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SANTARASA & ABHINAVAGUPTA'S
PHILOSOPHY OF AESTHETICS

J. L. MASSON AND M. V. PATWARDHAN

Abhinavagupta is generally considered to be the
greatest of the many Indian writers in the field of
poetics. The breadthand 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
deal 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 antarasa (*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 middle
of the forties, was the first detailed exposition of this important subject. In
that work, I had also offered a critical edition of the section relating to the
Santa from Abhinavagupta’s commentary on the Narya 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 interpret 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, Kashmir 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 Rasasvada 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 i
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 V. RAGHAVAN

Vijayadasami E
Madras.




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 taught
the Dhvanydaloka and the Rasagargadhara over a period of fifteen
'yea.ls to students in Fergusson College. Mr. Masson has translated
and annotated the D]m;cm yaloka and the first chapter of the Locang
for his Ph. D, thesis at Harvard. i

When we met we discovered a deep mutual interest in.Abhi-
navagupta’s Locana, the greatest Indian work on aesthetics, but
a text so diflicult that even the Pandits hesitate to teach it in the
Pathadalis. We began meeting twice a week for 3-4 hour sessions
to read and discuss textual difficulties 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 entlre
Locana as a joint work.

The section on sdaniwrase 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@nfarasa that it really required a more extensive and
separate treatment. Hspecially in reading the santarasa passage
in the Abhinawabhdarati, 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@utarasa passage of the
Ablinawabhdrats that we ave publishing the results of our 1esearch
We regard this as an introduction to our translation of theé
Dhwany Ja,lolalm «ana which will be published along with the Dlivang qu~
loka in the Harvard Oriental Series,

It is a pleasant duty to thank those who have helped us :
Mr. Masson first read the Dhvanyaloka 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 wor n
this field. Professor V. Raghavan was kind enough to read with him
daily the fourth Uddyota with the Locana. His pioneering work,
“ The Number of Rasas”, and his magnum opus, “Bhoja's Srigara-
prakisa”, 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 Dlwanydloke 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 many of the issues with us. We
wish to thank especially Dr. V. W. Pm'eu‘i ipe and Pandit Srinivasa-
shastri for their help. Mr. R. P. Goldman from the Sanskrit depart-
ment of the University of Pennsylvania 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 My, 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. LI S for a fellowship from 1968-69 which made this study
possible by supporting his research, during which time the present
work was published. It is a great pleasure to thank our good friend
Dr.S. D. Joshi for his constant encouragement. Dr. R. N. Dandekar
kindly aecepted the work for publication in the B.O.R.1. Oriental
Series for which we are grateful. We wish to thank Dr. V. Raghavan,
whose work in Sanskrit poetics is wellknown 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 remain indebted to them.
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INTRODUCTION!

A word on methodology :* Philip Rawson in a recent article on Indian
aesthetics writes: “ In fact I 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 “mstheties™ in the title when surely
“poetics” wounld have been more correct, since aesthetics is a wider concept, including
reflections on the experience of the beautiful in all art forms, and not only in literature,
This would be true were we to confine our abtention only to the Dhvanydlokalocana. But
the Abhinavabhdrati includes congiderations of music and of dance as well as of litera-
ture, and it is elear, 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 in one phrase as “ great art
demands the transeendence of self ’ then we could surely apply this to music as well,

2. We presuppose on the part of our readers a certain familiarity with the
technical terms of SBanskrit postics, For those who are reading about the field 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: Au anthology of Saunskrit Court Poelry
Harvard Oriental Series, Cambridge, 1965, The two standard works on Sanskrit literary
criticismare : 8, K, De, History of Sanskrit Poetics, Firma K. L. Mukhopadhyaya,
Calcutta, 1960, and P. V. Kane, History of Sanskvit Poetics, Motilal Banarsidass,
Delhi, 1961. Kane is better than De on textual problems, but less full on the aectual
theories. A concise but intelligent overview of the theory 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 book, which contains a very fine
chapter on the theory of dhinaniis K. Kunjunni Raja, Indian Theories 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 At
Baperience, a collection of his essays on such questions as “Art contemplation”, “Arp
and Morality ”, “The Philosohhy of Asthetic Pleasure™ and so on, Kavyalaya
Publishers, Mysore, 1954. For those who read French, we would recommend the pioneer
gtudy of the Indian theatre by Sylvain Lévi, Le Théatre Indien, reprinted with
Renon’s article, ¢ La Recherche sur le théatre Indien depuis 1890, Paris, 1963. The
Introduction to R, Gnoli’s The Aesthetic Experience according to Abhinavagupte, Rome,
1965 and now reprinted by Chowkhamba, Banaras, 1968, is excellent, though readers
might find the actual text difficult. K. C. Pandey’s two works, Abhinavagupte, an
Historical and Philosophical Study Chowkhamba, Banaras, 1966, and Comparative
Aesthetics, vol, I, Indian Aesthetics (both second editions), Chowkhamba, Banaras,
1959, are also likely to prove difficult, though hoth 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 A, »,?) of which there is a new edition and trans-
lation by M. Ghosk, Manisha Granthalaya, Calcutta, 1957, Available translations are

( Continued 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 »1 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, 1965),
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 Dhvanyaloka-
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

Continued from previous page )
rare : The Dhvanydloka the most important text on poetics will soon be published
with a complete translation of Abhinavagupta’s commentary, the Locans, by the
anthors, Meanwhile there is Jacobi’s excellent Glerman translation, Z. D. M. @G,
no. 56, Leipzig, 1902 and the translation into English by K. Krishnamoorthy, Poona
Oriental Series, Poona, 1955, There is a French translation of Rajasekhara's Kdvya-
mEmdnmsd (9th century), a fascinating and eccentric work, by N. Stchoupak and
L. Renou published by BSociété Asiatique in 1946 that is still in print, The second
most important work on drama, though much later (10th century) than the Natya-
4astra, has been translated by G, 0. Haas, The Dasaripaka of Dhanamjays : A T'reatise
of Hindu Drematurgy, Motilal Banarasidass, Delhi, 1962. A good translation of
Mammata’s Kdvyaprakdde (11th cevtury) has come out by G. Jha, Bharatiya Vidya
Prakashan, Banaras, 1967. Mammata follows Abhinava very closely, though he is more
aonventional in his opinions. It is by far the best of the “text hooks'” that became so
popular in the Sanskrit tradition. Similar to it, and even fuller in treatment,
though less interesting, is the Sahityadarpana of Viévanitha, translated by J. R,
Ballantyne and P. Misra, Motilal Banarasidass, Delhi, 1965, An excellent and
readable French translation of one of the later texts is Le Pratiparudriye de Vidyd-
watha by Pierre Filliozat, Institut Frangais d*Indologie, Pondichery, 1963,

1. % An Exalted Theory of Ornament ”, published in desthetics in the Modern
World, edited by H. Osborne, London, Thames and Hudson, 1968,

2, Such detailed studies are to be found pre-eminently in the works of two
modern Indian scholars, V, Raghavan, 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 is
being edited by B. K, Matilal of the University of Pennsylvania and will contain
trapslations of all the major texts (excerpts only of course) by B, K, Matilal, V,
Raghavan, 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, santarasa, for detailed discussion in this volume,

Santarasa 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 §antarasa: * . ...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 Sansktit
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, ** 4 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 not answer 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. Edgerton, “Indirect Suggestion in Poetry™, Proc. of the American
Philosophicul Society, vol, 76, 1936, p. 704,
2, An Anthology of Sanskrit Court Poetry, p. 50

3. J., Brough, Poems from the Sanskvit, Peonguin, 1968, p, 21,
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(Judging from his chapter on the theories of poetry in ancient India, one
.Iw_ould 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 L. 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. There is a perfectly
‘straight-forward use of the word understanding > which is too often ignored
‘in the elaborate treatises now fashionable on * methodology ” ( often, it seems
%o us, merely excuses for not dealing with the texts themselves ). The difficul-
ities 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 jnato va na va, “ Have
.you understood the meaning or not 2" This makes it far more 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 these Sanskrit texts we know

i 1. For instance, on p. 386-397 of 4 History af Sanskrit Literature, (Oxford,
1928 ) Keith is supposed to be explaining the theories of Jagannatha's Rasagaigd-
"dhara, but everyching he quotes is actually taken by Jagannitha from Abhinava-
‘gupta’s Locana, a fact of which Keith seems totally unaware, Thus, he writes: “The
¢ gause of this form of pleasure is a form of meditation (bhavand ), consisting of contin ued
. application to the object characterized by the pleasure. It isquite different from the

joy produced by the thought of the meaning of what is sald to one, e.g. * A son is
“Born to you ”. But this example actually occurs several times in the Dhvanydloka-
\logana, (. g. p. 80, Bilapriya Edn. ) 600 years earlier !

2. Not that the Indians ever made the fallacy of thinking that a poem was
rexhausted by what it meant. Far from it, they were likely to sin in the opposite
,direction, and suppose that a poem derived all its worth from how it was said
{ oyadijena ) rather than what it said. As I A. Richards putsit: “It is never what a
poem says which matters, but what it is ", John Wain speaks of the difficulty of pin-
. pointing the elements in a poem that make for its success: * But to illustrate these
..things in the concrete is to approach the vanishing center of literary criticism, which,
. 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 shared sensibility ; though, of course,
Uthis point is very much mora distant than the anti-critical writers on literature
+ would have us think”, Interpretations, edited by J. Wain, Routledge, London, 1955.
_For the Indians it was not only distant, but actually beyond the horizon, This is an
_important point to stress: the Indians simply cannot conceive of arguing over the
 final worth or even interpretation of a poem in quite the same way as can be done to-
day in Western literary criticism, It is of course true that finally the sakrdaya, the
.intelligent and respousive reader, is the final criterion. But generally, sahrdayas tend
to agree amongsh themselves to an astonishing degree. One has only to look at the
interpretations of poems advanced in Sanskrit commentaries, 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 literature 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 ” concerned 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 expectations 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, $antarasa
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
between modern Western methods and the more traditional method of under-

Continued from previous page )

similar to one another. (This is surely why plagiarism in such matters was naever
considered to be & serious matter. Witness Hemacandra, who uses Abhinava’s expla-
nations of innumerable stanzas. He is not “cheating?, he is “agresing ”.) When a
modern commentary like the Balapriyd follows Uttungodaya’s Kaumudi on the Locana,
Ramagiraka is not being lazy or dishousst. This simply points to shared values in
Sanskrif literary criticism. We know, for example, that Mahimabhatta and Kuntaka
both disagree sharply with the views of the dhvani school, and with Anandavardhana
in particular. But their disagreements concern principles, and do not really extend
to the interpretation of individual poems. When they explain the rasa of a poem
there is remarkable agreement,
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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 jastra. 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 astratvam 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 Vverses. ( 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 wvastudhvani 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 mothing particular religious about the Natyasastra. As for the
Dhvanyaloka, which we believe to be the work of two different authors,® the

1. Many of the ideas of later writers (especially Mammata ) which modern
writers mistakenly think to be original, derive ultimately and often literally from
Abhinavagupta, Thus 8. K. De, “ The theory of Rasa”, in Some Problems of Sanskrit
Poetics, Caleutta, 1959, p. 206, attributes to Viévanitha the doctrine that *those very
things which are called cause of pain in the ‘world......when consgined to poebry and
dramatic representation possess the right to be ¢alled,in consequence of their assuming
such a function, alaukile vibhdvas ete,, and from them only pleasure eusues, as it does
from bites and the like in amorous dalliance »  But this doctrine is found first in the
Abhinavabhdrati, Vol. I, p. 202,

2. One thinks of his long explanations of the two last Prakrit verses gquoted
under L. 4, on pp. 7478 of the Logana ( B. edition ).

3. This i# of course a very complex issue. Mr. Masson has written a long
article on the problem, arguing from internal evidence, that Anandavardhana wrofe
only the Vriti, and that the Karikds belong to an earlier author, The article will

appear 5001,
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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
vptti teligious preoccupations are evident. Unfortunately, his Zattvaloka,?
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 foundas
tion for his theories. We have tried to show in this volume how often
Abhinava draws on $antarasa for his major contribution to Sanskrit aesthes
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 ( fazastha) to
what is taking place, our involvement must be of a purer variety than we
normally experience, We are 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 response 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 “I1” 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 Karilas of the Dhvanydloka are concerned are
actually mentioned at some point or another, Thus Karunarass is mentioned at 11, 8
Bibhatsa at I1L 4; Reudra at 11, 9; Srngara time and again, e. g. 1L 7,11. 15, ate, But
nowhere is Sdatarase mentioned by name iu the Kdrilds, Ananda, however, does
interpret T1L 30 (p. 397 ) to be a reference to Sintarasa, but it is possible that he has
misinterpreted the verse.

2, Abhinava refers to it on p. 67 of the J..ocu.rm in the first L'dd_;am, and
again in 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. There 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, »3 or the
famous remark with which Mimamsakas® were known to rebuke those
interested 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 literary 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 puts it so well: This was the fault of Plato. He knew of
nothing but virtues and vices and good and evil .
9. ame: qivEEEA: GUE HE A |
qaaT FgEt TAr wETG §E oA | Nydyamaiijari, p. 45.

3. Abhinava can use his wit very trenchantly when he 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. Bee for ex. Locana, p. 65, padyain §rotriyasyokii-
Eausalam. One thinks of the very funny verse manufactured by the Mimimsa pandits
in the Bhojaprabandha, Wisd ZfE T2 gaETER I | ¢ (3ive us, great king, food
with butter and soup.”

4, FeaTSTIIA THAT | See Mallinitha on RV. L L

5. All large wgeneralisations are dangerous, but we cannot refrain from

mentioning what we consider to be a fundamental dichotomy that runs through
Sanskrit literature. That which is trivial and which does not look beyond itself is
contrasted with that which is significant and transcendental. Witness the hatred
most philosophers have envinced for the carvakas who stress the absence of any

numinous experience in life,
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the Kashmir Saivas thought of associating aesthetic experience with states of
religious ecstasy, since the two have 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, indeed, aesthetic pleasure in general, 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 Safikara 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 Dhwanyaloka, one is 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 example of $antarasa. The one thing
that $antarasa does that no other rasa can, is that it disturbs us. If we really
believe the message 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 antarasa ( 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-

T
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ed the possibility of looking ata piece of literature as a unified whole, with
a single dominant suggestive atmosphere, 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 seem-
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 heroes 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, antarasa.
The Mahabharata remains for Sanskrit literary critics the supreme example of
this mood, this imaginative creation. It 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. ” 1 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 effeminate 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 Surrcalism and the Novel, by J. H, Mathews in \
the New Statesman, December, 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 modern 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. 1In 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 Siva, 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
( hedayanupravesa, or hydayasamvada) 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 stressed as being essential to any true
freedom from our own childhood traumas ?

(5) Abhinava is able to restore to poets 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, Leonardo, pp. 162-163, Pelican Books, 1963,
2, See the very lovely verse from Vol. II of the Tantraloke, p, 257, verse 286 :
AT AT T A AT |
givg: T waE e gare: |
For the dance image, see 4. Bh, Vol. I, p. 21,
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-poets. Edmund Wilson, in * The Wound and the Bow*, documents the
neurotic elements 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. Eventually 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 course in India the mystic was
never both loathed and venerated, he was simply venerated. Nonetheless
_already in the Upanisads we hear of the mystic as being similar to a child in
_his unrestrained behaviour." The adjective sometimes applied to him is
unmatta, 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 $tidra, 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 loneliness
_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 ? There he says of the poet : © ... the poet wants to
write poetry in order to instruct those of delicate minds, people 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 if
possessed by a planet, as if mad, and finally he pours out his poetry, and
turns the listener, the sensitive reader (sahrdaya), into the same (sort of
madman as he has become ).’ But of course the artist is never in Sanskrit

1. Cf. Abhinava’s Paramarthasdra, verse 71 :
sT g9 EeEgEai.
( Bilburn, le Parmdarthesara, P. 1 G 1., Paris, 1957, p. 60 ).
2, Kuppuswami Sastri‘s edition of the Dhvanydloke, p. 170 :
sz FESTA AT GIAHTE! UGN, HHEITER FgFAqE-
sreqfaETEaTar =4 M=a:, AR R A AT A S A A -
TRV SO AT TRYREE AR EE AT JEHe Ee 1T A A
TEE AgEil GEEATT A ATE Al Gl )
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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 datis 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 either 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 $antarasa : _

* 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 purely religious texts. After all the most obvious and
in a sense the best examples of §antarasa 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 $antarasa could be found

1, Rijatarasgiet, 1, 23, & ( Viéva Bandhu’s edition, Hoshiarpur, 1953 ):
gorafgla swaat wgRE aitfafad
qaifaus: TFTS WET FEEEE i

2. Rasagaigadhare, KM edition of 1939, p. 4 :

THATIR TS o5 R4 |
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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
sensc 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 Natyasastra :

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

(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 7, an
insoluble problem for Western literature has been solved. The problem is
that there is no guarantee that two spectators feel the same thing when view-
ing a work of art. To say ** it depresses me > or it thrills me ™, or “ it
excites me 7, 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, releasing 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 literaxy
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 great a concensus of opinion there is
in Sanskrit literature over what is good. The concensus lasts over the
centuries. There are few poets who have been considered 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. Mahibhirata, XII. 178. Quoted by Sankara in his bhisya on Brhada-
ranyaka Up. L. 4. 15.

2, Lotana, p, 160, ( B. P. edition ).

3, NS. VII, 7, Vol. I, p. 348, Quoted also in the Locanw, p. 39, Tt is errone-
ously ascribed by the editors of the ed. with Balapriya to Bhattanayaka,
drsdt gEAdaET a9 WAl WiET: |
T =ATeEa SN g AT
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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 Donne, eclipsed for three centuries and only
restored to honour through the critical efforts of T. S. Eliot. Such ups and
downs in Sanskrit literature are more 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 symbolize 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. ... Tt is a knowledge of the intrinsic significance
of every existent. For the artist as for the mescalin taker, draperies are living
hieroglyphs that stand in some pecnliarly 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. “Acsthetics as a Branch of Philosophy” by Ruth Saw and Harold
Osborne, p. 31, in « Aesthetics in the Modern World *, London, 1968,
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literature becomes reduced 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 three 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 reductionist a
theory ? There are of course advantages to this (a unified theory for one)
but it means forgetting what I. A, Richards has taught a generation of
literary critics, namely that *“ a poem does not stand for something else i
Abhinava’s strength lay in ideas, in conceptual thinking. He was not himself
an artist, and one cannot help being reminded 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 santarasa. It is of course true that dramatists can
be concerned with anything they like, including the experience underlying
$antarasa: 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 santarasa 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 experience. He is in danger of turning
literature into an icon, a representational object, an aid to devotion rather
than an experience unique and precious for its own sake. “ Art”, in C. 8.
Lewis’ fine phrase, “ must be received, not used . Religion is not, after all,
the same thing as literature, unless we dilute the definition of these two terms

1. Roy Park, ¢ Poetic Imagination in Coleridge and Kant ™, British Journal
of Aesthetics, Vol. 8, no. 4, Oct. 1968, p. 343.
2. The one really fine verse in the Locana is quoted under ITL, 30, p. 397 :
af 9v%gE gEar TEFdl
it T EEEEET |
ql FFEARFATE GG
d@EEEETT @ v
in which he puus very effectively in comparing sexual love and &anta.
3. Cf. the verse he wrote on p. 127 of the Locana and the absurdly long and

tortuous commentary he writes on it.
4. Quoted by A. Alvarez, “ T'he Phoeniz and the Twrile” p. b, 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
exlernal. 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.) It 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.

15 .







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 ““enjoy > 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 their 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 ( $antarasa) 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. Bince a great and undisputed literature already existed along these lines.
One has only to think of Bhartrhari’s Vairdgyabaiala,




2 A
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 Ramayana itself. In fact, it might be described
in the Veda itself, and we won’t be stifled 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, tight after giving
elaborate expositions of his predecessors’ views on rasa, in which he justifies
his urge to proceed further : 20

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

PoETic INFLUENCES

Abhinava was of course familiar with all the works on poetics .extanf
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, On p.314, A4, Bk, Vel I; Abhinava seems to disagree with Bharata con-
carning the definition of ldsys. Note Kane, .8 P.,p.55. “Onp, 436 (of the
B. 0. R. I, copy ) Abhinava appears to differ from him ( Utpaladeva, the anthor of the

Pratyabhijad, Abhinava’s teacher’s teachor ) TG R ] ST T eee e
g4 g a=9a |
2. A. Bh. Vol IIT, p. 74 : wreadie

armshr qar aftf Tfwe: | agshr gar gt 9 Fgwan FEE o
3. Ananda has some very perceptive remarks on plagiarism in the fourth
Uddyota of the D, Al, stanzas 11-17. 1t seems to us possible that he was influenced
by Guiidevako. Woe think in particular of verse 66 of Vikpatiraja's, which is identi-
cal in sentiment with the Prakrit verse that Ananda guotes on p. 527. Verses-85 and
86 of the Gaddavako also prefigure several of the ideas in the fourth Uddyoba.
There seems no reason for questioning the date of 700 A. D. ( Pandit, p. C. of his ed,
of the Gaiidavaho ) and ib is therefore perfectly possible that Ananda knew the work,
Rijagekhara, who knew Ananda by name (see p. 16 of the Karyamimanisa ) syste-
matised Ananda’s views on plagiary. See KM, p. 62. }
4, A, Bh.,1,p. 278. Also Guoliyop, ¢it. p. 12:
S (AT AT
df: gAlT Araaaag=’ |
wE qErE: TR
[EEErIRiCrEeauic il

The verse is quoted by Uttungodaya in his Kauwmudi, 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
hjs-technical terminology derives directly from the NS, as well as several more
advanced ideas. All this is well-known so there is no-need for us to provide
-il»lusﬁrations. - There is one *“ influence ”',-hewever, which seems to us to have
be(;n 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*
él_s well, to judge from the meagre fragments pieced together by Luders) is

| Egll Ry Fdbhala's -lost Bhamahaviverare (see p. 68, K. Sastri’s ed. ).
Recently Professor Gnoli has published # Udbhata’s commentary on the Kdvyalwilara
of Bhamaha 2, ISMEO, Rome, 1962, editing the fragments found at Kifirkoth which
he identifies with the commentary on the Karyilarlara. 1f Gooli is correct, frag-
thent number 10 ( p. 7-8 ), which deals with the Zogwna passage, should have been
(-without thie pratils ) betwesn abhidhdndrihal and ebddndun abbidhcuem. But there
is no reom in the MS for such a readine. Therefere, if we are to retain Gnoli's theory,
this will have to have occurred in the second half of line 2 of fragment 10. The only
problem is that there does not seeu, if we have correctly understood the accompanying
photographs of the manuscripts, any room for this passage in the fragment in question,
There seems to us no good reason why the pratika, ablidhdandarihalk should be ropeated,
nor can we seen any justification for the second member of a compound being explained
before the first member. It is true that the author of these fragments accepted
abhidhdertti and gunaveiti as §abdavydparas, but why must we assume-that the
person holding such a view is Udbhata?

9, W, e NS, vol. I, p. 272, G. Q. 8. ed, :
o & THIET HIHET: 9999 ; the definition of rasa: p, 288, T§ T & YFT4: I
4T — HEFETT; VLIS (p. 204); p. 209 2NEAEETY TEEG TR

3. There is no quotation from Asvaghosa in any of Abhinava’s works, The
quotations from ASvaghosa in the anthologies (seo Karvindravacanasamicoaya, p, 29 )
are not found in any of his extant works. Rajugekhava ( KM, p. 18 ) quotes a verse
from the Buddlhacarica (VIIL. 25), but this is not ascribed by him to anybody,
Similarly the Blhojaprabendic takes over BC IV. 59. Neither of these passages is
sufficient evidence to gay that the anthor actually knew Agdvaghosa’s work, since the
guotations could have come down though the work be lost. Nobe that B¢ VIII, 25 is
similar to Raghuwvamge 111 15, but the whole problem of Kalidasa’s horrowing from
A, is not settled. Onbthe whole, we ‘are inclined fo think that Kilidisa did know
Asvaghosa, and was influenced by him, Johuston {op. ¢it, Int. to the English Tr, of
the BC, p. LXXIL) thinks that Dandin, A0, 11 44 has BC IV 83 in mind, and that
Bhamaha, in criticising ajikiadat ( used in 8. IL 30 ) may be referring to Aévaghosa.

P

L3 4, The fragments from the three dramas were edited by H, Liiders, ¢ Bruch«
stticke Buddhistischer Dramen *', Borlin, 1911, and Philologica Indica Gottingen, 1940,




Santa. The words $ama and santi occur constantly in both works. Further,
at the end of Saundarananda® there are two remarkable verses which might
well have influenced Abhinava :

people might obtain peace of mind, and not for amusement (rataye). 1
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 .*

Locana. Moreover, he insists, time and again, that poetry is more gentle
than $astra ( which can be loosely translated as “ philosophy ™), but that it
leads to similar results. The last verse of the work is no less important :

totally disinterested in moksa, I have said in this work, under the ( sweet ) dis-

A=

« And so this work, whose essence is liberation, (was written ) so that

Abhinava has used this very simile of medicine and honey in the

« Since men are, for the most part, engrossed in sensual pleasures, and

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, 33-84; XV, 49, a lovely

verge that could be engraved on the tombstone of the twentieth century.

2. Note that in Saundaranandm, X1V, 50, Advaghosa uses the expression

samasulharasa ! Bub there is no evidence, aside from the dubious expression rasantara
at BC VIL 51, that he knew either the NS or the rasa theory.

oceurs nowhere else in the literature, Perhaps like upakdra it means something like
¢ useful ”’, “ valuable 7,

3. Saundaranande, XVILI, 63: ‘
TATT SFIIAA F A AFTATA] B %
Al AEARIAAE FATIT FqT |
qrRTTETHART T8 WAT TeRreq i
qrg Taesfiated wgge & &9 @’ |
4. S XVIIL 64:
IS FT Big ol gigrafoed
HIEAEATAT Ged RAAAE qAT qI&0: GOATT |
aEAGT AT Fvadfaaiaar Jna 9 afed
gl ArgS vl MATHIHR ATHERCHTT |

According to Johnston ( p. 164, notes ) the word upakeram is hapax since it
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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 fanta
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 Saundarananda ) 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 svaiabdanivedi-
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

1. Saundaranands, XV, 32:
FAasA G sEl € seead |
AATH AT S e afasqfy )

® Further back on this long path those closest to you were strangers, and as
you walk further into the fubure those who are now strangers will become close to you,”

5. XV, 33:
fagwet a9T |91 97 9= A |
WAl ST q4T TR S | T |

¢ 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 :
gfvzd aghrd daafa aymamm: |
TITANRT GAEFAT TEsATIaTaarEm: |
¢ Just as travellers 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
a4 moment, )

In the next verse such meetings are compared to a fistful of sand, held together
only by the hand : vdélukdmustivaj jegat, Cf. MBh, XII, 28. 36 :
4T FY F FE T GHATT ARIZAT |
AT T YA TEETEH: )
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while to read poetry merely for what it says .1 On the other hand, the real
‘poetry of the Saundarananda becomes ¢ part-of the furniture of the mind"”,
and nobody who has read the fine verses from XV, 32-30 is likely' to forget
them. 'But such verses are rare, and Abhinava may well have ¢classified " 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 sahrdaya. But this is mere speculation.

wWith Ananavardhana, however, we pass into the realm of certainty.
The influence of the Dhvanyaloka on Abhinava cannot be exaggerated: «'We
¢an 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. AL which Abhinava has not assimilated, ‘often by dealing With
theni 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 importamnt
concepts, from the D. AL which might escape the notice of a hurried readet.
These are the terms which seem to us most important to Abhinava’s theo-
ries. Before doing so, we should remember what dhvani is not. There:!is
nothing imprecise, or vague about dhvani, as many Western_ writers hdve
erroneously supposed, misled by the connotations of the word ** suggestive:”
in English. The concept is not a subjective one. There is nothing ineffable
about dhvani. It is important to realise this. ~Ananda in fact spends a good
deal of energy in refuting the anakhyeyavadins, those who claim that, if
suggestion exists at all, it is beyond the realm-of speech.” Both vastudhvani
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 single most
important characteristic feature of rasadhvani, we would say that it is the
inability to lend itself to paraphrase. The reason this is so has to do with

1. . Boas, ¢ Philosophy and Poetry 7y Wheaton College, Mass, 1932, p. 9,

9, The position of the analhyeyaviding is given at the imeg_rin;ling. of the D .
Al p. 33 (B. od.) : HPEqASHUROEIEFIEA ieEes (OENET GERdERdeTand

« Some whose minds shied away from attempbing a definition declared
1

FHTEATHE - |
that the truth of dlvani lay outside tha realm of speech, and ¢ould only be internally
realised by a sensitive reader. *t Apanda replies to this ab the very end of the first
Uddyota ( after K. 22). Again abt the end of the third Uddyotn, Ananda témes back
to their views, informing us that the Buddhists claim that all things are beyond defi-
nition ( p. 519, B. ed. ). Note that the karikds themselves never reply to the wndkhyeya-
vade. In the thivd Uddyotm ( p. 403, and also . 517-518 ¥ Ananda, perhaps borrowing
from Vakyopadiya 1. 35, says that only a jeweller can recognise the true value of gems

gand w hether they are genuine or &y nthetic ).




