way .
( svapradhanyena, i. e. svavisaye), just as the body, when we do not take the
soul into consideration, is thought of as beautiful, though it is really only
subsidiary (to the soul). ‘¢ But ™, (someone might argue), “in the Maha-
bharata all of the subjects to be presented have been given in the table of
contents, and this one (that you mention)is not found there.® On the
contrary, we can understand, through the very words used (svasabdani-
veditatva) in that section (uddesa), that the Mahabharata teaches all the
goals of man, and contains all the rasas.” We reply : What you say is true.
In the table of contents it has not been said in so many words that in the Maha-
bharata, $antarasa is the main ( rasa ) nor that moksa is more important than
all other human preoccupations. But it has been shown through suggestion,
as in the following phrase: ** And the blessed cternal Vasudeva is praised
herein.”* The intended meaning, arrived at through suggestion, is that the
deeds of the Pandavas, etc., which are rccited in the Mahabharata, all end
pathetically and are only a manifestation of cosmic ignorance; and that the
blessed Vasudeva, whose form is the highest truth, is glorified there. ‘¢ There-
fore turn your minds devoutly to that revered, highest God alone. Do not set
your hearts on the empty outward shapes of things, and do not exclusively
fix your thoughts on mere worldly virtues like political sagacity, enforcement

1. We have not succeeded in tracing thia atunza in the MahidbAdirata.

The verse might appear to an impartinl reader ( that is, outside of the
context of the 0. Al ) asa rather cynical comment : ““ ouly when things go badly do
they nppenr unreal. ” Without the context, we cannot say whethor Ananda's inter-
pretation is the correct one.

2. D. Al 111 20 and following.
3. The passage the Purvapaksin scems to have in mind is Mahdbhirate 1.
1. 48 :
Fzam afgge yalsd: #1q cF T
wRigFREEnn gt ffaafa T 0

4, Mahabhdarata, 1. 1. 250,
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of discipline, valour, etc.” And further on, the word “and  (ca) helped by its
suggestive power, is here clearly seen to suggest the following idea: ¢ Take
into account the hollowness of worldly existence.” The verses immediately
following, such as ¢ He indeed is the Truth ”, etc., arc ( also ) scen to contain
implied in them similar ideas. .
By completing his work at the end of the Mahabharata with the des-
cription of Krsna’s genealogy ( harivamsa ), the poet-creator Krsnadvaipayana
has made this hidden becautiful sense wonderfully patent. And because this
( hidden ) meaning impels us to great devotion for another truth, beyond the
phenomenal world, all worldly activities assume a preliminary' and vincible,
position ( purvapaksa)® as being fit to be ignored ( nyaksa).® Thedescrip-
tion of the exceptional power of gods, holy places, penance, etc., is (only) a-
means to attaining the highest Brahman, because the various particular gods
and other things (i.e. holy places, penance, etc.) are its manifestations,
( vibhuti).* The description of the life of the Pardavas etc., gives rise to

1. Cf. Ragbavan, “ T'he Nuamher of Rasas”, p. 38 :* The author of the
BAhdgavata in his criticism of the Bhirata, eays that in the Great Epic, Vyisa has
described ¢ Pravrits ™ ( as Purvapakss ) so much and so well, that man who is by
nature attached to it has mistuken the Parcapalsa itself for the Siddhanta’.;
Here is the verse, as quoted by Raghavan :

Fafed v cgzmea:
RAFGHE "g Afawa: )
qersgdl qi gt Raar
d 743 a® f@ERd S0 ( Bhagavata, L 6. 15)
Note the important verso of Abhinavagupta in hia Citirthasergraha (edited by
V. L. Shastri Pansikar in his edition of tho Q@itd, N. S. P., Bomnbay 1912 with 8
commentaries ), p. 2 :
oA giaan aftg sy
T GEEATTEHIRT W )
;. f@qal fqaaz-a-
iz a®@ qRqafag sofas

¢. Professor Daniel H. II. Ingalls bas kindly diracted our attention to an
interesting remark of Nilnkaothn on A BA_, L 1.275 ( Poona Ed. p.24), where an
adveraary is made to remark : JITAYH mmtﬁ mmﬁ to which the reply is :
o WS AR 0F FHARTIR | FIZAQAT 0 BURIEIIgdsd 7 gataar-
PARRTIIATRA, ...« vevveeen o TGN T IV DEATERATR AT, AW 247 |
Note how similar this is to the lust two verses of the Saundarananda of Aévnghosa
quoted above, p. 4.

3. Jacobi (p. 334, ZDIG. vol. 57,1903 ) remarks that for adhyalsyera,
ddhyaksyena or adhyaksena should be read. Ho translates : ... erscheint das ganze
weltliche Treiben ganz deutlich als tiberwundener Standpunkt. ” The Bailapriys takes
nyaksena to mean * entiroly *’ ( kirtsnyens ), but we do oot helieve it has that meaning.
Burely it means ¢ despised " ( Cf, nyallria ), literally ‘¢ looked down upon » from ni
and aksa.

4, See Gita X, 16 und 41, for this meaning of vibhiiti,
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vairagya ; vairagya is at the base of moksa; and moksa is a means to attain-
ing the blessed one, as has been principally shown in the Gira, etc.; and thus
the description of the life of the Pandavas is indirectly! a means of attaining.
the highest Brahman. By designations such as Vasudeva, etc., is meant
the highest Brahman, the abode of unlimited power, which is well-known
in the Gita and other parts (of the Mahabharata)? under the name of
Vasudeva (lit. ‘*as denoted by such words as Visudeva — radabhidhana-
vatvena),® the whole of whose essential nature was reflected in the incar-
nation at Mathura® This is proved by the fact that the name Vasudeva
is qualified ( in the quotation from the Mahabharata given above) by the
adjective ** eternal * ( which could not qualify an individual ); and ( further)
because this appellation is used of other manifestations of Visnu in the Rama-
yana etc.® This matter has been decided (nirnita) by the grammarians
themselves.® And so, through the sentence found in the table of contents,
it is revealed that everything different from the blessed one is ephemeral, and
thereby it is well-established that looking at the Mahabharata as a $astra, the
highest goal of man, namely moksa, is alone intended as the most important
( of the goals of life ), and looking at it as poetry, $antarasa, which is charac-
terised by the nourishing of the happiness that succeeds the destruction of
desire,’ is intended as the most important (of all the rasas). Because it is
the very essence of the whole work, this meaning has been conveyed through
suggestion, and not directly. For an essential idea, if it is revealed without
directly stating it in so many words?® carries a far greater beauty. Itis

1. Paramparaya obviously goes with the preoeding series, and thua tho danda
should be removed and placed after paramparayds.

2, Qitadsprade§osu cap mean :  iu passages in the (ita, eto.
( of the Mahabhirata ) like the (itd, etc. ”

3. Read tadubhisdAdinarativena instead of tadablidhdnatvena.

4. Understand asigiriapam after mmg@m.

Mithurapradurbhiva refers to Krsna as an iucarpation, being ooly a part
(ansa) of the higheat Brahman, Vasudeva does not refer to this limited individual
( since qua avatara he is not eternal ), but to the priociple lying behind it. To limit
him to a apecific place ( Mathura ) obviously shows that this isonly a part, not the
ambin or aigin, the whole,

6. Both Tripathi (p. 1349) fnd the DidAits ( p. 621) quote the following
verse from the Ramdyana to support Ananda's statement :

T I FIT 1gIFA i |
afedt ATEEIAT | OF WA XH: 0l

6. Soe Adgskd on Pavini IV, I, 114,

7. Trgrdksayasukha is, according to Anauda (see p. 390, D, Al third Uddyota),
the sthayibhdva of Santarasa.

8. Snasabdunivedila is a key concept in Anauda’s system, See ubove, p. 7-8,
and also Locana, on p. 528 : sbdasprste 'rthe ka hrdyati. See also the discussioo in

( Continued on next page

u’ or “ in placea
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well-known among the assemblies of the cultured and the learned that some-

thing which is highly prized should be revealed by suggestion and not in so

many words *’, .
Locana pp. 530-533 :

AU [AaEaal Fyenamgl aReT | aviA e,
ORI AEIERIgEa A, Foreny saigEy 3 grenfi
FraimaEt | gEgaaid | 29 < 9 9% 9 & T 9 9 s,
quf TEARIF g — 9AT SRR G aeeIia ag-as 7 e,
aufy gh-aREErAEdEIaT | Wiy g 127 ae axand fermia )

FTAAT | DRGSTAN] Fed AT TATTRIHEM TS Ted-
qEaTIfEaAfT | 37 ATREGUAPITTAT JRRYT | AR A NS |
Brifa | gora fBedd dred | nEl o meTNET: | a9 a9 SR
3 SN | R AT aad aemaife e arargentyd gagan
A W SSTEREEETIET ST |
' 79 AEARERFRIsT a5 WA aE- QAR | Aruh-
FARMT SR FAgEAsh @ i, 39 WR gEgEn e
gmAATaaTAE s | FASNTH | TOEIRIIEROT g 9 A |9 |
Brafay afolr qoig = @WiEsfadr @ ot @9 | g | sigFmaa
Q) MRET: RECIDE | 99 @mq’c‘& mg‘q—q g:aaﬁf’ J THG AR
AETLA FATAFAE — TG |

qEAt AT FEAE A ATIAA |

TGET: FW
) AfTeTEEnraER Foild arde ) {quitaa | = 7 e
T GRATSAT FIRASITNTA GHTA FIHRA —  ToTIHIHe a5
g |

Continued from previous page )}

tha first Uddyota, pp. 78-83 ( Balapriya ed. ). Cf. also D. Al p. 78; 245; 248. Locana,
p. 525; 528. For a davastating criticiem of Udbhata 1V. 3, see Runtaka’s Vakrokti-
jivita, 111 37 ( p. 159, De’a ed.). Contrary to tho goneral view, Ananda did not hold
that the vyabhicaribhinas can be directly expressed. See M. V. Patwardhan and J. L.
Masson : “Solution to a Long-confused lssue in the Dhvanydloka™, soon to appear. in B,
S.0. A. 5. For a fuller treatmant of the issues involved in svasabdaricya,see J. Maason,
“ Svagnbdaniveditatvs ~ Telling, not Conveying ”, to appear in J, O. L., Baroda,
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MEaT | I qeamed e AT ARk,
SRFCN  @ATA I WA ) oaE FAE aASE Parie aa
7 geAlsae i menfiefied | gaTeaR agh 7 g - g g A )
) AWAd | 98 3 S afefamiad s
wrEIf narn:, oY) @ PRAEREEEe) AR AuEereiE-
FEPAR T @y ¢1 a@m wiEd W1md e R gty v
Rerfiaguena spaay AT g ATEaa.)

TRANSLATION OF THE Locana :

The word atyanta (in the expression sitatyantaviyoga), since it shows
that they have no hope of meeting, indicates that this is ( karuna and ) not
vipralambha ( srigara).! The mutual destruction of the Visnis, the end of
the Pandavas by experiencing undeserved troubles on their great journey
( north, to death ), and Krsna's destruction by a hunter show that everybody’s
end was pathetic. MUKHYATAYA. Although it has been said : *“ And in
dharma, and in artha, and in xama, and in moksa,’'* nonetheless the four
*“ands ” amount to this, that although the essence of dharma, artha and
kama (as described in the Mahabharata) can be found elsewhere (i.e.in
works other than Afahabharata), nonetheless, the fact that they ultimately
come to a pathetic end is to be found here only. But the paramount
importance ( sarata) of the nature of moksa ( mokse yad rupam tasya) can be
seen only here (in the Mahibharata). YATHA Y ATHA. ( Taniryamana means )
that which people tend towards, i. e. what is sought by them ( sampadyamana)
with effort. This refers to dharma, artha, and kama, and the means leading
to them, though people consider them to be real (and essential ). YATHA
YATH A means ( the goals and their means ) characterised by the working for
their acquisition and for their protection ( once they are obtained ) and ( finally)
by (their) destruction. Asaravat means like an insubstantial magic show.
Viparyeti means :* on the contrary they turn out the opposite ( of what we
had hoped for), so there is no question of their being regarded as real
and abiding. Tatha tarha means ( the goals and their means ) characterised by
(acquisition, protection and eventual destruction ). ¥/RAGO JAYATE. This

1. Thisis a fundnmental distinction that goes back to the NS. VI, under
verse 50, p. 310 G.O. 8. (1sted, ). The point is that in vipralambha there ia some
hope of being reunited (adpeksabhdra), but in karuna there is none (nirapeksa-
bAdoa). For the actual passage, see above, p. 82,

2. This verse has been omitted from the critical ed. of the A. BA. One
wonders whether Sukthunkar had seen it. Will his critical principles permit him to
omit from the text a verse vouchsafed by us old an authority as Abhinavagupta ?

3. Remove the danrda after sampadyate on p. 530. :
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suggests the sthayi (bhava) of s$amtarasa, i. e. nirveda (‘ world-weariness™ ),
which arises from knowledge of the truth (tattvajiana).! And its? (namely $anza-
rasa’s) supreme importance is suggested (wkfa) by demonstrating that all the
other goals of human life are insubstantial. Objection : «“ In the Mahabharata,
$rngara, vira, etc., are charming as well.” Anticipating this doubt he says:
PARAMARTHIKA. Although these other rasas are subsidiary ( angabhuta ),
yet people who are exclusively interested in pleasures and who are overcome
by worldly desires think of them as predominant, just as (foolish people)
think of this body as the cognising Self, although it is merely an instrument
(ayatana) for the enjoyment ( of pleasures ) by the conscious Self. KEVALESU.
There is no harm (in fixing one’s thoughts on virtues) helfpul to one's
devotion to the highest God. The construction is this : don’t have your minds
attached to worldly goods, and exclusively interested (even) in worldly
virtues. .4GRE. In the text of the Mahabharata, right after the Amukramani.
Objection: “ Surely Vasudeva is used in the sense of the son of Vasudeva,
and not in the sense of the highest Lord, the Atman, the supereme
God.” Anticipating this doubt he says: VASUDEVADISAMINABHIDHE-
YATVENA.

‘“ At the end of many births, the wise man reaches me, (thinking
that ) Vasudeva is everything.”

(In) this and other ( passages like it) the final meaning ((fatparya)
(of the word Vasudeva ) has been established to be the whole (truth, the
highest Brahman ), which is the content ( abhidhieya) of that designation (i.e.
Vasudeva ).

NIRNFTA.S' CA. In discussing (the Sutra of Panini) :  rsyandhaka-
v;;pikurubhyaé ca”, it has been said that words (i.e. names of individuals )
are really eternal, but are assigned conventional meanings (in the form of
particular individuals ) only by accident.* SASTRANAYE. The designation
of purusartha (in general) is appropriate (for the subjectmatter of the

1. According to what Abhinava says, tnitvajfidna would have to be regard®
ed as a vibhdva (i. 6. an uddipanavibhdva ) of 4dnta. This is precisely the opposite
of what he says in the Abhinarabharats ( p. 106, Raghavan's text) : ff g fadat AT%
FEAGAZAANIR JIISYN:, § T TATAT TITTIN, where it is nirveda that
must be regarded as an wddipanavibhdra of {anla, with tattvajiidna as the sthaysbhiva,
It is a strange contradiction for which there seems to be no plausible explanation,

2. Tasya would seem to mean §intarasasya ( which is how the Balapriya
" takes it ),

3. QitGé, VIL 19, The rest of the verse is :
ffa @ ATt qESI: |
4, Soe Kd§ikavretti oo Panini, IV, 1, 114,
xvn
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Mahabharata ), in the sense of that which is sought after by men, there
being no question of aesthetic pleasure.! But the designation of rasa (in
general ) is appropriate ( for the subject matter of the Mahabharata) from
the point of view of aesthetic delight. This is what is meant. This has been
dealt with in detail by Anandavardhana in his book the Tattvaloka.? Since it
is not the main subject here, we have not gone into the problem.

He now explains the reason for saying *‘ far greater beauty.”
PRASIDDHIS CA. The word ca is used in the sense of ““since ”. As this
matter is well-known in the world since beginningless time, therefore, in not
-saying directly (that moksa and rasa are the subjects of supreme importance
in the Mahabharata ) the intention of the revered Vyasa and others must have
been just that (i. e. they did not use direct words because this is not the
practice in assemblies of the wise). For? otherwise in regard to the rela-
tions of actions and the senses conveyed by the various case-endings, etc.,
while explaining the meanings of the words in a stanza like ‘ Paying my
homage to Narayana etc.”™ (the first verse of the Mahabharata), what
evidence is there to show that Vyasa had the same intention (as the one
which is in conformity with lokaprasiddhi)? This is what he means. The
words “ cultured and learned ” correspond to the method of poetry
( kavyanaya ) and the method of philosophy ( sastranaya ) respectively.

1. Understand sats after dseddayogdabhive.

2. There are two references to the Tattrdloks of Anandavardhana in the
Locana : this one, and another on p. 67 in the first Uddyota. Unfortunately this
work is lost to us. It would have been unique, for nowhere has the relationship
betwean &istra and kdoya been discussed in Indian philosophy. Obriously Ananda
( like Abhinava ) with his interest in both fields would have been an ideal person to
write about this question. One wonders whether his idea of the MahabAarata as both
a $astra and a kdvya did not inspire the book and if this was not one of the most
important works discussed. Note that here, as elsewhere, Ananda is interested in
things that seem to have passed unnoticed before among his fellow Indians. If
Abhinava really did comment on the Yogavdsistha, and if Ananda is really quoted
therein ( see above, p.29 ), then it is possible that the Yogavisistha was inapirea by
Ananda’s lost Tattvaloka.

3. Thia line anyathd hi kriyakdrakasambandhdidau, etc., involvea a rather
: complex point, Here is the what Abhinava means :

Vyasa has made use of countless sentences in the Af. Bk, in deacribing the main
eventa in the story, the various episodes and incidents introduced from time to
time, and in discourses on various worldly and philosophical topice. He bas also

' commenced the A. Bh. with the verse nardyanam namaskrtya, etc,, which isa
sentence. Now a sentence is nothing but a combination of an action (kriyd)
with various efficient causal factors or relations (k&rakas) (such s larir, karma,
karana, etc.). A sentence is the relation between an action and its various cootri-
butory factore (kriyakirakasambandhadan vikye); and this action and ite various causal
factors are displayed in a sentence according to well--known and generally accepted

¢ Continued on next page
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Continued from previous page )

rules and conventions of syntax, which are ns old as time (i. e, practically beginning-
less ). And Vgaea and other sages (like Valmiki ) have atrictly adhered to these well-
known and generally accepted rules of sentence-structure ( or syntax ). In explaining
the various syotactical relations in the sentences in the A3/, BA, and other works and
in explaining the meaning of the stauza wndriyanam namaskriya, etc,, we take it for
granted that in constructing these seotences, Vyisa has strictly followed the
generally accepted principles, and we proceed on (this assumption at the time of
reading the sentences in the M. BA, and understanding their sense; and we have the
satisfaction of bhaving understood exactly what Vyisa intended to convey.
Thus, if we take it for granted that Vyiass and others have followed the well-known
and generally accepted (lokeprassiddha) laws of sentence-structure ( as laid down
by grammarians ), we must also take it for granted that Vyasa has also followed the
well-known principle, generally accepted in circles of refined critics and acholars
( vidagdharvidvatparigatsu ), namely that a matter close to the heart (i, e. a matter of
primary importance ) should be conveyed by suggestion and not by direct expression
(and that comparatively unimportant matters should be expressed directly ). If
Vyasa and others have followed (aukikaprasiddAi in the matter of sentence-structure,
then we can safely assume that they must have followed vidagdhavidvatparisat-
prasiddAi in the matter of conveying abhiimatalaravasts (i.e. a pradhanavasiu) by
suggestion ( and an apradhdnavastu by direct expression ).
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Translation

The? nature of $anta will now be explained according to those who
follow the reading nava rasah (nine rasas), (instead of the reading asrau
rasaf). In this connection some say that sama is the sthayibhava of $anla
and that it arises from vibhavas such as ascetic practices, association with
Yogins, etc. It can be represented on the stage by amebhavas such as the
absence of lust, anger, etc. Its vyabhicaribhavas will be firmness, wisdom,
etc. Others however do not accept this, because, they say, $ama and $anta
are synonyms. Nordo they wish to relinquish the figure of 49 bhavas®
(that was given by Bharata). Morcover, they say that it is proper for the
vibhavas such as the seasons, flowers, etc., to be connected with love, etc.,
which arise immediately after these ( vibhavas are apprehended ). But ascetic
practices, Vedic recitation, etc., do not immediately give rise to santa. Should

1. The text used here is that given by Dr. V. Raghavan in the revised edition
of “ The Number of Rasas ”, published in 1967, p. 104 ff. All textual corrections will
be found in the notes.

2. The three largest discussions in the AbAinavabAdrati are all in the sixth
chapter of the NS. ( All of the seventh chapter of the Abhinarabhdrati but the very
begioning has beeu lost, which is A great misfortune, since Abhinava refers to it fre-
quently, It must have been a large and important section of the 4. BA. ). One deals with
§rigara, the other ( ed. and tr, by Gnoli ) is oo the arisal of rass, and this is the third,
But Abhinava was to some extent aware that there was something artificial about the
§antarasa section, for he says : ye punar mava rasa iti parhanti, thereby clearly
suggesting that this was a parhantarae, and not an established part of the text. ( Note
that on page 83 of the Locans, Abhinava quotes the text of the NS that reads: ity
astau nitye rasdh smreah, which shows that he must have regarded this as a more
authoritative text ). He uses this same type of expression when discussiog the god of
$inta ( buddha ! ) and the colour {svaccha). { See also A.5A. p. 267 AT TAH @ AT
A9 1 TFAYSTAEIeafa a3 953 | This oo ¥S. VI 15, which gives the list ag
follows :

TRTETEGHET THHRHATAR: |
dnTETZaE AFE AT @ S )

It is odd that it never occurred to Abhinava to say that the figure 8 only applied
to the drama, and that Bharuta might have sanctioned the nioth rasa for poetry. But
of course Abhinava did not want to compromise even this much. ) Now does Abhinava
mean thathe too “read” nava rasik * He must, for otherwise we cannot uoderstand the
senteuce : tanmate §aintasvaripam abhidhiyate. But it is clear that he was uot the
first to do so. (Cf. N$. on L 1,the 4. BA,, p. 5, where Bbartaniyaka’s view is quoted
from the Hrdayadarpana : gfa iﬁﬁﬁ'(wg’sm&&a%m mv—d@msq Wl)
It is, however, doubtful that he bad in front of him the text of the NS on jantarasa
as we hare it, )

3. The forty-nine bhGvas are : eight sthdyibhdnas, eight sdttoikubhdvas and
thirty~three vyabhicdribhdras. This means that the exact number of vibkdvas ( which
are really innumerable ), and of anubhdvas, is not given, Of course Bharata does
.xizantion, for each rasa, its anubhdoas as well as its »ibhdvas, though he does not
separately enumerate_them in a Karika,
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one argue' that ascetic practices, Vedic recitation, etc., are the immediate
causes of the knowledge of the truth, then, since the knowledge of the truth
which precedes ($anta)is their (immediate ) effect, they cease to be the
vibhavas of santa. Even the absence of lust, etc., cannot be the anubhava,
because it is not conclusive evidence (of $anta), inasmuch as it is found to
be present in rasas other than santa as wecll?, and because it cannot be
combined with a stage-representation { prayoga). After all, it is not possible
to display a cessation of activity. For example, even the anubhavas sleep,
swoon, etc., can be shown by actions like breathing in and out, falling down,
lying on the ground, etc. ( As for vyabhicarabhavas), how can firmness of
mind, etc., which is accompanied by a desire for the attainment of objects,?
be appropriate to Santa ? Those to be instructed cannot be taught how to
attain the knowledge of the truth by means of a state of complete inacti-
vity. Those people whose minds are pained by the sufferings of other
people have not ( yet ) reached a state of tranquillity characterised by correct
perception ( of the highest truth ), but rather they are (still) caught in the
turmoil ot worldly life.® Therefore jantarasa does not exist. The reply is

1. VibAdra can be equuted with kirana, the immediate cause that arouse
the sthiyidhiva of a rasa. The argument here then is that Vedic recitation, etc., do
not immaediately precede the sthdyibAdea ( §yma ) of §anta. The Parvapaksin’e point
is that if Vodic recitation, etc., are the immediute causes of tattvajfidna, then they
cannot also bo the rikhdoas of Santa, for they would be at one renove.

2, This line, &intdd vipaksad anydertteh, is difficult, If we take vipaksa to
mean ‘‘ opposite ” which is its usual meaning, the passage will make no sense, for
then it will be saying that even in the emotion which is the opposite of finia (i. e.
“love ) thare will be kamddyabAdra, i. e,, there will he no “ love ” in “love” ! We
will have to interpret sipakm to mean “anythiag different from &inta,” i.e., any
other rasa besides &ints. In other words, there is no kdma, etc., in such rasas aa
raudra and bhaydunaka,

3, Prdptavigayopardga. Pandit 8rinivasa Shastri of the Deccan College, who was
kind enough to read ovaer some of the more difficult passages with us, says that upardgah
here means sambandhuh, so that the pbrase will menn : 47 fqaa@ qa=v: S!T}ﬁ aafa
According to him,since §intn is a state of no mental activity at all, how can there
be any contact with »i;ayaes therein ? Lut another interpretation is possible : dArts is
detined in the 7th ch. of the N'S. ( Vol. I, p. 363, V11, 56 ) as arising from, among other
things, manorathalabia. ‘These aro its vidhdvas ( note that for Bharutn the syabhica.
ribhdicas con become sthdyidbAivas and have their own pidhdiras, etc., as AbLinava will

point out later in this pasaago ). Its annbhioas are : aEfaqay g fegrmgy-
metc. Therefore we think it is possible to take upardigak simply in the sense of
upabhogah, ** pleasure,” and interpret as : *“ accompanied by a desire for the attain-.
ment of sense—objects ».
4. Waeinterpret akidcitkaratvamdtra hero as the complete absence of any
action, which is supposed to result from the state of tattvajfignn,
5. Thbe point is that we can only sympathise with another person’s pain if we
still identify with tho body. For the Jiranmulkta (i. e. the RS HNETITH e —
( Continued on next page
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as follows :' Just as in this world there is the triology dharma, etc., so also,
it is quite well-known that moksa too is one of the goals of life, and it is
found to be taught predominantly in the $astras and in the smrtis and itihasas,
etc., by specifying the means leading to its attainment. Just as the states of
mind that are proper to love, ctc. and expressed by such words as sexual love
( rati) etc., by being made capable of being relished through the activity of
the poet and the actor, are brought to the status of rasas such as §pigara,
etc., in relation to the spectators who are possessed of the proper sympa-
thetic response ; in the same way, we ask you to tell us why the state of mind
which is appropriate to the highest goal of man known as moksa cannot be

Continued from previous page )

—note how this phruse samyagdariana is often used in Buddhism in many] variations
aamygbodhi, etc. ), such identifications are not possible, The main character of
&dnta dramas is supposed to be paramakirunikatra, “'he Piarvapaksin ohjects that this
kind of sympathy is found in worldly life and not in transcendental mystic states,

) 1. We take atrocyate as Abhinava’s own position, He is of course quite
right in pointing out that moska was already a well-known purusirtha long before
the V5. But that moksa should Le prevalent in the smrtis and itihisa does not, ipso
Jacto, establish any connection of it with literature, We must remember that for
people like Abbinavagupta, tho smrtiz and itihdsas were not litorature in the strict
sense of the word. Nobody, of course, would have argued that ianta in the sense of
moksapurusartha does not occur in suoh works. The point was whether it could oceur
in the far more refined Natakas and Advyas., 1tsimply necer occurred to these older
writers that one can apply the term literature to wmany of these works, as well
as to a large number of purely religious works, e. g. the Mahdparinibbinasutta in
Pali, and several of the Bunskrit Maehdydna Satras, e. g., the Vajracchedika, or the
VimalakirtinirdeSa ( not available in Sanskrit, but recently so beautifully translated
into French by Professor Et. Lamotte). Even the (itg, in spite of the fact that
Apandavardhana ( p. 293 ) quotes the verse yd nifi sarvabhiitdnim, ate., as un example
of dhrani, was not really considered “literature™ in the strict, and restricted, sense
of the term that the Indians used it. This restriction was a great loss to the theory,
for dheani would have hoon more faithfully served,in illustrations, by pussages from
many of these religious or secular texts ( e. r. the Brhatkithaslokasasigraha ) than by
the Vdtakas and the Kdoyas, many of which were artificially composed to conform to a
given rasa and its definition by Bharata, One has only to think of some of the literary
_passuges in the Upanisads (e.g. Satyakima Jibala, or Raikva with the Cart) to
‘realise bow much the Indinns lost by such a restriction. If later writers like Jagan.
.nAtha Panditarija widened the detinition of Kdvya ( ramaniyarthapratipadakeh Sabdak
kivyam ) it still does not mean that they went for their examples to this non-literary
literature. Visvanitha comes closest when Le says : vakyam rasitmakam Lkavyam,
but even he never uses the vast litorature that true obedionce to such a phrase would
-make available. It was only the Bengal achool of Vaisiaviem that opened itself to the
infiuence of religious literature, but its purpose was iore religious than it was
‘aesthetic, and was confined, for the most part, to such works as the Bhdgavatapurdna,
( One thinks of some of the fine oxamples that Madhbusiddana Sarasvati, a strict
*Advaitin, chose fromn the Bhdyavatapurdna in his Bhagavadbhakisrasiyanam ),
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raised to the status of a rasa? That state of mind just described is indeed
the sthayibhava of Santa. But one must consider what its name is. Some
say that it is complete detachment ( nirveda—world-weariness )2 that is born
from a knowledge of truth. For this detachment is quite different from the
detachment that arises from poverty, etc., because its cause, viz. knowledge
of the truth, is different. It was for this very reason (i. e. because nirveda is
the sthayibhava of santa ) that it has been mentioned ( by Bharata) midway
between the sthayibhavas and the sancaribhavas (i. e. vyabhicaribhavas).®

1. There seems to us nov doubt in reading through the objectious made against
&intarasa that the objectors Laud a real point. There is something about S/ that
forces it apart from all the other rasas. It is true, us the Purvapaksiu argues, that
we fiud that all people are open to love, to iear, to terror etc, ( some more than
others, and some only to cortain emotions of course — as Abhinava points out in his
commentary on the famous rasaritra of the N5, we havo, iu the course of our
many lives, experienced all of the primary omotions, the sthayibharas ). But santa is
peculiar. Truly to be able toenjoy it, one must be religious ( at loast this was the
Indian viow ~ today we aro nore sophisticated : it is perfectly possible to be moved
by a religious spectacle without fouling primary ‘¢ religious sentiments *’), and if the
santarasa experience truly takes placo during & drama, it must change our lives, It
is uot like the other rasas, which simply enrich us, provide groat scope for our imagi-.
nuation, refine our seusibilities, in short do all the tbings that great literary oxperi-
ences are supposod to do. It is not that it demands n suspeusion of judgment us do
the other rasas, a momeuntary identilication with differont ewmotions. 1t meuns a
complete reversal of our porsunality, what the Buddhists call pardosttd ( see tho con-
troversinl articlo on this word hy A. Coomarnswamy, ** T'ransformation, Regenoration,
Anagogy "', in Festachrift Lrnst Winteraitz, 1933 ). We beliove that it was this
difference, this sonse of the ** completoly other " in S that Lothered so many literary
critics iu anciont India, While one sympathises with their hesitation, sune can also
understand the point of view of people like Abhinavu, for whom tbese religious ex-
periences were an integral part of their everyday life and especiully of their literary
life, Witneas the groat number of Lymns attributed to peoplu like Saikara, and the
surviving ones of Abhinava and Ananda. Tho coutlict, the roal conflict, which we see
as one between the secular-minded literary critic and the religious-minded literary
critic, nevor really came out into the opeu, except in this one argument over Sk,
for it way assvmed, Ly all, that nearly everybody was religions. Krom our perspec-
tive, however, it is clear thst come critics werc n:ore religious than others,

2. Nirceda can menn two Lhings : it can have an ordinary, everyday sense of
“ disguat ”’, and it can have the more subtle und roligious sense of * totul detach-
meut ” from the world, Alhinava is here implicilty referring to this diatinction,

3. This is a very curious, and we believe, u very weak argument : Bharata has
begun his list of the vyabhicaribhdvas (VIL 28, p, 356 ) with nirvedaat the top ( tatra
nirvedo nama daridryavyddhi, etc. ). Now, it is said by “ some people ™ as reported
by Abbivava, tbut Bharata had great rexpect for the iden of the maigala, that is, begin-
ning a new topic with an nuspicious word. Nirveda is not an anspicious word,
therefore, Bharata ( since he cannot bu presumed to be iu error ), must have had some
special intention in mind. According to these ‘‘some people” it is to show that
nirveda is actoally a sthydyibhava and also a syahhicaribhava, The view regarding
the dual character of nirveda as both sthyayibhare aud vyabhiciribhave is expressed
by Mawmaia in the K 2°, IV (p. 116, Jhalkikar’s od. BORI — see his comments, p. 116,
last paragraph ),
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Otherwise (i. e. if njreeda had not been intended by Bharata as the sthayi-
bhava of santa), the sage who had great regard for uttering an auspicious
word at the commencement of a section of his work ( mangalika ) would not
have mentioned nirveda at that place (i. e. he would not have put the
inauspicious word nirveda at the head of the list of vyabhicaribhavas ). When
Bharata forbade the use of disgust (Jjugupsa) as a vyabhicaribhava of srrigara,
he sanctioned ( by implication )! the interchangability of the characters of
the sthayibhavas, the sancaribhavas, the sattvikabhivas, and the anubhavas,
in the case of all the 49 bhavas as demanded by the requirements of a parti-
cular situation and as presented by the power of words and their senses.
Nirveda arises from knowledge of the truth and overwhelms the other
sthayins. For only that (emotion ) which is more highly stable than any of
the other sthayins such as love etc. which can tolerate co-existence with a
variety of emotions,? that alonc (namely nirveda ), they say, can overwhelm
other sthayins.

They also raise the following objection : if nirveda which arises from
knowledge of the truth, is said to be the sthayibhava of santa, [this amounts
to saying that knowledge of the truth is the vibhava (i. c. cause) of nirveda],
in which case how could vairagya ( detachment) and similar other things?
(e. g. samadhi, which have been mentioned as vibliavas of nirveda) be the
vibhava of nirveda ? If one were to claim that detachment, etc., become the
vibhava of nirveda because they are the means of attaining to the knowledge
of the truth, then it would mean that you are giving the name vibhava to
that which is the cause of another cause,* and that would involve you in a
great absurdity (since vibhava means the direct cause of a sthayibhava and
not the distant or remote cause ). Moreover nirveda is an attitude of reject-
ing everything ( i. e. an attitude of not being attached to anything), and it

I. The poiot is that normally jugupai is the athiyibhira of bibhatsa, Itis
not given in Lhe list of the thirty~three vyabhicaribhdoas, but the very fact that Bharata
says that it should not be used in love shaws that he felt that it could be a vyabhicdri.
bhdoa ns well as a athydyibhiva. He therefore, felt that under certain circumstances,
-ordinary vyabhicaribharas could become sthdyibhdaras, and sthayibhdnas could be-
come syahhicaribhivas. 'Thisis an important point. Abhinava has expressed a similar
view in the Locaua on tho third Uddyota of the Dhvanydloka, while commeonting on
bahindm saxmavetiinam, on p. 386 of the B. P. ed.

Q. Dhavaicitryasahigpubhyal,* which can tolerate co-existenco with a variety
of emotions . Does this meun that whereas raty, etc., can tolerate the presence of
other athdyibhdvus, nirveds the sthayibliava of jinta cannot?

3. We take sebije to mean sadria, just as sajitiya is taken to mean sadrés.
Literally it moans ‘“coming from the same seed ”, i. e. the same source. The word
adi in the cowmpound vsairdgyerabijadisu (i.e. vasrdgyasadréesu) is redundant., We
have, therefore, ignored it iu the translation.

4. Apain, 0ibhdva cannot meun both ¢ cause ” uud ¢ cause of the cause . 8ee
page 121, note 1,
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would on the contrary be helpful to the cmergence of the knowledge of
the truth (i e. far from being the cflect of the knowledge of the truth,
it would be a cause leading to it), bccause a detached person will strive
in such a fashion that the knowledge of the truth arises in him. And moksa
comes from a knowledge of the truth. It is not that one knows the truth,
and then feels detached, and from that detachment moksa would arise. For
1évarakrsna says :

“ From detachment comes (only) prakrtilaya, (i. c. dissolution into
the eight causcs, pradhana, buddhi, ahankara, and the pancatanmatras, and
not moksa™).! Objection : ** Everywhere one sces a very great detachment
on the part of those who know the truth. Even Pataijali has said :

‘ Thereafter from that knowledge of the truth ( purusakhyati) arises
an extreme aversion to the gunas (i. e. detachment}™.? That s true ( bhavaty
evam). But Patafijali himself® has said : *“ Such detachment is really the
highest state ( kastia) of knowledge.” Thus* then, knowledge of the truth
( leading to aversion according to Yogasutra I. 16 ) means nothing but know-
ledge of the truth reinforcing itself from state to stage.* And so nirveda is
not the sthayibhava of Santa. On the other hand, knowledge of the truth alone
would be the sthayibhava. As for right perception, which will be mentioned
( by Bharata ) while describing nirveda as a vyabhicarabhava, as a vibhava of

1. Sdaibkhyakdrika 45, This means that if a person has vasragya only, but no
knowledge of the truth, he becomes, on his death, diesolved into the eight causes
(namely, pradhana, duddhi, ahailira and the paii:a-tanmdtras) bnt ha.does not
obtain moksa, Thne, it would seem that Isévarakrsoa holds the view that eairdgys
does not directly lead to molsa.

2. Fogasitra, I 16,

3. VyAsa's Bhiwa on the Yogasitra, ( Anandiérama ed. p, 20). Patadjali,
the author of the Mahdbhigya, is considered to be an incarnation of Sosa (bhujanga-
oilhu ). Therefore it would svem that Abhinava thought Pataiijali the author of the
Yogasitras to be identical with the Patanjali of the Mahdbha.ya ( which of
course he is not ). Raghavan baa poiated out ( p. 108 ) that the quotation is not
from Pataiijali, but from Vyasa. Did Alhinava simply make an error in tha
ascription, or did he belicve that Vyisa and Pataijali were one and the same ! See
V. Raghavan, ¢ Abhinavagupta and tho Bhdsya on the Yogasitra®, A. O. R. Madras,
Vol. XI1I, Part II, 1938-39,

4. This preeage : {& § ATTSIANT TR WIA is Abhinava’s own position,
Bhavet here must be used (according to Pagini IIL. 3. 1681) in the sense of bhavitum
arhats,

5. Tatteajndnamili means a series or succession of talleajfiinas. The idea
seams Lo be that the taltrajizinag referred to by the word purusallydti in Yogaaitra
1. 18 is a lower tattoajiana which grows or develops into a higher stage of tactoajidna
( referred to by the word yunaraitrsvyan in the Yogasiitra ), ldam tatirajianam there.
fore would mean : ﬂmﬁ?wmm. AITAATEAT wF(t?rvmm would mean:

e AINA aeaad Ramme , IGA FRTTet faarag
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nirveda, and which leads to the dissipation of the attitude of acceptance ( or
attachment to unworthy objects) on the part of a person who has been
deceived by a "delusion of long standing, as exemplified in the following
stanza : :

*In vain did 1 milk a bull mistaking it for a cow bending under the
‘burden of her full udder; in vain® did I embrace an ugly eunuch thinking
him to be a young girl; in vain did I cherish a longing for a piece of glitter-
ing glass thinking it to be beryl. All this I did when bemused as I was, I
bowed to you, a miser unable to appreciate merit *—

well, that perception of truth has been mentioned as a vibhava (cause)
of only the ordinary kind of nirveda® whose nature is sadness (arising
from a realisation of one’s stupidity in wasting energy in a worthless cause ).*
-We will speak of this ( perception of truth ) there® (i.e. in the seventh
chapter while commenting on the section on nirveda). Objection : ** Attach-
ment to the sense-objects is rooted in false knowledge. It will cease when
knowledge of the truth arises.® This is what the revered Aksapada has

1. The second comparison in this poor verse (it is interesting that it is
“the only verse quoted Ly Abhinara in the whole §intarasa section. It is strange that
_he should bave chosen to give no effective examples of dintarasa, considering that
"there was such a large variety to choose from, and it would have been very much to
the point ) is somewhat odd, for if the *‘ boy ” was ldsanyarahitak, we can only
assume that Le was embraced due to inadequate lighting !

2. Samyayjiina, therefore, means hero only a worldly kind of « right know-
ladge ' and is not used in the higher eense of the term.

3. This is a reference to N'§ VII, 28, pp. 356-357. Abhinava’a point seems to
Le that nirveda as a ryabhiciribhina is the ordinary kind of worldly nirveda (khedari-
panirveda ), while nirreda as a sthayibhiaes is a higher, philosophical wirveda. It is,
however, interestini to note that among the wihkivas of nirreda, Bbarata mentions

‘tattvajiiina. At NS VI, 30 (G. 0. 8. Vol. L p. 357 ) Bharata saya:

arquRgaada: ga4 fmanedagaa:

Al eqraeq w@fa e fadeam v e
The idea here seens to be that nirveda is to be acted out by means of, among other
things, absorption in thought ( ZAyidnaparatra ) similar to that of a Yogin. Howevaer, it
does not follow that Bbarata had any religions notion about nirveda while writing this
atanza, although it ia true that the term tatzvajaina will then be puzzling,

4. The promised discussion is not arailable. Unfortunately this section of the
the seventh chapter of the AbAhinarabhdrati has never been found. The editor ( Kavi)
writes ( p. 347):

CAART AT ATATATAYERT ATEET ATSN | qfg SATTR et R ERIE R
Feag AAAWATATHONF FRAT AT A9SWT 977 ATFIEARFTIAF SRR
GFARFARAfENaa Jrenfa eat At adgianaareay T It
However, Kavi did not live to fulfill his promice.

‘5. This is u referonce to Nyayasttre, 1.1, 2 g:@mqﬁz‘uﬁmnammﬂ
g-aﬂ'mwﬁ TZAAQUATZEAN: | The upshot of the preceding argument based on the

( Continued on next page
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said in his Sutra beginning with the words dwhkhajanma etc., when hc says
that knowledge of the truth is caused by the removal of false knowledge and
that it is further the cause of vairagya which is of the nature of the removal
of all faults ( dosa) (such as attachment to worldly pleasures)™. <So
what 2 ** Well, vairagya and nirveda are the same thing' (and therefore,
nirveda is the sthayin and tattvajnana is a vibhava ). Who says so ? For nirveda
is a certain state of mind which is characterised by a flow of sadness, where-
as vairagya is the complete destruction of raga, etc. (including $oka, i. e.
vairagya is a higher form of detachment than is nirveda, for the latter is
often used non-technically to mean simply ““weariness’ or ‘“disgust’” ). Even
granting that vairagya and nirveda are indentical, still Gautama placed it in
the midst of several ( other causes of moksa ) and did not mention it as the
immediate cause of moksa ( for it is only the remote cause ), ( and so it does
not follow that according to Aksapada nirveda, that is, vairagya, is the
sthayibhava of $anta). Moreover® to say that nirveda arising from (taitva-

Continued from previous page )

siitra of Aksapada is that mithydjfandpacaye leads to tattvajaina and tativajfana leads
to nasragya. The opponent thinks that rairdgya is the same thing as airveda. Hence
according to Aksapida the causal chain is: mithydjnanapacaya gives rise to tattvd-
jidna which gives rise to uirveda. So, this means that according to Aksapéads, nirveda
leads to moksa and bence, nirreda (and not Lulermjniiina) must be regarded as the athayi-
bhéva of §inta. Now, the opponent challengaes the position that vairdgya and airveda
are identical, and then proceeds to point out the difference between nirveda and
vairdgya. He says that nirveda is & particular attitude of mind which is of the nature
of uobroken sadness ( §rLkaprardhaprasara ), while vairdgya is the destruction of rdga,
doesa, moka, otc. The opponent of kecinmuta ( this refers to the view mentioned on
p. 105 of Raghavan’s text, that nirveda borp of tattvajndna is the sthiyibAiva of sinta,
see foot-note 2, p. 123, above ) first challenges the position that reiragya and nirveda are
identical. But then he concedes it for the sake of argument in the sentence bharatu
oG vairdgyam eva nirvedah, Kven granting tbat nirveda and vasrdgya are identical,
it doea not follow that according to Aksapida uirreda (i.e. rairdgya) is the athayi-
bhdava of §Gnta. For altbough nirveda has a place in the causal sequence given above
[the whole chain ia : mithyajlanipacaya ) (i. e. tattrajidnafleads to dosipiya (i. e.
mroeda or vasrdqgya ), which leads to pravrityapiya, which leads to janmdipaya, which
leads to dublhdpaya, which leads to moksa |, atill it is not actually stated in the Satra
to be the direct cause leading to moksa, but rather it is given as a remote cause
(mokie esidhye antrasthiniyati na pratyapadi dcaryena ). Thus according to the
opponent of kecinmata, the authority of Aksapida canmot be cited in support of the
view that nirveda is the sthdyibhdra of &inta. For if at all aoything is to be the
sthiyibhdva of &inta, it must be the diract and immediate cause of moksa.

1. The question mark in Raghavan’s text after nunu cairdgyam nirvedah
sbould be removed.

2, This isa complex passage. Kimcea tativajfiinotthito otc. is the position of
the Siddbantin, that is, of Ablinava, It is an objection against the kecinmata (namely
that tattvajfidnajanirveds is the sthiyibhiva of &iuta ), The essence of the
objection seems to be that the words deooting the sthayiblhdva and the rava become’

{ ' ( Continued on next page

XX
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jnana is the sthayibhava of santa means that you are giving to $ama the
name nirveda’. (Reply: ) sama and santa have been explained as synonyms
like hasa and hasya (i. e. sthayibhava and rasa). (But the synonymity in
the case of $anta and sama is only apparent and not real ). There is a real
difference between santa (the rasa) and sama ( the sthayibhava), for sama
is siddha, an accomplished fact, while $anta is sadhya, something to be
accomplished ; Sama is laukika, worldly, while $anta is alaukika, other-worldly;
$ama is sadharana, ordinary, while santa is asadharana, extraordinary.?
Therefore, nirveda cannot be the sthayibhava of santa.