ABHINAVA’S PHILOSOPHY OF AESTHETICS 7

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, it is an
area about which the reader can find reliable information with no great diffi-
culty.! 1In essence it is this : Ananda inherited from older works, two
functions of words, abhidha and laksani. 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 laksana. Until the time of Ananda, these
were the only two functions (apart from tatparya 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 : vyafijana 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 Abhidhavrttimatrka) 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 chapter on metaphor in K. 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. 401457 ) in the D, A1, third Uddyota, also is concerned with this,
3. Locana, p. 79, 80, 83,
v
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ed to the idea of vyanijana. 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 : « I want to sleep with
you” ? If a character says to someonc : « 1 love you,” 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 second 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 cleatly (is he perhaps the first recorded literary
critic to do so?): “In a poem in which there is no description of the
wibhavas, 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 dhvani (-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
Sahrdayaloka.” * Tt is this doctrine that has led Ananda to emphasise the
extreme importance of the suggested element (wyangyartha ) 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
we should judge less satisfactory” and to deride a poem that we should

1. Note what Abhinava says in the Loc¢ana, p. 51, that rasa is ¢ never even
in a dream svadobdavdcya, ” wFsly 9 @I=aar=A: |

9. There is a whole class of literature devoted to saying this same thing, on
the part of women, by suggestion, They are always, as in D. A4l p. 71, cases of
vastudhvani.,

9. D.AL p. 83: 7 & FACTFRIETAAGANS FAETRAAIEAET we
FARTY CEEa e |

4, A. Bh, Vol.I, p. 343 : A CR ] f& TR g‘qﬁq}]’{n’%\‘ﬁ:‘?‘ﬁa{l
ﬁmmmgﬁwqmrqm| The only names that Abhinava
uses for the D. Al are kdvyaloks ( © light on poetry ) and sahrdaydloka ( ¢ light for
the sensitive reader ™ ). The name dhranydloka is thus actually a misnomer,

5. Wo think of the verse : gamgeqi T4di Povafea gaameg: | ebe. given on
p. 137 of the D, Al, as an example of avivaksitavacyadhvani, and which is surely
( Continued on next page
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prefer aesthetically, on the simple grounds that one contains suggestion and I Ll
the other lacks it. But as Ananda was the very first critic in literary history k
to have perceived the existence of the suggested sense, we must not complain ' I
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 [ ek
has been for the most part overlooked by the later tradition : in the first :'l i
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’) Il
of what has already been suggested.” 1l

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. ™ 8 :

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 “ propriety ”. He develops this concept at very .
great length in the third Uddyota, and culminates by saying :

The highest secret (upanisad) of rasa is following well-known (canons) of
propriety. 7’ *

{
« Except for impropriety, there is no other source of harming rasa. ; |
P P g | !

f

i

Continued from previous page ) a
inferior, as literature, to the verse quoted on p. 114 :
AFUAA T G (AT | il
ART TA0: RgF TATT T GARE: 1|
which is only an example of gunibh@tavyasngys.
1. A criticism levelled by his detractorsin an amusing line in the D, A4l.,
p. 25 : ATl AT EEERdAAETEFRasTAged 97 gg 7 W |
2, D. Al p. 81 ;: sggeay g1 (nemely ggaaifa: ) ‘-ﬁ'ﬁfﬂ'{*ﬂﬁ, g et | I
3. D. Al p. 455 : gyl 7 AFWISAE GG HETIH T AR AT |
SRR T TR §F e |
4. D, Al p. 330 :
FAEARET AATTIFH HL, |
g T agTeqe TR ||
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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 chapter 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 censored ( a question 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 (asabhya) 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. Kalidasa 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 Tonesco 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 there 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 ($akzi). Now the fault that is
due to a lack of intellectual refinement can sometimes be passed over by
grace of ( the 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, “Some Concepts of the Alankira Sastra ¥, « Aucitya ",
p. 104257, Madras, 1942

2. D. Al. p. 332: g TU=n G |

3. D. Al. p. 332 : gaqaa«a |

4, See the London 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 poelry 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, butin 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 :
FAAITES AT33 999 GEAWT It 9, srntahiiaan | e
fir g7 — FACETAESTTwETH | TAETINFAl 9 TTROTCFTIEIN T BT |

FEaRTHEAT A § AT JGET .. TOT T AREE AR AT S ET-
gErtaaraEste ITROEEaar AHEE AT | q4T FHREET e
Foie, |

2. D, Al p.93:
AP RIRCRICEIEUEIE Gl
F G T TATITEIRT T |
3. See “Grammaire et Poétique en Sanskrit by L. Renou, !;‘turies Vediques
et Paninienncs, Tome VIII, Publications de PInstitut de Civilisation Indienne
Paris, 1961.
4, D. Al, p. 529.
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Ananda judges both the 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 because 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

YT FISAGTTL Hfaih: TSR |

e = A TUE aiEad

FFET Feha: Fe0 G WHE SO

¥ ug FECATE g9aa g |l Y

These verses are quoted in the Aganipurdnc 339, 10-11, Anandéaérama ed.
Abhinava explicity states that bhese verses are by Ananda in the 4. Bh. Vol. T, p. 295 :
e uFtRE — ¢ AT Feh: g |

So there can be no doubt that the Agnipurala has borrowed the verses from

Ananda and not vice versa.
Note also the fine verse quoted immediately after these two :

WA JaagRaaE a9 |
SFErEl 49¢ gHia: FEA @aea4n |l
“ A great poet, ab his own will, causes even inanimate objects to behave as if
they were animate objects and animate objects to behave as if they were inanimate ™,

Note that Abhinava ( p. 499 ) takes Sragdre in the second stanza to be an
upalaksana for all the other rasas.

We should not interpret vitardge to mean wvairdagyavat and take it to be a
covert reference to Santarasa. For if this were so, nirasam would make no sense even
in its punned meaning. Vitardga here simply means a poet nob inferested 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 he able to invest
his poetry with any real interesb.
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Abhinava echoes this in his famous remark on poetic 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 seat in
the poet’s own heart, and which is eternally in creative motion (udita).”
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 mew during the honey - months
( spring ). ”®

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,'Bh.,Vol. 1, p . 4:

FT eI A A T A A AT T A e (e =g 4 (A ol-

PRI TR RS TSAE: | I

See also the Prakrit verse quoted by Ananda in the tourth Uddyota, D. Al p. 527,

2. D, Al, p. 537:

 FEATIEUHISTE i SEIEge | IV, 6.

3. D, Al p. 528 ;

FEYAt Y &4t HEH WIRIEN, |

g a7 TR HYHTH 39 gAT 1 IV, 4,
D. Al 1V, 6.
. D, Al IV. 10

FrEeTfaERe Tl GREY Fe: |

THagr 91 &4 19 FEGSEETHT )
See also NS, I 119 ( G. O. 8. edition, p. 42 ),
., Devadhar'’s edition of the Bhisa plays, p. 132 : aho »viciirasvabhdavata

&~

o

e

( 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. VI. 45, where Abhinava has a very long
comment on Bharata’s definition of §rigararasa. 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
( §prigara) 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 why
( Bharata ) said : uttamayuvaprakrtih ( this refers to p. 301, Vol. I of thc NS :
sa ca stripurusahetuka uttamayuvaprakrtih) : “he is noble” and “she is
noble” and so we get the dual compound wtfamau. 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 previous page )

jagatah. Of. Auden, in the New Republic, Dec. 9, 1967 : ¢ If today, it seems to me,
the word “real” can be used at all, the only world which is real for us, as the
world in which all of us, including seientists, are born, 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
gtars are hung in the vault of heaven, the measure of magnitude is the human
body, and objects are either in motion or at vest . It is clear that this love for the
human, for the particular and the imperfect (cf. Balzac : < Blessed are the imperfect
for theirs is the kingdom of love” ) is much closer to the hearts of Indian poets than of
Indian philosophers,

L g’ oF 7% 9 gewsr @: | D 44, 1L 7
2. ardat qify FaEETeE @) D AL 1L S
3. See also III, 28:
frivae TER FIARTAT &4 |
« Espacially in Spigare, for it is the most delicate of all the rasws”™. See
also D. Al 1I. 11 and II, 15,

4. A BhVol.1,p.302: 3 uq FAR(EAATGT—IIUIREET W10 Rl
g = | GEAEEET | T @ el U | AT SR T = | g o
( Continued on next 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
sarighatana ( 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

Bhattatauta, 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 K. avyakautuka :

Continued from previous page )
~ - - 2 . > = o . e
NHIIAAIC: | STHAHAT I | ©F =T | AR Geag =T | g w4 |
= & o . -
AT fe qda swagad fEm:
Cf. Abhinavagupta’s remarks ahout love in the Logana, p. 205 :

Wt fe ewRatEEACR SR a9 T &y T |
FEAGAEAL:, AT T& TEACHUSEIT | 990 WER TgFIR | A T mEr
fEaEEISEERET a1 sEEeE a1 i@ waiTaaEs e oF wahT |
“ For there is an unbroken propensity for love in all creatures, zods, animals, men ete,
And so there is no ereature who 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 such as sugar candy ete., when it falls on

the tongue of a diseriminating person or a non-discriminating perosn, a healthy man or
a sick man, will immediately be pleasurable .

1. Generally whenever the term wupddhydya is used in the A, Bh, it refers
to Bhattatauta,

2. JEEUTHAERT FARGHSATHITIATET H=7=4: | A, Bh. Vol. 1, p. 37; this is
in the context of what constibutes ®imitation” in the drama. Abhinava also wrote
a commentary on this work : § mmgqrz—:nquﬁﬁq WW?, AT FiEE qg-
TEaEE( i, e. W)mfﬂm e 95T, Locana, p. 394

See V. Raghavan, ¢ Authors Quoted in the Abkinavabhdarati °, J, 0. R. Vol, 6,
Madras, 1932,

Y
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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 ) 2

Abhinava improves on this :

“ . the actions of the actor have been devised in order that the
gpectator 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 i

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 ” ( darsana). 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)”.*

1. A, Bh. Vol p.290:

e e AT O TN | FETg ARG —
‘ qFFTEHATTR F1oA AREEEwE: T |
¢ qUiTERTETT ERTSIEEAT HEAT: |
STARFATSRRTET AT JEET €5l 17 504 )

2, 4, Bh, Vol, I, p, 201 :

[@= ¥ @amEar HHegiesdTd | FaOTETRMREI eI gaaar 7 W i |
Fut AU ETREERT  GIRCE TR TEAT e g 0T | E
FEATERT | AEEEga e e AIEARRAT | SRR R g 2 e o4
s STt RRaT = gl fhEaT | waiguTe T e S | e AT O TEO
F@F T | ®130 9 912509 | See Addenda.

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

( Continued on next puge
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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 jastra, 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”.? For pratibha not only means creative, ot
poetic imagination, it also means “ genius ”, or *‘ inspiration . The term to
which it is generally opposed is vyutpatti, “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 dhvani. This is expressed
in the famous karika of the Dhvanyaloka where it is said that figures of

Continued from previous puge )

qqT IIE WA (sie):
amfy: sffEwIfta ffe agam |
fafaaEasaaTen =z« |
¥ geaEaAed Ay 9iEa: &4 |
FIFEUATETT 2T @0 Hggi: |
a4q1 & 39 &=0 fMsaferad: |
Afear FETT ST AT T OG0T

1. Kaumudi, K, Sastri’s edition of the D. 4. p. 170:
2 g R Een ITe o HiEwH 9
gsitast gEE gtaarEanf i

This verse is quoted as the motto to a very fine article by T. N, Sreekantiya,
# Imagination in Indian Poetics”, 1. f. ¢. Vol. XIII, No. 1, p. 1937, There he says:
« Quoted by Vidyadharacakravartin in his commentary on the Kanyaprakdse ( Trivans
drum Edition Part I, p. 14). 1 am indebted to Dr. V. Raghavan of Madras for this
reference, "

2, E.L Dandin KD, I 103.  Mahdabharate, XII, 260.1. We even find the
dichotomy in the Pali texts, e. g. Asiguttara Nikdaya IL 230 where four types of poets
ave described (cintakavi, sutakavi, atthakari and patibhdnakavi ) of which the last bype,
naturally superior, writes from ¢ seizure™ as it were,

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

FEFATR AT TiERE qTaaiEEeT |
also, 1V. 6 : &% TATARTAIG: |
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speech will come without any effort to the poet concerned with rasadhvani.!
Of course Ananda himself was not unaware of the importance of gunas and
alarkaras ; 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 ?7” 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 Bhattata uta.? 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 prajiia 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

2% §

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 wr4ti thereon.
2 Heveral stanzas on pratibhdé have been ascribed by Gnoli to Bhatiatanta :
&« Three stanzas, quoted by Hemacandra and probably taken from Bhatta Tota ”’, Gnoli,
op. ¢it. p. XXX, Int. Bub this is incorrect, since the verses are from Mahimabhatta’s
Vyaktivivela, 11, 117-119.
3. Bee also Locana, p. 92:
e HT ATITETAIEHT S |
4, Hemacandra, p. 3 quotes the whole passage :
TFT AR o TTAT T |
RGOS FETTg: e 1
e €I A=
5. Vidydcakravartin’s comm. on the KP, the Sampradayeprakaging, TSE,
nog, 88 and 100, part I, p. 13:
wfaeAR QAT A= |
FlaTeRToRT ST S50 ARG 77T

The rest is as given in the preceding note,
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“Even a stupid man can learn the §astra 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 .}

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 alasikaras, the caravans of meanings,
the path of ( poetic) expression, and other similar things as well”.* 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, Kdvydalanikira, 1,5 :

TEULE G I8 TSradIsa |

14 g AT S FRE TG ET:
2, On pratibhi see also : Vimana, I, 3, 16; Yogasitra, 11, 36; also Kashmir
Saiva literature, e. g. Somananda’s Sivadrsti, 11, 64 p. 78, KSTS, LIV,1034); Vasu-
gupta, Spandakarika, IV, 7. ESee also L. Silburn, ¢ Vitulandgtha Siatra ( Paris, 1957 )
p- 14 and p. 38. See also Int. to De's ed. of the Vakroktijivita, pp. XXIV ff. For the
term in philosophy, see G. Kavira), “ The Doctrine of Pratibha in Indian Philosophy *,
Annals of the B. 0. £, 1.V (1923-24), p. 1 £ and 113 ff,

3. KM. ed. by C D, Dalal and R, A, Sastry, revised ed. by Ramaswami
Sastri Siromani, 3rd ed, Baroda, 1934, p. 11 :
a1 AR TR (ArA-aa  qarirasfresd sy a1 gimr |

Uktimarges might also mean racand, riti, i. e, style,

4 opcit. p 12 aEy AAEREARATEEAT G A AE |
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« Tt 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. 4L? Abhinava is also greatly concerned with pratibha
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 laksang 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. Vyaktiviveka, 11 117-118, p. 452-453 ( Kashi Sanskrit Series 121 ) :
TR PR AT EaE: |
0] EETETR AT Hard ArAT A4 |
ar T FgdEaegdEta A |
I G WEte@ e
9. D. Al p. 508 where the navd drsti is referred to, and also D, Al. p. 498,
third verse,

3, 7. Al XIII, 87.

4, Gnoli, quoting four very difficult stanzas from the 7', Al, ( XI, pp. 60-62 ),
vomarks : ¢ Abhinava ...... stress (es) the fact that pratibhd does not exhaust itself
in the poetical intuition, but is, in a broader sense, the same consciousness, the
same Self. In the majority of men it does not succeed in liberating itself from the
chain of relationships and practical interests which condition and constrict it, but, in
the poet, it burns with a purified light — to shine out finally in all its fullness in the
intuition of the saints, ” Gnoli, op. ¢it. p. LI Further references in the ZTantrdloka
are XI1L 90; 97; 101; 106; 1125 120 ate,

5. Below, we translate Abhinava’s brief summary of Bhattaniyaka’s views
on 7usa.

6. A. Bh. Vol 1,p. 217

7. See Hemacandra, op. ¢it, p.96. See also Chintamani, Fragments of
Bhattanayaka 7 J. O. R. vol. L. p. 971, It is quoted in the Rasagangadhara p. 25 { with
the variant reading tadbhogikrtir eva o, )

8, Alasharasarvasve, 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 Locana,® 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 Hrdayadarpana has been lost, and only quotations survive in the later
Alarkara works, The Hrdayadarpana appears to have been either a coms-
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. It 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. Tt 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, Sf3raT ATIAT =TT GRIEGAT 7 |
ST AT TR aa: |l
aFaTATEy eatshy Erfemi e 49 |
TR IFIET =T faEaTa |
We are not certain about bhdvanabhdeyah, Perhaps it should be translated

a8 ** to be reflected on in the mind by means of bhdvand ", i. e, bhdryal would mean
" %o be reflected on , bhdvanayd bhavyah.

2, On Bhattanayaka see Gnoli, op. ¢it,, p. XX, Also Kane, #. §. P, p. 221~
225, The date Gnoli gives is around 900 A, D. Inany case he certainly lived after
Anandavardhana in response to whose theory of dhvani his own work seems to have
been written.

3. Bee Locana p, 188,
4, For all references in the Locana to BN, see Kane, op, ¢it. p. 223,
5, ey Frcan BET frermrenEad |
AT AFEATH A/OT AgEETE |
6. Undhahrtam, which simply means “spoken™ is taken to be a pregnant use

of the word by BN who interprets it as uddharanrikrtam, The drama is like lifa, It
is essentially unreal, 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 Self 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 ( hydayagrahanidana); 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
unreal 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 §antarasa.

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

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

Continued from previous page )
the means whereby we may attain bliss, which is after all the same as the Self and
therefore the same as moksa. A. Bh.Vol. 1, p. 5: ]
TEEATY | 39T T8 FETIAEHEE 0 AT RgaRed G FeqaIaaasas SaraTeg-
A gEad ERuE A AR A AR A2 (I ae TR A eaaad Gl Ed-
T AT | G497 ATHHEAT T TRIIIATHT | T4T TEE FATHEAaeaH eI AR
T FIHAANEAST [CHATAATIIR AT STEHOIAY R IES9 Iatamgarss arrsgf |
‘g g e awmg gragoeras w1 5 )
FEae TRATTE: garswg | Y of sArenre gaegaa gAEi |
m_

‘ quEEEFAtTATETY TFET 4T |
qfaemt SATEHA N S+ 0 T
1. It is not clear whether Abhinava aeccepts this justification of SR or not,
Most likely he does, at least in great part, for he also quotes this stanza (N&. VI,
p- 335, in the interpolated §intarase section ) and also uses it in the third Uddyots of
the Locana, p. 391, as a proof of the existence of Santarasa,
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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 Nazyasastra® 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 §antarasa,
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 Hydayas
darpana were extant ?

The second passage from Bhattanayaka is quoted in the Locana, under
I 6 (p. 91, Balapriya ed.) :

““ 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 Bhatftanayaka’s. Hrdayas
darpana, whereas here he refers to the Sahrdayadarpara, Are these just variant names
for the same work ? K. C. Pandey ( Abhinavagupte, p. 200 ) suggests that the Hrdaya
darpana refers to a book that refuted Ananda’s theovies, whereas the Sakrdaya-
darpana would have Deen a commentary on the N8, It is true of course that hrdays
and sahrdaya mean very different things, but Abhinava seems in the habit of calling
a single work by different names. Thus he speaks of the Kawydloks (i.e. the
Dhvanydloka ) of Anandavardhana ( Locana, p.2 and again Locana, p, 554) and later
in the Abhinavabharati, Vol, I, p. 343, he calls the same work the Saehrdaydloks. This
is the name he uses in the second vol, of the 4. Bk, as well,

2, It is clear that Abhinava has used the ideas contained in this important
passage, But how did he feel consciously about it # Did 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 inbter-
pretation of his teacher ( Bhattatauta ) on this verse from the N &/

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

TS ATSIEATTS IUTHR a0 7 |

The point is that the bdla (child) is like the sahrdoya, There can be no
question of the sahrdayas being ignorant,

4. ggTE AEAET:

AGETT OF [ 6 qEaregeEl |
U9 AT §H: @ WRIAT A 70 0

5, Locana, p. 91 :

GAEECREC BN I e It

S — -CR T
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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
‘quoted in the context of poetry, and so the first interpretation ought to be the
correct 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 q.]so one of the greatest
philosophical minds of mediaeval India. In Kashmir Saivism, 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 have
been influenced by his reqdlngs in Kashmir Saivism. But probably even prior
to his writings on Kashmir Saivism, Abhinava was exposed to earlier Advaita
literature. There is of course his own commentary on the Gita,® and though

1. According to the K, the word »dg here means poetry :
% FHATHTAT TRUMAET 99 |
K. SBastri’s ed. p. 168-169.

2, As the Kaumudi on the Locane says :

AR TR S AT TR A S AT A 4 |

3. However, there is no doubt that in the third Uddyota, Locana, p. 510,
Abhinava speaks of rasasvada as being only the reflection of a drop of the bliss that
is paremefvaravifrantydnends, See our translation of this important passage
below,

Note also the line that Abhinava quotes in the Locena (p. 39 ) from Bhatta-
nayaka : '

ey @iy g4t T 9gr 9 MEmE |
« In ( the realm of ) poetry anyone who feels aesthetic pleasuras ( rasayitr ) ( is eligi-
ble for reading ), but not the cold rationalist ( boddha ) nor the man willing to take
orders ( from religions works—niyogabhdak ).

Abhinava makes this very charge against BN himself in the Locana (p. 173 ),
accusing him of being more a philosopher than a poet: § =, ..., FIYAT FFAT |
Sfeefa &9 4547 T FEas |

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

5. The Gitarthasaigraha, published in the NSP edition of the BG edited
by Wasudeva Laxman Shastri Pansikar, with 8 commentaries, Bombay, 1912, It seems
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
nothing of the outside world, nor even of the inner one, so also does the ego

( purusa ) know nothing of the outside or of the inner when it is closely

embraced by pure consciousness, the Self ”.!

Then there are the passages from the Tuaittiriya Upanisad® which are

also quoted by Sankara® in the Brahmasutrabhasya.*

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); laya (which Madhustidanasarasvati takes to mean
susupti,in which he is supported by Gaudapada himself under II1. 35) ; kasaya

Continued from previous page )
commentary unusually devoid of interest, but he himself hints that he did not really
feel any inward compulsion to write it :

TACAHATHIY FEGATAGTE SFTAT |

AEIYR: GElES8 FFaaEaazd: |l

9 FEATATE J4TIA(T AT W |

fagmueresid s=fad awaad fr o

In other words, he felt pressured to write it, and did it only for the sake of his

meE

relatives. (op. c¢it., pp. 775-776 ).
1. Brhadaranyake Upanisad, IV, 3. 21 :
Faygr tgar faar guftsnr & 9@ (99 97 AFaEEaad e JIRERAEr
duftsawnt 1 4@ fF=e 37 e |
A somewhat amusing verse on this very passage is quoted in the commentary
to the Vijignabhairava, under verse 69, p. 59 :
SATHAT HUETH 9 9@ 9% AR |
fasis gft: ame qEw wwag &
@ T g and W a9 wearEedl wafq and I AwL
Taittiriye, I1, 7.

oo

&

II, 1.12: ( SIEwERAIS¥TENd )

4, Note though how Sankara understands rasa :

T 19 iR gUEEERd AgUEelR: SfaEr #F |
5. Madhusiidana Sarasvati in his Ga#dharthadipika, N. 8, P. Gita with 8
comms,; Bombay, 1912 quotes the verses and clearly explains them.,
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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 ”.?

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 sakgin, 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 vyaiijana, 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. 1In the Uttararamacarita 111. 47* he speaks of karupa 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.S

1, Jacob’s ed. p. 51, under number 33.
2. qrEEdEdE aF fqeag: g@ar 'q%ﬂ:]’ on which Madhusiidana comments
( under Gitg VI, 313, N8P ed. ) :
q% G RAGEEAEAIST g9 AEEAd | GE i gel gEreEsT
TR FAC
There is a very interesting variant, quoted in the Vedantasira ( Jacob’s ed.,
p. 51, under 33 ) : qEEEAZY a7 | Sadananda says : yEvETEIAAEEAANY AU
gfyFeyTaeaTEE @reE: || We can’t help feeling that Sadananda must have heen
aware of the famous comparison, brahmanandae (or even brahmdasvada), and rasasvida
and this is his way of answering it. His point then, as Nrsimhasarasvabi notes, is that
the distinction is between nirvikalpasamadhi and savikalpasamadhi, two terms which
must have influenced Abhinava’s own thinking on rasdsvada. For in savikalpasamdadhi,
ghe triputi ( subject, object, knowledge ) is present, as it must be in rasdsvdda, but
it is absent in brahmasvdds, where there is only one siksin, with no object to cognise,
pure consciousuess,
3. This similarity was already noted by Jacobi in his introduection to the
Dhvanydiloka translation, p. 398,
4. Raghavan, ® The Number of Rasas,” p, 165 quotes this verse and ex-
plains it,
5. oAl T wen oF fafiradE—
TEe: gag TatETEE fEai |
EIERETERIELRIE WEE] N
qFdT 797 gfveag T g |
6. Of. A. 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 Vijianabhairava, 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
captivated 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 appear in the middle **.*

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 pleasure, one should firmly fix it on that
object. For there the true nature of absolute bliss will manifest itself **,°

Continved from previous page )

# & fafasmmars grarsmE: w98 |,
& verse he quotes also in the Locana, p- 39, Note the preceding verse (p. 334, 4, Bk,
Vol.1):
AT HRT @ e SEia: |
AR wEaia: gawaT @1Ea
1. Only, as fas as we are aware, in the f&mrcnprmtytzbha'jrmzf-ir'_rtivimarﬁiﬂi
(edited in three volumes by Madhusidan Kanl Sistri, NSP, Bombay, 1938, 1941 and
1943 respectively ). The work is quoted in Vol, I, 77, 80 and 287 and in Vol, II on
p. 50, 179, 214, 262, 311, 427, and Vol, III, on p. 30, 52, 169, 346 and 386,
2, There is an interesting French translation of this remarkable text by
L. Silburn, Le Vijianabhairara, Publications de I Institut de Civilisation Indienne,
3. VB, 60 (p.50):
Fagfittreniaad o Rrfafair
Fet ey W afasfo: ISTE |
In fact Abhinava quotes this very verse in the JPV twice, once on p, 311 of Vol, II,
and again in the same volume, p, 427,
4, VB, 61 (p.50):
FHAAEAEN A T GHHA |
: I &4 IFAT AN q THREQ 1)
This verse too is quoted by Abhinava in the IPVV, Vol, II1, p, 346,
6. VB,74, (p.62):

a9 47 AR IR |

T T IraEsd qo9gaqqd (|
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The commentator explains this to mean that one can fix one’s atten-
tion on any attractive object, such as the lotus-like face of a beautiful woman,
and find bliss of a transcendental nature therein.'