Others believe that only eight mental states have been mentioned ( by
Bharata ), such as love, etc. Those same® mental states when depending on
extraworldly vibhavas such as $ruta ( study of the scriptures and especially of
the Upanisads ), which are different from the ordinary ( kathita) vibhavas, be-
come indeed unusually lovely ( vicitra). And from out of their midst one can
become the sthayin here (i.e. in the case of santarasa). Out of them (tatra),
rati alone, having for its object one’s own Self consisting of undisturbed bliss,
is the means of attaining mroksa. And so, that rati itself is the sthayinin
$anta. For it has been said :

Continued from previous page )
aynonymous, which is improper. The next sentence continues the view of the
fiddhintin : IHWAA: QT § TTEETETT SATEATAH, | and contains within it
the objection that the Piirvapaksin might make, namely that hdisa and Adsya are
synonymous as well. Abhinava replies that this has already been explained. But now
what follows does not make sense if it i3 explained as the view of the Siddhintin,
For Abbinava says : fagangadr, S1fFFISifeaas, TMRIEIROET 7 To4% T4
:nmh‘(ﬁr Wiﬁ | Now these distinctions are well-known as being the major dise
tinctions between the sthdyibhira and rasa. The sthdyibhdara is always laukika,
whereas rasa is always alaukika. The same thing would therefore apply to fma
and &inta, namely one would be the laukikasthayibAiva, and the othier the alankika-
rase. Now why does Abhinava say this; for it only lends support to the Pirvapaksin?
Moreover tasmdn na nirvedah sthayiti does not follow from it. On the other hand, if
we take the words famaddntayoh, etc., as utating the view of the Pirvapaksin, the
next sentence tasmin na nirredak athayiti presenta a real difficulty. For if the
Pirvapak:in is speaking, and has just made a valid point, it makes no sense for the
8iddhantin to reply by saying : ¢ therefore our position is proved . Thus both solu.
tions are unsatisfactory.

1. Note that on p. 268, Vol. 111, N§, nirveda is given as the sthayin of
fanta !

2. We cannot ascertain any difference between laukils and alaukika on the
one hand, and sidharara and asidhirana on the other, such that Abbinava would be
justified in using both terms. Surely sadhadrra and laukika menn precisely the same
thing.

3. Raghbavan reads zata eva. But the Baroda ed. has tgeva (i, e, teeva)
which seems to us a better reading.
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* That man whose love is centered in the Self, who is gratified in his
Self, and who takes all delight in the Self - for such a man there is nothing
any longer to be accomplished *.!

In the same way,? any of the sthayibhavas beginning with rati and
hasa and ending with vismaya can be explained as the sthayibhava of santa,
because we find that a person attains to liberation if he realises the oddity of
everything in the world ( Aasa); if he sees that the whole world is lamentable
(Soka); if he perceives the happenings in the world as harmful to his spiri-
tual well-being ( and, angry with them, desires to conquer them ) ( krodha);
if he resorts to extraordinary energy dominated by the absence of delusion®
(in order to overcome worldly temptations) ( wtsaha); i he feels afraid
of all the objects of the senses ( bhaya); if he feels disgust for young women,
etc., though they are desirable for all other pcople ( jugupsa); if he feels
astonished at his unprecedented realisation of his own self (vismaya).
And Bharata agrees with this position. For while ( Bharata ) enumerates
particular bhavas by using words like rati, etc., and includes thereunder
other varieties of the same by using the word ca,* he does admit® their
ability to lead to liberation, provided that they are the result of extra-
ordinary causes (i.e. vibhavas) different from ordinary causes. But in
the case of those pcople who hold this view ( namely that any one of the
sthayibhavas such as rati, etc., can be the sthayibhava of santa), the differ-
ent sthayibhavas would cancel each other out and so not even one of them
could be regarded as the sthayibhava of Santa. 1f it is said that the different
sthayibhavas can be the sthayibhavas of Santa because of the different
approachcs leading to it, that is (as good as) already refuted. ( Further ),
because of the different sthayibhavas of Sinta depending on the approaches of
the persons concerncd, there would be an infinity of santarasas. 1If it is said

1. Gud,IINN7,

2. All eight of the atAdyilhdoas can be accepted as the sthayibhiras of §inta-
rata. For instance, Adss can become the athdyibhdva of Siuta, if wo look at every.
thing around us ay ocavkria, ** odd " or *“ deformed” ( uote that the Vidiiwaka, the
main representative of Aasa, is described in the texte as being deformed and there-
by amusing ), etc. Rati is considered in the sentence immediately preceding the
quotation from the Gila.

3. Aasammoha ie one of the uddipanavibhdoas of oirarasa. Bee NS, Vol I,
p-378. Cf. Abhinava's explanation of Ananda's maxgalafioka of the Dhvanyaloks,
p- 17, K. Bastri's ed.

4. Ca referto N&., VI 17, which enumerates the oight sthayidhdvas and
nses a ca after hdsa and Soku. According to Abhiuava, the uso of the partiole ca ia
intended to convey the inolusion of other varieties of the eight sthayibAdoas. It is not
however olear what theso varieties are.

5. Doesetad (in nn caitan muner na sammatam) refer to the interchangeabi-
lity of vyabhiciribhicas and athayidhdnas; or to the fact that the stAdysbhdaras of
other rasas can induce an attitude leading to mokys ?
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that there would be only one' santarasa ( and not countless santarasas) be-
cause of its being the cause of one single result, namely moksa, then even
vira and raudra would have to be regarded as one rasa because both lead to
one single result, namely destruction ( of one’s enemy). Others say that all
the sthayibhavas, rati, etc., become merged together, just as ( different flavours
merge together ) in a beverage,® and when so merged they become the
sthayibhavas (of santa). But because different states of mind cannot co-
exist at one time, and because ( some ) are mutually antagonistic, even this is
not a very attractive thesis.

What then is the sthayibhava of samta ? The reply is as follows :3
knowledge of the truth alone is the means of attaining nioksa and so it would
be proper to regard that alone as the sthayibhava of moksa.* Knowledge
of the truth is just another name for knowledge of the Self. The know]edg(;
of any object other than the Self is the knowledge of worldly objects.* For
anything that is different from the Sell is nothing but non-self. Our teacher
has dealt with this at great length. And we have gone into itin some detail

elsewhere, and so at this moment there is no point in dilating. Therefore,®
R )

1. PEko rasah means $Gnturasa since the whole of the preceding discussioo
is concerned with §intaresa and is intended to show bow all the sthayibhdvas can be
connected with fintarasa. To this it was replied, on p. 108, that (1) tho different
sthayibhiaras would cancel one another out, with the result that there would be wot a
single sthaysbhaoas for 3anta, and (2) auch a view would leud to not one rasa (called
§intarasa ) but to an infinite number of $antarasas depending on the divergent atti-
tudes and approaches of different persons. The opponent replies to this by saying that
sioce all these sthayibharas (belping the emergence of §izntarasa) would lead finally
to moksa. there would not be an infinity of gintarasas, but only one. To this the reply
is given on p. 109 :  In that case since both vire and raudra lead to a single result,
namely destruction of one’s eneiny, tbey too would bave to be regarded as constituting
a single rase ™. But we are not abasolutely certain of this interpretation.

2, The comparison witb pdnakarasa is used again and again, both in the

Locana and in the Abhinavabhdrati, Cf. A.Bh, p. 286 : TREERISH R gsakany

gw 5fa GUrANGA | See also the V. Vol. L, p. 287 (.

3. After ucyate begins the siddAiuta view.

4, The word moksa in the phrase : i ﬂ'éﬁ ﬁéj TqTigar FhT is odd. One
expects Sante,

6. AtAAA AR Aaed STV is very clumsily worded. We thiuk the
distinction is between knowledge of the Self and ordinary knowledge ( cf. the Gitg
distinction between »ijfiana and jfiina ). Whatever knowledge is different from the
Belf is simply worldly knowledge, jlanum. The next senteunce, paro hy evam datma
andtmaira ayal is also very clumsy. How are we to understand paro? We would
expect the noun governed by this advecb to be in the ablative : * different from the
Self”. Raghavan records the reading dtmaud, instrumental singular, which would
also be irregular, but somewhat better than the nominative. Note that we read rizaya-
syaiva instead of visayasyera.

6. ltisimportant to realise that at this point Abbinava abandons practical
considerations of drama, and gives the philosophic base underlying his views on sauta.
It is not different from the philosopuical justification of an Advaitin — the additions
from bis school of Kashmir Saivisin are very slight, '
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the Atman alone possessed of such pure qualities as knowledge, bliss, etc”,
and devoid of the enjoyment of imagined sensc-objects, is the sthayibhava of
fanta. Its status as a sthayibhava should not be explained in the same terms
as the status, as a sthayibhava, in the case of other sthayibhavas (i.e. there is
a great difference between the Arman’s status as a sthayibhava and the other
sthayibhavas' status as sthayibhavas). For rati, etc., which arise and dis-
appear due to the emergence and disappearance of their respective causes, are
called sthayibhavas in so far as they attach themselves for some time to the
canvas' (wall) in the form of the atman which is of an unchanging nature
relative to them. But knowledge of the truth is the canvas behind all emotious,
and so it is the most stable of all the sthayibhiavas. It transforms all the
states of mind such as love, etc., into transitory feelings, and its status asa
sthayibhava, having been established by its very nature, need not be specifi-
cally mentioned. And therefore it is not proper to count ( knowledge of the
truth ) separately (in addition to the eight sthayibhavas). Between a lame
bull and a dehorned bull,? bullness ( which is the generic property present in
both of the bulls) is not considered as a third thing. And so the number, viz.
forty-nine, of the bhavas is not disturbed. Should one demand to know why
then knowledge of the truth is separately considered (as a sthayibhava’)
(byme, Abhinavagupta), we reply that it is so because it can be separately
enjoyed.> For whereas rati, ctc., can be the subject of ordinary perception
(in their pure form ), without being mingled with anything else, the nature
of the Self is (of course) not the subject of ordinary perception in its pure
form without being mingled with anything clse, the way rati etc., are, ( But)
even though in its pure nature! it is of an indetcrminate form, still when
it is investigated at the time of the return from abstract meditation,® it in-
variably appears as mingled with various mental states.

Or® let it appear like that (i. e. let the nature of the Self appear as
you say, soiled by the various mental states). Still you cannot consider as

1. Is this comparison of the Atmon to the canvas of the painter found else-
where ? We know that it occurs several Limes in the Yogavdivisthamahdrimayana,

2. Munds cannot of course mean shaven bhore. The practice is to cut the horns
of bulls so that they cannot harm anyone. '

3. The reading as printed by Raghavan is: srenfy xd¢ § qywauafy I
'{Wﬁﬁﬂ[ﬁ'ﬁf %L‘T%l But he notes readings in M. & G. which bave : ygqify F¢
‘{‘W"Wﬁ% IT {W@mrf’(fﬁ iq-‘gl which seems to us to give a more rational
sense. As for the next sentonce, we think it means that tho Atmun is not laukika-
prutitigocars as is rati, etc., becauso it is not mixed with any other form,

4. Svagatom means, according to Srinivasa Shastri, seasmin alwnani,

5. On vyutthana, see Yogasittras, 111, 9, and 111, 37,

6. It would appeur from this concession, bhdsatim vi loke tathd, that this is
Abbinava speuking. This means that the last sentence in tho preceding paragrapb
must belong to the 'arvapakiin, But what precisely Lis point would be, we fail to see,
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sthayibhavas all possible stable moods of the mind, for they are of no use so
far as the (eight) rasas actually mentioned ( by Bharata) are concerned.
They rather deserve to be regarded as transitory feelings and not otherwise
(i. e. not as sthayibhavas). And thus only can the statement ( praghattaka)
that there arc in all forty-nine bhavas be justified. This nature of the Self
cannot be said to be transitory because it would be impossible, unimagi-
native (avaicitryavaha) and improper. Sama is the nature of the Self.
Bharata has designated it (i. e. the nature of the Self) by the word $ama.
If that same (nature of the Self) is called sama or nirveda, there is no
objection. Only (note that) $ama is a diffcrent (kind of ) state of mind
( altogether ). And this ( special ) nirveda is (only apparently) similar to
the nirveda that arises from other causes such as poverty, etc. Although
their causes are different, (nonetheless, because) they arc similar, they
are both called nirveda. This is similar (to what takes place in) love,
fear, etc. (?)' Therefore the nature of the Self is itself the knowledge of
the Truth, and it is also tranquillity. Further (tatha ca) rati, etc., are
(only) particular dark colorations ( kalusyoparagavisesah) of the Self (or
of santa ?). Having by means of continued concentration realised its form as
being pure, though connected with them (i. e. rati, etc.), there is even at the
time of withdrawing from meditation ( vyutthana ), complete tranquility (of
the spiritual aspirant, the sadhaka). As has been said : prasantavihita sam-
skarar®. This entire collection of ordinary and extraordinary states of mind
can become the helper of the major (emotion ) known as knowledge of the
Truth. Its anubhavas arc anubhavas helped by yama, niyama, etc., and also
the svabhavabhinayas® which will be described in the three chapters begin-
ning with upaigabhinaya. And so they (i. e. these anubhavas ) are concerned
with §antarasa itself. This itself is its nature (i.e. the nature of $antarasa)t
The vibhavas are the grace of God, etc.® And love etc., which are soon
to be completely destroyed, can be aesthetically enjoyed in $anta (as
subsidiary, momentary elements ). Just as the vyabhicari * eagerness™ appears
-as important in love-during-separation or even in love-during-union, as said
in the phrase: ** love whose festivity never comes to anend ”;® and just as
augrya, a vyabhicarin, appears as prominent in raudra; and just as nirveda,

1. We simply oanvot understand the simile ratibAayddiriva.

2. Yogasutra, 111. 10. But we cannot understand what ULearing this has on
the word prasintati used by Abhinava in the preceding sentence.
- 3. We caunot make out what srabhavibhinaya means. The phrase upasigi-
bhinayadyadhyadyatraye refers to chapa. VILI, IX, and X of the NS

4. We are not sure we have understood ayam eva Ai srabhdovah.

5. Drop the comwma after paramedoardinugrshaprabhritayah and add a
full stop.

6. 7Tdapasavatsardjs, . 14,
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dhrti ( firmness of mind ), rrasa (fcar) and harsa ( joy ), though really vyabhi-
caribhavas, appear as prominent in karuna, vira, bhayanaka and adbhuta; so
in $antarasa, jugupsa ( disgust), etc., appear predominantly, since they are
completely opposed to love.! For in the mahavrata ( ceremony ) one carries
about a human skull .......... (obscure).? At the time of begetting a son
(by a widow ) from her brother-in-law, anointment of one’s own body
(with oil ) has been recommendcd with a view to creating a sense of dis-
gust.2  For the man who has done all that must be done with regard to his
Self, (i. e. who has realised the true nature of his Self), his efforts are all
for promoting the good of other people, and so his energy takes the form of
an cflort that is prompted by the wish to help others. This is a synonym
for compassion, and it is very intimately connected with santa.  And so some
people call $intarasa, dayavira ( compassionate heroism) and some call it
dharmavira ( religious heroism) because of thc intensity of this energy
(utsaha ) which becomes its vyabhicaribhava.

Objection : ““ Energy is based on egoism as its essence, whereas santa
consists primarily in a loosening of egoism.™ ( Reply:) It is not improper
for an cpposing mood to be a vyabhicaribhava (in Santa), for we find, for
instance, nirveda (as a vyabhicaribhava) in love. In the verse “ With the
forest-ground overgrown with grass as my bed " * and other similar stanzas,
we find a high degree of wtsaha in helping others. There is no state that is
devoid of wtsaha. For in the absence of desire and effort, one would be like
astone. And so because one has understood the higher ( Self ) and the lower
( Self), there is nothing left to do with regard to one's own Self, and therefore,
for those whose hearts are tranquil, to give their all-in-all, i. e. to give their
bodies, for the sake of helping another is not contrary to sanfa. * One should
preserve one's self %, such and similar advice is meant in the sense of
guarding one’s body and is meant for those who have not realised their
Self, because ascetics are not concerned with guarding their bodies at all,
For it has been said :

1. The main point of this arzumont escapes aa.

2. As Raghavan has noted, this padaaga i3 extromely corrupt, fWe are unable

to make any sense of the lines Fyr f& wara mmif{qm&.
Rreagafasaiafaig @ |

3. This is a reference to the fact that when levirate takes place, it ehould be
without any sexual desire, but only for the sake of procreation. Therofore, in order
to create a sense of disgunat for the hody, both partners smear themselves with foul-
smelling oil. Juysratha quotes a verse on this subject in his commentary to the
Tantrdloka, Vol. XI, p.73. (Part II).

4. Niagdananda IV, 2,

6. Qautamadharmasitra,l, 9,35,
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“ The life~breaths ( pranah ) are the cause of attaining dharma, artha,
kama and moksu. When they are destroycd what is not destroyed ? When

they are guarded, what is not guarded ? (i. e. all is guarded ).}

In this stanza the motive ( nidana) for the preservation of the body is
shown to be its capacity to achieve the well-known four goals of life. In
the case of the man who has realiscd his Self ( however ), it is (often ) heard,
in the context of sammyasa that he should throw his body into water, fire or
a pit.2 Thus the idea is that ( since ) somehow the body is to be renounced
(sometime or other ), if it be given up for the sake of another, what would
not be achieved? (i. e. so much is thereby gained ). Should one argue that
Jimatavihana and others were not ascetics, we should ask how that matters to
us 73  Certainly they had attained to knowledge of the Truth. For it would
be inconceivable that those who consider their body as their soul should
abandon for the sake of others the very body which is (to them) their all-
in-all, for (in their case there would be no) urge for dharma etc. In a
battle, a warrior has no intention of abandoning his body (for a religious
cause ), but rather he enters (the battle) only in order to conquer his
enemy. ( In suicide) by jumping off a cliff, etc., the main ( purpose) is the
desire to attain a more beautiful body in the life to come, Therefore what-
ever deeds, beginning with the imparting of (spiritual ) advice and culmi-
nating in the renunciation of one’s body, are performed in order to achieve
the benefit of others and without refercnce to one’s own benefit, are certainly
inconceivable in the case of people who have not attained to a knowledge of
the true nature of the Arman. And they (i.e. people who do these deeds)
are also knowers of the Truth. For those who know ( the Truth), there is
liberation in all the ( four ) stages ( asrama) of life. This is ( what is taught)
in the Smrtis and in the Srutis. As has been said :

“ A man who is attached to worship of the gods, who is grounded in
the knowledge of the Truth, who is gracious to guests, who, having perfor-
med the ceremonial rites to his anccstors ( Sraddha ), gives out wealth, even
though he be (only) a house-holder, ( this man) is freed”.*

However (kevalam) in the case of Bodhisattvas, etc., although they
have known the truth, there is, because of their religious ( or righteous)
actions springing from a desire to do good to others and expected by them to

1. Not traced.

2. Weshould keep in mind the legend, atill current in Kashmir, ( ree Pandey,
“ Abhinavaygupta ”y p. 23 ) that *“ one day Abhinavagupta ............ along with twelve
Hundred disciples walked into the Bhairava cave and was never seen again, ™

3. Jimutavihana was a Vidyadhara., Abhinava replies : =0 what ?
4. Not traced,
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result in the benefit of others, a rcappearance of a body appropriate to that
(i.e. to those actions that they have performed ).’

Even in the case of rasas which occupy a subsidiary position (in a
poetic work ), the attainment of “repose® ? (i.e. aesthetic enjoyment) is
met with, because that is only appropriate to their nature ( as rasas ). For
instance, (in the Ramayana), in the case of Rama when he obeys
his father’s orders (and goes into exile ), repose is met with in this,
though this aesthetic repose is only subsidiary. The same should be under-
stood in the case of Srrgara and other rasas ( when they occupy a subsi-
diary position "in a poetic work ). Hence although $antarasa® has come
tostay* (in the Nagananda ), it is not the major rasa, because ( in that play)
the achievement of the three goals of human life ( dharma, artha and kama),
with special emphasis on helping others, is the final result in the case of

1. We cuannot decide whether this means that Bodhisattvas and others
who give up their bodies for the sake of othera are reborn on earth, i, ., whether this
contains a veiled reference to the famous apratisthitanirvana theory ( on which see
8. Lévi's tr. of the Sitralasikdra, IIT,3,note 4 — in brief a Bodhisattva never enters
Nirrdaa but is reborn again and again svdtantryena in order to benefit mankind ) ; or
whether Abhinava means that Bodhisattvas, etc., receive an appropriate body in
beaven, Or could Le even mean (since heaven is u rather crude notion for Bodhi.
sattvas and Jivanmuktas ) that the Bodhisattvas receive the dharmalkiya ?

2. Viérdntilabhub really meane rasapratisih.

3. A passuge lrom the A. Bh., Vol. 11, p. 45] ( nabhydya 18 ) has an important
bearing oo this issue. Here is the Sanskrit text :

@ TREOZIHT A9 (75 ) qRIRIAONa@| qda=1, odg Ay Ana-
vt g g, 9% 9 §e4w e, s wefEtiramasiEroa

Ak AUfy QESIIMIAT  AHASRAAE, a9y @ ggeEnt fa qd: geed-
TR AORTIFITANTATAGTH | UF TrEegadfaed) sy o3 qnda,
Tty fafrgaiaaEaraoEnnsly azgaar ax watd |

The passage has been translated by Professor Wright, BS0AS, Vol 28, 1963,
p. 116: « Thus vira, raudra, 4rigira (are used there) respectively, occurring in
these worka by being engendered by ( the aims of the character portrayed) dharma,
ariha and kdma, while jdnta and bibhatsa occur in connexion with moksz. But not
every character can carry the main role in this (latter ) case, only the occasional
ssint, Although in the ndrala, §inta or bilhatse may be the principal rasa when
molsa ie the principal goal, this is not a common practice, so they, although en-
gendered by the beat of Luman aima ( the cbarancter’s pursuit of moksa ) are consider-
od subordinate to the other rasas — virs, raudra, and §rigdre. Thus the main rasa
of a drama is really governed Ly the purusartha it portrays, but other rasas occur
in support of it as aresult of the variety of subject matter invluded.
4. What does Abhinava mean by ¥d €F ZIFa¥q ¥WTGAsY ERIRIC T R
How are we to take sthdyitra? We can translate as *‘ firmly entrenched ”, i e.,
Abbinavagupta issimply insisting that fintarase is actually present in the Ndigd«
sanda,
X
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Jimatavahana.! With this thought in mind, Bharata will say (NS, XVIIL11)
while defining a Nataka, that « it is possessed of qualities such as wealth,
flirtatious ways, etc. .2 This means that a dramatist should introduce
into the Naraka all kinds of actions in which opulence and flirtation are pre-
dominant and in which emphasis is placed on the two goals of life, artha
and kama, because such actions have the charming purpose of winning a
sympathetic response from all people (i. e. because such actions have a
universal appeal ). We will describe this in that very section ( dealing with
the definition of a Naraka). With this in mind, Bharata will not prescribe
any jatyamsaka in santa.® Hence the view (of some) that Santarasa does
not exist in as much as Bharata has not prescribed any jatvamsaka in its
case, is refuted.