« After the manifestation of the happiness resulting from the nourish-
ing 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

9 2

this; absolute bliss will arise ™.

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 (ghantyanuranana), a term that Ananda
applies to dhvani. He also speaks of sexual intercourse as the abhivyakti-
kararia (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. afe AfeEEs AR FAEEEARAeE a6, g7 araafer
FATA: | |
' 9, VB,72,(p.60) :
FIEIYEEA S AR A, |
WA RGEE AEEdl A
This verse too is quoted by Abhinava, in the /P V'V, Vol, 11, p. 179.
3. VB,p.6l:
gEfgagEaay @edl 91 AT |
4, VB,69,(p.58):
TRrE g F A AT, |
Jgd ARTEY TEY AEEAd |l
5. VDB, p 59: the first passage is:
SEE AR AT R I AUSg ey ARaTTE gg qeAmEE: |
The second is : ®{HFT ST R e |
6. The verse is:
FraEaaThi: SgEd aOd T4 |
g sty qafy wagEeREga:
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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 Vijnana=
bhairava, now lost? Reading through the commentary on these verses by
éivop‘adhyaya, 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.

b 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 Saivism 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 certain 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:
£ AT IaET: |

2. Yogavasisthamaharamdayone, edition with the commentary Vasisthamahd-
ramayanat@lporysprakiade (& singularly uninteresting commentary of very little help
in real difficulties ), by Wisudeva Laxmana Sastri Panéikar, NSP, Bombay, 1918, in two
volumes,

3. See K. C. Pandey, Abhinavagupia, p. 28-29 : ¢ There is enough evidence to
show that he wrote many other works besides the above...His commentary on‘the Yoge-
vasistha, We have no other source of information abont it than a tradition current
among Kashmirian Pandits .

4, This was first pointed out by V. Raghavan, “The Date of the Yogavasistha”,
J. 0. B. Vol, XIIT, Part II, 1939, p. 121-123, The important verse of Ananda that we
quote and translate later 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, Thers can
be little doubt that the ¥V is the borrower hers,

5. See Raghavan, “ The Yogavasistha and the Bhagavad Gitd and the place
of origin of the Yogavasigtha », p. 73, J. 0. R, Vol. X1II, Part I, January-March 1939,
“ Hence the suggestion that Kashmir was the place where the Yogavisiztha was
«produced deserves acceptance, ™ op. ¢it., p, 82,

6. See Raghavan, op. ¢it.,, p. 128 : ¢ What is the lower limit to the date of
the Yogavdsistha is a question which I can answer here. Scholars have up till now
pointed out Vidyaranya as the earliest to cite the Yogavdsisthe. We 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 §astra 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 Yogavasistha by a century. The Sakiimuktavali ( G. O,
8. edn, ) was compiled by Vaidya Bhinu for Jalhana in A, p.1258. On pp. 412, 417,
439, 448 and 451 of this anthology, the Yogavasistha is extracted,” Raghavan opte
for between the 11th and the middle of the 13th century as the date for the Y V. This
is much closer to the truth than the unconvincing arguments of Atreya ( Philosophy of
the Yogawdsistha ) and Dasgupta’s claim that ib should be dated before Satnkara,
Had Abhinava known the work, it seems odd that he would not have quoted it any-
where, Ibisinteresting to note that in the preserved portion of the commentary oun
the VB by Ksemarija, the direct disciple of Abhinavagupta, there are no quotations
from the YV, whereas in the later commentary ( 18th cen.) by Sivopadhyaya, there
are numerous quotations, This seems to us to point to the fact that Ksemardja did
not know the work,

1, YV,II,18,33:
T gATIRaE EERICE A, |
F1= Tawd ATegElRa: ST |

9 On this aspect of the work, see J. Masson and B. K. Matilal, “A love-

gtory from eighth—century India® In the Jadavpur Journal of Comparative Litera-

ture, 1966,

3. We think of such passages as I1L, 16. 1-17, with its descriptions of arbistic
delights, Also VIA. 104, 15-21 for a fine discourse on the ill luck of a woman in spring
who is not able to make love with a man. The remarkable story of Gadhi (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 passages. There is
no finer example in world literature of a profound philosophical mind with a genius for
artistic description, even though many of the verses betray a certain lack of tradi-
tional literary education ( odd syntax, anorthodox similes ete. ). There is a fullness and
an overflowing of the creative spirit in this work such as we have never come across
in any other Sankrit text.

4. The word éxma and its derivatives are to be found on virtually every page
of the YV (e g, VI. 68 20; V,25.4); vifranti also occurs constantly (e.g. IV. 39,

20; VI, 42, 3); camathire is also very common ( e. g. ILT. 14, 456); tanmayi is not a
rare exprossion (e, g IV, 42.11), (learly the author is aware of the terms of literary

criticism, for we find at VIB. 83, 6: areaATaREFEeT 39T a0t § SEd | VIB, 66, 1-5
contaias a number of puns on 7asd and rasikajandg, i
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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. In any 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 jivanmukta,
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. ™ ?

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.’?

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 fyeg @@ ATHEERIG | YV, V. 50, 75.
2. YV.V. 56 53:
LAY el 0T FAg |
GO GHATETg 91 I
3. YV. VIA 44, 26
a3 Argiea o< auGEwEEa |
T wiET gvata @ feagE aan
4 TYV. V.74, 44:
sify greaafy EFiaTFERT AT |
STy FEAEATEETIOEE O G Il
We suppose that indu here means something like ¢andraloka.

5. SFETAT AT 4q=q AW A, | FV. VIA 108,20,
VI
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““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,V 54,70:
qerd | Afd: AT degdr AT e |
a1 farfaamaer AT A1 T 91
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 §iva at the end of time dancing and :

Wﬁ‘f & dfEs Hsaeias ﬁf’ﬁ"{l It is almost identical with the explanation
that Abhinava gives in the 4. Bh. Vol. I, p. 2. The dance of Devi (at VI B, 85)
:is similarly explained and again linked up with the concept of spanda ( one of the key
terms in Kashmir Saivism ), so often used in the ¥V (e. g. at 1IL 67. 6 it is equated
with cinmdaira ). Many other passages bring to mind Abhinavagupta and his ideas on

Santarasa, Thus at VI B 30, 36 we are told : J4T <& & €O IwaAaEizedd |
% when the world and the «“ I disappear, only tranquillity is left ? A verse that

occurs frequently ( with minor variations) is: ¥ @AM 7 @ e BEES S |
(VIB37,39) which we can compare with the N§, Vol. I, (G 0. B.), p. 334 and
with the verse quoted below from the Visnudharmotiarapurdna. Santa is said to
‘be the end of desire for which there is nothing comparable in the universe :

=gI2d] 997 @ H=Em-aa 4T §E |

qqT 9 FGh AT AGMSHST AT |l
(VI B 36, 24 ) on which the commentary quotes the verse yac ca kimasukham loke
atc. (p. 1139 ), which Ananda quotes in the Dhvanydloka, p. 390. The tree that gives
wifrdnti is said ( VI B 44, 20 ) to be vairdgyarasapustitma. A passage very interesting
in the context of rasa is VI B 41, 5-6 :

[EEERNCIE IR CIETCIH

TEATd F9 T @ SWiEEgEE:

EEEFE JErAE A |

QAT T4 & EFEAAHRT: 1]

Note the commentary on this (p. 1150 ) : PgmweRrr@AEREAT & Samat H=941-
qIAH & TUAVEY FFEAT AFREEAT I | ==y & JI=ia -
FET: | QO TETCTEATAT: AWETERG AR TR AT 39T ST |
A similar verse, betraying the same knowledge of aesthetic theory is VIB 1, 18-19 :

WaEEaR A% 99g 7G|
FMEEeTRAET AT FAa: |
HitEr T § g SaEieaadiaa: |
ATHICHTESEAT =] @ar &9 11
on which the commentary (p.1070 ) reads : 77 G{ui g4 TaATE I ¥ femer
TRYEHEI=E  TEA=gFIREHE A1 TEwany gaar [Foege qedT @uaEy
ﬁmﬁnﬁ e |

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

«« He sees, without any doubt, through the Saktis of Siva (as if things

were ) right in front of him. Thisis the attainment of immortality, the’

experience of the Self. This is the initiation into Nirvana, and that which
establishes the existence of the world. ™ *

And here is an important verse from Somananda’s .‘;‘Evadr._st_i3

“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, poetry and philosophy. Most

Continued from previous page )

On trsrasantydage ( cf, Ananda’s sthayibhiva for §antarasa, namely trgnd-
ksaya ), see V 24,52, Note how dolls sing and talk with godr]e*&o'i: VI B 6, 41
On the mirror image, cf. II 15,6; II 13,75. Note VI A 26-36 : AT&ATH TS

TS HAT F F HFEH, which is a verse quoted in the Tantraloks, Vol.1l, p.44. Cf.
Tantriloka, IL p. 173. The YV, stresses the relativity of time ( and how profound ex-

periences escape from ordinary notions of duration ) : I11 60,22 : & w[H AT

Finally one thinks of the awesome : maunam evavadisyate (VI B

HeTA WA &oL.
83,29 ). “ Only silence remains. ”
1. Pardtriméikaviorti of Abhinavagupta, ed, by M, R, Bhastri, K8TS, No.
XVIII, Bombay, 1918, p. 258-259,
2. HT&TT:‘I’%‘W#’T‘&THT%‘!"T wZIA |
szmaw.?mfa'wq-crrn-rrr g |
1% fgvETar = FawgEaiasr i
(5% dfaiRfa Imea)
We are not gure how to take dkrstik. Is it the subject of saksdt pasyati or its object ?
3. Utpaladeva’s Sivadrstivritd, ed, by M. XK. Shastri, KSTS, LIV, Srinagar,
1934, p. 12. The verse is also number 71 of the Vijaauxbhairava, p. 60, Abhinava-
gupta quotes the verse in the 7PV V. Vol. 11, p. 50.
4, T2 AEld 9TH 32 47 37499 (90|
AT EHEd ATl THTEAAT Fq
5. Locana, p. 533 : UG 795 Ryl (i.e. !—\nnml:w;n‘:]hulm) aaTS fa’ﬁm
oG E@SH’H{ A | 51I!_TIIIil‘?‘i'"'»"‘a|-<3= a9 . It is clear from the Vriti passage on p. 533

of the D. Al. that the work dealt with what Ananda calls the §a@stranaya and the
The Tattvilokae is also referred to by Abhinava in his Locanas on Udd. I

Lavyanaya,
( 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 possis
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 Sanfarasa

It is clear that Abhinava did have access to certain old manuscripts of
the Natya$astra 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® enumerating the rasas, in the Locana, he quotes the

1. Abhinava of course knew Dharmakirti whom he refers to with greab
respect in the IPVV, e. g. Vol. I, p. 111 : SRR SRR oI R g TEg-
(Wmmmfw%, 1 g97H Fef=iaid, He again refers to him by name ab
IPVV,1,279; 1), 46 and 174. He mentions the Pramdnavdrttiks by name at several
places in the IPVV. E.g. Vol 11, 220; 223; 228; 234; 400; Vol. IIT. p. 11; 72; 103; 127;
138; 140; 200; 389 and 397. In defending dhvani against those who claimed that it was
ineflable, Ananda has the following line : Jeq(@agad GaogEaTd qrgmi wHE a9-
T AL (ETEET: | 58§ SUralAedT R SeadanaEsai 9
qfEET | Abhinava, commenting on this passage ( Locana, p. 519 ) remarks : J@TFAY
ofy | Pyl admat awiaat a1 afE T 99Far 37 a99 GEIeATE | 1t is really most
upusual that Ananda should write a commentary on a Buddhist text. This certainly
shows that Buddhist doctrines must have exercised at least a fascination for Apanda
and thus for Abhinava as well. Under N&. VI, 456 (G.0.8.p. 299 ), there is Abbhi-
nava’s odd remark that some who believe in Santarase add the Buddha as the devata :
e ?JF%TSWG?TS@% T ET%?TEITF'Z”-‘-T FTawasi+a | He then goes to remark : Eﬁ' e
QUHTCHTC 9gar a1 | s it not significant thabt the only drama that Abhinava quotes
from in support of éGntarasa is the Buddhist drama, the Ndagdananda ? Oddly enough,
however, there exists at present no Buddhist text on alaikdragistra. 1t seoms rather
unlikely that Dharmakirti wrote a work entitled simply “Alasikira”, as Kane has noted
(H.8. P.p.65): “Bo the Buddhist logician and philosopher Dharmakirti may have
been a post, but there is nothing to substantiate the claim to regard him as a writer
on Almikdara, ” See Sivaprasada Bhattacharya, © Studies in Indian Poetics ™, Caleutta
1964, which contains the reprint of an article entitled “ The Neo-Buddhist Nucleus in
Alaskaradistra ”, though as Kane points out, the quotation from the Vasavadaita is
at the most ambiguous inspite of what Sivarima says. There seems to us no likeli-
hood that the kirikis of the Alasikdragelhiara could be by Dharmakirti though we
have no space to give our arguments, Note finally that Abhinava often quotes one
Rihula, a commentator on the Nafyalastra, and that this is a Buddhist name,

: 2. Vikramorvadiya, 11, 18,

3. N& VI, 15, quoted in the Locana on p, 83,
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versewith only eight rasas. Moreover, throughout the 4. Bh.* he speaks,
whenever he mentions §anta, 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
$antarasa passage in the Natyasastra, whatever it was ( for it is clear that the
present passage is not likely to be precisely the one that Abhinava commented
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 SR.,
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 N S 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. Al, 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 v\ill become
clear from the passage we translate below. The importance of the N S passage
(and related verses, which though they do not specifically mention SR, 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, Udbhata, Kdavyalankarasarasaigraba, IV. 4,

Note that Vararuci's Ubkaydabhisdarika :m,utions a drama contest in which the
phrase asteu rasdéh occurs ( Caturbhani, Madras, 1922, p. 13 ). fee A, K. Warder and
. Venkatacharya’s recent translation, Madras, IUl,u

3. For one thing he does not comment on all of the passage, and for another,
the terms used contradict his own. Thus the sthayibhdva is Sama ( which Abhinava
attempts to interpret ), and fattvajiidna is given (p. 332, NS, Vol.1, G. O, B.)asa
vibhave of $dnte !

4, One shonld note too the passage from the VJ of Kuntaka, In his résumé
of the fourth unmesa, 8. K. De quotes a line on this subject ( p. 239, second edition ) :

YMETMEAITATA e EaREE e )
“ Ancient sages have deseribed {inte as the main rase of both the Ramdyanra and the

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

4 - . . -
« 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 §inta, 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.”*

[} . .
< Santarasa is that wherein one feels the same toward all creatures,
where there is no pleasure, no sorrow, no hatred and no envy. ”?

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. ., and the first half of the seventh century A. D, 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

Continused from previous page )

Mahabhdrata ”. This can only be a reference to Ananda’s fourth Uddyota ( Kirikd 5,
the vrtti on this ). The puzzling thing is that Ananda describes karuna as the angirasa
of the Ramayana, and not inta | ( Moreover, is it not a bit odd to refer to Ananda
as parvasaribhik 7 ) Note that the MS of the Vakroktijivitam breaks off in the middle
of a sentence discussing the Ndgananda ( De, op. ¢it., p. 246 ) (although Dr. Nagendra
in his % Hindi Vakroktijivita ” claims that the work cannot be said to be incomplete
gince it deals with all the six topics it mentions at L. 18, although of course there is no
colophon ) and we cannot kuow, therefore, what rase Kuntaka held to be the major
one in the Nagdanandae.

1. Visnudharmottarapurara ( VDP ) p. 100, Vol, 1, 9-11.
Al W @AAIST T4 a9 |

2. FE § SERICAET aUEEd S |
g STTaeET MaE feRaRuEET |
A TRATATAH AT - |
8. arfig o9 g€ @ T BET AMY HEC |
g TEY YUY € g qiEar @
4. VDP, third Kanda, Vol. 1, 0. L, Baroda, 1958, p. XXVI.
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there is no likelihood that the same is true of the Alasikara sections. It
would be preposterous to hold that such a composite and clearly derivative
work as the VDP (indeed any Purapa) actually originated an idea such
as SR.

This same reasoning can apply to the Jain text, the Anuyogadvara-
siitra.’ 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 SR, especially since it is the onmly
reference to $antarasa in Jain literature before the tenth century A. p.

0T FEAET qUUTHT, § STET—
IR FENRY erEgelt o A1 o 27 argeA |
SeuiE AiM=3l 8| o qEAT o ||
TR S QR |
R rET | @ qeal R oo ||
TEA @ FE—
gAY SAEaTERamEE |
& e gloon ez gewae TEREae ||

* 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’.

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

1. We have used the A'gn.modrnya Samiti edition, Pothi form, Bombay 1924,
with Maladhiri Hemacandrasiiri's ( not Hemacandra, the author of Kdvydnuiisana )
Banskrit commentary. We have just received a very fine edition of the Nandi-
sutiam and the Anuogadddran, ed. by Muni Punyavijaya, Pt. Dalsukha Milvania
and Pt. Amritlil Mohanlal Bhojak, Jain-Agama Series No. 1, Shri Mahivira Jaina
Vidyalaya, Bombay, 1968. See p. 121, 8t. 262. For the datoe of this text see the exce-
llent introduction to this volume,

2. Note that bhayanaka is not included in this list. In its place is velanao
(vridanaka ), the sthayibhava of which is vridd, or lajja ( p. 137-138). According ta
the commentator, bhayinaka 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 :*

< 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
objects ) and gentle eyes unperturbed ( by anger, lust, etc. YT

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

TANTRIC INFLUENCE
The only contemporary description we have of Abhinavagupta is one of
exceptional interest. Allowing of course for stylisation, the picture is none-
theless extremely vivid, Abhinava 1s 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 describes him in the verses. Here is our translation of this impor-
tant passage: |
“ May tl}f: 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 come 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
(o0il —) lamps. Its walls are smeared with sandal-paste and other such things.
The room is constantly resounding with musical instruments, with songs and

1 1. Hemacandra explains nirdoss as himsdadidosarahita. Samadhina  is
ecomposure of the mind : ﬁquﬂ:ﬁﬁTqﬁ'ﬁhﬁf’}]ﬁT e | He takes prafintabhdavena
in the sense of krodhddiparitydgenc jayamanak, © arisine from the renunciation of
anger, etc.”. Bub this involves repeating the idea conveyed by nirdoss. We,
therefore, understand it as standing for pra$antabhdvenc upalaksitah ( the instrumental
of characterisation —upalaksare triiyd ), and take prafantabhdre to mean prafantatvm,
i, 8. the same thing as Sama.

9 Qur translation of this stanza follows the commentary, p. 139. There is
one puzzling word there ; on p. 140 the commentary writes : gz W1 ! A4T Eﬁ—g‘“@.
FHE e | "Hq“{'_ﬁ{ 71 HWT T ATg=Ed:. Now what does this matrsthanstal stand
for ? Perhaps mdatrsthana is a wrong sanskritisation of maitthana for m iy asthand,
i, e, ® not with deceit, sincerely. ™

3. K. C Pandey, Abhinavaguptis, p. 20, i
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with dancing. There are crowds of women Yogins and realised beings
(siddha) with magic powers. Tt is equipped with a golden seat from which
pearls are hanging. It has a soft awning (talima) stretched over it (as a
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 ( 4@ti ), who hold in one hand a jug of
wine ( Sivarasa ) 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 filaka 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 yaksaparika 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
lute with the tips of the quivering fingers of his lotus—like left hand **.}

Clearly this is a picture of a Tantric rasika. Tt 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 manue
script preserved in Banaras :

TR #F TRISHHANT HUSY TGy
TeIETRTYA e e IRAe T Heaw: |
AW F: Gt AT
T@T SUiMs Fgafends Tgg=RianT |
ATHIN: FHUSTERaiges: afyT: frsaed:
TR feviafrrER e faty |
Tt qrafvETet PataRch qoeTeE
A AR s aATg g e T |
ATETRITa: TFFAIded! WoMET WIawas
TSGR HTqhRTal Arodr sw g5 |
THIH! AGIE IO TS SF g
&1 T FE: ARFCTS AT |
TR EERICICERIN el
TR R E AT e |
HAFVSIEATR: THAFRIET SR RAET:
AW T SR ZEmEE: o
2, For good bibliographies on Tantrism, see M, Eliade, * Yoga, Immortality
and Freedom ™, Bollingen Series, Pantheon Inc, N, Y. 1958, and A, Bharati, * The
Tantric Tradition”, Rider & Co., London, 1965, §
viI
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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 adiyaga,
the rahasyavidhi ( secret ritual ) belonging to the Kaula school. Abhinava
devotes the whole of the 29th ahnika 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
perfect equanimity, blissful repose, where the Dutj identifies herself with
Sakti, and the male identifies himself with Siva. As Abhinava puts it in an
extraordinary verse in this section :

«T do not exist, nor does anyone else. Only as $aktis do I exist.” AL b
one meditates, for even a moment, on one’s real natural (Self) that is pure rest,
then, one bocomes (like) a great bird, and finds a woman to make spiritual

1. Tantraloke, Vol. X1, parb 11, p. 1-172.
2. Op. ¢it., p. 115, verse 169 :
T TEY EEET W TeHdr I |
See algo p. 19, Jayaratha :
g T, SRR AT AErera: S |
3. Professor R.Gnoli writes to me {June 11,1969) : « ] have just completed the
granslation of the Tantraloks by Abhinavagupta, which has kept me very busy for
several years. The book will be shortly published by a Firm of Turin, in Italian .
4, Although Kane (H. 8. P.,p- 242) and K. C. Pandey (4 bhinavagupta, p. 33)
place the Tantraloka earlier than the Locana, this is due to what must have been a
wrong reading in the early editions of the Dhvanyaloke in the Kavyamala edition,
There the reading was given as—
qg<iviey § o THATEd agEEgTETga fR aareRd Eeicl
These readings do not fit the context as well as the reading given by Kuppuswami
Sastri in his edition, p. 125 :
FgiE g @4 @mﬁmmwﬁwqaﬁ%ﬁwm# PreggaaTET |
This is also the reading given in the edition with Balapriya.
5. Verse 64, p. 44 :
Arewfa 7 F=sfa FHen THRAEEL
(z@ aret g wET i )
Note that the first part of this verse (ndham asmi ne CGRYo 's¢i ) is identical with a
stanza in the Yogavasistha, VI A, 26, 36, p. 828, It is found with variations, through-

out the ¥V,
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[oﬂvié' to”.! Abhinava uses the same terms for both experiences.” The
whole ritual, according to Jayaratha in his remarkable commentary on the
Tantraloka, is to ““reveal” or “suggest™ (abhivyakti)® atmananda. The
strangest and the most dlsturbmg element in the ritual involves the Duti
( note the similarity to love-poetry, where every Nayika must have a Dati).
The culmination of the ritual is concerned with this Duati, who identifies

herself with Siva’s Sakti. J ayaratha 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
beaunful friend %

But Jayaratha points out that Abhinava (?) did not accept one’s own.
wife as a Dati, 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
'consciousness. The Dati is very elaborately described in fourteen verses
from the Srztantrarajabhatfaraka with all the paraphernalia of a maha-
kavya.® Now follow the ordinarily’ forbidden acts,® the three makaras :

1. The rest of the stanza is taken from Jayaratha, p. 45 :
guers fagam gest afy wEda
& g @ yar ANETEed s9d )
2. Thuson p, 118, verse 176, the words camatkrii, rasa and énonda are all found,

3. The same idea is found in the Kuldrzavaiantra, under V. 80 (qunan(la
Vldyuaagaras ed. ):

AE AU &Y TF §8 HTRYT |
qefveass 79 fittfaas fET 1
Cf. what Jay'xratha says on p, 102 :

WA ATAARETE T4 SRR =TT aad: |

4, Jayaratha, p. 72 :
Ul AT AT giear v g gl |

5. Jayaratha, p. 73 :
Ui & REaewEamT @ awhen & qZTHA, —
Tl gAY A 9 g wEHE: |

6. Cf. p. 67, Jayaratha :

CEATHSATIGTAET G497 WARARATATACRTAT ¥4, 7 g agde |

( not out of greed ).
7. Jayaratha, p. 72 : W@ﬁq(ﬁm‘fﬁ'ﬂ: |
8. Jayaratha, p. 68-69.

9. Jayaratha often quotes verses in support of the seriousness of the aspirant,
€. g on p. 67 ( under verse 99 ) :

e 9% T 59 qeEaenai |

qgAENEEl 99 9999 T G99 1
10, Verse 10,p, 7 :

A7 N T gEEed fatg FrEEadr |

aaq ArSAEIAT, AHETTRGTL
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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 anandavikranti, ““ 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 (virantidhama) and all phenomenal
objects ( comm. bhavajata ) are merged into one’s own Self. 3

1. Verses 40-50. The verses actually dealing with intercourse (e. g. 111-117)
are deliberately couched in obscure and gymbolic terms, so that it is very difficult to
understand precisely what is meant. There isno doubt that the sexual act is preceded
by elaborate fore-play directly acted out, bubt symbolically interpreted. Thus Jaya-
catha on verse 114, p. 83 writes : ¥ TT¥ TREIEAANSHAT LG ATASEI: &y |
The passages concerning the actnal ejaculation of semen are the most obscure of all.
1t is clear from p. 89 and elsewhere that the face of the $akti is the most important
¢akra of all, and it would seem, though we are not certain if we have understood the
passages corvectly (e. g. p. 88 ), that the man ejaculates in the mouth of the woman.
From bhe many quotations that Jayaratha cites, ib is obvious that therae existed a very
elaborate and serious liberature on this subject, unforbunately lost today. In explain-
ing the difficult 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. Several verses from * the égamas ™
are quoted in support, e. g. p. 93 :

TFABFATAN GHIET HEE, |
q9 ToadEch agdE Ega |l
Abhinava himself discusses various forms of ejaculabion, all supported by ancient
authorities. The subject, of enormous interest to students of religion and of pyscho-
logy, deserves a close and impartial inveatigation.
9, 7. Al verse 97, p. 64 :
ATeal w9 9= g8 tran feal
: IR 54 5 REHATRAHL, ||
Dudyam in this verse is explained by Jayaratha as wine and meat. Anyad is sexual
intercourse. Note that Abhinava himself, verse 89, and Jayaratha as well, are careful
to point ouf that the reason for engaging in such rituals must be transcendental, and
not lust or greed, p.G6-67.