Others however say : *“ Jimutavahana saved an old woman who needed
protection, and who said : * Oh son, who will save you?’* He had no

1. Bysaying that §anta is apradhana, Abhinava is not necesearily eaying
that $antarasa can never be siradAdna, but ooly that it is not the pradhdnarasa in this
particular play. But it is an odd statement, since if any emotion is prominent in the
Nagananda it is §inta. Srigirais brief in ita appearance, and »ira almost non-exiatent,
Perhapes Abhinava wae conceding a point belaboured by his critics, But if he does not
allow {antarasa as pradAdna in this play, where was it pradhina ? For this is the
only play Abhinava quotes in the context of éAntarasa, and indeed the only play that
all the early writers quote. Therefore, by implication, it would seem that Abhinava
concedes that §inta is never the pradhanarass in drama, But thon what does he mean
by saying that it is the most important ( and he uses the very word pradhana ), of all

the rasas * See Locana on the third Uddyota, p. 394 : RigTwead 14 AT AT
FITHHT: TITTH: |
2. NS, XVIIL 11 (G,0.8, Vol. II, p. 488 ) :
FrTRfgw TRk ds | sgwaneeT waft & qaEEes am

“ That which is called ndtaka is accompanied by diverse kinds of spendour (i. e
according to Abhinava, hy the magoificence of dharma, arthe, kima aod moksa)
(in general ), and (in particular) it is possessed of such qualities as wealth, flirtatious
ways, etc. It is rich in as#las ( acts) and praresakens (minor scenes)”.

3. The topic of the jatyam§skas is discussed in stanzas 1-13 of the N8 XX1X
(Vol. IV of the G, O. 8. ed. ). This same objection is raised in the A. Ba,, Vol. IV,
p. 78 : nanu $dutdirase na kenacid ambakena ginam ulktam, The reply that Abhinava
gives is curious : rismarana&ilo’si. smuryase(te) uktam hi - na (Gutarasapradhanata
prayogasya bhavati. sato’ps (surely we must read sann apt) hi rasantaroparalta
eve prayogayogyo ndnyatheti. But where has this boen said? Not in the NS itself.
Nor do we find this actually quoted in the A. BA. Perhaps Abbinava is in fact
referring to this idea (and oot the actual words) as explained in the A. Bh. in the
bantarasaprakarana. The paseage is puzzling.

4. Nagananda 1V, 10, Sankbaciida’s mother is speaking, asking who will save
her son: & Y%, 4&T AMTSFIRAGHA I@AEHAT RIS a71 FsqT: Gfearei Fieaf ¢
Just aé that moment Jimiitavibana appears (uauv akam ) aod offers to help (amba,
ma bhaisih ). The mother had said she would end her own life as well (IV, under
v. 20 — tad thaiva toayd saha marisgyami), so Jimulavahana saves her life by his
action too,
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power. He wanted to harm nobody.” We agree with this. Should it be
further argued that there is no power, .. .. .. of Bodhisattvas ( ?). But the
Sastra does not teach by means of kakataliya(nyaya) (?).! Therefore it is
proved : utsaha is principally intended ( in this play and thercfore vira is the
major rasa), and it is characterised by compassion.> (In the Nagananda)
other moods ( like love for Malayavati, detachment, etc.,) become subsidiaries
according to the circumstances ( yathayogam).® As has been said :
izt gEaraa g |

And so we have refuted the contention that anubhavas cannot exist because
of a complete absence of action ( in the case of the man who is §infa ). When,
however, one has reached the culminating state ( of 3anta) and all anubhavas
are absent, this ( §anta ) cannot be represented. In love and sorrow, etc.,also,

in the culminating stages,® it is correct that there is no possibility of represen-
tation.

Sympathetic indentification however is possible for those who have
( planted ) in them the samskaras that are the seeds of such knowledge of the
Truth. As Bharata will say :

 People devoid of passion ( take delight ) in moksa .8

). Saktif cisya na kdcid to fastram upadibstsi : we canoot, in spite of
repoated attempts and devious explanations, make any sense of this passage.

2. This is very curious, for in the Locana ( p. 303) Abhinava bas said that
daydvira, is only another name for §intarasa and that it is not to Le regarded as a
variety of virarasa, sivce Bharata has recognised only three varieties, danavira,
dharmavira and yuddhavira, Now he has just said that Santaraea is pot the
pradhanarasa of the Naganauda. But deydvira is. How are we to solve this con-
tradiction ?

3. Does this passage, anye tu oyabhicdrino, etc.,, mean thut in the Ndyd-
nanda other emotions like love for Malayavati, detachment, etc., become subsidiary
to daydoira according to circumstances ?

4. Yogasitra,1V.27, We don’t know what Abhinava meaus,
5, What ia the culminating stage of karurarasa — death ?

6. This is NS, XXVI1l, 58. It is one of Abhinava's most important reasons
for thinking that Bhurata really did feel that there was such a thing as moksa that
‘could be dramatically treated and displayed on the stage. Here is the verse :

geata awon: &8 fqgvan awEifad | adadguds Ay ave famm: o

“ Yoang people are delighted with ( watching spectacles of ) love, the learn,
ed with ( watching spectacles concerned with ) doctrinal matters ( philosophy ), those
interested in wealth are delighted with (watching spectacles concerning ) material
gaio, and those without passion are interested in ( spectacles dealing with ) moksa .

This is certainly curious, for one wonders just where Bharata would include such
spectacles, i. e. uuder what rasa ? It is odd that he ahould be silent on such an
important point. Perhaps the verse is not by Bharata himself. Note verss 61 :

yafeaiaguoy gzigsata faam: o

What would the rasa be of such dharmikhyanas and purdinas ?
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( After all, ) not everybody is always sympathetic to everything. For
instance, a man whose nature is heroic ( will not sympathetically identify with
a character ) in bhayanaka. Objection : ““ How can a heroic type of person
take any delight in such a presentation ?”* The reply is : in a work
where this ($anta) is presented, surely there is one or other of the (other
rasas) such as §engara, vira, etc. since the work is intended to be
useful to the goals of life ( other than liberation ). Its aesthetic relish is
grounded in santa (however). In Prahasanas, etc. too, where hasya, etc.,
are principal, the aesthetic relish is grounded in other rasas which arise
in their wake (anunispadi). According to some, the justification for the
exposition of the different drama-types is the intention to cater to aesthetic
enjoyment in the case of different kinds of spectators ( adhikarin). There-
‘fore $antarasa does exist. And so in ( certain) old manuscripts,? after
the passage? “ we will show how the sthayibhavas develop into the rasas ™,
is read the definition of $anta in the phrase ¢ What is called santa has
for its sthayibhavas sama,” etc. In this connection, the aesthetic enjoy-
ment of all rasas is similar to that of santa, because it (i. e. this
aesthetic enjoyment ) is turned away from actual sense-object contact. { Be-
cause we are particularly concerned with one rasa, except that it is mixed with

1. In the Locana Abhinava has asimply replied to this important question
with an arrogant response ( p. 392-393 ), Here he considers it more seriously ( the
Locana was written before the Abhinavabhdirati, for we find that the A.73h, refera to
the Locana, e. g. p. 343, Vol. I: a9 FA41d afgaiol SexMSFSIFaKaRaT | )

But it is interesting that hia reply makes bad sense, For he is sayiog that
there are other rases in every danta play which will appeal to other people. This
is of course true, but not a reply to the important objection that $dnta is not an
emotion that belongs to mankind universally, whereas the other rasas are. He fails to
catch the point that it is qualitatively different from the example he countera with,
namely that a vira will take no pleasure in bhayansla, He might not, but he could,
since he must be aware of fear in himself though it may not be dominant. Cf. the
curious remarka on p, 323 of the 4. BA., Vol. 1, last 3 sentences of the firat paragraph,

2. From thia passage : YT 9 m %ﬂﬁm etc., it is clear that
bdntarasa was defined, in certain MSS hefore all the other rasas, and not after them.
For these words, sthayibhavan, etc., are the last words before the description of the
eight rasas. But note thatin-the A. Bh. Ablinava doos not comment directly on
whatever he read there. Wly ? Isit because he did not believe it was part of the
N3 ? Itisin fact quite possible that this section on $intarase was a totally separate
« book ”, not intended to fit into the NS at all, In any case, it could not have come
at the end of the rwsa section, i. e. the and of tho sixth adhydya as it is printed in the
G. 0. B. edition.

3. Does he mean : (a) “I do not have $autain my text”; or (b)) « Itia
given in the beginning only in some books” ? The implication is that most M88
did not contain a §intarasaprakarars. Oddly enough Abhinava does not justify this

ommiasion,
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other latent mental impressions (wasana).?]! In order to indicate that
it (Santa) is at the root of all (rasas), it was named at the beginning.
In ordinary worldly dealings, one does not mention separately a thing
common to all, and so its sthayin was not separately given. But even a thing
which is common to a number of other things deserves to be separately
reckoned by the discriminating man, and so it (§antarasa) has become separate
as the object of cognition in the form of the aesthetic enjoyment of the
spectator who is admitted to be a discriminating reader. 1In the [tihasas, the
Puranas, dictionaries, etc., we hear of nine rasas as well as in the revered
Siddhantasastra. Thus it is said :

“ He should display the eight rasas in the places alloted to the eight
gods. And in the centre he should display $intarasa in the place of the
supreme God ( Siva )™. 2

Its vibhavas are vairagya, fear of samsara, etc. Santa is known through
the portrayal of these. Its anubhavas are thinking about moksa-texts, etc.
Its vyabhicaribhavas include world-weariness, wisdom, contentment (dhsti),
etc. And as bhakti and sraddha which are directed towards meditation on
God and which are reinforced by snirti, mati, dhrti and utsaha, are in any case
( anyathaiva) helpful (to santa), neither of them should be counted as a
separate rasa. Here is a Suangrahakarika on this matter :

¢ . . o .

“ Santa rasa is to be known as that which arises from a desire to
secure the liberation of the Self, which leads to a knowledge of the Truth,
and is connected with the property of highest happiness *°. 3

1, We cannot arrive at a meaning for this sentence.

2. This refers, most likely, to the drawing of a mystic circle (cakra) as
practised in Tantric rituals, The eight gods are represented on the outside of the
circle. By pradarsayet probably < likhet” ia meant. The point is that one draws the
gods, and then writes in undernealh the rasa that accompanies them. There is one
difficulty however : devadeva must refer to Siva. Now in the NS, VL 44 (Vol. I,
p. 299 ) S'iva is given as the god of raudrarasa (raudro rudradhidasvatyak ). More-
over, in the A. Bh. commentary on that stanza, Abhipava has associated intarasa
with the Buddba ! “ 3&: JrASSAANSFEY ” TR Ieaarizar: FAT w3FT | But ae this
ia a quotation from a different (and untraced ) source, it nead not agree with the V&,
One can also take ripa to refer to the actual pictorial representation. Pradariayet
would, therefore, mean ¢ draw ", One should draw each of the gods according to the
rasu, i. 6. such and such a god looking angry (raudra), another looking amorous
( §ridgdra ), etc., and Siva should ba shown in samadhi. In the original, the genitive in
agtanam devdnam might also be taken as used in the sense of sambandha (ustadeva-
sambaddhdn rasan ). The idea is that the eight rasas are to be pictorinlly represented
as symbolised by the eight presiding goda, i. 6., by means of thie characteristic forma of
the eight gods.

3. This is a verse actually found in the so~called $dntarasaprakarara of the
NS (p. 333, Vol. I, 4. Bh), introduced with the worde : atraryah Slotis ce bhavants

( Continued on next page
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By the three adjectives qualifying santa in this verse, the vibhavas, sthayi-
bhava and anubhavas are shown respectively. :

** Various feelings, because of their particular respective causes arise
from santa (a state of mental calm ). But when these causes disappear, they
melt back into §anta™.? '

In this verse and others it has been summarily shown that santa is the
source of (all ) other rasas.

As for the statement that will be made by Bharata® to the effect that
in the Dima (type of drama ) there are six rasas, excluding both hasya
and §ragara® here is what is meant : by giving the definition : * It is based
on a composition with an exciting rasa’, there can be no question at
all of §anmta, as it is opposed to raudra which is predominant (in the
Dima). So what is the point of (separately) excluding it ? Since santa

Continued from previous page )

{ which is really incorrect, since there are only two dGryds and three §lokas. The dual
drye, therefore, should have been used ). The reading is slightly diferent. The last line
reads : H:NAAIYREE: FT=ATEN ATA GWART | It e clear from this quotation that Abhinava
is not commenting on the actual passage of the N 3.

The following remark of Abhinava does not seem to agree with the stanza.
For how can aik§-cyasa be said to represent an anubhioa ? The first two correspond,
but not the third.
1. NS, VI, 87, p. 535.
2. See NS, Vol, II, p. 105.
3. Tbis is N3, 18, 85, under the definition of Dima. Here is the passage
from the N&, XV1II, 83 & (Vol. 11, p. 443G. 0. S. ed.) :
feqeymi § o4 SEMITFAI FIRATH |
TEAETQRATE: TEAETAAEAFAT |l
sgaegMIR AR ¥ fem wd:
gFREEas: it gf & gwge:
AR AT ITETA: |
And verse 88 : NRUAIFTES: HRAATAIIAETR: |
Now Abbinava’s argument is this : Dima deals mainly with raudrarasa,
There can o no question of §inta at all, and so ‘‘Gata was not specifically excluded by
Bbarata. Wae can also trapslate the sentence JFATHTG d mﬂlﬁﬁ@ﬁ?, otc., ag
follows : * Sioce $duta is impossible, what else can be excluded but §rigira and hasya,
by the phrase * viz, the [Dima haa as its source ( i, e, iz based on ) an exciting theme’?
Had he said ( merely ) that it can be associated with six rasas (and bad bhe not said
diptarasnkdryayonih ), theo there would be the undesirable contingency of that
(i.e. émta) being included, ” As for the sentence I 54 N ERE Gt am-
ammst( p. 116 ), we think the na should bedropped { Ragbavan notes that MSS,
M and G omit it ). 1f we do so, the translation of the sentence will be as follows:
* But $anta uses only the sdtloati style, and therefore this ( qualification, namely
saltvatydrabhativritisampannah ) is quite sutficient to exclude it. ”

( Continued on next page
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is impossible and since the Dima has as its source (i. e. since it is based
on) an exciting rasa, what else can be excluded (but santa)?' Had he
(only ) said that it can be associated with six rasas, excluding §rrgara and
hasva, ( without adding the qualifving phrase diptarasakavyayonih), $anta
would not have been excluded. Objection : ** This quarter stanza ( diptarasa-
kavyayonih ) excludes karuna, bibhatsa and bhayanaka as predominant rasas.
This is not true, because when (he says) that the ( Dima) is associated
with the styles called Sattvati and Arabhkati,® they are automatically excluded
(since they belong to the style Kuai$iki). But §inta uses only the Sattvati
style, and therefore this ( qualification ) alone would not be enough to exclude
it. And therefore the definition of the Dima, far from arguing against the
existence of sanra, is evidence for its existence. §(ﬁg&ra however would be
possible (in a Dima) because ( demons) make love in a violent manner.®
Hasya is helpful to sragara and thercfore only their exclusion was specifically
mentioned, because both are possible (and only a possible thing can be
excluded, but not an impossible thing such as §anta).

Because ( §anta) is common to all (rasas), it would be improper to
name especially a colour* or god® ( that is appropriate to it, as one hasg

Continned from previous page )

Abhinava’s point is this : all the six r7sas are diptarasas, except for Sdnta.
This word, therefore, excludes §inta, for otherwise there would be no point in saying
diptarasa, since that is just what the other six are ( though this is in fact wrong, since
there is nn reason to believe that Bharata nsos each adjective to exclude something ).
Surely this 12 tautologous in the sense that it is an explanation of gedrasu. Bharata is
not 80 subtle as Abhinava wants him tn be,

1. In an important articla ( Vrets in Dagvrapakanidhinadhydya of Abhinava.
bharatk, B. & 0. A, 8, 1983, p. 113), Professor Wright translates Abhinava’s comments
on the Nima passage. Unfortunately, he has been mislad hy the use of the word ayde
into mis.unders:anding the passage, Tho passage in the A. A, reads ( Vol. 11, p, 443,
1-3) : ATZFGH GIRHTS NG ITEAHAT T YFRETEOTTS GgEA A0 JHaeq 7anT:
L NET TS mfal This Professor Wright translates as follows : *“ All is as in the
ndtaka, the only difference is the incompletaness of 2andhis and rawvas. diptarasn —
enjoins the use ot &inta since (in its normal sense ) it would be (tautological, being)
synonymons with the injunction that it should have six rasas to the exclusion of
drigara and hdsya”, But §intasya prayogeh syid does not mean “enjoins the use
of fanta’ but precisely the opposite, namoly that unless this adjective werethere,
&intarasa would be included, which is precisely what is not wanted. Sintarass is
excluded from the Nima, not included, as is clear from the $iutarasaprakarana,
Paryiayena in the above quotation is obscure, and we can make no sense of it.

2. Note that bhayinaka is associated with arabhari! ( NS, 111, p. 106, )

3. Abhinava has taken this notion of demons making love in a violent manner
from the V'S definition of Raudra, Vol. 1, p. 322 : TFIA q: GT47: TGN G4 |

4. The colour of ‘inta is svaccha ( Vol, I, p. 2Y8—svacchapitan iamadbhutan),

5. The od of {4nfa is, note this, Buddha ! N, Vol.1. p. 299 :

“ gg: grAssSitegd ” iy graarea: TR 9@ | 1) a9 ReERER: 938 av
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done for the other rasas), but they have been invented ( by some ). And sothe
reasonableness' of $anta has been shown. Its true nature is hasya. (?!)?
Vira and bibhatsa tend to lead towards it.> Therefore there is in the case of
Santa the advice about the practice of yama, niyama, meditation on God, etc.
It stands to reason that it leads to a great result (i. e. moksa ), asit eschews
enjoyment ( of worldly objects) ( anupabhogitaya)* that itis more important
than any other (rasa), and that it pervades the entire plot (?). And so
enough of further elaboration. :
What is the nature of its true relish ? It is the following : The nature
of the soul is tinged by utsaha, rati, etc., which are capable of imparting
their ( peculiar ) tinges to it. Tt is like a very white thread that shines through
the interstices of sparsely threaded jewels. Itassumes the forms of all the
various feelings like love. etc., ( which are superimposed on it ), because all
these feelings are capable of imparting their tinges to it. Even then ( tatha-
bhavenapi ) it shines out ( through them ), according to the maxim that once
this Atman shines, (it shines for ever ). It is devoid of the entire collection
of miseries which consist in (i. e. which result from ) turming away
(from the Arman ). Tt is identical with the consciousness of the realisation of
the highest bliss. It takes its effect through the process of generalisation®
in poetry and drama. It makes such a heart (i. e. the heart of the sensitive
spectator or reader ) the receptacle of an other-worldly bliss’ by inducing a
peculiar kind of introspection ( antarmukhavasthabheda).
' There are only these nine rasas, because only they deserve to be taught,
as they are useful to the (four) goals of life or are exceptionally pleasant,

- - 1. Followmg the rondlng upapallis ¢ca in M. and G. ( Raghavan, p. 116 ),

2. Does satfvabharab ‘menn agttvikabhanal ? « Ite sdttrilabhica is Adasya '
But now can hdsya be regnrded as a adttvikabAdra ¢ Raphavan implies that this is
corrupt. Perhaps we could emend as follows : $Guto ki Ldso ’sya. Hisa would stand
for the emile of joy. Or one thinks of Siva's attahdsa. Note the idea of the white
colour associated with &ints,

3. Raghavan implies that this is corrupt. But perbaps the meaning is this :
vira and bibhatra tend to lead towards §anta. DBibhatsa, because it creates jugupsd,
vira, becauso after all it is the major rasu of the Nagdnanda.

4. Wae follow the roading anupabhogitayai ( as in Raghavan’s 1940 ed. p. 105 ),
In the 1967 ed. ( p. 116 ), Raghavan has adopted the reading abhitnayopayogitaya. Thus
the phrase abhinayopeyogitays malhiphalatvam would mean : “It stands to reason that
it leads to a great result ( namely moksa ) by reason of its heing useful for acting.” But
we cannot see in what sense $int@ cau be said to be * useful for acting ', nor how
its being useful for acting would lead to moksa.

5. This is only a partial analogy, and we cannot know exactly what Abhinava
meant.

6. Ie sadhdraratayd a reference to sadhdirapikarana ? l.e.do the vibAdoas
etc., undergo the process of depersonalisation necessary in the thoatre ?

7. Lokottarauand@nayanam is a bahuvridi compound : W7,

Ffa |
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Therefore, what others say,! namely that this restriction on numbers is
because only these ninc are well-known to enlightened literary critics, though
other rasas are possible, has been refuted. This will be explained in the chapter
on the bhavas. It is wrong to say that affection, with a sthayibhava of being
moved ( ardrata ) can be a rasa, because affection is ( nothing other than )
attachment, and all attachment culminates in rati, utsaha ( or some other such
accepted sthayibhava). For instance, the love of a child for its mother
and father terminates in (i.e. can be included under) *fear”.? The
affection of a young man for his friends terminates in rati. The affection,
as of Laksmana, etc., for his brother terminates in (i. e. can be included
under ) dharmavira. The same is true ( of the affection) of an old man for
his son, etc.* The so—called rasa “cupidity’” with the sthayibhava of *'greed”
can be refuted in the same manner, because it will terminate in some other
( sthayibhava ) such as hasa or rati. The same holds true of bhakiti.

Dasarupaka, 11, 4 and commentary thereon :

3y T —
TETRSSfaTEiT: gamAtwca: |
fett e @ divieTY w23 ||

: Avaloka :

RETEeT: AR A qa e, fdad: samaET:, [AeRgR:
R AT, Toaa: AFFARS RN, 99 AT FRgEE—
BrRm@: a1 wweafy g8 oW At |

aft 7 g o amfen waore fral mem, (|

aqr 7 ¥ afd—
ygaammET fges =T 9 |
7 o1 Sfgaeer @eqisorRRiAa: ||

1. Cf, the A. BA, I, p. 298 :
: CATEd OF T W @ | dameashy rirnfagdadat sawatal awge-
wee (el aEasyIqUazaded |

«“We already snid earlier that there are only these many rasas. 8o that
when Bhattalollata says that really there are an endless number of rasas, but that
these ( eight alone ), since they are familiar to the audience (pdrsada ), are fit to be
portrayed, he saye this without thinking, out of haughtiness. ”

2, The point seems to be that a child is afraid of its mother and father, and
its ¢ love " can therefore be included under bhayinaka !

3. This is not a very good argument since surely these feelings are different
in kind from §rigara.

XX
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ASTAAGNTAOA emRE aqmsdl g0 Fimf | aead
AAEFAA, AT BTSSR Fegioren Barg: arad  aqRummEo |
geAaTETang FevmaEEsh aRmARmReATIARNRE: | a«ﬁ
g G QR CCHEC AR R ISl
Dasarupaka 1V. 35 and commentary thereon :
TYRIFIAD: HAY T €A WA T |
AN FEAE: JRAAY W[/ |
€ TR Af AR BEQIET: | 9 Sragig: — A
AR @, aenETE PEES RO AR | o g Fgerl-
W AU, AN RIS AT TR AANFAT, | A g ﬂRiITWEkII-
Fanid aoafd | oF Aga: TARN et | ad quisy | g :nmm
afmamtey enfemenhn ore FREY — ag areeTITA Riea T -
Eopivioicll
aq FuAmERR e wiPEgEiag, a9 ASTIEEss.
AT mrqwﬁamr Asga | A gaﬂzﬁmﬁmaﬁﬁ g
mmrngqamr G ?mfnfmlaw: aa Wi, a3 YFREANFT T -,
AN FRATPRAIT | §iEmE 9 893 rfaoqﬁ% QIIRRITOE rmnﬁ,
@tﬁiﬁﬁqm% &S G790 JAAEaNT A% | HAsEEA e |
Dasarupaka 1V, 45 and commentary thereon :
MR aﬁm:rmrq 1aff aasggaar M| amiy %wmﬁaﬁ\?
Al AR TEEHETEaE FRRAaR #efmad 9 W, saa-
3= |
“~ a0 ~ =
_ AATFIIS AT FRAGEIETIHAT |
T & aflk ama-
“q g3 :@ A g4 A 4w T grum T 9 sl
W ArA: HAAT GAFA: G WiTY Tmman: ||
A, A A’ AFEEEmArRE e gor| iR (qigwfa:),
o ¥ @EIATaATal qf]y — “ | oF A afy —mamartq
ME | 7 T TNGEE MREer §axdl: FEAAR: atd, sl agaEe@n
ARAPHREN G EE o S e ag3Aa M-
AR fawia: |
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Translation of the Dasarupaka, 11, 4 ;?