3. 7.Al1.137,p.97:

CEET SR AR AR |
farfeaam FREE=AT SR, |
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Abhinava uses very similar terminology® when speaking of §migararasa
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 4. Bh. on the rasasiitra 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 how similar this is to XXVIII 20, p. 10 vol. XI of the Tantraloks
where the actual comparison with the theatre is stated :

FAT U TG AT AT, |
FHIEAT §9 &F T TSI |
ARTTETERAITI, G947 ot SEiET |
Note also the preceding verse, no. 18, where the participants in the mystic cakre must

be pérnasamvid and capable of tanmayibhavans, again the very terms used by
Abhinava in the Locana and the Abhinavabharati :

TR AT 3 Hfepiaz: |
TrASREATIHRE TATR: T 1
The next verse ( p. 10 ) speaks of tanmaya,
2, A. Bk, Vol. I,p. 302:
erprerEmd 5 (TR &1\ 67 ) qATda: SRR |
T A ARHAE: |
The next line, beginning aparasya tu and ending paramo bhogah is, we feel,
important, but unfortunately we 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 sentence 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
synthesis of aesthetic pleasure and philosophy. The most important passage
in this respect is from Abhinava’s commentary on Utpala’s viveti on the
I§yarapratyabhijnakarika.' 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
from a glutton, and distinguishes carefully : < Ah, this is like this. ”4 Ashe
does so, since he takes rest in his Self as the knower, and takes into account
predominantly 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. IPyV. Vol II, p. 178.
2. FSFASHT AT AAAE: FIATIEAT |
g TFegde 4 3 AR EET

o ATIZAIENE | g7 T HYUET O ARTEEERegue 93 iR
qTER NIRRT ST G 99 S | A A e AT Ara e
GEARATGH ARG A SR T AR o g A TIaT ATz e,
a7 dafagaEae war S5 fagh saifn srgaiRafals, 99 T gEdhe -
Saiia MRS TNaENT AR FafRaraEaEEEEdais T
SrfETeTeTTa WAMERIEOEETATIedl @ aygandistaaT At AraaEar e
speqTiEaTsentafif | agaEdl TRTEEERIT ) ® g SEERRRET FoT: | gemEgy-
TRaE GIEETTAEa AT EaeTed Wedaaaar qowa: gl ffa
HAAFR I=AT | TETEHHE auegaaEE | | AguREER g FeeregsaaE |
qaEtsft HEATEAET TEAIEUEAl GEEAFEeRRIgaTs | aAv g aqiigasaai-
RFITAEIMERAT A 07 TS, |

3. Bhattanarayata's Stavacintamani, 61.

4, This phrase occurs often in bthe Locens, e. g. p. 97.
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instance in the context of a play or a poem where §pigara, 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, nirveti, pratiti and pramatytavisranti (““ rest in the Self ). And then
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 (ds
sahrdayata) principally because of the hrdaya ( heart ) consisting in conscious-
,ness ( paramar$a). 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 Natyaveda, 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 ), nirerti ( 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”. In 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 ekaghanata see Gnoli, op. ¢it. 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. syapadedyivyavasthita-
sydpi prakasabhagasya vedyaviérintasye is nob clear. In the expression tafo’pi kdvya-
natyddan tadvyevadhdnadinyatld, we take tmto’pi to mean lato’pi adhikd and have
translated accordingly. The words fasmid anupacaritasya ... stalanlrasyaive rosa-
naikaghanatayd are baflling,

3. After translating the above passage, we have found that Gnoli, in the
second ed, of his * The Aesthetic Experience dccording to Abhinavagupts ” translates
the very same text in his Introduction, p. X LIII-XLV, but, oddly enough, he does not
give the reference. We are afraid that we cannot follow his translation, See how-
aver his Fssemza dei Tantra ( Torino, 1960 ) an Italian travslation 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 reference he gives is
Brhat Vimar§ini ( Ms. ) 407 (1. 5. 11 ), to which he provides the text on p. 421-422,

4. See in V. Raghavan, « Some Concepts of the Alaikira Sasira”, the short
essay on Qamatkdara, p, 268-271,
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key terms for Abhinava.! He gives, in the A. 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.” ®

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

Another important concept found in this passage is the idea of vighnas,
which Abhinava develops at some length in the 4. Bh." In brief the theory
is this ; all the synonyms for aesthetic pleasure (e. 8. camatkara, rasana,
asvada, etc.) are just another name for consciousness that is devoid of any
obstacle ( sakalavighnavinirmuktasamvittir eva ). It is only by removing
these obstables, seven in number, that we become totally receptive to a
drama. These seven are: (1) lack of credibility (ayogyata). Onc must be

1. C©f, Sahitya-darpana 111, 2-3 ( Vrbti), TH G AHERIL:, ascribed to Nariyans,
Cf. Bhaskara’s versified commentary on the Sivasatra, 1, 12 ;
( faemat A )

Falafeayad STEwTeHad |

fremarEe 29 atasia igwEar |
There is no doubt that this notion of being filled with wonder, of surprise, had a great
appeal for Abhinava. He himself never tires of using the expression camatkdra, though
it occurs only once in the Dhvanyaloke itself, There is no doubt that the Sivasdiras
exercised an important influence on Abhinava, One thinks of the definition of
faketi, I, 13 :

=g FREAT FHRI, OO which Ksemaraja comments :

SR TeT T YA EegeT i, R FAaeeErehiEer | (P 4).
Ksemarija’s commentary will be found at the back of the volume which contains
Bhatta Bhaskara’s commentary, KSTS, Vols, 1V, and V, edited by J. C. Chatterji,
Brinagar, 1916.

2, A, Bh. Vol I,p, 279, The Prakrit text reads ;

st fy &0 wwee a7 Fw f o A e
JrHeETaTSAlE FeeE FE
For which the Sanskrit translation is :
sl TGS ®Y FIAT T FE &feqri |
TEFCEGTEIENT TEE] AFI |

3, Op. cit., p. 279:

§ SrgfreatTeRTA el FTE T | R TSI Ae e T R
FHARATT |

4, See also the Algakarakeustubha, Sivaprasad Bhattacharya's ed. p. I37 :
@ grAFeET 4 {4 T @ @ |
which is quoted from another, untraced, source,
5, A, Bh., Vol, I, pp. 280-284,
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able to sympathise ( hrdayasamrvida ) 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 vigramayet ). 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 Srngara’) 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. Abhinava, in the Locana, p. 331 :

eqgw WAfd -4 feami sdfravear @ w@y e | 99 SHengTe
URTE GHHOSTARGEAEANMaIEa WY 210 ST Sga et 38t
ozt | o aafmlt afe el reriererTeEreeTTar @ TH |
ST OF TN 37 GAEFESIETT a4 GIEEHT | 9 aueTEeTeE quitatity |

“ 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 one step, because it is impossible, it will strike the
mind as untrue and so will cause even the teaching consisting in the means of atbaining
the four aims of life to seem false as well, But in the case of Rama etc., even such
(inherently unreal ) feats as the one just described (namely crossing the seven oceans )
do not seem false because such deeds are based on ( our ) trust that is generated by
a series of sarlier well-known narrative events 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 vouchsafed by a narrative
tradition ),

2. Note that Bharata ( N§., VI, 39-40 ) too has this doctrina of four promi.
nent rasas which give rise to the other four in turn ( sriagara, roudre, vira and
bibhatsa ). But he does not include §inta, a fact of which Abhinava could hardly have
been unaware, since in his commentary on the N8 verses (p. 295) he does not even
give a variant reading that would include §dnte,

X




48 AFaH

Finally nirveda, world-weariness (given here, then, as the sthayibhava of
$anta, as opposed to the Abhinavabharati, santarasaprakarapa 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
sukhapradhanah ), since in experiencing them, one is tasting one’s own con-
sciousness, which is a single compact mass of bliss ( svasamviccarvanarupa-
syaikaghanasya. . . . .. anandasaratvat ). (7T) 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 ”.?

The sthayibhava that Abhinava speaks of is the same as wvasana, 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. Bk, Vol. I, p. 284.
2 A. Bh., Vol. I, p. 284 :

qoT T SIPRRFNEEAgATT F AT | AR AR TR FAgHT
R daAIogT o |

R w—
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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 fanmayibhavana, 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 .3

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

1. 4. Bh., Vol, I, p. 282
Op. cit., p. 282 :
_ 9 adfawaEEaErg: it wa
3. T.Al (Vol, II) III, 240, p. 228 :
oot 7 gendratowr EEitafaasaa |
AT AAGFT TeaEedr =fa
Note the commentary ( Jayaratha ) :
@1 fo i M e FRataET 99wt geadr 7 99T [Eaan
(wrgzan) o gfafa: |
In order to overcome the difficulties in this obscure verse we construe: dehddi-
mimajjenam with avidenie as its object, and we dissolve the sandhi as avidanto
amagnasamvinmiandh. We understand samvit to mean intellect and mina to mean
“ a means or instrument of cognition®, 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. I11) ;
TeRdIAES JT AT QI |
quicEel G ST A | GEEEE ||
Abhinava gives this definition in order to explain an exercise for inducing ecstasy
that he gives in the preceding verse, where we are told that just as one examines one’s
own face again and again in a mirror and knows it to belong to oneself, so also examin.

ing oneself in the mirror of consciousness that consists in meditation, worship etc. one
sees S'iva and then one merges with him :

( Continued on next poge
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fruit » ( phalantaram), 1 ayaratha 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 alankaradhvani 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 )™ o

His definition of rasa occurs in such a context :

« When the suggested sense does not take the form of an alankara,
then we say that it is plain vastu. The word plain (matra) rules out its
being anything else (1. e. alankaradhvani or rasadhvani). Now rasadhvani is
something else altogether. It belongs (gocara) only to the (suggestive)
function in poetry. It is never included under worldly dealings ( 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 ( yyapara) of personal
aesthetic relish ( carvana), which is bliss (a@nanda) 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 ( samvada), and which

Continued from previous page )
qq7 gOEr g3 S T FaEE )
AT FEREEEE af s
T e aT ST |
AT W TEEA A, G raa |l
1. In the commentary, p. 237, there seems to be some sort of misprint : anu-
ttardtmani pratthaps Lim bhavet ? This must stand for something like anuttardtmani
praptyaps kim bhavet 2 The commzentary on this verse is particularly fine ( though
we cannot make sense of the sakanksatve’ pi tasya tathakalpand ). It ends thus:
we aEAsiy GO FEFEL GHET — ATRIEECE A, AT TEAT
i, T 7 FEE Gagq — @99 €7 REETE 9FAE |
2. Locona, p. 45 :
e CRGIELeEE U C AL CIRICEREY TS 9390 |
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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 ) .2

His definition of drama is equally difficult and philosophic :

““ A drama is a thing (vastu ) whose essence, so far as the spectator is
concerned ( fadgrahaka ) 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 be free of practical aims is
for Abhinava one of the defining characteristics of drama, as indeed it is of
all art). Thus he remarks, d 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 éiva;
in fact, Abhinava often associates the poet, Siva and rasa all together. For

1. Locana, p. 5l :

TEUATAE T FRgaeg=ad | AEeiE 7 ewead faoman | ae
QRS 7 \yEArAl 9 sifFEFe TR, 57 gammn e T RgeR g aE-
Y P o e AT g U i T (A e T Es AT W, 6 Fie
ST WA, @ 7 FfRa’, § v7 geaqans |
2. 4.Bh Vol.1,p,3:
a9 9= am SfFRTEEsEnhich  argERa TSR T
RS SR e e A B TRIC BN S R CE Rt e DI E R e et
FRARACTHIaag9s g6 (TEITEIMT T2419: |
For an elaboration of this passage (and an explanation of how drama differs,

qua anukiras from other imitative objects ) see 4. Bh. L p. 35-38, edited and translated
by Gnoli, ep. ¢it. p. 88-101, appeudix I.
d. A. Bh, I1,p. 21
FARET W aRqiaR i EeTaEi (7) gEaEed o oF
TAX: ATATTE TR T |
M. K. Venugopalan suggests to us that perhaps the reading should be
nirvahe.

Abhinava is very fond of the notion of overflowing (see Locana, p.86 ) with
one’s own bliss, He uses it often in the Tantrdloka and in the very first verse of theg
Locana he speaks of nijarasabhardt, the same expression,
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instance in the Mangala$loka to the fifth chaper of the A. Bh., he has a very
fine verse with a remarkable simile :

« We bow down to that sky—form of $iva 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 ) ™.}

Here samsara is compared to a drama. T he creation of samsara is by
S'iva,'l the poet (note the implication : both are unreal). Reductive state-
ments dealing with identification are not uncommon with Abhinava.® His
commentary on the N S. 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. 4. Bh, I,p. 200
GETCATZAITRIIT ATSTHRIZ AT |
qEE T S o gl g9 0
2. Thereare said to be eight forms of Siva, among which the last five are
the panca mahabhitas. Vyoma is the fifth. It is the parvaranga, the preliminary to
creation, The parvaraige forms a natural introdaction to drama, Similarly Siva’s form,
namely gkase (sky) forms a preliminary to creation, because it provides the spuace
in which creation is projected.
3 E.g.A.Bh I,p 342:
Ty TgEREd sAfMETeIT:
FAFEEG FFag ALGHE: |
s AT TETEl
AT FEweadisy wW e
4. Fq7 d1SNE, WA 2E IEE, IO ®O 447 |
qaT ¥ @ G4 adr wE St
5. A. Bh. 1, p,294 (NS, VL 38). The text has been edited by Raghavan
in “ Bhoja's Srigara Prakaie”, Madras 1963, p, 532. The passage is extremely
important, and warrants a full translation. The text, as given by Raghavan reads :
ag alE dEv el #95T ‘q fr TRy ETEd: wEea’ T AW @
& CAIERAT TR AT | 4T F4T Fepreaa T @ Gan, oo i g
SERTRIRRT | 99 g A AR FEFmETTRI aaRrTe s FEIIEET FER |
87 GRTTATIET T8 | SR F qod e iEE TARTega ECIENEERIIGIES
g T Fek awrteeaE 71 T (T) vd gedisen=En (4:7) FiEaar @ |
&30 GETREI U9 | 99 i gEd A TFTAFEATTE | A I

( Continued on next page
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Continued from previous page )
I | T GRS ATEAZsaR: | 977 ST QAT | A GRCE
A7 fas |

Here is our translation -

“ Objection : if the rasms ariss from the bhdvas, how was it said, ¢ without
ras@ no (dramatic ) matter can arise '? Hence they alone (1. e. the rasas ) deserve
to be mentioned first ( and not the bhanras ).” Anticipating such an objection he Says :
just as the tree ete. Just as the saed stands as the root-cause of a tree, so the rasas
(stand as the root cause of the bhdpas ), for moral instruction and intellectual train.
ing, which are preceded by entertainment, arise from them (i. e. from the rasas ),
{ The following words—tata era ca vy Glkhyandrhat are obscure, and we are not able to
follow what Abhinava means. ) The functioning of the actor which is preceded by
(1. e. which is hased on ) the ( dramatic ) poem, is ( ultimately ) based on the thought
arising in the poet’s mind — which thought 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 vibhdvas ete. (only ) on analysis ( of the aesthetic
experience - apoddharabuddhyd ), { The following words : i prayojane, nitye,
kdvye, samajikadhiyi 6@, are obscure and we are not able to follow what Abhinava
means by them. ) Thus the rasa existing in’ the poet ( kavigato rasah ) is like the
geed which is the root (i. e cause ) (of a tree) ( we propose reading milabijasthaniyah
for the G. 0. 8. reading of malabijasthaniydt 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 Smigararase ” ete, ( Dhvanydloka 111, p. 498 ). Therefors a
( dramatic ) poem is like g tree. The activity ( functioning ) of the actor such as
gesticulation, is like the fMowers efc. The aesthetic experience on the part of the
spectator is like the fruit, Consequently everything is full of rasae,” What follows is
no less interesting. Hereis the text as corrected by Raghavan (op. cit. p, 532) :

A 3 AT, e, wwizass, gemdars:, chazsiafemt T 9 ZEeATHty
FEA 175 g ﬁﬁ@wﬂﬁgmﬁaﬁqﬁr&mmawﬁ@m{ﬁw TETEL | 59y g A
EE ARSI T gna-aUa®mT T gaer 9T 2T Aramy | o:
NEAEAEE T AT | v fr mﬁr&ﬁwﬁmm‘fﬁmwmﬁﬁmn

( The first sentence is obscure, ) “But we have not been taught to take the
fruitless trouble of parading bits of wisdom which are not useful to the matter in
hand. And so let it rest at that, ( This seems to ha a reference to an earlier commen-
tator on the 'S who must have made a display of his acquaintance with the Vijiina-
vada, the Satkiryavida doctrine ete. while explaining this stanza ), Others however
explain : the tree in the form of rasa arises from the bhava, which is like a seed; and
from that ( tree of »asa ) which is lovely with its blossom in the form of abhinaya,
the bhdva like a fruit, is enjoyed by its perception (pratityd ). Now these people (in
explaining the passage in this way ) have explained the whole thing in a manner
repugnant to the matter in hand., For in explaining the passape in this manner,
they are saying that bhiva exists both in the beginning ( upakrama ) and in the end
(paryavasing ) (in as much as they claim that bhara is both the seed and the fruit ),
And so enough of that,”

Thus the idea ia that all three views ( namely ) : (THET wrET: , M TE,
and TCEICHA TS T T e ) are acceptable ( upagatah ) according to the diversity
of the intention ( abhi;':o'tiyrun.z:'u-a'h'ye?a )i =g sy TET: mﬁi@mﬁr aﬂ”-mqﬁﬁ—,—jﬁﬁ
qreqa |
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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,
ete., 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 5

1. Further on the tree analogy, of. v. 24, p. 13 of the Pardtrim§ika of
Abhinava,edited by Pandit J.7.8hastri, Srinagar, 1947, KSTS LXVIII :

g7 qEraATSE: Fiwedl AEEH: |

qat TEadiwed SRaEEE U

2. g qEEgERd FmETRERa | A Bh., L. p.

3. & oy oF @ A R T4 | AR A AR |

4. Locana, p. 40:

Aot = sgATadEl FAT & ATHA—

CquriFTEIEY TEEE Forg 7 |
FAG Aty wifs = argwEAfaET gfa

quaify 99 wfoE TaEa, | AT gaefra¥Er R Trafa s AaaTEr-
vl sgURRG L RIS AT sgeqfaRaTs rgEeant] RN T AT
T G | SgEiEgeTAy A v TR g SO |

5. Bhamaha, Kavydlaikira, 1. 2.

6. Vyutpatti most often means bahugrutatd, learning. Bee Rudraia I, 18;
Mammata, KP. 1. 2 (eyavaharavid, pxplained in the Vriti as rfijrirla'ymtr.s—-ucit;iazira-pari-
jhignam ) snd L 3 (where the Vriti explains the word nipunatd of the Karika by
pyutpatti, which is said to arise from H{I’Wﬁﬂﬁﬁﬂ?ﬂ FETETRAE AR = farz= ),
and Rasagaigiddharae pp. 9-11 ( 1939, KM ed. ).

7. Cf.p. 8 of the Dipikd comm. on the Kavyaprakade (ed. by Sivaprasad

Bhattacharya ) :

291.
| 4. Bh., 1. p. 201.

( 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 ( hrdayanitprave$a), which is just another
name for imaginative experience in general ( hrdayanupraveSa 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 pleasure, 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 : “ Nor are pleasure and instruction really different
things, for they both have the same object ”.*

Continued froim previous page )
SEHEEAE qrEaagFd |
gqaT@ieRdd: WElka &z Ja=e )

“ ( Readers ) use (i. e. read ) even the $istras if they are mixed with sweet postic
rasas ( jnst as children will ) swallow bitter medicine if they first lick honey.

Curiously enough, according to Professor Bhattacharya, this is a quotation
from the Hrdayadarpana (see p. 8, fn, 1 : AzaATaaeadadol 31q Q§:||$U;|F‘«’-< :). But
this cannot be correct, since the stanza is found in Bhamaha, V., 3. What are the works in
Skt. that can be considered §istras as well as kavyas? Reu.lly only two : the Yogavdsistha
and the Mahabhdrata, It is a great pity that Anandavardhana’s Tattvaloka is lost, for it
very probably dealt with this fascinating topic in detail ( see Locana, p.67 and p, 533 ).

1. Locanu, p. 336,

2. Locana, p. 336 :

UTATAT o (Ead A3 A1298T 35 g |
3. Locana p. 336 :
q =3q wifaegerat faasy oF, A EEa |

What Abhinava means by ekavisayaivit is brought out in the next sentence :
fpuErEanSedT ff GO fREEHEEEEd =W | The aucitya of the vibhdvas
etc. is the cause of the pleasure that we doive fiom poetry. Similarly the aucitya
of the vibhdva etc. i the cause of the edification that we derive from poetry.
This is stated by Abhinava in the next sentence (p.337): EWEEET dza T
(for which we should perhaps read TUEGNIATA!) TYTFETIE Wﬂr_ﬂ?{ﬁw
W | Thus both priti and wvyuipaiti depend on wibhavadyaucitya. Both
are the result of vibhdvddyaucitys. Abhinava’s phrase deayor api ekavigayotvit there-

fore means dvayor api ekakefnkatvat,  Bince both are the outcome of a single cause,
they are 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 4. Bh. on the NS. 1. 108-110,
on what drama does for the different kinds of spectators : ¥

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

1. One should compare the very interesting passage in the Dafarapaka, and
aspecially the commentary of Dhanika (I 6):

TR A fay SORY STRMTE FOHIIRE |
frstifaemarizaae @19 a8 T |gIuEgar |
Avaloka : @3 &fgd—
awiREEHEY g oy 7 |
FOTr #®ifg "G = argFREAaaEeeg |
TTRAT PRI FreATed=gnd A auad: AR THETE] ST
WHgaﬁfagmrﬁaﬁﬁqvﬁﬁ?gwﬁrmﬁrﬁamlwsﬁrml
% Tha silly man who says that as in the case of itihasa, ebe,, so in the case of the different
types of drama, which overflow with bliss, the only purpose is to impart moral and
gocular instruction — I bow low to him, who is averse to the pleasure arising from
literature .

{ Note that the word sddhu can be construed with both namash and with tasmai;
tasmai sadhu namak, ©1 bow low (sadhu ) to him, and tasmai sadhu, tmamas namak ”,
« May he fare well (i.e. may god bless him ), I bow to him 7, We think the correct
reading is sddhu as an adverb and not sédhuh as an adjective going with alpabuddhih. )

¢ In that connection some ( claim ) : “ Reading ( and study - nigevara ) of good
poatry bestows pleasure and fame and skill in the fine arts ”, (Bhamaha, L 2),

By this and other verses they wish to show that the purpose of poatry is to
give knowledge of the three goals of life ete. By refubing this, the author shows
that the purpose of the ten drama-types is aesthetic enjoyment, which is of the form
of the highest bliss that is inwardly experienced ( svasamvedya ) and not merely
knowledge of the three goals of life ete. as is the case in itihdsas ete, © I bow low *
ig of course meant sarcastically .

2. A. Bh., Vol, 1, p.39:

weE AT TEGET AT SATATRE, HET AR, e A7 AN S
gt uifeart @1 TR F g A AT AT S A AT R A Y e -
Tzt AT gagaETaRe, | Sty TSR AFTATER TATE |
S S ST FET | AN §EH, | AT aufig=r wfeafgaraEy 1T
e | A SR g s (R TR gERRs e g-fgamt g
gatmUrRErEEeTdT: SEswL | 3 Y fEdT:  gEYEENd oF SgEArEEant
R T ST, | SERe SR | A9 gEgRy Wi |
Yo | T g 3fe fdak

PR,
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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 dhyti 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 fapas. 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 rasasitra 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 rase. 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.  #

L. A good summation of this whole theory is Abhinava’s account at the
beginning of the 4, Bh., of what takes plase when we actually witness a drama,
G. 0. 8, p. 36. The passage has been edited and translated by Gnoli, ep. ¢it. ( p. 96 ).

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

8. Sakuntala, V.2 :

TN dtem wgdta fagw g
vd@ga wafd gEfadisit sFg: |

THAHT A TARAITS
AERRI SeeraEteaTta |
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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. Hemacandra, Kavyanusisend, IL 1. p. 99: :

o T ety a1 eafoeadar & F qiEEaEsr | EGEEEIBESIEEE U IEN]
afy g SRETRTA TR A |

What Hemachandra means by saying that Dusyanta has not experienced this
love is that he is not now remembering something he 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 acbual memory. This interpreta-
tion is confirmed by the passage from in the IP ¥ V. quoted in Note 3,

9, For Riaghavabhalta, the verse is a case of §ragdra,

3. On p.252 of the third volume of the IP V'V, Abhinava quotes the last lines of
the same verse : bharasthitani janandntarasanhrddn (this reading of bhavasthitani
instead of bhdvasthirdni is confirmed by Raghavabhalia, who says that it is a well-
established reading ). The context is extremely difficult to make -out, since the text
on which Abhinava is commenting is nob extant, and none of the pratikas make sense,
But it is clear that he is quoting this as an example of an emotion (he seems to be
discussing the distinction between various kinds of love ; kama, icchd, abhildsa, autsukya,

ote, — Y AT AFTHTFTHAAL AR TTAY 9 | fFel U HIEN |
ﬂﬁﬁ(ﬁﬁ%qﬁm g & zf | ) that has no direct object, but is aetherealised as it
were, that is, in his terms, * generalised ™ : Wrﬁﬁﬂ'iﬁﬁ’fmqﬁ 19 AT QAT
STl ATEATSTATIIE TR oo e AT SAAEGEEET |

Clearly then these vasanas bring us to a state of generalised love, which is why
it is called autsukye, for it would seem that autsukye is a longing with no particular
object. This is in fact what takes place during a dramatic performance of the
Sakuntala, for we do not wish to actually possess Sakuntald herself,

4. Note that according to Raghavabhatia, the verse is a case of aprastute-
and this figure of speech further suggests the sthayibhava of uninterrupted

prasamsi,
sah rater avicchedo dh vanitah ). He also sees this

love ( aprostulaprafansd, eno sthayin
as kavyalinga, and hence as samsrsti. There are also three types of anuprdsa (cheka,
vrtté and gruti ). He notes that the verse must be a case of ruti (i e. §ragararasa-
dhvani ) for otherwise there will be the dose of having the major rase cut midway :

st W fFewaraT, WA 9|
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All of this culminates in what is lacking even in Anandavardhana, a
philosophical scaffolding on which to raise the structure of rasa. We are
now ready to read the two important passages from the Locana.

1. We have barely vouched the surface of Abhinava’s aesthetic philosophy.
There are of course a great deal of interesting passages from his philosophical works
which shed light on the issues discussed here, Lack of space prevents us from
examining all of these passages here, but we cannot refrain from noting briefly at
least some of them, The first verse of the last chapter of Utpalicirya’s T§vara.
pratyabhijia ( Bhaskari, vol, 11, p. 280 ) reads : '

T G O AEAT |
faefisefimfrmaremaie: |
“ The one highest God is the very Self of all beings. He assumes the form of
everything. He is filled with the unbroken notion: ‘I am this (universe)’, »

In his commentary to this Abhinava speaks of the consciousness that is not
restricted by time and space, just as he speaks of the consciousness in a play that is

not restricted by time and space (e. g. Abhinavabhirati, p, 280): Iq: HieTaETsar
ﬂﬁ?ﬂ G ai\lﬂ' T HOT T FTEA RISy d%: | And later in his Vrtti : pardnunma-
khasvatmavidrantirapihamvimardspariparnah, % Filled with the notion of ¢I1° ness
which takes the form of rest in the self which is not directed towards anything else, *
These are precisely the terms in which Abhinava speaks of the aesthetic experience.