Now the definition of the dhirodatta ( niyaka )? is given.

“The dhirodatta ( nayaka) is a great being, very profound, tolerant,
not boastful, steady; his sense of ego is kept in check and he is firm in his
commitments. >’

Translation of the Dasarupakavaloka on 11, 4 :

“ Great being ” means that his inner nature is such that he does not
experience sorrow, anger, etc. * Not boastful ” means that he does not
praise himself. ~ His sense of ego is kept in check” means that his pride is
hidden by modesty. °* Firm in his commitments ** means that he carries out
till completion whatever he agrees to do. An example of this dhirodatta
(nayaka) is Jimitavahana in the Nagananda :*? ~

* Blood is oozing from the openings in my veins, and on my body
there is still flesh. O Garuda, I sce that you are not yet satisifed, so why
have you stopped devouring me ? *

*  Oras with regard to Rama ( it was said ): *

1 did not perceive the slightest change in his appearance, neither
when he was called to be consecrated ( as king ), nor when he was banished
to the forest ™.

When in the definition of a particular type (of hero) there is a
(special) mention of some_ of the general qualities like firmness,® etc.
( mentioned in II. 1-2), that (special mention) is intended to show that
those qualities arc present in this particular (hero) in a very great degree.
Objection : How can you say that Jimitavihana and other similar heroes,
in the Nagananda and other such plays, are exalted ( udatta)? Because
exaltedness means superiority to all others ® and is possible only in the case of

1. We have used the edition by Pandit Sudarshanicharya Shastri, printed at
the Gujarati Printiag Prees, Bombny, 19i4. This contains a brief commentary, mainly
on the Atvaloka, by the editor.

2 It is somewhat odd that Dhanadjaya should give, as one of the four types
of heroes, the diirasdata (p. 36), if he does not ullow &in(arass in dramas.
Appareatly he Lasin mind Carudutta in the Mrechakatila. At the very least, it is a

bad choice of words. Note the definition of the &inlaniyaks : WIHAINLFRE fiT-
= Rtk , which would rule ont Jimatavibhana, who is a Vidyadhara,

3. Ndgduanda V, 16.

4, Mahdndirake 111, 23,

) 6. The point seems to De that sthirak had already bheen mountioned in 1I, 1
among tho general oharacteristics of all ndyakas. Kesdmcit construes with athairyadi.
ndm. It does not refer to people of a ditferent persuasion (i.e, kesimeit matiny.
adirena ). Before ridesalaksane we should understand the word uiyaka which makes the

senso clearer,
6. Vreui here does not moan « behaviour ”, It means only * existenco ”’,
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a man who has worldly ambition ( vijigisutva),! whereas Jimutavahana has
been described by the poet ( Harsa) as devoid of worldly ambition, as for
example in the following stanza :

“ Does a man shine as ( brilliantly ) when he is seated on a throne as he
does when he stands on the bare ground before his father ? Can the happie
ness he receives from his kingdom be compared to the happiness he derives
from massaging the feet of his father? [s the contentment he experiences
from enjoying the whole universe comparable to what he feels when he eats
the left-overs from his father’s meal ? Kingship is indeed only a misery for
the man who has abandoned his parents. Is there any virtue in such
kingship ? 2

And also ( in the following verse ):

e In order to dedicate myself to serving my parents, I am going to
renounce my inherited fortune and go to the forest, just as did Jimitae
vahana " .3

Therfore, because Jimdtavihana is predominantly peaceful and because
he is very compassionate, he is a santa hero,* like a sage who has subdued
his passions. Moreover (?)* this is improper, that having introduced
(upadaya) a hero who is without any desire for the pleasure of kingship, etc.,
the poet has indulged, ia the course of the play (antara), in a description of his
intense ( tathabhuta ) love for Malayavati. As for the statement: *“ The dhira-
Santa is a twice-born, etc., who is endowed with general virtues™ (11, 4.),
( this definition ) is not realistic, because ‘it is meant to be technical (or formal)

1. Vijigisutoa literally meaus * a desire to conquer ” and is often used of
kings and heroes. But here we think it has the larger sense of worldly ambition,

2. Nagdnauda, 1. 6.

3. Nagananda, 1, 4, in the prastiavany, spoken by the Sitradhira to intro-
duce Jimitavibana,

4. We take sautata to construe with ¢sya. In this case the argument is for
Jimidtavahana's beiug n dhirafintaniyaka. But surely the whole point of the parva-
paksa is not only that he is such a type of hero, but that this should further imply that
the rasa of the Nagdnandae is anta.

6. anyac ca meuns “ and further, moreover”, It canunot construe with ayuktam
(to give * there is somothing else that iy improper ), because there was no first thing
given to which this would be the secoud. The construction is nonetheless peculiar,
Understand tdam between anyas ra and afra : anyac ca idam atrdyukiam, Bat it ia
odd that the /’@reapaksin should use an argument againat himself. For he claima that-
Jimatavahana as a dhirafénta hero should not be open to sexual passion. As Dhaunika
will point out, this inust Lbe used against him. Why then should the Pursazaksin have
provided sucb ammunition? However, since Dhaunika accepts Cirudatta in the Afrccha-
katika as an example of dhirafinta, though he is greatly interested in sexual love, it
ia consistent on his part to use this as sn argument against the posusibility of dAiras
&inta in the cune of Jimiutavabana,
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and thus it is not exclusive.! Therefore, in reality, the behaviour of the
‘Buddha, of Jimutavahana and of Yudhisthira shows that they are $anta heroes.
Here is our reply ( to all the above points ) : First of all ( ravad), the state-
ment ““ Exaltedness means superiority to all others is not inappropriate to
the case of Jimatavahana and others ( as you claim ), because worldly ambition
takes many forms. If anyone exceeds others in heroism, or in liberality, or
_ih compassion, he is said to be ‘ possessed of worldly ambition . This
‘d.escription is not used in the case of one who wishes to seize wealth by harm-
ing another person, otherwise we would find ourselves defending the ridicul-
ous position that highwaymen are dhirodatta(nayakas) ! In the case of Rama
etc., they felt that they must protect the world and so they set out to punish
the wicked ( and ) it was only incidentally ( nantariyakatva) that they obtain-
ed (lordship over ) the earth. But Jimutavahana and others like him were
superior to all, because they were willing to give up even their own life ta
help others. And so they are to be regarded as the most exalted (udattatama)
(and not merely exalted ). As for the verse that begins : ““Does a man shine”,
etc., it is true that it shows (Jimutavahana’s ) revulsion from sensual pleasures;
but those who are ambitious are not concerned with their own personal

pleasures that are the cause of misery. Thus it has been said :
)
*¢ Indifferent to your own pleasure, you work hard for the sake of

tbthcrs. Or perhaps this is your natural disposition. For a tree carries on its
head the most intense heat, and cools, through its shade, the heat of those who,
come to it for protection ( from the the sun ) .2 ,

o

On the contrary, the description of (Jimitaviahana’s ) love for Malayavati
which is not in keeping with §antarasa, ( asanturasasraya) rules out his being

1. The Partapaksin is objecting to Dhanaiijaya’s definition of the dhira-
Santandiyaka (11,4). He says that this definition is not realistic, but only technical
For it sayas that the dAiradiutandyaka is endowed with the general qualities of a
ndyaka. These include such quualities as viaitatra, madhuratva, dakgatve,etc. Now
these qualities are not all possible in the cuso of a dhiraiinca hero, because they are
inconsistent with the atate of being without desires which follows from his being a
dhiraianta hero. It is only technical or formal since it is a consequence of hia being
a hero (in general). Since the possession of the general (ualities is thus unreal in
the case of a dhirasdntu hero, it cunnot be said to distinguish him from the other types
of heroes ( abhkedakwn ). Thia means that according to the Piroapaksin, the definition
of the dhirasinta hero as given by Dbananjaya is unscientific. Oue cannot help
agreeing, for surely the differentiation that Dhanaijaya makes (namely that heisa
dovija and has the goneral characteristics of a hero ) is hardly corsistent with édata in
any form. 1t is, therefore, most surprising that Dhanika, although he takes up and
anawers all the other objections, does not deal with thia one ! It ia almost as if he were
admitting its justice. Could this possibly mean that he is himaself criticising his brother
under the guise of u Purvapaksin ¥

2. Sakuntalé, V, 7.
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a santa (i. e. a dhirasinta ) hero. The state of being tranquil involves the -
absence of egoisin, and this is naturally met with in the case of learned,
Brahmins etc., and therefore learned Brahmins, etc., are really sanfa heroes in .
the real sense of the term and not simply in a technical or formal way. " In:
the case of the Buddha and Jimtavahana, though it is true that there is no
distinction in terms of their compassion (i.e. though they are both equally-
compassionate), still there is this difference : that the Buddha is compassionate
without any desire ( niskama ) and Jimotvahana is compassionate with desire
(sakama).! Thus it is established that Jimutavahana and others like him are
dhirodatta ( nayakas).
TRANSLATION OF THE Dasarfipaka 1V, 35:

¢ (The sthayibhavas are ) love, energy, disgust, anger, mirth, amazement.
fear and sorrow. Some add peace ( $ama ), but it cannot be developed in;
plays.”
TRANSLATION OF THE Avaloka on IV, 35:

There are a great number of differing opinions among disputants in
the case of santarasa. Some say there is no §infarasa because Bharata did not
mention its vibhavas, etc., and because he did not define it. Others, however
argue that (regardless of whether Bharata mentioned it or not) in actual
reality it cannot exist, because, ( they claim ), it is impossible to root out love
and hate which have been continously cultivated (inside man) from time
immemorial. Others claim that it can be included within vira, bibhatsa, etc.
Those who speak this way do not accept even Sama ( as a sthavibhava).
Accept whichever opinion you like ( yatha tathastu) ), in all events, however,
we cannot allow $ama to be a sthiyibhava in a Nataka, etc., where acting is-
essential, because, after all, sama consists in the complete cessation of all
activity and therefore cannot be acted out. As for what some have claimed,
namely that in the Nagananda,etc., sama is a sthayibhava, this is contrary to the
portrayal of Jimtitavahana's love for Malayavati, which persists right through
the entire play and is also opposed to his ( finally ) obtaining the universal
sovereignity of the Vidyadharas.® For we never come acoss both love for

1. We are not sure whioh of the two senses of sakima and niskima is
meant hero., We have translated them in the @Qi¢d sense of the terms. But Sylvain
Lévi bas translated this line in a discussion concerning types of niyalas as follows :
“ En outra, Buddha et Jimitavihana ne peuvent étre claseés ansemble; I'un et I'autre’
sont des modéles de compassion, mais 1'un est étranger & l’amour, 'autre y est sensi-
ble.” (« Théatre Indien ™', p. 66, 2nd ad. ) Wa take it that Lévi refers to his love
for Malayavati.

2. This first criticism, that Jimitavahana loves Malayavati, is of course true.
It is a fanlt of the drama, for in actual fact the description of Jimitavihana would
( Continued on next page
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sense-objects and detachment from sense-objects subsisting in one single
character.,' And so wtsaha (energy ) connected with dayarira (as the major
rasa) is the sthayibhava ( of the Nagananda). For ( in that play ) love being
a subsidiary of that ( dayavirotsaha), there is no objection to the attainment
of universal sovereignty as the final result ( of the dramatic action ). We have
already said that even though an ambitious ( dhirodatta ) hero may set out
with the primary object of doing good to others with a view to achieving
that which is sought by them, worldly advancement may very well follow
incidentally in his case.? Therefore there are only eight sthayins ™.

TRANSLATION OF Dafarupaka, 1V, 45 ALONG WITH DHANIKA’S COMMENTARY

THEREON :

Commentary : ** Although santarasa cannot be introduced into a play,
as it cannot be presented by means of acting, still because all things, though
they be very subtle or long past, can be conveyed through words, its presenta-
tion is not forbidden in poetry.® And so this is said :

Continued from previous page )

seem to preclude his falling in love. We are given absolutely nn pyschological prepara.
tion for this. Quite the contrary, we would rather expect him to remain detached, if
not actually repelled hy eensual contact. It isonly the Pircapaksin who seems
awara of this when he calls it ayulkram. As for his attaining lordship over the Vidya.
dharas, this is perhaps the weakest moment in an altogether weak play. He does
ahsolutely nothing to achieve this. It is hestowed upon him by Gauri( what is she
doing in this supposediy Buddhist play in any case ) in aasingle verse at the end of
the play, and this must gtrike any non-devotee of Gauri as highly inappropriate,

1. Blanukdryavibhdvalambanau meana ¢ as aubsisting in one aingle character
as their locus ” : ekdnukiryaripah yak vibAavah, tadalambanau”tadasrayau,

2 This refers to page 144, line 21 :

Ty arreRafafy gefaae g aratasaa spafent: |

3. Note Raghavan (¢ T'he Number of Rasas”, 2nd revised edition, p, 51):
¢ The critics who do not acoept §anta nre mainly writers on Dramaturgy proper. They
think they are loyal to Bharata by denying it. This attitude hegins, as far aa extant
works go, in the Dajaripala, the model and source for many a later work on Ripaka,
Dhanamjaya and Dbanika, both refute it and argne for its impoasihility in drama.

wmfy &faq 91y gfeatey aad

From this it would appear that Dhanamjaya denies Sdnta anly in drama but accepts
it in Kdrya. But, as a matter of fact, Dbhanamjaya, as interpreted by Dhanika, does
pot recognise it even in Kdnrya (see p. 124)". S K. De says more or less the same thing
in his arcticle © The Sanrtarara in the Ndma Sdstra and the Dafa-Ripaka®:
« Dhanamjnya himself would ohject to idnta only in the Nitya, which requires the
delineation of the Rmsa through its anubhtivas, ete.; but he would permit it in the
Kdoya, because what cannot he acted can at least be deacribed. But his commentator
Dhanika wonld not allow &inta even in poetry. There can be, in hia opinion, no auch
atAdyibhdva as §3ma or nirreda”. Both De and Raghavan follow the reading in the
NBP, ed.; see addendnm for discussion,
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(Karika ) : * Santarasa ( Samaprakarsa ) need not be mentioned ( sepa-
rately ' and specifically ), because the mental attitudes such as mudita, etc.,
out of which it is developed, are of the same nature (as vikasa, vistara,
ksobha and viksepa, which are at the root of the other eight sthayibhavas ).

If Santarasa is of the following nature, namely :

‘** Where there is no sorrow and no happiness, no anxiety, no hate or
love and no desire at all, this is called santarasa by great sages, and it has
Sama as its sthayibhava ™,

then (it must be noted that) it appears only in the state of moksa,
which is defined as the realisation of the true nature of the Self. Even
the scriptures speak of this state as indescribable by saying “it is not
thus, it is not thus™, thereby denying all positive attributes ( in its
case ). Moreover, there are no sensitive rcaders who can be said to aesthetically
enjoy Ssantarasa as described above. Still? mudita, maitri, karuna, and
upeksa,® which are means leading to it, are of the nature of vikasa, vistara,
ksobha and viksepa, and since these latter (four mental states) have been
mentioned earlier (in connection with the eight sthayibhavas) the aesthetic
enjoyment of santarasa is as good as already described.

1. This is a difficult passage. Haas reads uirvacyalk, whereas Shastri reads
anirodcyal (which he interprete, wrongly we feel, a8 vaktum asakyah); we accept the
latter and translate it as: ©“ need not be ( separately ) mentioned ., Samaprakersa
means the same as §dutarasa (see bhayotkarsa in the rense of bhayidnaka used in the
preceding versa). For such a controversial subject this line is hardly sufficient,
What are its implicationa? Apparently that §inta exists, but can be subsumed under
the other rasas. However, Hoas translates as follows : “ The Quietistic Sentiment,
( which arises ) from happiness and the like, is to he defined as a state having that
(i. e. happiness ) as ita essential nature”. Tbhisis in any case not how Dhanika under-
stands the line. See addendum.

2. Athapi would mean “ nonetheless”. So, it would seem that we should

understand the phrase : ¥ J YA AT-AHA HEZTAN: @'l?ﬁﬁ'l’(! Hﬁf, to mean
that sahrdeyas do not enjoy it.

3. Mudita etc.. are of course of great fame in Buddhism, forming a separate
chapter of the Visuddhimagge. They ate equally known to the Hindu tradition ( Yoya-
sittra. 1,33 ). Here Dhanika equates them with the four states of mind mentioned
in 1V, 52, where vildsa ( expansion or dilation ) applies to §rigara and hdsya ; vistara
( exaltation or elevation) to vira and adbhuta ; ksobhe ( excitation ) to bibhatea and
bhayanaka ; and viksepa ( perturbation ) to raudra and karuna. It would seem that
$dnta arises from wupeksd ( which is correct), which would then be assimilated to
viksepa (1). The construction of Dhanika’s passage is somewhat complicated. Our
translation best expluins how we have understood it. ( Note that we have emended
pradurbhaoit to pradurbhacal ).

Xxn






CONCLUSION

Abhinava’s final view on the relation between brahmasvada and rasa~
svada seems to us best summarised by his commentary on a very unusual verse
by Anandavardhana. The verse is found in the third Uddyota of the
Dhvanyaloka, in a long passage where Ananda illustrates various combinations
of dhvani with other types of poetry. The verse in question is meant to
illustrate the conmingling ( sankirnatva) of arthantarasankramitavacyadhvani
with virodhalarkara, but the verse is interesting for completely different
reasons.

Here is the verse along with Abhinava's remarkable commentary on it:

TATFAUOH FATT A0 AT | 01 A
a1 SAAREA T @G R a4
ot QRARTEATT ST 7 97 |
q ¥ soaaeen franfast o 7
ARl A7 | FAET agihaed ged ||
R AR R RERHaI=TE AT G HRI0TEH |
Locana p. 508 :

SOIqRAAMT | Fraraam & @ ggwa, | @ PR dsat
00T, ad: TR SEAIGAT Rl SAITR:, 3 GG | TATE | -
AT, SRWEF, @] EaaanEmE, #5991 T |
AdTafaaAr ISR | qa @ § FA4T: TEEIE, a9, |
AN | &0 &1 FEAEA A AaTenEEdl | TR | SR, a5
geangd TF wmeAfz wadk Andwlisa o= 741 | _diae @,
aq & g FI9 PR aREsTINAE | TG, | 3y iR
raangmraEgad SRSy afran | @ 9 Rulsgmees
3 | qgaafa— AR gafean | ar wEfv Y oRiEaiswe: a-
fron Prdmen Ay oeae e | aw TRARR SewfeRsy T g -
ferad 331 aear: a1 | fgfaa ofed | § STevsan | FEATHE J9r-
dif 7999 A8 FAF qived @AaIsTIgE Ty | sArfad cRaE
AQFRUGIFId SRANTRal Toeaiat: | ¥ § afifd | T e wm



154 AFE
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gagFanT fEefi | fgieden aRgiE ) T eEn |
frurral aotan, @ Fikar aovra: el | g fis
frvH R @il deafket fema | a9 AaY aeg w
AT 7 MAENNY Fiudmrn Frae zga qeefaity wik
Iqta | BreraaeTEorTaRa a9 | HTRqr 39 | 7 57 a8 9 &9
JATAT TX: T19 I WA | FEengmesdy | qisqmaai | duEsa
A ¢ QIS GETAEME 379 | Araty I9ARyd 96 agaal w\ i |
AEWIA | A REwEEd Facaa Wk SRy InaTEe-,
TG gerald @ SR qERTAEEA |

T g RARAEAIS: FagenEaziaaRm@3amGamaIT: W -
T wTRRAAaE Il enaagie: | aremmRetares-
faafime aget 22 a1 SRl @IS a3 AT qErti-
FAAE: JFOT AT EGAEAAEr & wen sgw auneRit: | Sifedh
g g4 adisft fFgemd agarp@gIERias @ |
TRANSLATION OF Dhvanyaloka, 111 :?

“ There is also a mixturc of a figure of speech in varieties of d/wani
( other than rasadhvani) as well. For instance in the verse :

*“The new and wondrous (kacit) vision (drsti) of poets which
concerns itself ( vyaparavati ) with turning permanent emotional states ( rasas;
i. e. sthayibhavas ) into aesthetic experiences, and that philosophic ( or analytic,
vaipasciti ) vision that reveals the realm of already existing ( i.e. not depending
on the poet’s creative imagination ) objects — we have employed both of these
constantly to examine and describe the world (we live in ). We have become
weary in so doing, but have not found happiness thercin, in any sense com-
parable to the joy we feel in our devotion to you, who sleep on the ocean ”.

In this verse, there is a mixture of arthantarasarkramitavacya and
the figure of speech ( known as) ( apparent ) contradiction ( virodha).”
TRANSLATION OF Locana Ill: -

“ VYAPARAVATI : For we have ( already ) said that rasa is identical
with the process of conveyance itself (nispadanaprano hi rasak).? (Poetic

1. D. Al p. 507, 508. Ablhinava quotes this verse in the 4. Bi. Vol L., p. 300,

2. This refers to Abhinava's doctrine, explained in the second Uddyota on
p. 187, ( B. I. ed. ) that rasa i3 the process of perception itself ( pratiyamdna eva Av
rasah ), i. e., it ia not an object of cognition in much the same way that the sikpn
(the subject ) in Adraita can never be the object of cognition. In this sense, rasa is
purely subjective, and is not amenable to ordivary means of cognition, :



CONCLUSION 155

vision is) constantly engaged in that activity ( vyapara), i. e., that action
which begins with a description consisting in the combination (i. e. presenta-
tion ) of the vibhavas, etc., and ending with sentence-structure ( ghatana).*
Rasan refers to the sthayibhavas, the essence of which consists in the state of
being enjoyed aesthetically ( rasyamanata). Rasayitum means to make the
Sthayibhavas fit for attaining to this status of being aesthetically enjoyed.
Kacid (“wondrous ') means revealing itsell (unmilanti) by abandoning
(and becoming superior to) the state of the cognition of ordinary
worldly things. And so (i. e. because they are cndowed with such a
vision ), they are poets by virtue of their power to describe? ( things in
an extraordinary way). Nava means, it reveals (aswtrayanti) worlds at
every instant in ever new and variegated forms. DRST/H. ( The vision)
is of the form of poetic imagination (pratibha). Since * vision * refers
( primarily ) to knowledge we derive from our eyes and since it is here
said to enuble (one) to enjoy (such beverages and edibles as) sadava,?
etc., there is the figure of spcech known as (apparent) contradiction
( virodha).* And so this vision is called “new ™ (i.e. marvcllous).® And
the (arthantarasarikramitavacya Ydhvani (in the word drsti) is helped by
this figure of specch. For actually eyesight ( the literal sense of the word
drsti) is not here altogether unintended,® since it is not totally impos-
sible (to think of physical eyesight being of use to the poet in observ-
ing the world before describing it). Nor is actual eyesight (wholly in-
tended ) (and) subservient to somc other suggested sensc ( anvapara =
vivaksitanyaparavacya). Rathcr the literal meaning ( of sight ) passes over

1. This refers to those passiyges in the firat Uddyota ( p. 88 and 104 ) that
speak of yunas and alaikdrax as oontributing to the beauty of poetry. In the second
Uddyota ( p. 188 ) thore is a passage in the Locana where the phrase samucitagund.
lankdra is actually used. Seo also Locaxa, p. 88,

2. Varraudyoyat means lokottaravarnanayogit, Bee K1’ L, p, 10 ( Jhalkikar's
edition ).

3. Abhinava speaks of sddzos in the A. Bh, Vol 1, ( p. 288),

4. Place a danrda after nirodhalaikaro on p. 508.

5. Thie expression, drytih (i.o. cdkrusam jldnam ) rasdn rasayitum rydpara-
vati involves a contradiction, something illogical and queer, and that is the reason
for calling the vision nard ( novel, out of the ordinary). Of course it is true that the
contradiction is removed later on by taking drysh to mean “poetic vision™ and
rasin rasayitym to mesn “to bring about aesthotic experience in the minds of the
readers or spectators ”, but as svon as wo understand the words metaphorically in this
manner, the “novelty > or “marvellougness ” also disappears. The wordes ata cva
nava refer to the contradiction between the prima facie senses of drerdi and rasda
rasayitum,

6. Atyantam can be taken both with avivaksitam and with asambharadhdodt,
The idea is that this is not atyantatiraskriavicya (a subvariety of avivaksitaracya ),
because the litetal mneaning of * sight ** is slightly retained in tbe sense thut careful
observation of the world around us is useful for the aspiring poet.
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into the meaning of * poetic vision™ that is the result of the repeti-
tion of the “sensual™ (ocular) perception ( of the world) (aindriyaka-
vijnana).! This passing over (into another meaning ) is helped by the
figure of speech known as * contradiction”.? So, Ananda will say :
« (there is the combination of arthantarasankramitaviacya) with virodha-
lankara™.® (The compound parinisthitartha visayonmesa can be explained
as follows : ) ( First) ya ca means sight as just described, i. e. the functioning
(unmesa) of which with respect to objects to be cognised is fixed ( or stable )
that is, immoveable ( definite ). Or else ( we can analyse the componnd as
follows : ) That sight the functioning ( unmesa) of which is with respect to
objects that are firm ( parinisthita), that is, well-known in worldly experi-
ence, and not with respect to completely unprecedented ( new ) objects as is
the case with poets (i. e. poets create new worlds whereas philosophers
analyse the one we live in ). The word ( vaipaSciti ) is explained as vipascitam
iyam (* pertaining to philosophers). When Ananda says® : ‘ drawing on
both sorts of vision »’, ¢ that of poets " and * that of philosophers ™, his own
modesty is suggested, for he means : *“Iam neither a poet nor a scholar.”
“ [ have borrowed this double vision ( poetic and philosophic ) which does
not really belong to me, the way a poor man in an ill-equipped house will
borrow provisions ( and articles of furniture, etc.) from somebody else’s house
in order to enterlain (a guest).”

TE DVE API: One sort of vision alone is not sufficient for accom-
plishing a proper scrutiny and interpretation ( nirvarmanam). Visvam (in
addition to the sense ** world ** ) means *‘all”. AniSam means again and.again

1. The compound asndriyakarijiaguadhydsollasite ( where ullasita must mean
something like ¢« being the result of ) can also be understood in a totally different
way: We can split the compouud after aindriya, and readkuvijridna. This would
then trunslate as : ¢ The result of tho repetition of the ocular perception (of the world)
on the part of the poet ",

2, How is the arthantarasuikramitavicyadhvans helped by sirodha ? The
point is this : tho initinl contradiction between drgsi ( eye-sight ) and rasdn rasaysium
vydparavati ( *“ engaged in bringing about the experience of physical flavours or
tastes ” ) is responcible for giving rise to the arthantarassikramitavacyadhoans.
The suggested praynjana in the ajmhallaksana is pratibhaliasya atisphutatvam
( extreme clarity of poetic vision ). Had the virodha (i. e. failure of the literal sense
of sight ) not Leen there, there would have heen no ajahall{aksara, and consequently
no suggestion of the prayojana. Thus the arthantarasmwikramsitavicyadhvani is
supported by (or based upon ) sirodha. So virodha is anugrdhata of the arthan-
tarasaikramitevicyadhoani ( which is the anugrdhyn ), Virodha is the aiga and
arthdantarasmikramitavicyadAvans is the aigin, So thiais a case of aigdigidbhaoa-
saikara or anngrahyanuyrikakabligvasankara,

3. P.slo,

4. Remove the danda after te avalambyets on p. 508, since this is part of the
jeries of three quotativns thut Abhinava enumerates,
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without stopping. We have been describing ( the world) through ( poetic)
descriptions (as explained above), and also describing in a definite
( categorical ) manner as follows : This is really like this® (i. e. making
careful analytic descriptions ).? A description (of this kind ) involves analysis
through direct perception (paramarsa)? inference, etc., so as to dis-
cover wherein the essence might lie, i. e. dissecting things very minutely
(tilasas tilasah) (and carefully). Tt is well-known ( khalu) that things to
be described are well and properly (or completely ) described when they
are presented at times by means of the poetic vision ( employed for bring-
ing about aesthetic experience ) and at times by means of the stable philo-
sophic vision which definitely and categorically reveals their particular (i.e,
true ) nature. Vayam means “ we who have been engaged in using both
illusory* (i. e, poetic) vision and analytic (i.e. philosophic) vision”.
Srantak means : “ not only have we not discovered anything substantial, but
quite the contrary, we have only found weariness . The word “ and ” is used
in the sense of ““ but’. Abdhisayana. (*“ O you who are sleeping on the
ocean ), because of your Yogic sleep, ( having withdrawn the whole universe
into yourself).* And thus you know the true nature of the real essence, i.e,
you remain in your true nature. A person’who is tired (naturally) feels respect
{bordering on envy) for one who manages to be lying down ! TVADBHAKTI.,
You alone are the true nature of the highest Self, the essense of every
ihing. “Devotion to you” means infusion with devotion preceded by
faith (sraddha), etc., which (infusion) arises in due order from wupasana
( adoration ), etc. We have not obtained any (joy) (even remotely ) com-

1. Abhinava uses this same expression on p. 97 of the Locana, in explaining
how a poet, even though he he gifted with imagination ( pratibha) must nonetheless
put in hard work in the form of revision, ete. : FAM FITWARELT, TuTRZfiry-
fafy ﬁﬁl’ﬁ ferecgwi FRESITERTERI | Of course the two terms are alightly differ-
ent in meaning.

2. Place a danda after sidam itham iti in the B. I. edition,

3. We take parimaric to stand for prafyalsa in general, rather than for
lingaparamargs (i e. as part of anumdna ).

4. Mithya refers to postic knowledge, because, as Ananda says in the fourth
Uddyote ( p.527), quoting some unknown meahdkevs : “ The literary utterance of
great poets is glorious. For it causes various ideas to enter the heart ( of the reader)
and appear (there) in a formm which iy different, as it were, from their real form ™,

The Skt. chdyd for thia is: NAUMMATAG ayrefyarag XY av faazmfa | @9-
ﬁiﬁﬂ, ar Aafa fFZFRAMIT 190 1| See also the fine verses by Anaoda quoted in the
third Uddyota, p. 498. See above, p. 12

5. We propose placing a dandn after yoganidrayd, which is the word added
by Abhinava to bring out the implication of abdhki§tyana. «“ You arelying on the

ocean in your Yogic repose. ¥ @Wd UF GERIIA!, @&IEG: 33’1’{1’:, should be
taken as a separate sentence. Cf,, on the unotion of Yoyanidra, Raghuvamba, XIII. 6.
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parable to that arising from devotion to you, let alone an identical (joy).
This stanza is the utterance of the author ( Ananda ), who began by first being
a devotee of God, and then, simply out of curiosity, adopted both the view-
points of the poet and the philosopher ( but found them ultimately unsatisfy-
ing ) and once again came to believc that rest in dcvotion to God was in-
evitable ( yukta).!

For we have already explained’ that the happiness which
results from ( conceptual understanding ) of both seen and unseen
objects which are ascertained ( parmigeit ), by all the means of
valid cognition (i. e. philosophy ) or even that transcendent joy
which consists in relishing an aesthetic experience —to both of these
the bliss that comes from finding rest in God is fux superior
(prakrsyate ); and that aesthetic pleasure (1vwdsnade ) is only the
reflection (revbhidse) of a drop (wpmrus) of that mystic bliss.

But ordinary worldly happiness is for the most part ( praya) inferior
to even that aesthetic dclight, because it is mixed with abundant ( bahutara)
suffering as well. This is the essence of what he means. >

This then, is Abhinava’s final position. To have provided a coherent
philosophy of aesthetic experience is no small achievement. Clearly it was
owing to Abhinava’s influence that so many later writers ( primarily among
the alanikarikas, and only very rarely among purc philosophers, for reasons
that still puzzle us) werc able to draw upon this precious analogy of religious
expericnce and acsthetic experience, and to make their own contributions.
It is not our purpose to provide anything more than the briefest glance into
some of thc more noteworthy passages in which interesting distinctions can

1. Is Abhinava juat guessing that this is the case from the single poem here
given, or is he actually privy to some information about the life of Anandavardbana
that basnot come down to us? One might he inclined to believe that he is simply
saying what hus bacome a cliché (cf. the popular notions about the lifs of Bhartrhari,
tho author of the fatalalrayam ) namely that oneis first inclined towards worldly
life, but eventually, in the wisdom of age, one cowmes to religion. But here Abhinava
says that Ananda was firat a devotes, then went through a middle period of interest
in poetry and philosophy, and finally came back to religion. This is too nnusuval to
be simply invented, and we think that the likelihood of Abhinava reporting an
actual detail of Ananda’s life is strong. Otherwise tho expression prathamam would
he out of place, since there is nothing in the verce itself to warrant this assumption,
This is important, hecause it is the only detail that we know of his life, for no other
legzands or reporta hnve come down to us,

2. By ity ukteam prag asmabhih, Abhinava must be referring to the Locana
iteelf { and not to an earlier work ). But we havo not come across any explanation ip
oar reading of the text of the Locana. A puzzle,



CONCLUSION 159

be found. One is found in the Vyaktiviveka of Mahimabhatta." Mahima
is objecting to the use of the word vis¢sa by Anandavardhana in the expres-
sion kavyavisesa in Karika 13 of the first Uddyota: “ It is also not possible
to speak of excellence ( viSesa i. e. atisaya) in the case of poetry, for kavya
(i. e. rasa ) consists in the relish of the highest happiness .2 Mahima means
that one cannot use the expression kavyavi§esa, since all poetry is rasatmaka
and is therefore in and by itself niratisayasukhasvadalaksana. ( He is thus
not referring to the division of poetry into uttama, madhyama, etc.). In support
of his contention he quotes the following very interesting verse : 3

“ When, from the recitation® and singing of the Dhruva songs, rasa
reaches its peak ( i. e. the spectator is filled with rasa ), he turns his attention
inwards ( antarmukha) for the moment, concentrated entirely on enjoying that
profusion ( bhara) ( of rasa) and becomes delighted. At that moment ( tatak)
when (he) is immersed in his own true nature ( svarupa) and he is unaware
of any outside object ( nirvisaya), his own deep flow (nisyanda) of joy
becomes manifest, by which even Yogins are pleased ".%

Madhusidanasarasvati in his .§riblmgavadbhakliras[lyanam, 1. 12,
differentiates between rasasvada and brahmasvada. He says that whereas
brahman is sat (existence) and «jrata (unknown by ordinary people),
worldly objects like a beautiful woman, ctc., are knowable (meya) by
means of valid knowledge. But a bcautiful woman, etc., as presented in
literary works appears to the sahrdaya in the form of pure consciousness
(caitanya) as limited by the beautiful woman, etc., when the covering mantle
disappears ( mayavrtitirodhane, paraphrased in the commentary as wyavarana-

1. VV.p. 100 ( Kashi Skt, Series ed, 1964, )

2. VV. p.100 : 7 9 o f43w: ey AdragaraEseare |
3. VV. p. 100 : q5TG: —

. TERY AT GRS @ | GEREREEE gAdEE; § 0
aa fafquaere @erEtdl @ | sy gl 39 gerfa aifie: o
4. We take pdarhya to mean : “ anything to be recited , and thus it can
denote the recitation of the nindi, the recitation of the speeches assigned to the
different characters, and also the recitation of non-dramatic poems. Dhruvigina
applies not only to the songs sung in the pirrarasga, but to all songs sung in the
actual course of the play, suoh as that sung at the time of the eatry of a character
,(prdve!u'ki dhruvd ) and that sung at the exit of a character (naiskramili dhruvad)
Royyaka (in his comm. on the VV,, p. 99) takes pirhya to be a reference to Kivya,
and dhrurd to be a reference to the Nditya : m&mﬁrm, mmﬁﬁﬂ"ﬁ?
AERIEEIEEATAR, | FAYT g THIAAT 59 @@ TL| Note that Ruyyaka,
p. 100, takes usya as n reference to the reader or spectator : usys carrayituh.

5. Cnoli (op. cie. first edition, Rome, p. 57), says that this verse is
IR certaioly from Bhatta Nayaka, ”
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tirodhane ), because the mind of the sahrdaya, stabilised in sattvaguna, becomes
for a moment identified with pure consciousness. But because it is after all
worldly objects ( visaya) that are perceived under the form of the highest
bliss ( paramanandarupavisayopadanat ) and because there is the non-percep-
tion (abhane) of the true nature of pure consciousness as it is limited by
worldly objects (rartadavacchinnacaitanyasvaripa),! there is neither immediate
release, nor any damage to the self-luminosity (of pure consciousness ). ?
What follows from this ?

“ Therefore, when this (consciousness limited by worldly objects)
becomes manifest in the mind, it turns into rasa, although owing to its being
mixed with insentient objects it is somewhat less ( than the joy of pure
consciousness ) ™. 3

Curiously enough, we have only come across one author who makes
the comparison in favour of rasasvada ( with the possible exception, depending
on how it is interpreted, of the verse from Bhattanayaka, quoted on p. 23),
and this is Jayadeva in his Prasannaraghava :

¢ Neither the knowledge of Brahman (i.e. spiritual bliss) nor the wealth
of a king can be compared to poetry. Like a daughter married to an un-
commonly worthy man, it creates joy in the heart when it is appreciated by an
exceptional person . *

1. Wa propose reading tattadavacchinna for caitanyavacchinna, because thia
latter makes no sense. If we read the former, tattad can refer to kintddivizaya. The
expression tattadavacchinnacaitanyas actually ocoura in the commentary, in the fourth
line from the beginning.

2. BR.L12:
I dgal A FEAIATAG: |

ArERfafAaTe IO oA goRg |
Note the commentary ( by M, himself ) :

TG TAAZEI R Yq-AE o3 ey 4 ga gfe: a-
TR T |
3 BR.L13: qq: (% edqg—
sqw@Ifaaifad wafg gfead |
frfagara wat arfa sreafafaseng u
Note the commentary : HifpRe g famEfordy fEW=ITE TR,
ST AT |
4. Prasannsraghava, (ed. by V., L. 8. Pansikar, NSP. 1922, p, 6). prastavand,
verse 23 (last stanza):

q FEfa 9 9 qaASIwyT 3299 F8ar FHE 1
SR gfa e TR @ &2 &R

Note the pun on the words lokottare puwmsi nivefyamand,
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Looking back over the many passages! quoted from Abhinava, what
can we pick out as the main similarities and the main differences? between
rasasvada and brahmasvada ?

SIMILARITIES

(1) There is no pain in drama, for everything is blissful when we
attain the state of rasa. This is equally true of any higher ecstatic experience.

(2) During an actual dramatic performance, we forget the self,

(3) We have no hope of material gain from art. The same is true on
the religious level, since to become seriously religious in India generally means
abandoning one’s acquired wealth,

(4) Both experiences are alaukika. We have seen how often Abhinavh
uses this term.

(5) Both experiences arc anandaikaghana.

(6) In both cases, the distance between the subjcct and the object is
removed. Thus Abhinava stressed that rasa is not objective.

() Time and space disappear for the duration of the experience. We
are not conscious of our surroundings during a drama, or at least we ought
not to be, according to Abhinava.

(8) During both experiences there is total immersion. In the case of
samadhi there is vyutthana, which could correspond ( perhaps forcibly, however )
to leaving the theatre and re-entering ordinary life. We have ail certainly
experienced the curious fecling of being let-down, even of depression, upon
leaving a theatre.

(9) In both cases, special preparation is necessary : music and dance
in the theatre, and perhaps one might include bhajans and other parapher-
nalia of bhakti in the case of religion.

(10) In both cases, what appears is not somcthing that is * created »’

anew, but something that is * manifested ™, or ‘‘suggcested . Rasa is not
« produced ™, it is ‘‘suggested . So also, the identity of the arman and

1. Soe also the Brahmasiddhi of Mandanamiira, Ch, 1, p, §, Kuppuawami
Shastri's edition : Y§ § SFFEZ @@ ( TWE=E ) AT g5 |

2. Note what the Suigitaratndkara, I11. 1266 says : H‘El’ﬂ’fﬂfiﬁ{iﬁ éﬁl’il

The Bhicaprakasina, 11 ( p. 53 ) also deals with the distinction between
rasdsvida and brahmdsodda and then ends by saying :

frarmdtsanag<h: qOae: |

Firaditanaya, as is clear from Ch. I, p. 26-27, and Ch.1I, p. 47, does not accept
édnta, However, at LI, p. 48, a certain Visuki is ¢uoted who does accept dinta,
On thia problem, see Raghavan, ¢ The Nvnbher of Rasas,” p. 11,
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brahman is only a question of removing ignorance (i. e. nothing “ new ™ is to
be acquired ). In Vedanta the term abhivyakti is often used for this process,
justas both Ananda and Abhinava use the same expression for rasa.

(11) In Vedanta, avidya is removed by means of sravana, manana etc..In
rasanispatti, Abhinava emphasises how the vighnas must be removed before
rasa can manifest itself,

(12) In both cases there is a sense of rest ( visranti), of having reached
the goal (cf. the Vedantic expression krtakrtya) beyond which there is
‘nothing to be accomplished.

(13) In the aesthetic experience, Ananda (and Abhinava) make light
of the * means > that have brought it about, especially of the vacya sense,
‘which is compared to a lamp (D. AL 1.9) which is useful for illuminating
objects, but which is not the goal of our efforts. Similarly, in Vedénu},
Sankara speaks of the upayas as being similar to a raft which we leave behind
after our destination has been reached.

DIFFERENCES

The differences are no less striking, and certainly ought not to be
lightly dismissed. Abhinava himself makes the distinction in a difficult
passage in the Abhinavabharati ;"

* Acsthetic experience ( carvapa) is different from the perception of
love, etc., that arises because of ordinary valid means of cognition such as
direct perception (pratyaksa), inference ( anumana), textual authority
(agama ), sinmile ( upamina) and others. It is also (an experience ) different
from the indifferent ( ratastha) knowledge of another person’s thoughts that

- arises from direct vision in a Yogin, and from the experience that consists of a
single mass of the bliss (@nandaikaghana) of one’s own Self that belongs to the
-highest Yogin and which, being pure ( suddha), is devoid of contact ( uparaga)
with any object of the senses. The reason why aesthetic experience diffars
from all the above, is because of the absence of beauty caused respectively by
the appearance of distractions such as the desire to acquire ( arjanadi ),

. the absence of active participation, the absence of clarity ( asphutatva ), and
being at the mercy of the object ( of contemplation ).

1. A. BA.1,285. Guoliy p. 21 :
f @ feRfEnIREamasgaddd 3dm | &1 T S@a IMAANEETReO
qATIA AT agaIa Rl Zﬁﬁrmﬂrmwwﬁrﬁﬁmrﬂmvﬁmmﬁm

. ATATARAIGHAE fifgead, eda avErRsR AT R AR
FaEt= 4 faTETa |
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Other differences are :

(1) The final state in Vedanta is almost always described (!) as
ineffable,’ whereas Ananda is clear that such an adjective can never be predi-
cated of dhvani. Whether Abhinava agreed or not is not evident.

( 2) The Adhikarin in the case of liberation is much more strictly defined
‘that he is for literature. After all, children are perfectly capable of watching
a drama, though they might not take away as much as a qualified adult.
Sahrdayatva is a much more worldly and concrete qualification than is
.mumuk sa.

(3) The drama is not expected (at least Abhinava never says any-
thing about this ) to change one’s life radically. To have a profound aesthe-
.tic experience is simply satisfying and does not imply that one will be in any
sense profoundly altered. One cannot say the same for mystic experiences,
Quite apart from the concept of sadyomukti, any deep religious experience is

very likely to make a manifest, sometimes drastic, change in a person’s out-
ward life.

(4) It is significant that most writers, ( Abhinava is an exception), do
not use the term ananda to describe the purpose of poetry as often as they use
the less ethereal term priti and even more often vinoda, *‘ cntertainment . It
-is perfectly legitimate to give curiosity as the reason for wishing to see any
given drama. But to say the same of rcligious experience would be unthink.
able, at least in ancient India. ’

(5) With the exception of Abhinava, (who has highly ‘ spiritual
‘ideas about love, see p. 14) most writers regard the highest expression of
drama to be sexual love, without any philosophical implications.

In spite of these differences, such sentiments in regard to aesthetic
experience as Abhinava provided, became very common. For instance in the
Alankaramahodadhi of Narendraprabha Sari we read :

1. E. g. Gaudspada, 111, 47 : @& =7 Qfqqiogfed §@ITAR | Ananda-
vardhapa ia quite clear that such an adjective can never be predicated of dArani :
ATt FEIAERARTIRATCH AN A AT GRSy 7 qdeqantz=i | (D. AL p.162-63),
Sahrduyahrdayasamvedyam is not amhiguous and cannot be Ananda’s own position,
for if it were, this would in no way prove that dhvani was ‘¢speakable” but only that
it was ¢ knowahle” which is not the same thing at all. Moreover, this is confirmed
by the passage in the D. /il., p. 33, where this adjective is given as part of the
angkhyeyavide, We feel that it is quite possible that Abhinava himself, however,
did not really agree with this position. It is interesting that he duves not comment
extensively on tha anidkhyeyaviids axcept to hint that it is a Buddbist position, with
which Apanda bas dealt elsewbere ( Locana, p. 519 ). ’
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“ ( Aesthetic experience is that state ) wherein the mind sinks for a
moment, where it bathes with ambrosia for a moment, where it gets drunk

for a moment, where it melts away for a moment »’.