See also Abhinava’s Tantrasara, p. 19, where two interesting verses sum up
the third @hnika. The verses, oddly, are in Prakrit, Note that saim bhdi in the
Prakrit should be translated into Skt, as svayam bhdtd and not as satyam bhati as in
the chaya given in the footnote on p. 18, Also, surahasae in the Prikrit should be trans.
lated as sarabliasa and nob as sarakasye. Perhaps too one should emend vimrsid-
rapam into vimrsiaripe to agree with darpane in the first line. The verse reads ;

GIANTFRSTANR §A9E AlGHa | R aeeaaged @8 Wi |

( With slight 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 having been rubbed quickly
with the fluid in the form of @marfana, ™

One of the finest verses is found in the Tantrdioka, Vol, 11, p. 200 :

qar & @g9¢ M T3 a1 FJeg=riaHk |
AT RETE ATE g8Y AT |
AERh: 9T 49: FEgdl 5= |

# That vibration which arises in the heart when one touches sandalwood ete,
or hears soft singing — when one is no longer indifferent, that is known as the Sakts
(force) of bliss through which one becomes * sensitive” (lit, *“endowed with a
heart ). ”

Note that Jayaratha quotes Vijnanabhairava, 73 ( gitadivisaydsvida ebe, ),

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
FOW iy your son is a mongol
the doctor said,
How easily the word went in —

( Continued on next pags
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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,
A AR —
@ g3 quEed SdiEd aR aEesdd ||| 9 9 e

qERERETRETES G | enEnEaT o Sdiar @ EeEra-

SIqAr @19 | 81 FI HiqrEn | ST gEEaEaTd | wrae geEe
TR IETEArT TNFHAN  Aq-AFaEnAR & F49| T
FFATET g9 G99 | SREEHAEET I AEAT 3 GHFEgadIEal
R 9 GO W | AFERIRAE, (W W4, SAgaAd |
Ty a7 @gEe: | gEakRE aERRgagiaTar | g =
FENRITEITE: (A FeIAg JIeE: @ | §a I, arafs-
=afh:, Tfhend (& :ﬂﬁﬁmunoqﬁ%r AsHaRaEI I @ | SEICED
aﬂeﬁsfﬁoacqa @ GEET A A &1 | & 9 gd14d ArgEa wif-
SIS FEUT @ | BF AIUdedud WeAE: TRE SHRAEEE, |
qEANEaTEEA AT, W wiiRimd, dnE ggrEEvati F9sT-

AT ST | el 7% UG SAEAAGH: TEAET: -

Continued from previous page )
clean as a bullet
leaving no mark on the skin
stopping the heart within it,
This was my first death,
the “ 1" ascending on a slow
last thermal breath
studied the man below
as a pilot treading air might
the buckled shell of his plane,

The poem 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, I have been locked in mine,

We will tunnel each other out.

You seal the covenant with a grin,

( Jon Stallworthy, * Root and Branch ”, Hogarth, Londen, 1968, ),

which is the same kind of pure and beautiful reconciliation that Abhinavagupta
achieves in his finest moments of philosophy, a wisdom we appreciate in literature, but
hope for in vain in life.

1. Dhvanydlokalocanas, p, 180, Banaras edition with Balapriyd, under IL 4,
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SR a1 WT: ? TR Tﬁ%%kéﬁﬂl an%ggﬁ?aa?r = fRad ¢
o WA | s, agmRh fead | aEagEwE Am
(@I, 1T gEREIE AT ATEROEET W | R o O ' A
FisgamoEiaqrear fean o1 ghfbcdwEe eaEreagie-
FATTAA AR TG AANGeE: (EAEREEE: | § 03 T g4E-
dlsT: frgmT i | sygftElmmaRi | st —weer @ anl-
aftg: afeaiag | o &-gaaem 3 o g o sfEigmaiRa
TRTRAISISTHRENT T @: | 7139 § SIHAAAAERY 518 HAT | 9308-
giort el ew fAegaon & ok ¢ BemmeaeR
AT AEA GRAT £ TGHG @ | AR T TE S ®i |
GRS a1 RE9ERR: ¢ 99 HeUEl gemih: | qenEE ga: |
Fie ¢ FEEAAEGRTTRR 7 T, ATy FReamdar aees
STV, |

AR enfgReE Rt dgvaare
A geifa gt enfift gdifmmeraaemaeg akfwgsaiesm
AR T | & = 7 sAREERATE | At a6
SITEAR AT AR FIAEAEAE: | 37 7129 07 T, TREia i S |

¥ §-—agER 3 erEEEstrmtaeeiaar frnfy
ERAIEAT SPamEvE:, | 09 BHaGa I EIRETTT TEr HET
300 ArEEE AEEn | qR gAE A A s
SIECIERiRIGRIEEIRIIIBIe f%fﬂqng%mq AT @A EReiE
@ | AT A 1 § g FAEA,, AR TR, Hag Sihae,
§¢ SATHATOT,, S TGN, , GEhSTARDT, Fae g qaEr wagias
AT |

FEAST T AmAT AT SR AR R RS R a-
q@?@vwﬁmﬁmﬁqﬁmﬁqﬁa AT | Eg A QielE
TEI:; SPBA0AT | 74 WIFRWT | w3 ferd e At qsfcmra
grefieT: mmmr%wu IS = FACRIREET WeT | agdd &
s e e | 165 g geilfermrerATTA R s rerfiEt sy
oI gaiamEar afeeas 9 udferEEedena, AR
srﬁrf%mmwmrmwmr g | afaE TR G T -
AT PRGN | @ g 2 sige ﬁﬁmﬂa@{ qe
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@%w:mﬁnﬁ@ﬁ%mmmlmaa@éﬁaﬁmmﬁ%ﬁam,at
o Y SN TEAET | OF FEA sFrmEEad e, 8 ° 99
SYETATIAHON |
RIS T | QMRERE § 7 S s Aer-
go | REaEAEREAEGE: | 9TE — ¢ FamaRE anlzEr FEEr )
Sz AR A wheREREETEE ? ¢ | T s
qmEer g | &1 7 AR adiedEd | peEFARaarEE R
STEATE] AAASATR € | WHTEROEETRE A @B AT,
aFafERET | EEREE R e I S RN &4 |
Reaaqia 2 Fd 7 (@, AR WA a3, T HdE AEAgATTE
o TSR | T = AT A AR, SR qEdEd. |
T ST, T AT JEAi, | §AEg AEFAREHIAE, |
o TR A1 G SAE: ) FE | SEEAR AT AR TSR
RraRFafEdsaaa Fed WAk @i, Wk, g SAZMAME WAt
ot A fTa | Ay T wermEa fe, o g saHera-
gEeaE RO TR ST e eI G el
SIS AATSIAR O g | @6 WO e aadEa g
Saftgd | AT TR AARER A ARG T | e STgETEAraA-
A E AN A (ST F F | R TAREIE e -
e | STEd 9 aEAaiaqEArAl AIfETEEAra  [Aeau | J91
AR e AR AT SR A
FHISIIE |
Here is our translation of this complex passage :
Objection :* It has been said by Bhattanayaka:* « Were rasa® to

1. In thesecond edition of Gnoli’s work, * The Aesthetic Baperience according
10 Abhinavagupte *, Chowkhamba, 1968, which has just appeared, he has added an
appendix in which he translates the passage, Howaver, our interpretations differ so
often and so radically from his, that we felt we were not duplicating any labour by
translating this important passage. It did not seem to us necessary to point out all
the places where we differ,

9. This iz an earlier version of what Abhinava later expands into the famous
commentary on the rasasiire in the Abhinavabharati, Vol. I, p, 277 f. This passage
forms the core of Gnoli’s book, Seealso, for details on the views of Abhinava's prede-
cessors, Sankaran, * Some Theories af Rasa and Dhvani”, and P, Bhastri, * The
Philosophy of Aesthetic Pleasure e
3. We have found the following texts useful, either because they reproduce,

‘or because they expand these very arguments : i
' ( Continued 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 (alambana) vibhava® with respect
to a spectator.® Should it be argued that what causes ( prayojaka) her
to become a vibhava ( cause ) 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 Kavyaprakdéa ; (2) Manikya-
candra’s commentary on the K P, ; (3) Candidisa’'s commentary on the KP, ; (4) Hema-
candra’s Kdvyanubdsana ; (5) Prabhikara’s Rasapradipa ; (8) Vidyadhara’s Bldvali ;
(7) Vidyanatha's Pratiparudrayofobhiisans, and finally (8) Jagannatha's Rasa.
gangadhara.

1. Abhinava, following Bhattatauta, uses this same argument against
Yankuka, 4, Bh., p. 277 ( Gnoli, p. 7) :

7 f& wag giar s e gforfae |

““ The actor does not think to himself : ¢ Sita belongs to me’, ™

2. BN means that Bita is only a vibhdva with regard to Rima, not to the
spectator., But what can this mean ? Vibhdvas ave all in regard to rasa, After all, it
is not Rima who experiences rasa in regard to Sita, so how can she be his »ibhdva ?
We must take the word wibhdva to be a loose usage for kirara of true ratéi in Rama,
but this has to do with the real world and not with rasa,

3. Bhattaniayaka ( BN ) uses sophistry to prove that rasa is perceived neither
as located in the samdjike ( dtmagata ) nor as located in someone else (e.g. the
character portrayed or the actor who presents that character ). By ruling out both
the possibilities, dtmagatatva and paragataiva of rasapratiti, he comes to the conclue
gion thab rasah ne pratiyate, “rase is not perceived at all”. According to BN we do
not have any perception ( pratiti ) of rase, but only its enjoyment (bhogea or bhogi-
karana ). BN is not against admitting rasa in the sémdjika — he is against admitting
its pratyayas ( perception ) in the samdjiks. Instead of pratyayas, BN uses his own
terminology bhoga and bhogilkarana. The difference between the two ideas seems to
us only one of terminology.

For the same arguments, see the 4. Bh., 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 scenes | »

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. joka) he
would be genuinely unhappy and would no longer return fo watch such
dramatic performances in which (there was) karuna (rasa) ever again.
Therefore rasa does not * arise” (ufpatti ), noris it induced by suggestion

6 1. The important word is Rima, to which witsdhddimdn is simply an adjective.
The Gds stands for ratimdan, ete., depending on the ra@sa. But nons of these states form
part of our own experience of Rama, since we never knew him. Even though the
spectator might apprehend the sthayibhavas like utsaha, ebe,, in Rima, etc., from the
words actually used in the poem, still it will be only Sabdajanyajiiana of the uisdha in
Rama, This fabdajenyajiana cannot lead to rasofpatli in the sahrdaya. The reason
for this is given in the form of an analogy in the mexb sentence : © Just as when a
icouple is actually observed (pratyaksa) making love to each other, there is no
‘pasotpotti in the observer ( rasopajans means ratibharasvadanc — an aesthetic experi-
ence of love). ” But we cannot guite 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 moments of literary criticizm, and it appears that this view belongs to Bhat-
taniyaka, for Abhinava simply takes it over. Bhavand is the same as sddhdaranikarana.
Ananda does not use this term.
2, The reason we cannot remember Rima is that the definition of memory
in Sanskrit logic involves anubhava, direct experience.
3. The expanded version of this, 4. Bh., p. 278 ( Gooli, p. 10) reads:
T 9 AR — ( Where T refors to STEIZRNAAT ) — Saftdr
FE GLEAT 1 TALGET |
What is BN’s point ? Does he mean simply that we cannot have rasapratiti
through anumdna and Sabda ?
4, Abhinava ( 4. Bh. Vol. I p. 278, Gnoli, p. 10) expands the analogy of
watching a couple making love by adding :
¢ On the contrary, because one hecomes preocecu pied (vydgratayd ) with one’s
own mental moods that arise, such as embarassment, disgust, or even sexual desire,
we cannot say that this is an aesthetic experience. ¥ Of. also Dafaripake IV, 39 and
the Awalolka thereon. Abhinava makes the same point on p. 35 of the 4, Bh. (Vol.1):
St aERETE e g Rgeaa (?) gegee nAFazEEga (7)-
HIEAHTENT, |
We take tatpratipetieu in the last sentence of p. 181 to refer to utsiha

of the preceding sentence: © & TR AT, TH: @A, as opposed to Gnoli who takes
it to refer to Rima,
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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 (uipadyate), 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 ( bhc}vakazz:a) is concerned with rasa, etc, ;*
and aesthetic enjoyment (bhoktrtva) is concerned with the sensitive reader
( sahydaya). 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, visayarjanai@ralamyas  but
without explaining it or paraphrasing it. It is thus clear that nobody really knew
what Abhinava meant, Gooli takes it very differently from the way we have (see op,
¢it. p. 45, 108 ). We take it to mean that the spectator would actually feel the need
to acquire ( arjona ) the object ( visaya ) on the stage,i. e. he would want to get
up and take Sita away. But the expression taratumya is, we admit, inconvenient,
We suppose the idea is that some people will make a greater effort (i e. will be more
excited ) to attain the object, and othors less, See Dataripaka 1V, 39 and dvaloka on
the same ; gyt HAFATI TR =257 q-{:,r;‘q-(—,( | Cf. the old story of the backwoodsman
in tho gallery who shot the * villain *’ on the stage,

2, It is not clear to us just what Bhattaniyaka intends by the term abhi«
vyakii. He must of course have known the doctrine of vyudjand as put forth by
Anandavardhana. Abhinava uses the term abhivyakti as synonymous with SUgZess
tion ”, Bhattanayaka however understands abhivyakti ” to be a sort of production
which he places on the same level as wipatti, since his argument Sragarasyn abhis
vyakiau, ebe., really applies bo uwipaltipaksa, Abhinava points out that in a verse which
he quotes from BN, the expression vywigye oceurs, The verse iac

AT ST AT A= |
ATHRATHIG AT T F=A4 397 ()
(Gnoli, p. 11, 4. BA, 1, p. 279 ) on which Abhinava comments :

SFT g (surely, though, the correct reading is laksyate ),

3. BN’s stand vhat rase is nob perceived at all (raseh na praliyate ) is not
reasonable, It is the same sophistic argument used in svagatatve and paragatatva,
meant only to silence the opponont. Unless he 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 thus not
personally involved.

T T sqSamaar

i 4. Rasadiviayam is problematic. We must understand ratyddivisayam, which
is confirmed by the Rasapradipa, p, 26,
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literature ( tatra ) denotation alone held sway, then what would differentiate
$lesa and other figures of speech from such devices as the use of words in two
senses ( tantra),’ etc., in scientific works?? Moreover (if this were true)
then the different varieties of alliteration (vrtti) would be virtually useless.
And what purpose would the avoidance of such faults as cacophony
($rutidusta ),* 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

1. The Balapriyd (p. 182 ) explains tant a as follows :

e ATATATAA el YTeHE SEARI ) - e e e ¢ gewa TR
qfichagaEEg ¢ wddr @ TR ATETa ST e AT g WAL
i | The point is this: In bthe sitre of Papini (L 3-3 : halantyan ), «hal®
stands for two completely different things: it means (1 ) the &wvasatre (Do 14) hal,
and (2) any one of the consonants, There is of course no camatkdra in this. Cf, Udd.
1II, Locana, p. 472. CL Vamana's Kdvyalankarasutra, Iv.3. 7.

9, At this point in the exposition of BN’s views, the Sridhara commentary

adds: garfy (amfirr) FaaraHE BT geageaan e e | §
rafrETEE AR TEAATEE gyfaaefaadn @t | FFaETEd § AR
g7, WA TR TR TS AT (e sxgfeqq: | ( S. Bhattacharys, op. ¢it, vol,
I,p. 68 ), This makes it likely that this famous distinction of teaching like a master,
ted by BN and not by Abhinava. Abhipava first
and again on p, 336 and 899. The distinction
by BN in & verse that

and like a wife, was first inven
mentions this on p. 40, of the Locand,
between istra, akhydana and kavya has alveady been made
Abhinava quotes on p.87 of the Locand :
SERATIEAAN S O [ gq{igg: |
o qegq g @ qreeTEATAaTAn |
S SATTIOIATS HEATHTL 1
[ We Should read arihe tativena as done by K. Sastri (p. 161 ) ]. This is surely
the ingpiration for Abhinava’s famous distinction, taken over by all later writers.

3. Srutidusta is mentioned by Bhimaha, L 47, and by the Dhvanydloka IL
Abhinava ( p. 214-215 of the Locuna ) speaks of it as anitya
which harsh sounds are appropriate, e. Z. in rauwdrarese.
Laradloks no. 1, 0n p. 302, Abhinava also refers to mitydni-

14 and the Vriti thereon.
because there are cases in
See also Uddyotn 111, pars
tyadosa on p. 16 of the Locand.

4, Note that BN is arguning for a further power in poetry, beyond tha literal
Most probably he derives this doctrine from Anandavardhana,

sense.
5. Bhavite ca rase is really speaking an improper usage. Bhdavanaya semars

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 (one’s identity) with the highest Brahman (para-
brahamasvadasavidhah ),* 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 ( siddhariipa) ( 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 Rasagaigadhara, p. 66 (KM ed. of 1939): soai Aqui gfifa-
BrTaTEATRaa g HH FAAT: |

These terms are explained in the DR, IV. 43. Ananda speaks of dipti on
p. 209. See also Karika 11 9 (p. 208 ). Abhinava speaks of dipii as being vikdsa-
m-sm,,m},,.t,;jj-uula‘.ra(l‘wmbh.giw} ( p- 208-209, Locana ). He also uses the verb dravaii in
connection with karune. Ananda says that the mind, in haruna, is exceedingly moved
(@rdratdm yati, which Abhinava (p. 207-208 ) explaing as kathinyam tymjati). This
certainly prefigures the theory. Is BN the first to use these terms? We think it
unlikely. See also Gnoli, p. 46, and Raghavan, Sr. Pr. p. 436.

9. Note the importance of the term smvidhal, which means literally “near ",
We don’t think it can be taken to mean simply “similar” here, since surely the
implication is that it is inferior. 1f this is the corrvect interpretation, then perhaps
the passage aboub the Yogins milking the cow of mysticism ( Loc¢anw, p. 91) should
be reinterpreted,in spite of what Abhinava says, (Note that this agrees with the
extrnordinary passage in the third Uddyeta, p. 510, where Abhinava unambiguously

states that rasisvidae is inferior to brahmdsvade AT AT ﬂ%‘qa
AT fe @R | Seo also Sridhara e qURrErEat At

— — But not everybody thought that BN meant ¢ inferior ¥, Mammata, p. 60
(8. Bhattacharya’s ed. from which the above quotation by Sridhara is taken),
paraphrases as: brahmisoddam sve. Nole Hemacandra, p. 88: parabrabmdsva-
dasodaro nimilitanoyanailk, which reminds one of the humorous passage in tha
Dhvangdloka, p. 26 : Ffqafaiia dFaadaagaa@aEang oo gagasg, which Abhi.
navagupta will later defend as being one of the signs of ecstasy.

3, This is very important, for Bhﬂ!_t:mh.yaku may have been the first to
clearly say that vyutpatts is secondary to pritd, In this he is followed by Abhinava ( p
41 — ananda eve paryantikam phalam; and third Uddyota, p. 336 where vyutpatti is
gaid to be an incidental result of priti, though the passage is somewhat ambiguous ).

4. Govinda, in his Kargapradipa, (p. 66) actually says that this view of BN is
in accord with the Sankhya doctrine : g#a @avEfayaEed« 2fd wieafaar-argars
ﬁqgr,ﬁ | Sattea, rajas and tamas are of course the three constituents of human nature,

As Jagannatha says ( p. 29, RG ), during rasapratiti, rajas and tamas are suppressed
by the preponderance of sntiva, because of the power of the function called bhogakritva,
( 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 example) believe that that which is:

known as a permanent emotion (sthayibhava) in its prior (undeveloped ) form
( purvavastha ) 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 Sankuka : )!
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 page )

An excellent account of BN's view and itis similarity to the Sankhya is to be found
in Hiriyana, ¢ Indian Aesthetics ', Proceedings and Transactions of the first Oviental
Conference, Poona, 1922, p, 246-247, “ The purpose of evolution in the Sinkhya is
bhoga and apavarga, and the use of this word bhoga in this passage constitutes a link
connecting the present theory with the Bankhya. ” (op. cit. p. 247-248),

1. Here is a one-sentence summary of Sankuka’s pesition by Prabhikara,
Rasapradipa. p. 22 : faaiiE e sqdEamsTw & @i snEaEt @

2. It is not clear what Sankuka intends by pravikadharmin, What does he mean
when he says that one mental state cannot nourish another, since any mental state isin
constant flux ? The analogy of a river does not hold good, for while it is in a constant
state of flux, it is nonetheless augmented by minor streams, Why should not a major
(or abiding, sthayin ) mental state be intensified by subsidiary and fleeting mental
states ? Does Sankuka mean that there is no question of any mental state being
strengthened by any other mental state, since all of them are after all in a state of
flux— always changing — diminishing in their intensity with the passage of time? But
this does not seem true. Does he mean that it is only in the theatre that one has a
concentrated mental mood, not in real life? If so, would he argue that Rama’s love
was constantly changing ? Unlikely. What then could he mean ?

3. This passage has been expanded in the 4. Bh. p. 274: “{‘[‘TEEH{ g% e

m W""{ﬁﬁ‘{l This is very true, and well observed, but what does it prove?
Perhaps the point is that a mental state becomes intensifiod or weakened because of
the external objective stimulants, and not because of other mental states (like the
wyabhichdribhavas ).

4, The sentence iti nanukarye rasalk is elliptical. It should be explained as

follows : srga1d (@) fHgam: @ gwlsEaraET gfq 9 Zw9 | According  to
Lollata, the spectator relishes the rasa (i e.ratyddisthayibhara ) which is located in
the character portrayed. Now Sankuka’s view is that the spectator cannot be said
to enjoy the ratyadibhava which is after all located in the character portrayed, who
is removed both in space and time from the spectator,

5. Note how the BP takeslaya (p. 184): &y« Jerliqara«aHRaT—arey
HIF, | But we feel that Gnoli’s interpretation, which we follow, is better (see his

Int. p. XVIII),

|
I
!
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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
mood because of the endless and ever-changing ( aniyata) degrees of intensity
(of the mental moods ). Morcover 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 Sita)”. This rasa does not depend on any
other thing beyond the actor who is apprehended ( by the spectator ) as non-
different from the character being portrayed, and the spectator who is the
telisher ( of the ratibhava, etc., inferred by him as existing in the actor )-
Only that much® (and nothing more is required for the aesthetic experience
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 )y

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 difficult passage. We take vifigta to mean niyata ( definite,
particular, precise. ) : q spgrREnffife (i e. foaa ) fra~ee 76951 39 3
2T TSGR B | 2 e, s aft are g w@rframE: g
TIN5 ST | §9 SR mIEETeT TR arEed | g9
a—a—(q?‘Rﬁ}-qq; | Very different, however, is Gnoli, p. 110,

2. Ayam ramah sukhi is explained by the BP ( p. 185) as »amo’ yam sitavisa-
yakaratiman,

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

4. Tt is difficult to identify the person who held this opinion, number 4, given
on p. 186. According to Mammada ( K P, IV, p. 88 of Jhalkikar's ed. ) the paintad horse
anslogy ( eitraturaganyaya ) belongs to Sankuka, whoreas here it is given after his
views haye 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 naf yarasah
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 (anugakta) 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 ( svanirveti-
carvanavisista ),’~ well, these vibhavas 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 difficult passage. Tadvibhavaniye means vibhdvavibhdvaniya,
wThe sthayibhava which is sought to be produced by those wibhdvas.” Tadanubhdon-
niye means anubhiva-anubhiavaniya, “ The sthayibhdare which is intended to be brought
within the purview of the experience of the spectators by means of those anubhdavas.”
I GaTgHu means fireaTEaTEsAT gTATtaRET JUEg TeaTH AT |

9, Note how similar thisis to Abhinava's view.

3. On nafyadharmi and lokadharmi, see the long article by Raghavan,J, 0, B,y
Vol. VII, 1933, p. 359-308, part 1, and paré 1T, Vol. VIIL, 1934, p. 57-75. Lokadharmi
refers to everything in the drama that is realistic (and applies thus primarily to the
prakarana ), whereas nd tyadharmi refers to all the conventions used only in the
theatre : asides that nobody else can hear, monologues, talking animals, gods on the
stage, etc. Note that in the thirteenth chapter of the Natyagistra ( Vol. 1L, G, 0. 8,
p. 214) when Bharata begins a long list of the laksanas of each, he speaks of loka.
dharmi as svabhdvabhdvopagaia XIII, 71). Tt is a very embracing topic with Bharata,
and includes such diverse elements as the prawrttis, the prakriis, the dance, etc. Nota
the very interesting verse that Abhinava quotes from his teacher ( Bhattatauta ? — he
only says: sqisReL ) ¢

qEAIRT F AT FAAAAC
qaEat aF eEEerd g aua: |

The second half nof the verse, unlass one has na sambhavi, makes no sense. But the
first ie all vight: * Not everything that is in the world deserves to be described by
the poet in his plays, 7 Abhinava more than once points out that not everything in
( Continned on next page
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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 )2

Oontinued 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 bears any resemblance whatsoever to Beethoven’s last quartets?) Note too,

what Abhinava says in the 4. Bh, vol, I, p, 260 : o g Farfae WA TETTAETT |
a=Egd qq-sﬁﬁ?r{] 1t may be that Abhinavagupta was the first writer ever to
have articulated this refutation of striet realism, which has now come to seem so
commonplace in modern literature that it needs no defence, This was not 80, less than
fifty years ago.

1. These are parallel terms, swabhdvokis corresponding to lokadharmi and
vakrokii to ndtyadharmi as applied to kdvym, Thus Abhinava is using the terms in
their widest sense, Bhamaha too ( V. 66 IT. 85, I. 30) uses vakrokiz to apply to all forms
of alailkdra., But he defines svabhavokti (II.93) ag a separate figure of spesch,
( Thus De’s remark, Vakroktjivite, p. 23 : “ Kuntaka follows Bhamaha in rejecting
svabhdavokti as an alaikdra” is not true, It stems from the qualifying phrase in
Bhamaha : iti kecit pracaskate, which does indicate doubt on Bhimaha’s part, but not
complete rejection.) Dandin (II 363) divides varmayes into two realms : svabhdvokts
and vakrokti. See also Udbhata, IIT, 8-9. The most elaborate discussion on svabha-
vokti is found in the first chapter of Kuntaka’s Valkroktijivita. Valrokti of course for
Kuntaka is just what dhvani is for Anand:l.: only it is even wider in its embrace.
Svabhavokti is the alailkirya, the kavyaiarire to which valrokti is applied. See the
valuable article by V. Raghavan, ¢ History of Svabhivokti® in ¢ Some Concepls, ete, .
It is tempting to see the division in Skt. poetry as that of realism and romanticism,
Certainly verses that illustrate svabhdvokéi 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. posts who excelled in realism, Profes-
sor Ingalls has written about one who did, Yogedvara, in two remarkable articles : « A
Banskrit Poetry of Village and Field : Yogeévara and His Fellow Poets™ J. A. 0, '8,
vol. 74 (1954) pp. 119-131; and « Yogesvara and His Favourite Poets.”, Dr, V,
Raghavan TFelicitation Volume, Adyar Library Bulletin, Vols. 21-22, 1967-68,
Madras, pp. 185 ff. A poem that deserves to be much better known in this respect is
Abhinanda’s Kadambarikathdsira, quoted by Abhinava several times, which contains
some remarkable examples of well-observed minor moments in life,

2. Apgainst Balapriya (p. 186), we take alaukika to construe wibh the
vibhavas, ete. In other words, the vibhdvas are alaukika in so far as they are called
vibhavas. 1t wonld not make much sense to associate the word with tha gunas them-
selves.

3. These are the $ubdagunas menlioned by Bharata, Dandin and® Vamana,
Anandavardhana eompletely altered the older teaching of Dandin (I, 41-42 ) and
Vamana (L 2.11) on gunas by bringing them under his system of rasa. For him,
the gunas are the properties of rasm (as opposed to the alamsilkdras ). See under II. 7
of the Dhvanyaloka. Instead of the usual ten gunas accepted by Bharata, Dandin
and Vimana, Ananda accepts only the thres mentioned here. The concept is very
complex, and we have dealt with it at some length in our notes to the Locana

(" Continued on next page
X1
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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 someone 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)® 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 previous page )
translation to be published shortly., Note that Abhinava, in his discussions on the
gunas, has occasion to develop a theory much like the one hinted at by the words
druti, vistara and vikdse as used by Bhattaniyaka, Ardratd stands for druti, Dipti
would be the equivalent of vistara, and wyapakatva ( or samarpakaiva ) of vikasa,
They are of course associated with certain rases. See the Locana on II. 7-10. The
best treatment of the problem is to be found in P. C. Lahiri, « Concepts of Rili and
Guna in Sanskrit Poetics”, University of Dacea, 1937, and V. Raghavan, Sragdra-
prakdbn, pp. 248-251.

1. There should be a ‘danda after updyavailoksanyad, Iyem eva begins a
new sentence.

9. I e Lollata’s views, which BN refutes so convineingly that Abhinava
need not do the work again,

3, This is directed against BN. who had said earlier (p. 182), fena na
pratiyate.. rasah.JAbhinava expands this on p. 277 ( A, Bh. Vol. I, Gnoli, p. 11)}: gefter-

Breqfeanar T A A R o | HART I, G SRR | Bub this is perhaps o
interpret BN too rigidly. By saying na pratiyate rasah, obviously he could not be
claiming that rasa does not exist, only that pratiti is not an adequate
word to express how it is experienced. Perhaps (if he is not merely to be sophistic)
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 pramanas such as pratyaksa, ete. Moreover, Abhinava
accepts what BN says about rase being neither personal ( svagata ) in which case we
would becoma physically involved, nor paragata, in which case we would be indiffers
ent. Abhinava also accepts the reason for this statement : rase is made universal,
sadharanikarane, which is one of the most important concepts of Skt. poetics, first
met with ( under the name of bhavand ) in BN and universally accepted by later
writers,

4. It would seem that Abhinava is saying that pidicas (goblins ) are merely
figments of the imagination. On p.277, vol. 1 of the 4.Bh. ( (inoli, p. 11 ) Abhinava says
the same thing : 7 TG FEafed sFTERN q;?r:[q-.;{ | If Abhinava is indeed saying that
guch things as goblins and ghosts are merely products of our fancy, he would be one
of the faw early Indians to hold such an unorthodox opinion, We think it very likely
that this is what he means ( how else could we interpret the line?) for he has made
similar statements earlier : in the first Uddyoia, commenting on a verse by his teacher

Bhattenduraja, he says : AA AT AEAAEISAR AT 79 &N (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 ( agamottha ), that which is caused by intuition ( pratibhana-
krta), and that which stems from yogic sight ( yogipratyaksaja i. e. telepathy,
etc. ) are distinguished from one another by the means through which they are
brought about. So also the perception (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 rasak )* itself ; and rasana (aesthetic experience)
is a particular kind of perception (i. e. it is brought about by the samagri
such as wibhavas, 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 Bhattanayaka) such that it can

1. This refers to the distinotion between iundula, the raw rice, and odana,
the finished product. Strictly speaking, we should say : tanduldn pacati, “ he cooks
the rice ” and not ** odananm pacati.” But the words are used loosely. In the same
way, rasal pratiyaie is not strictly correct, for rase is the finished product. What
we should say is wibhdvadi pratiyate, Most probably this is what Bhattaniyaka
meant as well.

2. Pratiyamans e¢ve hi rasah means pratiyamanat@ eve hi rasah, Abhinava
means that rasa is the actual process of aesthetic experience, and not the object
(visaya ) of that process. Just as rass is described as rasyemdneid, in the same
way it is here called pratiyamdana (i. e. pratiyomdnatd, pratitih, rasani, dasvadeh )
It is identical with experience—ib is the aesthetic experience ibself. In a similar
fashion (and this may well have been the inspiration for Abhinava’s view ), the
saksin, in Veddnta, does not really see another object, or even experience happiness,
for it is sarvaprakadslie, and actual saceidanande itself. To say atmanubhdyate is
simply loose fterminology, since this implies the {ripufi, which is absent in true
anubhava, Cf, 4, Bh, p. 285 : fgg=yg mgqfwﬁqzﬁw THETAET |

3. Wae take this as a reference to Bhatfalollaia’s views on the strength of
the equivalent passage in the 4. Bh.,\p. 277 ( Gooli, p. 11) : g5 @qgj’rsq qﬁm qET
T¥ITART [T 2T a@wmmﬁa |
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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 variety of latent
impressions ( vasana). As has been said: ‘‘ Vasanas are endless, because
desire is eternal 7. < Though separated by species ( jati), place ( defa) 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 passage in the 4. Bhi. Vol. 1I, p. 412, germane

to this issue, Here is the text:
: afy g geadds Igafd aud auafrerasergaeTaREta Itaaay
FeTgERaiT drud, oegq garmmteErE sfafafamsr | g T e, frenr-
W g & a7 T e CaaRET | 99 oF §iAeanishy 9aRd g, 9 9
ut granf, IHAHRRTT AR S AR g FearafaiEt g9zt aawat-
SEERERERICRIGE

«“ If however the doings of Gods are described ( in a drama ) as the main thing,
l;hen in case they are presented as appropriate to oipralembha(érigdara), haruna,
adbhuta, and bhaydnaka, 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 adhdanam ), that would offend what is generally well-known (in the world as
possible in the case of human beings). The blemish entailed thereby has bean
(already ) stated. And if there is no presenbtation of rases such as vipralambha
( érigara ), ete, what charm can result therefrom, since entertainment (of the
audience ) essentially depends on these (i. e. on vipralambha, kearuna,etc.)? Hence
iti-is, that sympathetic respounse ( from the spectators) is difficult to achieve in the case
of the presentation of the doings of Gods. For they (i. e. the Gods ) are not subject te
any suffering, so that from the description of (that suffering and of ) the means used
by them to overcome it, the spectators may derive instruction. There is however
hothing contradictory in introducing even a divine heroine (asopposed to a hero ), as
for example Urvaéi ( in Kalidasa’s Vikramorvaiiyam ), for her actions are presumed
to be plausible because of the actions of the ( human ) hero (in that drama ). ”

"We are not certain of the phrase : pralyute devinam adhiyidhanam prasid-
dhivighatakam. Also, we are not able to understand the exact sense of the last
sentence : ATAH! § Tr=qrealatiyetr, 741 o4, ArFaRaas Tgaengye |

' 2. This must be a reference to p. 181 of the Lo¢ana, where BN said : §H%-
W fqamars 4 99w w5ig: | Bub what could he mean by this? The only
logical inference would be that virarasa in such cases is not genuine, since it involves
improbabilities. But this would be an odd position for anyone to take of the Ramdyana
{ though Abhinava himself acknowledges the truth of this for all but the most famous
.of exploits, when he says that in the case of the prakaranra, outlandish events should
not take place, since this will prove to be a vighna for the spectator —see p. 331 of the
‘Locana ). Burely the whole point of the sadharanrikarana doctrine is that it allows
such events to become impersonalised and so imaginatively possible, Could BN have

cbnally said : qATRAIRT 9 999 73461 ¢
3, Yogasatra 1V. 10, and IV, 9, On. p. 282 of the 4. Bh. Abhinava has 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 ( fatra) the function is
the suggestiveness (dhvanana), i. e. the vyafijana 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 ( dhvanana). As
for bhavakatva, which (for us) consists in the use ( parigraha) of proper
gunas and alarkaras,* 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 wtpatti (which you supposedly destroyed P
One cannot say that in poetry words alone are productive ( of rasa)* for

Continued from previous page )

interesting passage where he justifies the nine sthayibhdves in all human beings
(though some predominate in certain people and others in others ), and ends by saying:
q aﬂhﬁ@%ﬂ‘lm@q? 7ot 9gfa | In the course of ous beginningless journey through
this universe, we have experienced all emotions, Thus nobody fully aware of his own
humanity ean fail to be moved by another person’s experiences, On p. 283 (of the 4. Bi.),
Abhinava guotes a fascinating line from Patanjali II. 4 : & & 39 oxwaf faat = =g-
g ﬁﬂ?ﬁi | ““The fact that Caitra is in love with one woman does not mean that he
is out of love with others,  This is not meant h umorously, but only that when Caitra
isin love with one woman, this means that hislove for that particular woman is
dominant in his mind, 1t 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 fecble than the other, and hence overpowersed by the love he
feels for a particular woman at any given moment,

1. Suggestion applies to the vdcya (e. g.in vastudhvani, where the literal
meaning suggests the vyaigyartha ) and to the racelha ( since vicalkas are vyanjakas ),

2. This is somewhat curious. Where has BN said that bhavakatve is samuci-
tagunalankaraparigraha ? For BN bhavand is sadharanikarana. How can this be
associated with gupas and alaikiras ? How ever, Abhinava himself, in the A, Bj.
p. 277, uses these very words to characterise BN’s views, The wording in the 4. Bh,
:iB slightly different: ﬁmmmmqmgﬁm verveevee WIFFFSATYRT | The phrase
nibidanijamohasaikarakaring on p. 277 of the A. Bh. vol. I, is puzzling, Perhaps we
mushb read sm:_:.cJ’;r.!._rr.su-irr_rt!-.iﬂrf.iri{w‘s.

' 3. This is well observed, It is true that BN must use some expression like
mipadyate, rezardless of what word he chooses. Thus when he says bhavite ca rase
{ Locana p. 183 ), one must paraphrase by bhavanayd samarpite ca rase.

4. Abhivava’s point seems to be that BN said ( Locara, p. 182 ) that there
are three functions of words : sHsqrye: [eEEy aaig]a-[q-am | But this is unfair of
Abhinava, since he too says over and over that vYaRjand is a éa;b(ltz‘?!y(ip(irﬁ_ Surely
Bhattaniyaka must have meant the same thing ? It is most unlikely that he would
have restricted the function to words, On the other hand, Abhinava himself has argued
for the importance of §xtdw. Cf, the interesting passage at the end of the first
Uddyota, p, 158-159,
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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 ( sabdantareparpyamanatve ) 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, COf. what Ananda says on p. 358 of the Dhoanyaloka, Uddyots ILI in the
context of wyadjand.

9, Dhvanydloks 1. 13. The whole verse reads :

qrd: EA a1 audguEsHgTandt |
g FEAfERT q R gitfa st

« When the (directly expressive) word and the literal meaning both first
subordinate themselves ( 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 dhvani by the wise.  This is in fact the major
definition of dhoani in the D, Al

3, In brief, the Mimamsa position is as follows : bhdavand, creative force, or
creative energy, is of two kinds: (1) $abdi, and (2) drthi. It is a particular kind
of activity in an efficient or operative agent (bhdvayilr), which is conducive to the
production of the effect ( or conducive to the coming into being of that which is going
to come into being ). 4ibdi bhavend means verbal creativity, or word-efficient foree,
Arthi bhavana is purposive creativity, or end-efficient force, Sabdi bhavand is
congerned with how the words in a seriptural or seeular command operate in bringing
about the fulfilment of that command. Arthi bhdvand is concerned with how a
particular action ordered by the scriptures or by a human master is carried out by the
person ordered to do i, with a view to achieving the expected result. In this passage
we are concerned with @rthibharand and not with gabdibhavana. Bhdvand consists of
three elements: (1) sadhya (objective aimed at by the action), (2)sddhana or
karana (the raeans leading to that objective ) and ( 3) itikertavyatd ( procedure to be
followed in reaching the objective ) (kim bhdvayel, Lena Dhavayet, katham bhavayet ),
According to Abhinava, Bhattandyaka has borrowed the word bhdvand from the
Mimamsakas. In karmakdnda, in the case of a sacrifice like jyotistoma (jyotistomena
svargakiamo yajetn ), svarga is the sadhya. The jyotitsoma sacrifice is the sddhana or
karana, and the performance of the minor sacrifices praydja, anuydje, ete., is the
stshartaeyntd, ln poetry and drama, rasa ( or rasdsvada ) is the sadhya, dhvanane or
vyafjandvydpara is the sidbana or kerana, and gundlerkiraucityadi (1. e, SEMWCT
mgu{ad!mﬁﬁrirapm-igmha ) is the itikartavyeid. Thus according to Abbinava, dhivanana
is the karana or sadhane by which rasasvada is brought about. This is what he
means by the sentence e Azl wFawEt FOT e Iafd | He means that
kavya is the bhavaka of the rasasvida, just as the performer of a sacrifice is the
bhavayitr (i, 8. bhavaka ) of the svargaripuphale.
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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 Self ) caused by the
blinding darkuess which is itself the result of deep ignorance (moha). In the
transcendental ( Jokottara) aesthetic enjoyment ( 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 enjoyment (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 variety 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 . FgfqaTaTTETT fafrefs-
Aemgeaton et At aEREe TR A
H: ete.

2, This could not be Abhinava’s position, since on the next page (190) ha
will reject this three—fold classification ( even though in the Locans comm, on IL 7-10
he develops a similar scheme ). But if this is BN’s position, and not Abhinava's, there
should have been some indication to this effect, By ending it with dlvananevydpare
eva mardhdabhisikiak, he has inextricably woven in his own views,

Further on druti, vistara and vikasa , see Mammata, K P. p. 474, Jhalkikar's
ed, Dipti is vistara, madharye is druti, but for some reason nikdsa is not connected
with prasdda, as one would expect., The scheme is accepted by Dhanamjaya.

3. Note how Mammata (p. 59, Jhalkikar’s edition ) puts this: W&?&Tﬂ [ERIEE
iy, waiFoiEeR sm e, gdfg flada aaaERagaEaT Ao TR
ﬁ]’(l'ﬁ’?ﬁ[fﬂ'l | This is so well expressed that it has been copied by the Kavyapradipa,
p. 69. Such language hecame, surely on account of both BN and Abhinava, very
common in deseribing rasa ( whereas Ananda does not use the word camatkdre in its
technical sense ), so much so that we find Kuntaka, in deseribing an exquisite verse
( quoted in the Locana, p. 163 as well ), using similar terms ( De's ed. of the Vakrokti-
givita, p. 35) : a3y fHEwqiE (as an explanation of the line in the verse that reads gz

By aafts ) armiaERTEfaTsrsr TR EtEsyRETE g TiaaTEd |
4, It wovld seem, as already noted, that for Abhinava, as for BN, priti

is the major goal of poetry. Cf. Locana p.40 (under L. 1), T4Tq T3 Sifaed S |
Thus for Abhinava, vyuitpatis becomes easier to accapt ( see p. 336 of the Locuna ) and
is the result of priti, but still the major point of poetry is delight. Of course vyutpaits
means instruction in all the four vargas, including mokse (p. 41 : a’ga'if?g'ctﬁ:r(ﬁr E G LA
ug grdfeas® §€4 ®OH ) with the result that vyuipatti and priti (i, e. ananda ) amount

finally to the same thing ; Cf.p, 336: EI'%[ Fﬁl%f_'?m fyasy o, K&Rﬁ] UT%TIIF@IT?L |
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refinement ( vyutpadana ) ( that results from poetry) is different from that
which comes from the astra through mandates (§asana ) 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 Vriti on it as well :°

(==, g)p. 84-90 )
. o
o FIETEATRAT, T TATSETAT ATEHFA: I |
= ~

( RAFEAARET: TE: FHAAnE: |
' AR EARETTE IR A g OAe: AR | ad

s 0O o= ~ o & N
el Frerae (RReH G A oA g R |
i fE NP | G A s EAEATERA-
0T A1, |

{ 1. This must be the source of the later dictum, so frequently metb with (e. g.
K P. ynder 1. 2): TMIEFEiGasd T qamiEad, |

s 2, The idea is: this is the way things are, and nothing can be 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 Abhinava uses the expression kim kurmak often ).
Thus Gnoli’s interpretation is incorrect.

3. Throughout the Locuna, Abhinava has insisted on the importance of the
sahrdaya, the reader. Cf. his opening stanza : Lavisahrdayakhyam. BSee also the
Kavyamimamsa, 1V, whera Rajasékbara divides pratibla into two kinds: karayitri
and bhavayitri, where Dhavayitri corresponds fo 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 A. BE. p. 2719: ﬂf@'ﬁﬁTﬂ = ﬁ'ﬂﬁﬂ’f‘%{#ﬁ-
=[#ggg: | See the important definition of the sahrdaym, the *“ sensitive reader”, in the
Locans, p. 38 : 4l FEArgHearareaazaAd g quHtAaF A EaAATT
THEEauaEATs: §5540: | ¢ Those people who are capable of identifying with the
subject matter, as the mirror of their hearts has been polished through constant
repetition and study of poetry, and who sympathetically respond in their own hearts—
those ( people ) are what are known as sensitive readers.” Abhinava then quotes a
fine varse from the NS, VII, 7, G. 0. 8. Vol. I, p. 348 :

Fredt maETA qe WA ET: | 34T sArAy 39 gew wErEEr o

« The extornalisation ( bhdva ) of that emotion (artha ) which makes an appeal
to the heart is the source ( udbhava ) of rasa. The body is suffused by it, as dry wood
is suffased by fire, ? Cf. Locana, p. 212,

5, D, Al L 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.l

VRITI :

That (suggested ) sense alone is the essence of poetry — poetry which
is beautiful because of a richness ( prapaiica) 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 karuparasa, ( 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:

O ‘TAAAIT GREATA ST AT AT, | ST HIATHE-
=T =7 2z

FIAHE | @ Gl gdmEasi s gdm o @Rk
wae | IfEEERld, AEFAINIgEeE | a9 | U4 aegd e,
TEATHAA] T H:?‘en @ gl gaaEn ’f‘a AT an'imﬁ:m?m EICh
FETEH wrn“w*q | fﬁq: f | wEE gEEaTE Hﬁ(‘r"ﬂ?ﬁiﬁﬂ
TETTEEATEal ;T SEaE r?zitrf:rmwngqmmﬁrmﬂm%wﬁ
WA U, § U9 SYAE e e a g A s eaE e e -
AR AT HA97: FEUREEY S hhiheafaiin @ o g
SEERi AT wqwg’mmﬁa%ﬁram Wwwmnuamma qu-
|Gt O I e R P G E T A B P 1 E o BRI BRI ERIRE | R A A
g S e T —

1. Cf. Raghuvambe, XIV, 70 :
AMEZRATTE Hfa: FUSTRT A0 |
farefgwesEaen seaTmraT a9 3 |
It is clear from the context that Kalidasa means this verse to convey the
compassion of Valmiki, and thus the fact that he will accept the suffering Sitd, and
take her into his @frama, Thus Mallinatha remarks : o9&l i@ 7 ¥®, fFaaEa-

qTfAfT W19 | Bhavabhiiti ( Uttarardmacarita I1. 5 ) quotes the mad nisida verse from
the Ramdayana, but be quotes it in the context of the first verse written in Skt., and
not with regard to the compassion of Vilmiki,

X1T
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a7 [z gfEst @ srEd: ga |
gehERgARATT: wEEiEa, || 5[ |

7 g g T oy W | o B a aggie disfy gl g
e (TR R W | A W gaEane T &t | o -
S AR EEaEeTE A 01 HETEH G aeEsR-
QA | '
AT ZAa ¢ At A WA ared anegR iR e
£ BIRAATSITA | & TEARROGHE 1 SR | T J30E HErh:
AT T e g |
AT I g acrEreHEeA: |
FARIO SATRAER AT, |

o qegrEa | ST & AR S e A A |
SR ARG T FAmiad a9 |

e Ay — T ) AR qaz AR AT s &
1 AR AT T AT A9 TEEGRRIEE AT | 37 gy
SHAEERST 7 q SFER: | AAEEEAST FiFT THEITER g T |
Fafmem, 95w eaa—¢ e af e @, i | fHEa-
Feadf B I | sTERTAmRAgaE: | ST 5 | SR
2T | |
| g fEEnEl AR S Sgaemaehe aY ferEE g
SRR ARG A | e G S | 2 & -
Wi ¥ R S @ g @
AT | aAEEARE TR = e SR e
A AT aq: | A9 gdamee 9 B A
g T, S SRETH AT ST AT T AHE
wRITATAET A | TR S0 TSR | WEve st st a54-
e AEEETEAEAET AR e R A e
Vg, | 71—
. e FET ez Fada 2ot fete |
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IFF BHAT | WWAATET T TEINEAEEHET @ | EEISIS
afeasly REwsad | qreRER | @rhRe: | aEEEE-
M AR ASLOARRE FeTSHRANRT SABFARTeng®F W ||,

TRANSLATION

Thus by the Karika: pratiyamanam punar anyad eva, etc., he has
explained the nature of divani.' Now he shows, under the cover (vyaja)?
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 Vrtti
passages that immediately precede (and follow ).* Therefore really speak-
ing, rasa alone is the soul (of poetry). Vastudhvani and a]arik&radhvar{f
(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 dhvani (i.e.

the suggested sense ) by means of the Karikad TIq QGIRT qE EIT‘]fTE HETRATAT
otc. Now he will begin to expound how the suggested sense is the actual soul of
poetry. 5

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

3. After rasadhvanih one must understand kavyasyatma.

4. Woe are not certain that we have understood prakrantavritigranthartha.
baldc ca, on p. 158 (84-85 B, P.). ( References in this section are to the edition by Kuppu-
swami Sastri). We take it to mean : * because o[ the force of the Vriti both preced:
ing and following ”, This must be a reference to ity sthitam (p. 84 B. P,) which
speaks of this kind of pratiyamandrtha (i, e. rasidi ) as different from the vacyw, The
immediately following passage, vividha, etc., and in particulsr the words on p. 166,
(p. 80 B. P.) TH‘TWWHW ATITATT again speak of the third kind of pratiyas
manarthe ( namely rasadhvani ),

5. This is an important point that Abhinava comes back to again and again,
He claims that Ananda uses vastudhvani and alarkdradhvani only to show the differs
ence between the abhidhdrydpira and the vyanjendoyapdra. He does not intend these as
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 alailkdre as svasabdavicya (i. e, as no
longer cases of dhvani ). What we think he means is 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 the poetry in if. In this Abhinava is in agreement with the “New Criticism®,
Thus in a famous essay on Yeats' great poem ¢ Sailing to Byzantium ", Blder Olson
said : ¢ Although the argument as we have stated it clearly underlies the poem ( note.:
he has just finished explaining the * argument 7, i. e, the vdeydrtha of Yeats’ poem ), ib
would be erroneous to suppoese that this in itself constitutes the poem, for in that case
there would be no difference between our paraphrase and the poem itself”, He then

( Continued on next page
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(utkrsta ) (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 vipralambhasmgara,
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 karunarasa, 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 )

goos on to say, later in the same 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 terms with which they are equated,
contrasted, correlated or combined. ¥ ( From “Five Approaches to Literary Criticism™
adited by W, Scott, N, Y. 1962).

1. Abhinava takes deandva not to mean % pair” but to mean actual ©sexual
intercourse " ( s@hucarya ), a meaning the dictionaries do not seem to sanction,

2, For the significance of the change that both Abhinava and Ananda make
in the legend by having the female bird killed rather than the male, see J. Masson :
« Who Killed Cock Krauiica; Abhinavagupta’s Reflections on the Origin of Aesthetic
Experience ", Journal of the Oriental Institute, Baroda, Vol, XVIII, No. 3, 1969,

3. This is a fundamental distinetion that goes back to the NS V1, under
verse 50 (p. 309, G. 0. 8. Vol.1):

FeU TUETAATREESAEMATEEIEgel R | drgTataTage:

ariEaTE e | oAAe: Faniseaa Fwen o)
The point is that in wipralambhe 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 speaking of the Ramdayana, Abhinava will point out in
his Locana to the fourth Uddyota (p. 580) that Rima and Sitdi are “ permanently ¥
separated, thus showing that the final verses of the epic which speak of their re-
union in heaven, bave no impact on the reader in any aesthetic sense.

4. We take tadutthdkranda to refer to both the cryings of the male and the
female. It will also include her (or his, as deseribed in the Rémdyans ) writhing on
the ground in pain, one of the anubhdvas.

5, Druti vefers to the “melting ¥ of the mind, i.e. to a state when the
mind is exceedingly receptive, There is a very fine verse in Madhusiudanasarasvati’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 effusion of the 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. ) are 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 engrossed in love (- making ). »**

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 page )

Sribhagavadbhalkiirasayenam, p. 14 (verse 4), oxplaining the state of receptivity
that the mind adopts during an aesthetic experience :

faazed fe SggE@amERRGAREH |

e he St =

FIRFTALIT ZFT FIGIEeT )
¢ The substance of which the the mind is made is like red sealing wax, By nature
it is hard. But when it comes in contact with the emotional states (during an
aesthebic experience ) which act as heating agents, 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 emotfions it contemplates. First the mind becomes soft and pliable,
and then comes the hard substance like the drama or the play when the mind

receives its impression, the way sealing wax is impressed with a seal-ring,

1. In XK. Sastri’s edition we must understand fabda after samucitae.

2. The point is that there is no fixed convention with regard to the means
ings of exclamations that we utter spontaneously. Thus, a shriek can be due to
either grief or joy, in the same way that tears can. Nonetheless these signs of joy
or grief are “suggestive ”. This is of course not true in the case of words and
their literal meanings, where there is a fixed convention,

3. Ramdyanra, I 2. 15.

4. As the Kaumudi says on p. 160 : Solamdtrasyas rasalvasambhavdd, « If
this verse simply illustrated sorrow there would be no possibility of rasa?,
Abhinava’s point is that kerurarasa arose in the sage, and not the primary emotion of
gorrow. He has, therefore, interpreted the whole point of this example to be that
the situation described in the Ramdyasra 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, Abhinava envisages the situation something like this: Vilmiki sees

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

Qontinued from previous page )

the killing of the bird. Ha 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
point he stops feeling sorrow (if in fact Abhinava ever felt that he did), and it is as
i_‘f he were witnessing a drama in a play-house. It is at this stage of some distance that
he speaks his poom. Each time he contemplates what he uttered, he is the sahrdaya,
the rasika, the spectator (which would explain why he says kim idam vyahrtam
mayd at Ram. 1.2, 16). i, e. he is again in an alaukiks 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 be carefully noted that this could
hardly have been what the author of the episode in the Rémdyanra had in mind, [ For
the word $oka occurs again and again in the account: I, 2.16 : Sokdrtena...... maya ;
1.2 18 : Sokartasya...... me ; 1, 2,29 : focann eva punah krauwdcim; I 2. 30 : punak......
$okaparayanal, In1. 2.13 we read : karunyam samapadyata. and in L 2. 14 : karuna-
veditvat. | Perhaps for the first time in any critical tradition, Abhinava has articulated
the distinction between the ¢ primary world ” of actual events, and the “secondary
world ” of literature. These terms have been used by J. R. R. Tolkien in his essay
% On Fairy-Stories ”’, published in “Tree & Leaf”, Unwin Books, London, 1961, See
also “Bacondary Worlds ” by W. H. Auden, Faber & Faber, London, 1968, The world
of the Ramayana 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 greatness of Sanskrit
literature that such autonomous worlds have been built — Krsna’s world in the Bhiga-
vatapuraba, and the dream world of the Yogavasistha. The sustained effort of imagina-
tive creation evidenced in the latter work is to our mind unparalleled in any other
literature.