1

Even such a staunchly Vedanta work as the Pancadasi of Vidyaranya

seems to

have been influenced by aesthetic speculations in four lovely verses :

** The lamp which is in the theatre lights up equally the manager, the
audience and the dancer. Even if they are not present, it shines .2

‘** The manager is the ego. The audience are the sense-objects. The

dancer is

the mind. The keepers of time, etc., are the sense-organs. The

illuminating lamp is the Witness ( i. e. the Self)™.3

* Whatever forms can be imagined with the mind, illuminating all of

these, he
.yond the

becomes the Witness of all of them. By himself however he is be-
reach of words and mind . *

“ How can I experience such a Self ? If you feel this way, then do not
(try) to experience it. When all experiences cecase, then the Witness alone

is left . ¢

Here is a verse quoted by Jayaratha in the Tantraloka which seems
to sum everything up in a very fine analogy :

“ Just as when various objects such as pieces of wood, leaves, stones,
etc., fall into a salt-mine they turn into salt, so also emotions ( turn into bliss
when they fall into ) the pure consciousness that is our very Self **. %

1.

Alankaramahodadhs of Narendrupradbha Suri, ed. hy L. B, G. J. Pandit,

Orienta! Institute, Baroda, 1942 ( G. 0. 8. XCV ) :
T O 94 @ @I y03 | JrEaE g9 33 [{@ta 9 gonga

The Agoipuripa too uses the same terminology as Abhinava :

Ayt qOt A8 gAEars @ | XY &G h dad SRAAET I
A= GEACH MY G WRIAA | HAfFR: 97 aF I TIHARE@AT 0
Ch. 309, vv. 1-2 These verses seem to us cleurly derived from*Abhinava,

2.

Paficadadi, X. 11:

FETEIYR A0 g8 @¥Iia adAe | QUIRREIET arashy Fread

3.

PD, X.14:

JEFR: TG ¥ e qdat wfq: | gty e ararvmas: o

4.

Pp.X.23:

quz O AT IEAT TAIWTAL | TW T AI@ @t angEanras o

5.

rD. X, 24:

F4 TFQAT TG G THT qEAA | GIRIGETAT @TATEEEAY 0

6.

7. Al Vol. 1, p. 30, part two, second dhnika, under verse 35 :

qu1 *AEF SR FETNITEEG: | SIWATT AU~ awr wranfrEreafa
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LATER WRITERS ON Sanfarasa aND Rasasvada :

It is not our main purpose to examine in any detail how the writers of
the later tradition deal with the themes supplied by Abhinavagupta. None-
theless there are certain passages which we feel deserve to be noticed. The
three main texts that should be scen arc the Kavyaprakasa, the Sahitya-
darpana and the Rasagangadhara. Therc are two areas in which we are inte-
rested : Santarasa and rasasvada. The Xavyaprakasa is quite brief on §anta-
rasa. At 1V, 29 Mammata says :

“§ rhigara, hasya, karuna, raudra, vira, bhavanaka, bibhatsa and
adbhuta—these are stated to be the eight rasas in drama,

Later, at IV, 35 he says :

« Santa is the ninth rasa, of which nirveda is the sthayibhava® and then
he gives the stanza ahau va hare va kusumasayane va drsadi va as an example
of §anrarasa.’ It would scem therefore that according to Mummata, santarasa
has no place in drama, but only in kavya. But his statement is not un-
ambiguous, and it is possible to interpret him to mean that generally only
eight rasas are admitted, but that he would admit also §gnta as a ninth.

, Visvanatha, in the Sahityadarpana, 111. 45 fI., has the following remarks

on SR:

Sahityadarpana 111. 245-250 ;
Y A —
A I ITATFA: ||
Fryrggacer: SaRAns: |
Al AR AEr g Al
QIR ET a1 THFITEI |

¢

o1 5E R EeTTZT: ||
TE TYEIEE I I €A |
QAR AW TR ||
g TRl qaZ Az |

1. Accordlng to Ksumendra, Aucityavicdracarcd 29 ( Minor works of
Ksemendra, 8anskrit Academy Series No. 7, Hyderabad, 1961, edited by E. V., V.
Raghavacirys and D. G. Padhye ), this stanza was writton by Utpalarija, XKosambi
(** The Epiyrams Attributed to Bhartrhari™, Bhuratiya Vidya Bbavan, 1948, p. 85)
includes it among the Saméryiradlokas, as no. 213,



166 AR

CAFT AT TR ASAL A
G 7 GRgF T G0 T GAK: |
Rearimafagregs Famaoma o
fr.ag: & #31 sgifug fgleats ||
gfveg AgTaRaRT 22847 |
FrearETARAETREE a1 )

TR & AMARE SHEIeARTal  AeuTenageEey 9
rmRERISARECIIGERRGT 4 2y | arae]  SSROIEHE-
AT AR | A AN DRGSR |
aﬁ s

‘T gAGE T GE A A T g0 A 9 afateet |
@ g e Fal ﬁFﬁ::J} H%‘;!, m\-ﬂ grgHmr: |\ )
FRERTET AFAeY AlgEenAEmEE T eI agiE G-
TR WAt —
| TeRTHCIEEERE 3 T @ o g |
wwamfa azfergaaig: fafoyg 7 Bwan )
gufergEAl s weTer IntsgETEEE R |
I fB—
‘ge] HIMEE JF 479 X7 qggE. |
TMFAgEE Ted: G FER ||
gAiFEEFlead a9t A |
AR AT ||
s a=rgRiafemEadagaaa: |
a3 aafen dadn
FI AEIIHE GUINRMR T8-
aarT: W BRA FamisgRezE. |
1 AT Ager @ B
gdicfy Fimfafmim Feiy aa
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«« Santarasa has calmness (5ama) as its basic mood. It belongs to the
very best of men. It has the white complexion of the Kunda ( jasmine) and
the moon, and the revered Nirayana as its presiding deity. Its alambana-
vibhava is the cmptiness (or vanity ) of all things because of their transient
nature, or it is the nature of the supremc Self. [ts uddipanavibhavas are holy
hermitages, sacred places ( hariksetra), places of pligrimage, pleasant groves,
etc., and the company of great men etc. Its anubhavas are horripilation, etc.
Its vyabhicaribhavas are self-disparagement, joy, recollection, resolve, kind-
ness towards all beings, etc. Here is an example :

“ When will the crows fearlessly carry away the food placed as alms in
my joined hands, as I move along the highway wearing an old, worn-out,
tattered and inadequate garment, looked at by the citizens on the road with
fear, curiosity and pity, sleeping in the unfeigned bliss of relishing the nectar
of spirituality 7

The full development ( of santarasa ) is to be seen in the Afahabharata,
etc.

*“ Dayavira ( in which the sthayibhava utsaha is based on or is con-
cerned with mercy or benevolence ), etc., are not identical with this ( santa),
as ( §anta) is without even the slightest trace of egoism ( while dayavira, etc.,
are marked by egoism ) *.

In dayavira, etc., such as for example in the case of Jimatavahana, etc.,
we do not find an extinction of egoism, in as much as we observe in the
middle of the play, Jimatavihana's love for Malayavati, and in the end his
attainment of the status of sovereignity over the Vidyadharas. .S"tha, how-
ever, cannot be included under dayavira, etc., because its exclusive nature is
the extinction of egoism in every way. Hencc the view that in the Nagananda,
santa is the dominant sentiment, is refuted.

It may be objected as follows :

*“ Where there is neither pain, nor pleasure, nor worry, nor hatred, nor
affection, that is styled as §antarasa by the chief among the sages, that which

» ]

consists in equality towards all objects ™.

How can santarasa which is of the nature described above, and which
manifests itself only in the state of emancipation ( moksa ), where there is the
complete absence of the auxiliary feelings (and the abiding mental moods such
as love, etc. ) be regarded as a rasa? We reply as follows:

** Since that tranquillity alone which exists in the state wherein the mind
is joined to and also disjoined from the soul (i.e. wherein the soul is not

1. Reading sarvesu bhavesu samapramdnah, while in the Dafaripa, under
1V, 45, the reading is sarvesu bhdvesu Semapradhinah,
Xxiv
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completely absorbed into the absolute) attains to the nature of rasa, the
presence of the auxiliary feelings etc. (i. e. of the abiding mental moods, the
excitants and the ensuants ) is not ruled out ™.

As for the statement that there is in $anta the absence even of pleasure,
‘that refers only to worldly pleasure ( vaisayikasukha), and hence, there is no
contradiction. For it has been stated :

“ The earthly pleasure arising from fulfilment of desires as well as the
great pleasure which is attained in heaven — these are not equal to even a
sixteenth part of the happiness arising from the extinction of all desires ™.

Dayavira, etc., deserve to be included under santa, provided that they
are completely divested of egoism in every way.

The word “etc.”, stands for dharmavira, danavira, love having a deity for
its object, etc. Amongst these, love having a deity for its object is illustrated
in the following stanza :

* When shall [ pass my days as a moment, dwelling in Varanasi, on
the bank of the divine river ( Ganges) wearing a loin-cloth, holding my
.hands joined on my head and crying out : “ O lord of Gaurj, destroyer of
Tripura, three-eyed Sambhu, be merciful towards me !

The commentary of the Sahityadarpana on rasasvada, while interest-
ing, is too long to include here (see SD III. 1 and fI.). This and the com-
mentary of the Kavyaprakasa on rasasvada (111. pp. 91-95, Yhalkikar) are
readily available, since there exist translations into English of both these texts
( see Bibliography ). The Rasagarigadhara, however, is a different matter,
since it has never been translated before. We therefore thought it worth-
-while to translate in full Jagannatha’s remarks on santarasa, and to provide an
explanatory translation of his remarks on Abhinava’s views on rasasvada.

Here is the first text:
Rasagangadhara

q9—

CER: FE: AN TR ARsgaw |

gren wrAaEeT fvaEs g 93 )0
ST | B = A |
FFra—

¢ JFAE TRETAAIAE T ZEET, |

AEPA @ T2 T TR I ||
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$IIg: | FAUR 7 237 | 341 & Az gawR Yo, A @i
@aad | GRNFEA [ATAT a1 @R ANEMEG | T 9 0
FHNETA AT R ERAGITARIG T=87 | 8@ WIRIARIETE azhma.
REEHAE AGGAIT: | AE F AT™ RARWEA  agIdEEan 37-
FqFmeragaIsit FamawE Byramiia o afa et
e, o aash geva 1 o Al BRI ger e
ot Resmenaa: moa w3 N A0, R aEargEs:,
FRASIE AT (€A=R aial sshesang | Beafe-agmras a3 PribE-
i adisiaE qaRMEad agdNA®E sTeagguaaAdiAcE.
qift Rerem BRONEW: | o9 o3 9 |@ran iaa— .
: AP @1 TSR SR IIEA |

az=me, aa: Hfua W @ a2 ||
AT mizash AR @) eRdiR saaenfian | 3G A WA @ AaRd-.
EEad U AARIAAERA EITIHT AFETATAT TS
PAfgEa== Fen QisTA Sl | 3d 0a ‘o8l AR @ WA’ -
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Rasagangadhara !

Rasa is ninefold, because of the statement :

o .é(r}g[zra, karuna, santa, raudra, vira, adbhuta,
hasya, bhayanaka, and bibhatsa — thus they are nine .2

And in this matter? the statement of the Sage ( Bharata) is the final
authority.

But there are some who say : *

« Because santa can be developed only from (the sthayibhava) sama, and
because $ama is impossible in an actor, there are only eight rasas in drama;
$anta has no place in it ”. This is not, however, accepted by others. They say
that the argument advanced ( by the advocates of eight rasas) namely that

1. We bhave ased the KM (12) Ed. 1939, p. 35 1L,

2. Woe do not know where thia verse could come from. We take it that
Jaganoatha is saying that it is based on the Ndryasistra, not that it comes from the NS,

3. Atra means : asmin visaye, nawely rasasaillydvisaye.

4. Apare includes Jugannitha himself. He of course accopts the existenee
of §antarasa. K
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sama is not possible in an actor, does not stand to reason, because we do not
accept that the revelation (i.e. aesthetic enjoyment ) of rasa ( ever ) takes place
in an actor.’ As the spectators (on the other hand) can experience tranquillity,
there is no difficulty in the arousal of ( §anta) rasa in them. It would not be
proper to say that as the actor (himself) is devoid of sama, he cannot be
capable of acting in a manner congenial to $ama. For in that case, it will have
to be accepted that, since an actor is devoid of ( genuine) fear and ( genuine)
anger, etc., he would not be capable of acting in a manner congenial to fear,
anger, etc. also. Now, if there is nothing objectionable in the actor’s being able
to manifest, through special training, repeated practice, etc., the artificial effects
of anger, etc., although there is no possibility in his case of the real effects of
anger, etc., i.e. although he cannot actually kill or imprison ( the object of his
anger ), then the same should apply in the case of Sama as well. It may now be
asked : “ How can there be the emergence (udreka ) of santa in the minds of
spectators (of a drama), since there is in a drama vocal and instrumental music,
etc., all of which are opposed (to the suggestion of the sthyayibhava sama), and
since santa is by its nature averse to the contemplation of worldly objects (e.g.
music, dance, etc. )?** The reply is that those who admit the existence of santa
in drama, do not believe that the presence of vocal and instrumental music in a
drama acts as a hindrance to the emergence of santa, for the very reason that
the result (namely the emergence of santa) is actually experienced (phala-
balat). 1f now it is maintained ( by the opponent) that thc contemplation
of any worldly object is detrimental to the emergence of Santa, then (even in
the case of non-dramatic poctry ), the alambanavibhava of sama such as the
transitory nature of worldly existence, and its uddipanavibhavas such as listen-
ing to the recitation of the Puranas, association with saintly people, visiting
sacred penance-groves and holy places ( rirtha), being worldly objects (after
all ), will have to be regarded as detrimental to the emergence of santa (in the
minds of the readers of non-dramatic poetry ). It is for this very reason that
in the last chapter of the Sungitaratnakara, it has been said :

‘“ Some have urged that in dramatic compositions (nazyesu) there are
only eight rasas. But that is not (at all) correct (acaru — unconvincing),
because no actor ever actually relishes any rasa whatsoever », 2

1. Jaganoitha does not accept the fact that the actor has rasa. Bhaitalollata,
bowever, A. Bh..p. 264 (Vol. 1) believed that he does : rasabhdavdnim api rasand-
vefavab:na nate sambhavid anuramdhibalic co layddyannzaranat ( for this phrase cf,
Locdana, Uddyota, 1I, p, 184, last line). Note too Dufarips, IV. 42 — kivydrtha-
bhavandsvido nartakasya na varyale.

2. Sangitaratndlare, VII, 1360, p. 400 of the Ed. by G. B. Bastri, Vol, IV
Adyar Library, 1933, Madras,
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By means of this and similar arguments it has been established (in
that work ) that $antarasa exists ( even in dramatic poetry ). Even those who
hold the view that §amtarasa has no place in dramatic poctry (natya) will
have necessarily to accept its existence in non-dramatic poetry (kavya),
(firstly ) because there are no such objections (to its acceptance in non-
dramatic poetry) as given earlicr, and (secondly ) because it has been establish-
ed on the strength of all pcople's actual expericnce that works like she Maha-
bharata have Santarasa as their dominant emotional mood. It is for this very
reason that ( a great schoiar like ) Mammatabhatta first opened his discussion
(on the number of rasas) with the words * eight are the rasas in drama !
and concluded his treatment of the subject with the remark : ¢ sanfa too has
to be admitted as the ninth rasa (in non—dramatic poetry ). ?

Of these — love, sorrow, disaffection, anger, enthusiasm, wonder
mirth, fear and disgust are the abiding mental moods respcctively ».?
ON THE sthdyabhava OF santa

( The sthayibhava of santa, namely) nirveda* (* world-weariness ™) is
a peculiar state-of-mind ( cittavrttivisesa) which is also called by the name
visayaviraga (** aversion to worldly objects of enjoyment * ) arising from con-
templation on the eternal Reality (nifyavastu) and the non-eternal phenomenal
appearances in the world (anityacastu). If, however, nirveda is ( not the
result of such contemplation, but is) the result of domestic quarrels, etc., it
is regarded as a vyabhicaribliava ( a transient mood ) ( since it is of a transi-
tory nature ).* '

Now here is a difficult passage from the Rasagasigadhara on rasa : ®

anfuaeleadiAamaem weaT aWigy: @szagid  gEvwdA-
gerAalEEad  wiAmAIAfeR  fnfeagseraulianfs e frafraimg-
TAsANEREEaeEe: TpaeRimEsTRe:, afzEifRedmmanr,
smrfzfi: &0, F-afii: sewilfay, dq1 opdteaSiEza som-
T FFRFARAAIMRMIATA @ ggEIREagMT R T JuE
EYFITHA A [AAEEAIA-ZT g8 MadiEmae i Boname
@fia @: !

1. KP.,1V. p. 98 (Jhalkikar's edition ).

2. KP, 1V. 35 p. 7.

3. T qrry fadrnaracra frwa: | grar 99 garar 3 aqTfgamEn: ®amEEt o
. 3. fiffemEfaan (faasfkiae) et Gd: wesoieg
sfirard
6. On the two kinds of uirveda, ece the 4. Bk, (Raghavau's ed. p. 105 ),

surely the source of Jaguunatha’s remurks,
) 6. Pages 28-27 KMl edition 1939,
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‘“ Rasa—aesthetic enjoyment—is the sthayibhava rati, etc., which is of
the form of a mental impression, already crystallised in the mind and im-
planted in the mind since the time of birth ( or since time immemorial ) and
cognised (or perceived) by the cogniser (i.e. by the reader or spectator)

along with the joy of self-realisation ( nijasvarupanandena saha) which is
absolutely real (and not imaginary), as it is self-luminous (svaprakasa)



APPENDIX 173

(and does not require anything else to illuminate it). This cognition of a
sthayibhava ( such as rati, etc.,) is the result of an extraordinary function
( of words and senses ) (i. e. it is brought by the function called suggestion ).
( This suggestion ) is produced ( pradurbhavita ) by the appropriate alambana-
vibhavas, uddipanavibhavas, anubhavas and vyablicaribhavas ( described in
the poem or represented on the stage) acting jointly and simultaneously
( sambhuya). The extraordinary function ( namely suggestion ) which is thus
brought into play as a result of the vibhavas, etc., immediately removes the
ignorance which acts as a screen (or veil ) covering up (or obscuring ) the
blissful consciousness of the Self. And when the screen of ignorance is thus
removed, the cogniser rises supcrior to and becomes divested of his peculiar
properties such as being a limited cogniser (etc. ).

The vibhavas, anubhavas and vyabhicaribhavas are first presented by
the poet or dramatist to the reader ( or spectator ) through thc medium of
the poem (or drama) which is charming because of the appropriate and
beautiful literary style (adopted for conveying the vibhavas, anubhavas and
vyabhicaribhavas ). These vibhavas, etc., enter (i. e., make an impression on )
the mind of the appreciative, sympathetic reader ( or spectator ). Then by
the power of the peculiar mental reflection (on the vibhavas etc.), on the part
of the reader and in cooperation with his appreciative attitude, the vibhavas
etc., become divested of their individualistic limitations and become univer-
salised (or generalised ), and vibhivas like Dusyanta and Sakuntala lose their
individualistic natures as Dusyanta and Sakuntala and stand out before
us in the universal character of manhood and womanhood in general. In
the realm of poetics, fundamental causal factors like Sakuntala , exciting
causal factors like moonlight, effect-factors like the shedding of tears and
collateral, accessory effect-factors, like anxiety etc., are designated by the
names alambanavibhava, uddipanavibhiva, anubhava and vyabhicaribhava res-
pectively. They are extraworldly ( 2/aukika, i. e. they are idealised ( and not
presented as they exist in ordinary life ) so as to serve the purpose of awaken-
ing and nourishing a particular mental mood (such as love etc.). In the
ordinary world they are called alambanakarana, uddipakarapa, karya and
sahakarin, but when idealised soas to suit the atmosphere of poetry and
drama, they are known by the names vibhavas, anubhavas and wvyabhicari-
bhavas.

‘“For it has been said that a sthayibhava revealed ( or suggested) by
the vibhavas etc. is called by the name of rasa™.! Revealed (or suggested )
means ‘“ made the object of revelation (or suggestion) . Now vyakti
(revelation ) (in the context of rasa-realisation ) means consciousness ( pure,

- 1. KP. IV, 28, p. 88, ( Jhalkikar's edition ),
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blissful consciousness of the Self ), from which the enveloping screcn is (tem-
porarily ) removed ( bhagnavarana cid). Just as a lamp covercd by an earthen
bowl] (or wicker-basket ) begins to shine by it self, and illumines nearby objects
as soon as the cover is taken away, in the same way pure consciousness in the
form of the arman(i. e. the atman who is pure consciousness and supreme
bliss ), which is covered by ignorance, desire etc. begins to shine on its own
(svayam prakasate) and illumines the sthayibhavas like rati, etc., along with
( appropriate ) vibhavas, etc. For the sthayibhavas like rati are the properties
(or attributes ) of the mind (in as much as they are of the forin of mental
impressions or instincts embedded in the mind ) and hence they arec admitted
(by rhetoricians and Vedantins) to be capable of being illumined by the saksin
(i. e. the arman consisting of pure consciousness ) ( as soon as the enveloping
veil in the form of ignorance, desire etc., is removed ). There should be no
difficulty in accepting that even the vibhavas, anubhavas and vyabhicaribhavas
are illumined by the arman ( although they possess an objective character and
are objective entitities likc ghata, pata, etc.), on the analogy of the horse etc.
seen in a dream, or on the analogy of the silver (erroneously) perceived in
a piece of tin ( rarigarajata). According to this view rasa is nothing but the
subtle, latent instincts like love etc.  As these instincts are permanent moods
of the mind, rasa also is permanent in character. Now the question arises,
how rasa is said to come into existence and cease to exist if it is permanent
in its nature. The answer is that origination ( wfpatti) and cessation ( vinasa)
really belong to the acsthetic experience ( carvana) of the vibhavas, anubhavas
and vyabhicaribhavas which are the suggestors of the rasa. Or origination
and cessation may be said to belong to the avaranabhanga (removal of the
screen in the form of ianorance, desire etc. which covers up the blissful con-
ciousness ). But the origination and cessation are mctaphorically transferred
to rasa by laksana ( rase upacaryete). For this an illustration is given from
the sphota doctrine of the grammarians. The letters in the form of sphota
are really eternal. But they are in ordinary language spoken of as subject
to origination and cessation, only in a metaphorical sense. They are said to
be subject to origination and cessation because of the origination and cessa-
tion of the contacts between the places of articulation ( palate etc.) and the
articulators (tip of the tongue etc.). The duration of the removal of the
screen of ignorance, desire, worldly distractions etc., is conditioned by the
enjoyment ( carvana) of the vibhavas, anubhavas and vyabhicaribhavas (. e.
the removal of the screen of ignorance etc., lasts only so long as the enjoy-
ment of the vibhavas etc., last). The moment the enjoyment of the vibhavas
etc., comes to an end, the light of one’s own blissful consciousness be-
comes veiled once again by the power of ignorance, desire, worldly distrac-
tions etc., and the light of consciousness that until now illumined the sthayi-
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hhavas being itself enveloped, the sthayibhavas though permanent (i.e. though
present and exisiting all along), do not shine any longer, and their enjoyment
comes to an end. This is the reason why, and this is the sense in which, rasa
is said to be subject to origination and cessation.