, 1. Another point is that there can be no duhkha in rasas, which is a synonym
for ananda, © bliss ”, as Abhinava points out again and again. See De, H. 8. P. Vol. II,
p. 132, and note the passage he quotes from the Abhinavabharati :

GIATTR EUFS T3 T FHREFED, |

“ For the spectators, the whole point of the drama is to produce pleasure, not

sorrow, ebe. ? It is almost certain that Viévanatha’s remarks in the third pariccheda
of the Sahilyadarpans were ingpired by Abhinavagupta. There he says: ( p. 53,
Vidyasagara’s od. ) 919 (e FEEA AT TEAIARXES § @ ( precisely the
objection that Abhinava records. )

FENIEM T a9 T @ |

ETEET T A 3 FFSE
- He then goos on to show that what in the world is a source of unhappiness is
transformed in the drama into happiness, for the vibhavas are alaukika (an idea
taken from Abhinava ) :

AR HFTAES TR HTH AT |
gd gy g ad sy gl o

( 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, rasaz 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 Hydayadarpana:

“ The poet does not regurgitate rasa until he is completely filled
with it. 3 y

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

Oontinued from previous page )
In the Vriti to this floka he gives his famous comparison of love-bites, which
only produce, in their pain, pleasure :

T¥a gi§ TENIE 39 gEag Saq |
But it must be pointed out that once again the source of this idea is Abhinava-
gupta. Thus in the 4bhinavabhdrati, p. 285 ( Vol. I, G. 0. 8. ) we read : TIT SHE=

TAEFEIUS, SF Shewe TrAT AR AR ATRT AT which refers to
precisely this. Cf. the Pratdparudriye ( Madras, 2nd Ed., 1931 ), comm. p. 209 :
FARTERY  BTHIGETAE] S ETg AR RaE TR See furthor the Rasa
gaigadhara, p. 30-31 (KM, 1939 ed.) and Raghavan, ** Number of Rasas” P- 155;
1st ed. ( p. 183, 2nd ed. ).

Hsa dadd refers to the act of creation, Keuwmudi p. 160 : Slokaracandripe
tyarthak, The point is thatin pain we cannot create, Creation takes place later, when
the experience has been assimilated and is then contemplated. This is another of
Abhinava’s seminal ideas taken over by the later tradition.

1. Reading samucchalana. On p. (160) (86 B. P.), top of the page, the term

has been used of water overflowing from a jug. Actually though this is an error, for
it is not the karunarase that overflows, but the original emotion. The word rase is
used loosely here to stand for both the final aesthetic resnlt, rasa proper, and to mean
“ emotion ” in general,
: 2. On p. 28 (p. 10, B. P.), Abhinava has used this same expression. B. ed.
reads® ¢ &dbda ” which is a better reading. This is slso the earlier reading that we have
accepted in our translation of the Locans.Vailaksanya here means * eharm » fromthe
notion of its being something completely different. Sahda stands for Sabdavydipara,

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 Bhntpﬂnﬁyﬂka saying that first one must be overwhelmed by an experience? Or is
- he using rasa in the technical sense to mean that first the poet himself actually has an
aesthetic experience, and then records it,, so that others may share it ¢ Sanskrit poetic
theory is not really clear on precisely what the ex perience of the poet is in relation to
that of the reader. Abhinava seems, in his more rigorous moments (** matye eva rasah
na tu loke "), to restrict the aesthetic experience to the reader,in which case the post
would be excluded. Bhaltatauta, (see Locana, p. 92 B, P, ) however, says that this ex
perience (anubhava ) is the same as that undergone by the reader, the poet and the

nayaka ! Note the Rasapradipa ( quoting DR, IV, 42, p, 23 : FEATTAEATERT T9%siy
T T |
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 Atman, not anything else. Therefore, what Bhattanayaka
has said, namely :

«Because of the overriding importance of the words used, people
class the $astra' apart (from poetry and stories). They give the name
akhyana (historical tale) to compositions in which the sense conveyed by
words is possessed of paramount importance. When both ( word and meaning)
are subordinated, and (all) importance is given to the manner (vyapara ).
then it is called * poetry ”,*
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 earlier® how it can-
not be of major importance in poetry.

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

1. Sdastram here means the Veda., Bhattaniyaka’s point is that in the Veda
the “ letter "’ is all-important. In stories, the meaning is important, and finally, in
poetry, it is the manner in which something is told that counts the most. Cf. L. A,
Richard’s famous dictum : It is never what a poem ssys which matters, but what
it ie ™,

2, It is impossible to kunow just how indebted to Bhaitaniyaka Abhinava
really is, We think, however, that the famous comparison of poet..r.y to aloving wife,
gertainly was either taken directly from Bhattaniyaka, or was at least inspired by this
very passage. Both ideas are in fact synthesised by Sridhara in his commentary on
the Kanyapralkiée and by Vidyadhara's Fkavali (K. P, Trivedi's edition, Bombay,
1903), p. 13:

A AR ARy A |
SIS SETAEE ZHA
sfgemarfas e faedfrag=ad |
FETATEETATL, FEATSATITAT 1|
AT A T AT, |
FerTat Uit dieET SFEaE g9

On this difference between §istra and kdvya, there is an important passage
(from the lost Bhdamahavivarana?) of Udbhata in the Kdvyamimdmsa, p. 44:
o fredin wdand: | fig frew o, fefogen, sfReEdad | adl

ST e, 9T Frearie, zeirg=r: | Note also the Vyaktiviveka, 111, p. 122
(T, B. 8. ed. ) where Bhattaniyaka's idea is modified but generally nccepted,
3. Page 63, ( B. P.) Dhvanyalokalocuna.
.4, Prapaiice here must be understood in the sense of wutkarss,
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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 afman 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)?® (i. e. only
$oka has been mentioned in the stanza, and not rasa). With this doubt in
mind he says: SOKO HI. Sorrow (§oka ) 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
$oka, 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
( dhvanavydapdara ), which Bhattanayaka does not, we will have to admit as examples
of poetry, cases which merely include suggestion, but no charm. Thus sarvatrae
means, as the K. says on p. 162 : simho vafub ity dddv api tatketi, See p. 57 (B.P. ed.)
of the text of the Locana,

3. Note that K. 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 : nihatasalhacariviraha-
katara, i.e, that it stands for the male kraufice ! 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 janana, “ production ¥, Thus he is of coursa
bothered by the phrase krauficikrandajanital foke eva. He therefore says here ( p. 89)
that one must add the phrase : carvendgocaratvena.

5. The objection is that in the karikd only doke is mentioned, not rasa, This
is perfectly true, for the point of the Kdarikd isto show the existance of a pratiya-
mandrtha i, . that §oka is here suggested, and not directly stated. However Abhinava
and Apanda are probably correct to go further in their interpretations, for if this is all
the author of the Karikd meant, it would be a very weak argument; for in the Rdma-
yans itself, we are directly told both before and after this verse that Valmiki was in
sorrow ! And of course there can be no doubt that the author of the Karikd knew
very well that Soka is the sthaytbhdva of karuna.

6. The sthayibhdvas, as soon as they are brought to the state of enjoyment
(earvand ), become rasa. A rasa is after all only a latent sthayibhave that has be-
come manifest, Thus the K, says that $oka here stands for all the other sthayibhdvas :
Soka ity upalaksanam ratyddeh, p. 167,

7. We have translated aucitydt to mean * it is but proper . But it might
mean upacdra. Thus the K. says : wpayogitvanimiitad uwpacardd iti yavaé, This may
well be the correct interpretation, for in the Abhinavabldrati, p. 285, we read :
kevalam aucitydad evam ucyate sthayi rasibhatak,

b.¢ 4
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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 (jata)
of states of mind ( cittavrtti) 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 ( samskara) it creates a sympathetic
response (in the spectator’s ) heart? (and then it leads to the identification
of the spectator with the situation ).?

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 | PRA TIYVAMANASYA CA. “ Other varieties »
refers to vastu and alarikara. 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 ( tavanmatra 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 sthayi (bhava ).

« Rubbing one toe-nail with the tip of her other toe-nail, turning the
Toose bracelet on her 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 ¢itfavriti that is induced in the reader. Itis
latent there all along, as a sthayibhdva.

2. We must insert tanmayibhavana here to complete the series, as the K. does

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

SgEREyEt feraraty aREatas femrmdgee wieagHE, el

SR, aEEt T gEe §AE, G aedta—ead e

ST, YA oF @ A 5|

¢ That which was known in one’s own self in day-to-day life is now, from
the cries etc. (of the bird) and obher affects, 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. e, free from inhibitions ). After that, one identifies. Thus

in this manner, because the stable mental mood is the means to aesthetic enjoyment,
the sthdyibhdava itself is called rasa, metaphorically speaking ™.
Perhaps we should omit yaiah, with three MSS (K. Sastri’s edition,

“p. 186, fn. 1).

4, Tavanmdatre is paraphrased by the K. as svardpamdire,
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rasa. Even though there is no full aesthetic repose in vastudhvani and alarikara-
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 “I* 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 “I1°*°, as in
the Vijaanabhairava passages he is so fond of, where the “I1” 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 §intarasa — 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 1V, p. 524-95,







PART Il

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 §antarasa. In order to permit the reader to
see the background in some perspective, we have also translated all passages
relating to santarasa 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 textual notes.

The first passage is found in the Nazyasastra,' but is most probably a
later interpolation.

Natyasastra G. O. S. ed. vol. I, pp. 332-335 ;

Y I AW TEAEIETAR AT | § § TOSFRAREA-
gEAMR M GgTEd | 9F g R e e A E AT
geonE R uEia: gamwed: | saliminar FreRioibesie-
RRREIEET: | 9FE: Sl Jata—

AR A9 qag: |

T PmEiie: R W geEnT ||

JEiFaamiFaaaE AT RET: |

EEERT: T T R ||

T 99 §E g9 A 390 A1 JE@ |
gu: g4y Ay g e afEa @ )

WA e @ e gEeha: |
R gFae: gaeET S ||

& o AfaaErE rEE g9qdT |

QAT T 2 A ||

UF ARET T ATEAEENFEAT: |

1. N&. VI, after verse 82, p. 332 of the G. 0. 8, ed,, Vol, L
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«“ Now! danta, which has fama for its sthayibhava, and which leads to
moksa, arises from the vibhavas such as knowledge of the truth,* detachment
( vairagya ), purity of mind etc. Itshould be acted out by means of the
anubhavas, such as yama® and niyama,* meditation on the Self, concentration
of the mind on the Self ( dharana )* devotion (upasana), compassion towards
all creatures, and the wearing of religious paraphernalia ( lingagrahana).®
Its vyabhicaribhavas are disgust with the world ( mirveda ), remembrance,
firmness of mind, purity in all the four stages of life (asrama), rigidity (of
the body ) ( stambha), horripilation, etc.” The following Aryas® and Slokas
exist on this subject :

1. It is clear that this passage does not belong to the original NS. For one
thing, it is found in only one of the many MBS, of the N 8. For another, Abhinava does
not comment on it directly. It is however obvious from what Abhinava says on p. 339,
G. 0. 8., Vol. I ( p. 115, Raghavan’s text, 2nd, edition ) namely : T4T F f%{(-’-ﬂ?rgﬁa'\g
* WTgAETE, WEgTasa: 7 ( which is actually found on p. 299 of the G.0. 8, Vol. 1)
AL R A THTETERESR A5 AFae40l 9244, 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 ( soiwne )
old manuscripts . On the other hand, he was eager to attempt to show that Bharata
in fact sanctioned §intarasas, even though he may not have said this in so many
words. This comes out even in the adjective he applies to pustaka, cirantana, thereby
attempting to give them some prestige and worth in the eyesof his readers.

2, If further proof is needed that Abhinava did nob have this very same text
before him, note that taitvajiigne is given here as one of the vibhdvas of Santa,
whereas for Abhinava it is exclusively the sthayibhava of SR.

3. Yama means the five “ahbstentions” given in the Y8 IL, 30 as akimsd,
satys, asteya, brahmocaryas and aparigraha.

4, Niyama refers to the * observances” given in Y8, II, 32 as : Sauca,
santose, tapas, svadhyaye and dvarapravidhana,

5. Dhdrand refers to keeping the mind collected, cittasya ekdgrata ( Sea Y8,
11,53 ).

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

Surely these vefer to the eight elements of Yoga. Cf. Yogasutra, IL 29 :

A AT AT A TE AR AT Al ST |

7. Note that all these vyabhicaribhivas are given by Bharata and apply to
various other rasas. In fact, even tatfvajidna itself is given as one of the vibhdvas of
nirvedn ( V1L, 28 )| For Bharata, the vyabhicdribhavas can become sthayibhdavas and
vice-versa, Nirvedn is mentioned as an anubhdve of Srigara and of karunra. At VII,
56, dhrti is said to arise from vijaana ! Ab VII, 108, thinking about the Sdstras is
given as a vibhava of mati. Devapraside is a vibhdva of harsa. Dhrti, mati, smirti
and romdfica are vyabhiciribhivas of vire. Stambha is given as a vyabhicaribhdva of
adbhuta ( p. 386 ) and of bhaydinaks. The present passage is thus merely a pastiche
from these various sources.

8, There is something wrong with this introduction : there are only two Aryds
here, and thus the dual ( Grye) should have been given.
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“ Santarasa has been taught as a means to the highest happiness
(naihireyasa). 1t 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 curbmg of the organs of perception and
the organs of physical activity, »

“ Santarasa* is that state wherein one feels the same towards alI
creatures, wherein there is no pain, no happiness, no hatred and no envy.’

“ Santa is one’s natural 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 §anta depending on their particular
respective causes. And when the specific causes cease to function, they all
merge back into $anta. * °

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

RUDRATA’S Kavyalarikara XV, 15-16°
TAEgE: arar reesaEa vy |
G T qagr wre | )

w
TSR Segaraar By |
Faz ARFE A o S )

L Tattvajnandarthahetusamyulktah is v ery clumsy, since artha and hetu mean
exactly the same thing,

Moksidhyatmasamutthal is equally elumsy., We think moksidhyaima should
be understood as standing for adhydtmamoksa, i, e. ¢ liberation of the Self ”,
Adhyatma would mean : atmanam adhilriya, © with reference to the Self e

This stanza is quoted, anonymously, by Abhinava in the ,tbhmm-abkman
p. 340 ( p. 115, Raghavan's, text 2nd ed. ). Ha introduces it as a Sangrahakarika, thus
making it clear that it is m)t by Bharata,

2. We take adhydtma here to be used in the sense of the locative dtmani,

3. Buddhindriya means the same as Jaanendriya, the eyes, the ears, the nose,
the skin and the tongue. Karmendriya means the organs of physical activity, such as
hands, feet, speech, ofc.

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

6. Abhinava quotes this verse ( soam svam, ete. )in the A. Bh., p. 340, He also
quotes it in the Locana, p. 391, with the remark : ¥ F.........ZR WA g8a=T: |
thereby ascribing it to Bharata,

6. Rudrata’s Kavydalaslbare, 4 dhydayae, 15, 15-16, p. 166 of the Kavyamdala
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 (1. e.as its sthayibhava) right
knowledge, and its hero is one whose passions are completely gone.
Right knowledge arises from the disappearance 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

LEN

(as its anubhavas).
Dhvanyaloka pp. 388-394:
AR PRI: TS SR W HEREE e
qur gt | R g aufiEEgEET -
TFHTE HET At Eaa |
AT AT T8y S9gT gagar | R& |
7 g R et g B @ wreeET e
RRmfiasT: | a9 TEaEER AR AR |
e ONAIEEE 4 TR @ A O | 6 -
g% FWgT @eh 99 el AEgEd |
TUEEEEER AEa: Ted For ||
A A G a6 A AaEd e RaA A AE T -
RregRERm: afag | T T A% eI & O | aEIEEE-
A STASTTAT, | 9 T R | e sy
aie TREeE aEEART G oEE: | SAEREE = e
AR RS TEE, T g At s
AT | Xl e @ |

TRANSLATION OF Dhvanyaloka 111, 26:
So now it has been 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 :

1. Hore is Namisadhu's commentary : sugaman ne Danan ( which should be
read navaran, from Sanskrit na param — S0 this phrase will mean : ¢ The stanza is
(generally ) easy fio understand, but ( the following explanations are necessary )

e eI | e e EeEEE | wqgaEl SRR AEE: |
e Psgraer ToE HUa | G | AETAARROTE! S0 e |

This last sentence only begs the question of course,
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Even when there is no opposition between two rasws, though
they are found in one character,' there might still be opposition
because of ( the opposing 7asa ) occurring {immediately after ( the
major rasa ). (Insuch a case) the intelligent (poet ) will introduce®
a (third) rase 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, §anta and §rigara have been introduced
into the Nagananda* (with the intervention of adbhuta). ér‘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 rasxsye after aikadhikaranyevirodhinah,

9. The KM edition records myasyal as an alternative to syargyah.

3. By ekddrayatve nirdoso, we think that the aunthor of the Karikis meant to
convey the fact that two opposing rasss may reside in one person if a long time

elapses. I.e. a man can be a kamin in one part of a poem and eventually become a
virdgin in another. Bhartrhari’s $atakatrayam ?

4. The idea in citing the Ndagdananda is that two opposing rasas, namely
$rigara and Sinte, are interrupted by a third rasa, adbhuta, that is nobt opposed
o either of them. Abhinava has a long passage where he gives quotations from the
drama exemplifying all the three rassas. The only noteworthy expression there is
kramaprasarasambhgoandabhipraye, which means the orderly progression of the rasas,
First comes dantarasa, right at the very beginning of the drama (in fact in the Prasti-
vand ), when Jimitavihana goes off to the forest. Then the sthdyibhdva of adbhutas,
namely vismaya ( over the beautiful singing ), is introduced, and this forms the tran.
sitional phase to §migdra. But note that this is a weak argument, for adbhuta
hardly forms an important element in this drama. ‘It is there, formally, only because
of the one phrase : aho gitam, ako vaditram, which Jimitavihana says when he first
hears Malayavati singing and playing on the lute. Moreover, all of these three rasas
oceur in the first act. The rest 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 §Gnte is needlessly complicated, A single long com-
pound would have been more clear : qtnnpdqﬁmq—ﬁﬁmwgm EICE A

6. Ananda is seriously concerned with showing that $antaresa does exist
( protiyata eva and asti §anto rasak ), It is, therofore, likely that this was a controver-
gial point in the pinth century (indeed it has remained controversial until the present
day ). Since the Kdrikis mention all of the eight rasas by name, at some point or
another, there is absolutely no reason why they should not have mentioned §anta, had
4ania besn known to their anthor. The fact that §inta is never mentioned in a single
Karika leads us to believe that their author was unaware of its existence (at least of
its formal existence as a rasa, though there is no reason why he should not have known
about S@nta as an attitude), and most probably, therefore, lived before the time of
Udbhata, the first author to mention §ante as a rasm,

XV
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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. *'! c
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 $anta 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 $anta 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 $antarasa. 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 Santarasa. There is nothing wrong
with including, in a work dealing with $antarasa, a rasa (intrinsically)
opposed to Santa, as long as a third and neutral ( aviruddha ) rasa intervenes.

Locana pp. 390-394 :
A A AR @, T G W AR AR TE- -
S | gt Bt 7 e e e e T g9 9™
ofmer 4 ARON EAEAETEaT e a9 8 el @ | AQEd
o | g R A e o |
91 g GarreeE G S S | qSagEe 96
GRAEETS AAEREEE ARG, | A ASRTE A |
qq J— |
& & T agE: S |
gAY g 2T O S |
£y YREET T GG AT ST SIS AR
Ryl TFaE SNEAE A9 | e ARERIEEEE | TE-
qefErEe BRI | T g 07 GO | A e

e’ 2 | wdvas waf | Bk o s @ g |

1. Mahabharata, XI1I, 174, 46. The verse has become ( because of Ananda’s
quotation ?) a subhdsita, guoted even in elementary primers of Sanskrit in India,

9, etavatd—* simply because of thabt ™.

3, Tasya and msya refer to virarase and &aniarase respectively.
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TRANSLATION OF THE Locana oN Dhvanyaloka m, 26, :

Objection® : *“ There is no S$antarasa at all, for Bharata has not
taught its sthayibhava.” 1In order to answer this objection, ( Ananda-

1. Note what Kane has to say on the date of the 4valoka ; « The daaripe
and its commentary Awvaloka were probably composed before Abhinavagupta wrote the
Abhinavabhdarati. Theearliest datable work of Abhinavagupta isthe Kramaestotre com-
posed in 990 A, . It has been shown above that the Deierips was composed between

( Continued on next page
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vardhana ) has said : * And §anta, 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 santarasa. It is indeed apprehended. ” It 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 #rsnaksaya)
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, D,
Therefore, Dhanamjaya and Dhanika were conbtemporaries of Abhinavagupta, At
all events the two works do not refer to each other, though (sic) they differ
in several important respects.” P. V. Kane, op.cif. p. 248. We think, though,
that the Locans passage we are dealing with hasin mind the criticisms of Dhanika,
for in at least 5 places Abhinava refers to views that Dhanika has either mentioned or
espoused. We think, for instance, that the passage on p. 390, 919 AEET AT T
qeq g ®EET SrfEer gfaaamsne is a reference to Dhanika, under IV, 35, z7 z11vg-
@ afr TifmeEE AT, a9 R — ST R @ — e
BOETI RIS EUEONT | ( p. 147 ). The passage in the Locama on page 301,
T T 9EET TR qUHAT 39 SIS R AE S GATGT TG, might well be a
reference to Dhanika, p. 148, gqy qrEamEfaagete Mifananta: gae fafray —
R WWEWWmWfﬁamﬁml ( SBee also the more elaborate argument on
this subject given in the Abhinavabhdrati ). The passage on p. 393, a9 ZaTH 99
iy araayg ar could well be a reference to the passage in Dhanika, p. 148, where

be says :

el gAEIETEeT a9 MEE |
The passage on p. 394 of the Losana, BRSS! FUATE T ST A1 5T, might be a
reference to the reported view on p. 147 of the A valoka : —ﬂ;ixa W{Wm quigfed.
Finally, the remark in the Lecanae, on p, 392, s = amqmwm% ArqgHT
could well be aimed at Dhanika. p. 165, just before IV, 46 : § I TIHOH AT
HeEaqn: T gfee. Of course, there is no guarantee that these were nof merely
general views, held in common by a number of authors,

1. Nobe then that Abhinava is not saying that Ananda’s sthayibhdva, trsnd-
ksayasukha, is different from nirveda.

2. Nivrtta goes with icchdaprasare, 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 Santarase 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 $anta ( a state of mental calm ). But when these causes disappear, they
melt back into fanta; ® and they then claim that §anfa is common to all
rasas and consider the sthiayibhava of §anta 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 e. 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-

-

1. The point is this : what kind of negative is ¢rgndkeeye # Is it presajya-
protisedha, or paryuwddsapratisedhn ? 1f it is the former, then there could be no
guestion of a bhava at all, and therefore this is unacceptable, Paryuddse, 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, pragabhdara and pradhvamsibhdave which will be mentioned later,

2, This is from the NS VI, 1068 and forms part of the interpolated 'dnia
passage in that text,

3. Note that this verse does not necessarily mean that their author accepted
Santarasw, Sdantais simply the absence of emotion, the tabula rasa of the emotional
board., It has nothing to do, necessarily, with moeksa or religious views in general.

The stanza is given under the heading of Aryad verses and was, therefore, most
probably part of a floating tradition, and not part of a continuously argued passage.
On p, 326 of the NS {Vol. I}, several verses are introduced with these words : atraryak
(with a variant reading of atrdnuvam§yd @rye bhavaenii) on which Abhinava has a most
important remark : T €T Tt CHRAFZHTIT ( Abhinaya is fond of this rather rarely used
word ) {quﬁ%avﬁém ufaan: | givar geasad a4t Atz | 1 is, therefore, clear
that these verses are not by Bharata himself, Some of them, however, might well be
his own, and in this the situation 1'e§u111illaﬁ that of the Dhvanydloka, where some of
the Swagm!métnb_m must be by Ananda, and some must be by earlier or contem-
porary writers. Kane quotes Fanapares 129, 8 : E-Tfﬂﬂa"'{i' q3d: A0 k1 Fadvas |
on which Nilakantha says : ‘TU‘TUWHTEW’@WT{l (For more rveferences, see Kane,
op. 0it., p. 17). Note that Abhinava explains this term ( énuvaméya)as : 3@2{%}' ‘&]T:ﬁ'
BreqrEETETUE FAAEl B IAEYTN SAIGFIIRARE AR a9 |
Vol. 1, p. 290 ( second paragraph ),

4, This is a reference to the NS, I 106 :
wfaed: wiaater afEFgd: swfE=ga
FETaE A R T
farfasey #1@ AEEATEEAER |
Agrdio = Y A TawaEgad i

( Continued on next pags
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ting stage of nirveda is not to be described ( in santa ), so that one could say
it cannot be perceived, because of the absence of any (visible) symptoms
due to the cessation of all activity. This applies equally to Spngara,® etc.,
where the culminating stage ( for example, actual sexual intercourse) cannot
be described.? But in earlier stages, according to the two Sutras (of Patadijali)®
« 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 vibhavas such as acquaintdnce
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 relating to

Continued from previous page )

It is one of the key pussages for those who believe that Bharata really did accept
&anta as a rasa. Bub there is no reason to believe that these correspond exactly to any
of the rasus. They refer rather to the purusdrthes, One wonders, though, precisely what
Bharata had in mind by including moekss ( corresponding to dama ) as suitable for the
drama,.

1. Delete the guotation mark before $ragdrader api, in the B, P. ed.

9. 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 anubhavas of the
last phases of Santarase, because at that point there is a complete absence of activity.
( This is an old Advaita problem,whether the Jivanm wkia engages in activity or not, The
conundrum had passed into Zen, where it has formed the basis of elaborate discussions
.coucurning the identity of samsara and nirpane ). Bub Abhinava says that the same
is true of §rigdra, ote. What does he mean ? We sappose he is referring to actual
gexual 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 physioal activity. But this, of course, is not true, Or does he mean, not only

_gexual intercourse in general, i. e, not only the act of penetration, but also the actual
moment of ejaculation ? In this case, he might well mean that there is little or no
activity. ( Which does not, however, imply that one cannot deseribe it, or even 1)1'eéenfs
it on the stage ), Perhaps 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 wmeans, it is
hard to see how this is relavant to Sintarase and the absence of activity, Moreover, in
the Abhinavabhiratz, Abhinava makes the same remark concerning karunarasas,

3 From the Yogasitra, 11T, 10 and IV, 27. Our translation is taken directly
from James Haughton Wood’s * T'he Yoya System of Pataijali”, Harvard Oriental
Series, 17, Cambridge, 1914,

4, After vyabhicarisadbhdvic ca add &intarasal.
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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 '§antarasa no act of relishing can arise because of the
lack of sympathetic response.” Who said that there is no sympathetic
response 7 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 (§inta) 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 feel and say that
1 am such and such ”, etc. Asya ca refers to §anta. * Between the two ™ :
ca here means * although they are extremly opposed to each other because
the one (vira) is full of desire and the other ( §anfa) 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 herojsm
(dayavira) is either religious heroism ( dharmavira) or generous heroism
(danavira) (but not santa)”* No, it is neither of these two, because

1. The point of the objection is that §inte is never experienced by ordinary
people in everyday life, and therefore they will have no »asenas that will enable the
acting to heighten the sthayibhdva in them to the status of a rasa. Abhinava replies
that §anta is, in fach, experienced by ordinary men. He refers, we believe, to the
analogy of feeling sated after a full meal.