Or we may say as follows : because of the enjoyment of the vibhavas,
anubhavas and vyabhicaribhavas, which enjoyment is evoked ( or is called into
play, unmisita ) by the sympathetic attitude of the appreciative reader or
spectator), the mind of the appreciative reader or spectator dwelling on the
various sthayibhavas, becomes transformed into the blissful consciousness
which is the nature of the atman, just as in the case of a Yogin, his mind
becomes transformed into blissful consciousness during deep meditation
( samadhi ). This transformation of the mind into the blissful consciousness
( which is the real nature of the atiman ) amounts to the identification of the
mind with blissful consciousness ( tanmayibhavana). Now this bliss is not
comparable with any of the ordinary worldly joys; because ordinary worldly
joys are a property of the mind ( antahkaruna), ( while this bliss, kavyananda,
is the essence of the atman itself ). ( Really speaking kavyananda is not
identical with brahinananda or brahmasvada, because it is produced by the
laukikasamagri, such as the contemplation of the vibhavas, anubhavas and
vyabhicaribhavas as described in a poem or exhibited in a drama, and so it is
essentially laukika. But still it is alaukika in the sense that it is not com-
parable to any of the joys of this world. At the time of experiencing worldly
joys, the atman enters into contact with the mind so that laqukikananda is
cittavettisamyuktacaitanyasvarupa. But Kavyananda-or rasacarvanajanyananda-
is suddhacaitanyariipa, i.e. at the time of experiencing rasasvada the cittavrtti
itself becomes transformed into the bliss of pure consciousness). Jagannatha

sums up the view of Abhinavagupta and his followers on rasa realisation as
follows :

“Thus in the light of the real intention ( svarasya i.e. abhipraya) of the
works of Abhinavagupta and of Mammata and others, rasa is a sthayibhava
such as rati, characterised by blissful consciousness (i. e. becoming the
object of pure, blissful consciousness which is the atman's real nature)
from which the covering lid has been removed ( bhagnavaranacidvisistah, i. e.
bhagnavaranacidvisayabhiitah). But, says Jagannatha, really speaking the
view of Abhinavagupta and Mammata ought to be stated as follows : rasa is
the blissful consciousness itself from which the covering lid ( of ignorance,
desire and worldly distractions ) has been removed and of which the sthayi-
Bhavas like rati have become the object ( ratyadyavacchinna bhagnavarana cid
eva rasah). This emended statement of the view of Abhinavagupta and
Mammata is based on the $ruti passage: raso vai sah. rasam hy eviyam
labdhva anandi bhavati. The difference between the two statements of Abhinava-

XXV
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gupta’s and Mammata’s view consists in the shifting of the visesanavisesya-
bhava. According to the first statement bhagnavarana cid becomes the viSesana
and raryadisthayibhava becomes the visesya. According to the second state-
ment, ratyadisthayibhava becomes the »isesana and bhagnavarana cid becomes
the visesya. But according to Jaganratha, the second statement is much more
in harmony with the $ruti passage quoted above, although the first statement is
in keeping with what Abhinavagupta and Mammata have actually said in their
works. “ But in any case, (i.e. under both the statements) the element of con-
sciousness ( cidam$a ) is either a vifesana (in the first statement ) or a visesya
(in the second statement), and one thing is certain ( or established ) that rasa is
eternal (nitya) and self-luminous ( svaprakasa ), because rasa is vitally con-
nected with the cidamsa (either as visesana or as visesya) and the cidamsa is
eternal and self-luminous. Thus from the point of view of the cidams$a, rasa is
eternal and self-luminous, though from the point of view of the ratyadisthayi-
bhava it is non-eternal ( anitya ) and illumined by something else ( para-
prakasa or itarabhasya)”. (Hence both the remarks, namely rasak nityah
svaprakasa$ ca and rasal anityah itarabhasya$ ca, are justifiable from their
respective viewpoints, )

Jagannitha then goes on to say that the relishing of rasa is nothing but
the breaking off ( or withdrawal ) of the screen (or mantle ) (of ignorance,
etc. ) covering the pure consciousness ( cidgatavaranabhangal) or the trans-
formation of the mind into the bliss of pure consciousness which is the
nature of the atman ( tadakara, i. e. svasarupanandakara, antahkaranavrttih).
Now this aesthetic enjoyment (rasacarvana) is different from (and is not
identical with ) the meditational trance (samadhi or hralmasvada). For it
has for its object (alambana) the bliss of pure consciousness blended with
the cognition ( or consciousness ) of the vibhavas, anubhavas and vyabhicari-
bhavas —which are worldly or mundane matters ( visaya, i. e. samsarikapada-
rtha). But brahmasvada or parabralmasaksatkara is not mixed or blended
with the cognition ( or consciousness ) of worldly matters. (It is visuddha-
brahmavisayaka or atmanandavisayaka). Further, aesthetic enjoyment ( rasa-
svada or rasacarvana) is the outcome of the special function, namely
vyanjana peculiar to poetry, while brahmasvada is the outcome of the process
laid down in the Upanisads, viz. $ravana, manana, nididhyasana, etc. [ Thus
there is a difference between rasasvada and brahmasvada with regard to the
visaya ( object ) and the means ( karana or sadhana) ].

We translate the next section ( beginning : athasyam sukhamSabhang,
etc.):

“Objection : what evidence or authority ( manam ) is there for holding
that in rasasvada (or rasacarvana) there is the experience of an element of
happiness (joy or pleasure) (sukham$a)?
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Reply : A similar counter-question ( paryanuyoga) could be raised in
regard to samadhi ( or brahmasvada ). In other words it may be asked : what
is the evidence (or authority ) for saying that in meditational trance also
there is the experience of happiness (or bliss)?

Objection : Why, there is the following evidence (in the form of a
quotation from the Bhagavadgita, to prove that in brahmasvada there is the
experience of bliss). The Gita says (V1. 21): sukham atyantikam yat tad
buddhigrahyam atindriyam—which means that brahimasvada is full of happi-
ness which is super-sensuous, which is perceptible directly by the intellect

(intuition ) and which is atyantika, i. e. transcending every other kind of
mundane joy.

’
Reply : we (too) have the authority of a scriptural (upanisadic) state-
ment to prove that rasasvada is full of happiness. The scriptural statement
is : raso vai sah. rasam hy evayam labdhva anandi bhavati.”

{ Actually, however, this scriptural statement refers to the atman and
not to aesthetic experience. The proper meaning of the statement is : “ That
(atman) is surely (vai) rasa ( joy or bliss). Having realised the ( atman
which is ) rasa (bliss) he becomes happy or blissful.”” In the first part of
the quotation, the atman is equated with rusa (i. e. ananda — supreme joy or
bliss ). In the second part of the quotation it is said that having realised
that arman which is rasariipa or anandarupa, he, i.e. the spiritual aspirant
(sadhaka), becomes supremely happy ( anandi bhavati). But Jagannatha seems
to have understood both parts of the quotation as referring to rasa in poetry
or drama, i. e. as referring to aesthetic experience. He understood the
second part to mean : ‘* having realised rasa, i. e. the emotional flavour, he
(i. e. the sahrdaya or samojika) becomes supremcly happy™. But we

doubt very much if the quotation from the Upanisad is capable of such an
interpretation ].

“ In addition to this scriptural statement serving as evidence to show
that rasasvada is anandarupa, 1he anandarupatva of rasasvada is borne out
by a second authority, namely the direct experience of the sahrdaya.”” Jagan-
natha means that just as the anandarupatva of the brahmasvada is supported
by the quotation from the Bhagavadgita, and by actual experience of the
Yogins, in the same way the anandarupatva of rasasvada is supported by
the scriptural passage given above ( namely : raso vai sali. rasam hy evayam
labdliva anandi bhavati ) and by the direct experience of the sahrdaya.

Here is our translation of the next section : yeyam dvitiyapak se, etc. :
“The rasacarvana (or rasasvada) which has been described by us above
in connection with the second statement of Abhinavagupta’s view as consist-
ing in a mental condition transformed into the bliss which is the atman, well,
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‘that rasacarvana ( or rasasvada) is both sabda (verbal) and aparoksa (i.e.
of the nature of direct experience — pratyaksarupa). Jagannatha means
that it is Sabda because it is induced by sabdavyapara, namely vyanjana,
and by gbhidha which always precedes vyanmjana. Rasacarvana (or rasasvada) is
aparoksa ( i. e. pratyaksarupa) because its object is armananda ( aparoksa-
sukhalambanatvat ). Thus rasasvada is both sabda (i. e. sabdavyaparabhavya)
and aparoksa, just as the knowledge of the identity between the jivatman and
the paramatman, arising out of the Upanisadic statement—tat tvam asi—, is
sabda in so far as it is the outcome of the sentence tat tvam asi, and is also
aparoksa (i. e. pratyaksarupa) as it is a matter of direct, actual experience
( sakstkara) for the spiritual aspirant ( yogin ).
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ADDENDUM

P. IV, fn. 1. : See the article by M. V. Patwardhan and J. L. Masson :
*¢ Jagannatha on the Definition of Poetry ”*, Journal of the Oriental Institute,
Baroda (to appear shortly ).

P. IX, line 12 : We must point out in all fairness, that this ascription
is given only in the commentary of Ravicandra (sce the Bhumika to the
third edition of the Amarusataka in the NSP, 1954 ) and not in the Vedanta
tradition itself. Madhava ( Vidyaranya ) does not mention the legend in the
.S"arikaradigvijaya even though he does tell the story of his seeking sexual
knowledge in order to respond to the questions of Sirada, Mandanamisra’s
wife. After having studied and put into practice Vatsyayana's Kamasitra, he
is also credited with a work on erotics :

svayam vyadhattabhinavarthagarbham nibandham ekam nrpavesadhari |
( from Narayapa Ramacarya’s Bhimika, p. 1 to the Amaru).

The most commonly held belief of the Vedfmtasampradaya' in relation
to sexual love is expressed very graphically by Vidyaranya in his Sankaradig-
vijaya, VIII. 25 (p. 303, Anandiasrama ed. ) :

yasam stanyam tvaya pitam yasam jato 'si yonitah [

tasu murkhatama strisu pasuvad ramase katham [/
But then, with the honorable exception of Kashmir Saivism, what religious
system has been fair to women ?

P. XTIV, line 11 : Abhinava uses this same simile again in the Locana,
p. 212 and adds : akalusodakadrstantena, on the analogy of a clean piece of
cloth that is dipped into clear water and absorbs all the water. In the same
way the sensitive reader absorbs poetry.

P.2,fn.1: On p. 223, Vol. II of the A. Bh., Abhinava disagrees with
Bhattatauta. It should be noted that Ananda too is not bound by tradition.
Thus on p. 340 of the D. Al he says that it is a mistake to slavishly follow
the doctrine of Bharata :

............ na tu kevalam sastrasthitisampadanecchaya, and again
............ bharatamatanusaranamatrecchaya ghatanam.

P.2,fn. 3, line 7 : There is no doubt that Anandavardhana knew
Vakpatiraja’s poem, for on p. 173 (B. P. ed.) of the D. Al he quotes a
Prakrit verse which is No. 406 of the Gaiidavaho. Sec J. Masson and M. V,
Patwardhan : * The Dhvanyaloka and the Gaiuidavaho ”, to be published in the
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commemoration volume for D. D. Kosambi (M. A. C. S. Research Institute,
Popular Book Depot, Bombay ).

P. 3. fn. 2 : In view of Abhinava’s elaborate commentary on the Natya-
dastra, it is necdless to stress the importance of this work for his own theories
of aesthetics. See the present authors’ forthcoming book : * Natyasastra VI,
with Translated Excerpts from the Abhinavabharati”, Deccan College
Monograph Series.

_ P.3,fn.1 : See J. Masson: “ On the Authenticity of the so-called
Bhamahavivarana of Udbhata * forthcoming in the Indo-Iranian Journal.

"P. 4, line 10 : Cf. Bhamaha, V. 3, quoted on p. 55.

P. 5, last line of the footnote : this verse is also found in the Rama-
yana, Ayodhyakanda, 105, 24.

P. 6, line 8 : Ananda’s main contribution to literary criticism in India
was that he asked, for the first time, the really serious and fundamental
questions, e. g. : ‘“ What distinguishes grcat poetry from good poetry?”
“ Where does the essence of poetic experience really lie?” “ What is the
true purpose of figures of speech ?” * How important is style?” See J.
Masson : “ Philosophy and Literary Criticism in Ancient India , in the
forthcommg “ International Journal of Indian Philosophy ™ Vol. I, No. |
edited by B. K. Matilal.

P. 14, line 1 : In Vol. IIL of the NS (G. 0. S) p. 185, Bharata says
that love lies at the base of all emotions. gqum IATAIAL $[mmsqﬁtﬁma |
At XXII, 99 Bharata says that women are the source of all pleasure ! gaw
m‘r gwy | Perhaps love was chosen as all-important by literary critics be-
cause in the drama, as in real life, it is its own reward. Cf. the lovely versé
from Bhoja’s Sarasvatikanthabharana V. 74 :

?

yad eva rocate mahyam tad eva kurute priya |

iti vetti, na janati tat priyam yat karoti sa [/
‘ He thinks : ** My beloved does whatever pleases me.”* He does not know
that whatever she does is ( automatically ) pleasant. ”

Sop P. 16, fn. 2: By oversight, we omitted the translation of the ﬁrst

thiree lines of the Skt. text from the A. Bh. Here they are: ““Only those
(spectators ) whose hearts are like a clean mirror do not, at the time of
Watching a play (tatra), come under the influence of emotions ‘like- anger
infatuation, sexual desire, etc., which are (emotions only) appropriate to
everyday life, (and not to the changes we undergo when watching a drama ).
For those (self-controlled people), when they listen to the ten types of
drama, the collection of rasas (i. e. the various rasas) presented by means of
dramatic representation (i.e. presented in a drama — natyalaksanah) and
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perceived through aesthetic experience consisting in generalised (i. e. deper-
sonalised ) imaginative delight (rasana) is of course quite evident (sphuta
eva). But for those who are not able to control their everyday emotions...

P. 18, line 13: Abhinava quotes the following definition of pratibha
in the Locana, p. 91: pratibha apuravastunirmanak sama prajaa. * Imagination
is that form of intelligence which is able to create new things.”

P. 20, line 15: We wonder though, if it is not possible to interpret the
words samanyagunayogena in the line: yadi kgvyarthasamsritair vibhavanu-
bhavavyanjitair ekonapaincasadbhavaih samanyagunayogenabhinispadyante rasas
tat katham sthayina eva bhava rasatvam apnuvanti, found in the NS, VIIL.
after verse 7 (p. 349, Vol. I of the G. O. S. ed. ), as a reference to sadharani-
karapa. It would be most interesting to see how Abhinava comments on
this line. Unfortunately, his commentary on the 7th Adhyaya has not been
found yet.

P. 22, line 1: Note Abhinava in Vol. II1. p. 124 of the A. Bh. on the
paramatman and drama.

P. 24, fn. 3, line 11: Cf. A. Bh. Vol. 1II. p. 309: yat tu bhattana-
yakenoktam ** siddher api natader arigatvam vrajantyas tatpakse’ yam iti ** tena
naryangata samarthitaphalan ca purusarthatvad iti kevalam jaiminir anugrta ity
alam anena.

P. 29, line 16: This isan error on our part for which we apologise.
What Professor Pandey actually wrote (in a personal letter to Mr. Masson,
May 1, 1969) is: “ Bhaskara Kantha, the author of the commentary
Bhaskari on the Tsvara Pratyabhijiia Vimarsini of Abhinavagupta wrote a
long commentary on it, the fragment of which [ saw in Srinagar which his
descendants possess. ™’

P. 34, fn. 1 : Anandavardhana, on p. 487 of the D. Al quotes a
stanza which earlier writers claimed to be an example of vyajastuti ( which
Ananda rejects, since there can be no gunibhutayangyata in V. and Ananda
regards this verse as an ex. of aprastutaprasamsa). On page 489 he says that
the stanza is commonly attributed to Dharmakirti: tatha cayam dharmakirteh
sloka iti prasiddhih. He then goes on to say that that is perfectly possible
in the light of another stanza ( which he quotes ) that is definitely ( Locana:
nirvivadatadiyasloka ) by Dharmakirti.

P.34.fn. 1, line 10 : Tat tanmatapariksayam granthantare nirupayi-
syamah means : * We will deal with this in another work, in the examination
of the Buddhist views . Now the most usual way of understanding this is
to assume that Ananda wrote a general work of philosophy ( like the Sarva-
dar$anasangraha), in which he examined critically several different philoso-

Xxvin
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phies. Abhinava’s remarks, which are based on first-hand knowledge, are
confusing. Dharmottara wrote a commentary on Dharmakirti’s Pramana-
viniscaya called the Viniscayatika, that has been preserved in the Tibetan
Tanjur, though not in Sanskrit ( see Dharmottarapradipa, Tibetan
Sanskrit Works Series, Vol. 11, Patna, 1955 - We are indebted to Professor
J. W.de Jong for this information ). ¥Vivstican either mean an explanation”
in general, or it can be an actual commentary (e.g. Natyavedaviveti, and
Pratyabhijnaviveti). We could translate Abhinava’s remarks as follows :
“ Another work * refers to the commentary ( vivrti) called Dharmottari on the
ViniScayatika by the author of this work (i. e. the D. AL, that is, Ananda-
vardhana ). This (issue) has been explained in that work.* Or Dharmo-
ttarj could be the name of the commentary on the Viniscaya ( i.e. Darmakirti’s
Pramanaviniscaya ). In this case the meaning would be : * That issue has
been discussed in the gloss which was written by this author (namely
Ananda ) on the Dharmottari, a commentary on the Viniscaya.” This would
mean that Ananda wrote an actual commentary on a Buddhist text. To our
knowledge, there is no commentary by a Hindu writer on a Buddhist text.
The work, therefore, would be unique. But we have seen that much of what
Anandavardhana did was unique, and this need not deter us from explaining
the lines in the manner we have. Jacobi (ZDMG Vol. 57, p. 328 ) writes :
Nach Abhinavagupta in Niscayatika, bei der Erklirung der Dharmottara. Es
scheint nimlich dharmottamaya statt dharmottamayam gelesen werden zu
muissen. ** The reading dharmottamaya is found in the KM ed. of the D, Al,
(1935ed.)

P. 46, fn. 1 : Note that Visvanatha speaks of this Narayana as being
his great-great grandfather ( vyddhaprapitamaha i. e. prapitamahapita) SD.
III. 2-3.

P. 51, line 12 : ¢f. NS XIX. 146 ( Vol. III, p. 80):
yasmat svabhavam santyajya sangopangagatikramaih |

prayujyate jrndyate ca tasmad vai natakam smrtam ff

P, 53, Note that Abhinava in the A. Bh. Vol. IIl. p. 124, remarks
that the spectator does not think he is watching an actor, but feels it is the

original character he is watching : preksakapakse na natabhimanas, tatra hi -

ramabhimana iti darsayati.

P. 99, last line of text : In the A. Bh. $ntarasaprakarana, Abhinava

twice ( once in the case of the jatyam$akas and again for the Dima) justifies

the fact that Bharata does not mention $anfarasa separately. But we find *

it curious that Abhinava is silent on the many passages where Bharata speaks

of all eight rasas but omits santa. For instance : in XX. 72, Vol. IIL p. 105,

! .
Bharata mentions the different Vrttis as they apply to each rasa. Samta is
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not mentioned, nor does Abhinava defend its omission. In chapter XVII
verses 128-129, the various forms of kaku are mentioned for each rasa,
excluding santa, and again Abhinava ( Vol.Il. p. 396) has no explanation.
The same is true of XVII 103-104, where the svaras are mentioned for each
rasa, and Vol. 11, p. 398, where the pathas are given for each rasa, excluding
Santa,

P. 139, fn, 2 line: This might refer to a pathantara of the NS text
itself.,

¢

P. 145, line : We drop nanu as in the NSP ed. of the Dasarirpaka.

P. 150, note 3 : We cannot agree with Dr. Raghavan and the late
S. K. De when they hold that Dhanika did not allow Ssantarasa even in
poetry. We think he did. Clearly both scholars have followed the NSP
edition, which reads, in the avataranika to verse 45 (ch. VI) nanu before
santarasasya ( as well as anabhidheyatvat in place of anabhineyatvat ), which
would turn this passage into the words of the Parvapaksin. Thus the
final phrase : kavyavisayatvam na nivaryate is the position of the Parva-
paksin. Now comes the difficulty : who speaks the words atas tad ucyate?
If we suppose that this is the Parvapaksin, who is seeking support in the
line of Dhanaiijaya, then the parvapaksa must continue with santo hi yadi
tavat up till svadayitarah santi. But these two positions are contradictory :
in the first part, santa is admitted in poetry, and in the second part it is
excluded. So the words atas tad ucyate must be the words of Dhanika.
But this also makes bad sense, because if Dhanika is responding to the parva-
paksa, he would be interpreting verse 45 to mean that there is no santarasa at
all. In that case, what would the words at the end of the paragraph: taduk-
tyaiva santarasasvado nirtipitah mean? Obviously they are meant to esta-
blish some sort of existence for santarasa. In view of these arguments, we
feel that the reading nanu is not correct, since it seems to us clear, both from
our interpretation of VI. 45, and from the concluding lines of the Avaloka
thereon, that Dhanika did accept santarasa in poetry. Without nanu, the
avataranika is by Dhanika himself, and is meant to introduce the notion of
santararasa in kavya. Atas tad ucyate follows most logically : ‘“ Therefore,
the following is said:”. Now the words santo hi yadi tavat represent
Dhanika’s objections to the description of santarasa given in the verse na
yatra duhkham etc. He ends his objection by saying: na ca tathabhatasya
santarasasya sahrdayah sviadayitarah santi, ““There are no sensitive readers who
could enjoy such a santarasa.” In the Gujerati Press ed. the next words are
athapi, namely, * nonetheless”, i. e. in spite of this definition of santarasa,
we can admit its existence by understanding it to be, not an indescribable
state, but one in which there is mudita etc. In other words, Dhanika accepts



194 ELICR L3

santarasa, but he refuses to characterise it as negative the way the definition
he quotes does. The reading of the NSP ed., simply atha, makes bad sense,
for this would have to be part of the parvapaksa, which would, in that case,
never be answered by the siddhanta. It is clear from IV. 45, that Dhanaiijaya
accepted some form of santarasa. We accept the reading anirvacya, since
nirvacya would mean simply: It can be defined, or explained. But if this is
what Dhanaijaya felt, why did he not mention it among the 8 sthayibhavas?
The reason is that it follows automatically, since it consists of mudita etc.,
which are the same as vistara, vikasa, etc. which were already mentioned in
IV. 43, and so therc is no need to inention it separately. This is what is
meant by anirvacya. If Raghavan and De are correct, how would they
explain the line in the Avaloka : taduktyaiva santarasasvado nirupitah, which
clearly indicates that santarasa can be aesthetically enjoyed ?
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Siva’s cosmic dance has no purpose. It is the spontaneous
expression of overflowing bliss; it is art.

Abhinavagupta (10th cen.)

Descriptions of love-making among the gods may offend
some people's notions of propriety, but if the poet is gifted
with_imaginative genius, the sensitive reader will not find
them obscene.

Anandavardhana ( 9th cen. )

This whole universe is no less a figment of one's imagina-
tion than is the world created in drama. Noris itless
beautiful. '

Bhattanayaka ( 10th cen )

There are poets, blind from birth, who see more deeply
than the rest of us. Their eye of imagination never closes.

Rajasekhara (9th cen.)

To respond deeply to literature’ and to understand one's
own Seli are the same thing.

Abhinavagupta.
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