2. The opponent’s argument, that §antarase appeals only to a select few, is
very strong and deserves a serious reply., Abhinava’s reply that for a vitardga, a man
with no passions, §rigara will also hold no appeal, is very weak. The point, surely,
is that &rigdra is, or has been, within the experionce of all men, whereas §inta is not,
( There are after all philosophical schools in India which denied the very existence of
mokm, but none that ever denied the existence of §rigdra!) This is presumably
what the parvapaksin means by §ldghaspadam. Moreover Abhinava has himself made
fun of these very vitardgms who are unable to appreciate love. Dry Mimamsaka
scholars he calls them. Of course, from a modern point of view, both objections
can be simply mat : it is not necessaiy to believe in something in order to enjoy it,
for otherwise no atheist would find any pleasure in reading rveligious poetry, or
aven the Upanismds for that matter, Brigid Brophy has said that most of us * have
replaced belief in fairies by a Midsummer Night’s Dream .

3. Abhinava must have in mind the passage in the N8, 27,59 :

grafeg e FTH R ATy | e sy aaey fof:
on which he comments : BZAGIEIST FUFIaa=ASHeRRATETE Wa&T, JE8ART
“@@ =nfy fofon: 7 2fg ) (Vol. L p. 340)

4, The punctuation of the Bdlapriyd text is wrong. Place a darda after
danaviro vd. ndsau kafeit is a separate sentence, a reply to this objection,
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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 ™.

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 ( $anta) could be
included under bibhatsa, 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 employed 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 rasam viram and not rasaviram. It meansvirarasa,

2, The point of the verse is that Bharata does not even mention daydvira,
and therefore it is not vira ab all, but §anta. (N S.VI,79. p. 331) The real question
to ask Abhinava would have been how he intends to understand dharmavira, How
does this really differ from daydnire ?

3. Something has been dropped from the Locana passage daydviradingd
cetyadigrahanens, The Balapriya says that one must supply dharmaviradanavirayor
grahanam, Bub this seems a contradiction, for Abhinava has just finished saying that
dharmavire and danavira are virarase, not $antarasa, whereas doyavira is $dnta,
However, this seems to be what Ananda has in mind, for otherwise it is difficult to
know what @di will stand for, The view of Ananda is that all the three, daydvira,
dharmavira and danavira, are to be regarded as varieties of &inta (as far as one can
judge from his Vreti ), if they are free from all traces of egoism. If not, they should be
regarded as varieties of wirarase. Thus, Ananda does not appear to have shared
Abhinava’s view that any form of duy@vira is necessarily §@nta itself, Abhinava holds
the view that daydvire is not to be identified either with danarire or with dharmavira,
He believes that danavira and dharmavire are also to be regarded as varieties of
danta if they are divested of all traces of egoism,. The difference between the positions
of Ananda and Abhinava seems to be this : that, whereas Ananda regards dayavira as
identical with §@nta only in certain cireumstances (viz. when there is no egoism ),
Abhinava recards daydvira as identical with $@nta in all cireumstances. This implies
that there can be no egoism in daydvira for Abhinava. Cf. Locana, p. 514 : daydvira-
gabdena va §intam vyapadidati,

4, The idea is thab jugupsd is not really a part of $ante, or rather, it is not
an abiding element ( though it can he regarded as a vyabhicaribhava of §anta ), since
at the moment of realisation, qifireafy & &fe T& g =fefEar|

5. Note Raghavan, ¢ Number of Rasas ', p, 22, « Evidently, the Candrika

cira
also held the view that Vira and Srigdira are the Rasa-s in the Ndgdnanda in accor-
dance with the ending in the attainment of »idyddhara—cakravartitra, the overlord-
ship of the kingdom of Vidyadhara—s, and the sustai ned love-theme, and that the $dnta
eame 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,

Dhvanyaloka pp. 529-533
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Continued from previous page )

Abhinavagupta, however, rejects this view of the Candrikd in his Locana. Adhikari.
katvena tu fanto raso (raso na) nibaddhavya iti candrikakaral, tac cehdsmabhir na
paryalocitam,” This does not seem justified by the passage Dr. Raghavan quotes_
Abhinava has not said that he rejects the views of the Candriki, but only that a
discussion of these views would involve digressing from his main theme. We have
translated the whole passage on page 102. Cf A4, Bk, Vol, II, p. 451,

1. Note that what Abhinava says here : sarvarasebhyah pradhanaiamalk is
directly contrary to wlat Ananda will say on p. 397 of the D, A, : TFTE: ... I ..
91T | Moreover he himself will admit in the Abkinavabhdrati that éanta is
apradhding : AT UF Feaeg @JTTG-TE%TS"-’-I'QT‘WIF[ I (Vol. I, p. 339 ). And again in the
A, Bh. IV, p. 78 : ultam hi - na Santarasapradhinatd prayogasyn bhavati, sato’pi
(sann api?) hi rasantaroparakic eve prayogayogyo ndanyathets,

.44 |
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CEFETERAE A e

ZEIfR AT | 9 @gRd STET PEleEr 95 HETVRA qUEATE =R
TR G R EEITEE ¥, RANEGAEETR] WA, TGS
PR | qERTRRASE GO WA e e, A Fafg
ag it iy = ARy ey HyfEre At |
q7 A-95IE AR SEREIHNA A SRR TR
e e | b mife dSAaCa R @at— g & g
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o = FEiiath AeTaREEaE ST gaid Baear ave
FRRATET FURTENT GFERAEE: | oA AT gawd aeEra wFafd-
S TASAAT GG A ek SATER: GTAIEAl A SR | ZAq-
qUraiAt o SAERREEA T AR JIEgAER affied G-
PR | e ReAenft  RerearE e = A
AEAFAEE = WEETETEAT gerar ey SR s E -
AT | TORAT TGEAREIAIA FRATREER ) A faneea-
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iR O, BRI AR, | AT ST S W
s | Froffasmmd: aemEriad |

RANGRACIATEDT A WEETOUET: ST -
8T AEaT O qC GETEL TEAY, HEAAT | GUIEIGETRIITEE;
AT @1 AEMRAEAEET BT §f0 FaiEad, | AaaanuarEE-
Wi STgTENE AT A g AR | GRA! @ SR AT G
g AMAFET | afaEaTTdT PRrdtEaR g Fahwaa 98 s9ga-
AT g T AEESTEARTEA |

Dhvanyaloka, Uddyota IV :
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 rasaz 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 in such 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 (wvairagya), 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 people out of the morass of rampant (udirna) ignorance in
which they have fallen, and provide them with the pure light of knowledge,
has himself asserted this very thing when he said the following and many
other things like it over and over:

1. What makes the babtles seem original each time, is not, we think, the
use of dhvani in each particular description (though vira, bhayanake, bibhutsa, and
raudra can all exist therein ), but their subordination to a more general aesthetic goal.
So in the case of the Ramdyans, the constant expressions involving pain, sorrow, sepa-
ration, ete., all conduce to the over-all end of the work, a feeling of karuna, In the
Mahabharate, the more battles are described, the more distasteful war becomes and
the more firmly grounded our feeling of detachment, of world-weariness ( vairdgya ).
This theory, advanced as it is, would be appropriate to a work where the subject is a
unified one, but it can hardly be applied to a work as varied (in anthorship as well )
as the Mahabhdratn, which contains several rasas, and cannot be viewed as a unity.
Anpanda of course could not have agreed,

2. ArthuviSess here means arthanavaina.,

3. See the passage translated from the Loc¢ana on tho first Uddyota of the
Dheanydaloka, p. 79, The passage here is Ramdyana 1, 2, 40,

4. 'This refers to Sitd’s being swallowed up by the earth, At the very end
of the Ramayana, Rama is promised a heavenly reunion. One wonders whether this
obvious interpolation existed at the time of the Dhvanydloka, If it did, then Ananda
in an unprecedented critical attitude seems to suggest that this cannot concern the
literary critic, w hich is a remarkably advanced view,

5. Read éastraripe on p. 530,

6. Note what the Didhiti commentary (p. 611 ) says on this : qu:

qfton: T & FagaTT ¢ ¢ If even they ended up like this, what hope is there for
the rest of us ?” The mahdprasthana episode,; especially the svargdrokana, does indeed
convey an atmosphere of dejection. After all, the brothers undertook this suicidal
voyage because things looked so bleak. Yudhisthira especially strikes one 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 Santarasa, with other
rasas in a subordinated position, and moksa, with other aims of life likewise
subordinated. The topic of the predominance and subordination of the
different rasas has already been dealt with.” Tt is no contradiction to say
that if we do not take into consideration the ultimate ( paramérthika ) inner
truth ( of the Mahabharata), other subsidiary goals of life (‘besides moksa)
and other subsidiary rasas ( besides Santarasa ) 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 eternal Vasudeva is praised
herein. ”* The intended meaning, arrived at through suggestion, is that the
deeds of the Pandavas, etc., which are recited in the Mahabharata, all end
pathetically and are only a manifestation of cosmic ignorance; and that the
blessed Vasudeva, whose formis 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 this stanza in the Mahdabharata.

The verse might appear to an impartial reader ( that is, outside of the
context of the D. Al ) as a rather cynical comment : *“ only when things go badly do
they appear uoreal, ” Without the context, we cannot say whether Ananda’s inter-
pretation is the correct one.

2, D. Al 111 20 and following.

3. The passage the Pirvapaksin seems to have in mind is Mahabhdarate Is

YN giaa gHisd: & oF T |
e eRTaETEn e et =

4, Mahabharaia, I 1. 256,
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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., are (also ) seen 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 ( harivam$a ), the poet—creator Krsnadvaipayana
has made this hidden beautiful 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 Pandavas etc., gives rise to

1. Cf. Raghavan, ¢ The Number of Rasas®, p. 86 :%The author of the

1
Bhagavata in his eriticism of the Bharata, says that in the Great Epie, Vyasa has
described  Pravriti” (as Parvapaksa ) so much and so well, that man who is by
nature attached to it has mistaken the Parvapaksa itself for the Siddhdnta ',
Here is the verse, as quoted by Raghavan :

sufred gHzasgITET:
EAECHE HE, S fawa: |
aETeATl 99 T feuar
9 7R gq a9 faaed s+ ( Bhagavata, 1. 5, 15)
Note the important verse of Abhinavagupta in his Gitarthasaigraha (edited by

V. L. Shastri Pansikar in his edition of the @ita, N. S, P., Bombay 1912 with 8
commentaries ), p. 2 :

gurge glear aftd safy
IS HTETTEETAT T |
YT+ FeadT qiaaagea—
@ity o= TRefag g i
2. Professor Daniel H. H. Ingalls has kindly directed our attention to an
interesting remark of Nilakantha on M. Bk, I, 1. 275 ( Poona Ed. p.24), where an
adversary is made to remark : ﬂ—;l—[;[q-ﬂ a-gﬂp-q?rq-r ‘IW 4 to which the reply is
o AR JAAmAfTIET 67 WAGRTAE, | S9FESaAT ZaORTEIEedsT 1 g4l
fEafrerIammT .. . 4T 9 §INEN FIrERRT R AT sy 2 |

Note how similar ”l'* is to tlm last two verses of the Ssunderanands of Advaghosa
quoted above, p. 4.
3. Jm,:ol;i (p. 334, ZDM@G. vol. 57,1903 ) remarks that for adhyaksyena,

adhyaksyena or adhyaksena should be read, ]]u translates : * ... erscheint das ganze
weltliche Treiben ganz drut:’u,n'a als iberwundener Standpunkt, * The Balapriya takes
nyaksena to mean “ entirely ** ( kdrtsnyens ), but we do not believe it has that meaning,

Burely it means  despised ” ( Cf. nyaklria ), literally * looked down upon ” from ni
and aksa.

2

4. Bee Gita X, 16 and 41, for this meaning of vibhiuti,
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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 Gita, 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 Vasudeva — tadabhidhana-
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 sastra, 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, sanfarasa, 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. Paramparayd obyionsly goes with the preceding series, and thus the darda
should be removed and placed after paramparay. ’

9. @itdadipradessu can mean :  in passages in the Gild, ete.
( of the Mahdbharata ) like the @itd, ebe.

3, Read tadabhidhdnavativenn instead of tadabhidhdnatvena,

4. Understand aigéripam after mmqmmm_

Mathurapradurbhave refers to Krsna as an incarnation, being only a part
(amén) of the highest Brahman. Vasudeva does not refer to this limited individual
( since qua avatira he is not eternal ), but to the principle lying behind it. To limit
him to a specific place ( Mathura ) obviously shows that this is only a parb, not the

3

, or *“ in places

améin or aigin, the whole,
5. Both Tripithi (p.1349) and the Didhiti ( p. 621) quote the following
verse from the Ramaydanra to support Ananda’s statement :
@ qgAT FeeaT JigTe fiaT |
wfedt AT € OF WA HG: N
6. See Kaéika on Panini IV, 1, 114,
7. Trsnaksayasulba is, according to Ananda (see p. 390, D, 4l. third Uddyota),
tthe sthayibhdava of santarasa.
8. Srafabdanivedila is a key concept in Ananda’s system. See above, p. 7-8,
and also Locana, on p. 528 : Jubdasprste 'rthe ki hrdyaid. See also the discussion in
( Continued on next page
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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 :

SFATEN AT Buesrmg TRetd | TUiE wERE:,
ORI AR B, gy safga I arent
FrgAaEEE i | grtrama | gafi ¢ 9 =) =T wW A Ao S,
o SR CAIE: — AN AR S drEeAia g 7 P,
gy TEEREEEAESEAaE | #iA g 327 a9 e EEraTT |

AT | SRS 9o IR SRR TeR 46 g-
QEETIRETAT | A AT SRR | SERA A |
R | goga Bl dved | el ge e | a9 8 AR
7 S | T 1A AT AR Mad ety e
qe1T 9 GIAUEREARTEAT AT |

9 TEREREEEERIsTT 9% WAEEEAE - QRATAHA | A-
PR SEETEeAEEasT @ ST, 39 TR ;rma‘mma.
qEEATEATAEST | FASTAM | WHAEFRITROE g 7 & 2y |
frafery foln org 7 W ol wEe | 9y R | SR
A G e | A9 FgRATE A1ges §A, 9 WAt RAE
TETE TAREAE — AGEACHHEIAAT |

TEAT SAATHS FEAR A AT |

AGEA: T
s} siftrEmmEE e ol arrda) {quitaat | e R e
T ERISATH FAATSIPRIE ohaar §Z& — ¢ T e ”
9 |

Continued from previous page )

the first Uddyota, pp. 78-83 ( Balapriya ed, ). Cf. also D, Al p.78; 245; 248, Locana,
p. 525; 528, For a devastating criticism of Udbhata 1V, 3, see Kuntaka's Valkrokii-
jivita, 111, 37 ( p. 159, De’s ed. ). Contrary fo the general view, Ananda did not hold
that the vyabhicaribhavas can be directly expressed. See M. V Patwardhan and J. L.
Masson : “Solution to a Long-confused Issue in the Dhvanydloks”, soon to appear. in B,
8.0, A. B. For a fuller treatment of the issues involved in svasabdavicya,see J. Masson,
w Svagabdaniveditatva — Telling, not Conveying 7', o appear in J, O. L, Baroda,
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AT 36 | AR JEITET R ST Ak,
FUETAN § WATR 3 W | UaE ISR aveh Aok ae
7 gEAlsaE 3 AEnfiEE e | GaTmTR gt oA saE- AT g |
Sz AwE | a4 el afefsenRadr WO A A
TR aE:, ggaT B BREREEEeE CAwEn qeeEere-
SAIEET 7 aufg v1 G’ wiEd @i o R gAmIEk W |
FErafggaenA FETTT AEad Fid TG

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 kama, 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 Mahabharata), 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 Mahabharata). YATH A YATHA. ( Tantryamana 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 tatha means ( the goals and their means ) characterised by
(acquisition, protection and eventual destruction ). VIRAGO JAYATE. This

1. Thisis a fundamental distinction that goes back to the NS, VI, under
verse 50, p. 310 (. 0. 8. (1sted.). The point is that in vipralambha there is some
hope of being reunited (sdpeksabhdve ), but in Lkeruns thers is none (nirapeksa-
bhiva ). For the actual passage, ses above, p. 82.

2. This verse has been omitted from the critical ed. of the M. Bh. One
wondere whether Sukthankar had seen it. Will his critical principles permit him to
omit from the text a verse vouchsafed by as old an authority as Abhinavagupta ?

3, Remove the danda after sampadyate on p. 530,
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suggests the sthayi (bhava) of §antarasa, i. e. nirveda (* world-weariness” ),
which arises from knowledge of the truth (tattvajinana).! And its® (namely Santa-
rasa’s) supreme importance is suggested (wkta) by demonstrating that all the
other goals of human life are insubstantial. Objection : “ In the Mahabharata,
Srhigara, vira, etc., are charming as well.” Anticipating this doubt he says:
PARAMARTHIKA. Although these other rasas are subsidiary ( angabhiita ),
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. AGRE. In the text of the Mahabharata, right after the Anukramani,
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: VASUDEVADISAMIN ABHIDHE-
YATVENA.

¢ At the end of many births, the wise man reaches me, ( thinking
that ) Vasudeva is everything.”®

(In) this and other ( passages likeit) the final meaning ( tatparya)
(of the word Vasudeva ) has been established to be the whole (truth, the
highest Brahman ), which is the content ( abhidheya ) of that designation ( i.e.
Vasudeva ).

N!RNI_TAAS" CA. In discussing (the Sufra of Panini) : * rsyandhaka-
vrsnikurubhya$ 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, tattvajfiGne would have to be regard®
ed as a vibhdva (1. e. an uddipanavibhava ) of $anta, This is precisely the opposite
of what he says in the Abkinavabharati ( p. 106, Raghavan's text) : fif 7 fqgat a9
FEAGEITIAA TLATE, § F qEagasd T 700, where it is nirveda that
must be regarded as an vddipanavibhdra of fanta, with {ativajidna as the sthayibhdva,
It is a strange contradiction for which there seems to be no plausible explanation,

2, Tasyes would seem to mean Santarasasys ( which is how the Bdlapriya
takes it ).

3. @ita, VIL 19, The rest of the verse is :

I § waEwAT 5O |

4, Bee KaSikavrttsi on Panini, IV, 1, 114,

Xvil
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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 ( $astranaya) respectively.

1. Understand sati after @svadayogabhave.

9, There are two references to the Tattviloks 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
between §istra and kdvys been discussed in Indian philosophy. Obviously 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 Mahabhdratas as both
a Sastra and a kavya 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 Yogavdsistha was inspired by
Ananda’s lost Tattvaloka.

3. This line anyatha hi kriyakarakasambandhadau, etc., involves a rather
complex point. Here is the what Abhinava means :

Vyasa has made use of countless sentences in the M. Bh. in describing the main
events in the story, the various episodes and incidents introduced from time to
time, and in discourses on various worldly and philosophical topics. He has also

" commenced the M. Bh. with the verse ndrdyaZtan namaskrtya, etc., which isa

gentence, Now & sentence is nothing but a combination of an action (kriyd)
with various efficient causal factors or relations ( karakas) (such as karir, karma,
karana, otc, ). A sentence is the relation between an action and its various contri-
butory factors (kriyakarakasambandhadan vakye ); and this action and its various causal
factors are displayed in a sentence according to well-known and generally accepted

( Continued on next page
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Abhinavabharati
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Continued from previous page )
rules and conventions of syntax, which are as old as time (i. e. practically beginning-
less ), And Vyasa and other sages (like Valmiki ) have strictly adhered to these well-
known and generally accepted rules of sentence-structure ( or syntax ). In explaining
the various syntactical relations in the sentences in the M. Bh. and other works and
in explaining the meaning of the stanza ndrdysram naemaskriya, ebo.,, we take it for
granted that in constructing these sentences, Vyasa has strictly followed the
generally accepted principles, and we proceed on this assumption at the time of
reading the sentences in the AL Bk and understanding their sense; and we have the
satisfaction of having understood exactly what Vyasa intended to convey.
Thus, if we take it for granted that Vyasa and others have followed the well-known
and generally accepted (lokaprasiddha) laws of sentence-structure ( as laid down
by grammarians ), we must also take it for granted that Vyisa has also followed the
well-known principle, generally accepted in circles of refined critics and scholars
(vidagdhavidvaiparisaisu ), namely that a matber close to the heart (i. e. a matter of
primary importanco ) shounld be conveyed by suggestion and not by direct expression
(and that comparatively unimportant matters should be expressed directly). If
Vyasa and others have followed laukikaprasiddhi in the matter of sentence-structure,
then we can safely assume that they must have followed wvidagdhavidvatparisat-
prasiddhi in the matter of conveying abhimatataravastu (i. e. a pradhdnavastu) by
suggestion ( and an apradhanavastu by direct expression ).
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ATFATH

Translation : 1

The® nature of $anta will now be explained according to those who
follow the reading mava rasah (nine rasas), (instead of the reading astau
rasah). In this connection some say that $ama is the sthayibhava of $ania
and that it arises from vibhavas such as ascetic practices, association with
Yogins, etc. It can be represented on the stage by anubhavas such as the
absence of lust, anger, etc. Its vpabhicaribhavas will be firmness, wisdom,
etc. Others however do not accept this, because, they say, $ama and $anta
are synonyms. Nor do they wish to relinquish the figure of 49 bhavas®
( that was given by Bharata). Moreover, 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 §anfa. 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 Abhinavabhdraii are all in the sixth
chapter of the NS, ( All of the seventh chapter of the Abhinavabhdrati but the very
beginning has been lost, which is a great misfortune, since Abhinava refers to it fre-
quently. 1t must have been a large and important section of the 4. Bh, ). One deals with
§rigara, the other ( ed. and tr. by Guoli ) is on 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 puner nave rasd iti pathanti, thereby clearly
suggesting that this was a parhantara, and not an established part of 'tha text, ( Note
that on page 83 of the Locanas, Abhinava quotes the text of the NS that reads ; ity
asiaw nitye rasak smriak, which shows that he must have regarded this as a more
authoritative text ). He uses this same type of expression when discussing the god of
Santa ( buddha ! ) and the colour (svaccha). ( See also 4.Eh, p. 267 T HYH W@ T

a9 | FFaeTasaefafd 93 usl+g | This on N, VI 15, which gives the list ag
follows :

AFTETEAFD TR AT |

FreaTETEsT SHEl A= @ T

It is odd that it never occurred to Abhinava to say that the figzure 8 only applied
to the drama, and that Bharata might have sanctioned the ninth rasa for poetry. But
of course Abhinava did not want to compromise even this much. ) Now does Abhinava
mean that he too “read ” nava ras@h ? He must, for otherwise we cannot understand the
sentence : tanmate &antasvaridpem abhidhiyate. But it is clear that he was not the
first to do so. (Cf. N8 on L. 1,the 4. Bh., p. 5, where Bhattaniyaka’s view is quoted

- o - L W N
from the Hrdayadarpans : I SEHREAEN4GHT  Ira@qaTsd  afyeafy i)
It is, hawever, doubtful that he had in front of him the fext of the N& on $antarass
as we have it, ‘

3. The forty-nine blidvas are: eight sthayibhavas, eight sativikubhdvas and
thirty-three vyabhicaribhavas, This means that the exact number of vibkdvas ( which
are really innumerable ), and of anublidvas, is not given. Of course Bharata does
mention, for each rasa, its anubhdvas as well as its »ibhdvas, though he does nog

separately enumerate_them in & Kdawrika,
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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 $anta. 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 fanta as well®, 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 $anta ? 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 of worldly life.® Therefore §antarasa does not exist. The reply is

1. Vibhdva can be equated with kdrane, the immediate cause that arouse
the sthayibhdva of a rasa. The argument here then is that Vedic recitation, ete,, do
not immediately precede the sthayibhiva ¢ §uma ) of §anta. The Pirvapaksin’s point
is that if Vedic recitation, etc., are the immediate causes of tativ rjfiéna, then they
cannot also be the vilhavas of $anta, for they would be at one remove,

2. This line, §intad vipaksid avydvrtieh, 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 Santa (i. e.
“love " ) there will be kamadyabhdva, i. e,, there will be no “ love " in “love™ | We
will have to interpreb vipakss to mean “anything different from Sants, » i, 6., any
other rasa besides &inte. In other words, there is no kama, ete., in such rasas aas
raudra and bhaydnake,

3. Praptavisayopardga. Pandit Srinivasa Shastri of the Deccan College, who was
kind enough to read over some of the more difficult passages with us, says that upardgah
here means sambandhak, so that the phrase will mean : I3 F9g%r a=q: 9THT Waly |
According to him, since §intx is a state of no mental nctivity at all, how can there
be any contack with vijayms therein 2 But another interpretation is possible : dhrti is
detined in the Tth ch. of the N5, ( Vol, I, p. 363, VII, 56 ) as arising from, among other
things, manorathaldbha. These are its vibhdvas ( note that for Bharata the vyabhicd.
ribhdvas can become sthayibhavas and have their own vibhdvas, ete., as Abhinava will
point out later in this passage ). Its anubhdvas are ; TIHATIL FTATAT ﬁl’q?ﬂ”ﬂ'ﬂ'q'
AT otc. Therofore we think it is possible to take wpardgak simply in the sense of
upabhogak, ** pleasure,” and interpret as : ¢ accompanied by a desire for the attaiti-
ment of sense—objects ™,

4. We interpret alkiiicitkaratvamdtra here as the complete absence of any
action, which is supposed to result from the state of tattvajfiana,

3. The point is that we can only sympathise with another person’s pain if we

still identify with the body. For the Jivanmukta (i, e. the H’-Fqli’-;ﬂﬂqq;\mw—
( Continued on next page
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as follows :* Just as in this world there is the triology dharma, etc., s0O 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 jastras 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, etc. 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 §ragara,
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 phrase samysgdarsana is often used in Buddhism in many] variations
samygbodhi, ete. ), such identifications are not possible. The main character of
§anta dramas is supposed to be paramakarunikatva, The Parvapaksin objectsithat this
kind of sympathy is found in worldly life and not in transcendental mystic states.

- 1. We take airocyale as Abhinava’s own position, He is of course guite
right in pointing out that mogks was already a well-known purusarthe long before
the N&. But that mokss should be prevalent in the smrtis and itildGsa does nob, ipso
Jacto, establish any connection of it with literature. We must remember that for
people like Abhinavagupta, the smrtis and ilihdsas were pot literature in the strich
sense of the word., Nobody, of course, would have argued that fanta in the sense of
moksapurusartha does not oceur in such works. The point was whether it could oceur
in the far more refined Najskas and Kavyas. It simply never occurred to these older
writers that one can apply the ferm literature to many of these works, as wall
as to a large number of purely religions works, e. g. the Mahaparinibbanasutta in
Pali, and several of the Banskrit Mahdyana Satras, e. g., the Vajracchedika, or the
Vimalakirtinirdeis { not available in Sanskrit, but recently so beautifully translated
into French by Professor Et. Lamotte ). Even bhe @itd, in spite of the fact that
‘Anandavardhana ( p. 283 ) quotes the verse ya nifi sarvabhdtandnm, te., as an example
of dhwani, was not really considered ¢literature™ in the strict, and restricted, sense
of the term that the Indians used it. This restriction wasa great loss to the theory,
for dhvani would have bean more faithfully served,in illustrations, by passages from
many of these religious or secular texts ( e. g. the Brhatkathaslokasaigraha ) than by
the Ndtakas and the Kdvyes, 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
‘passages in the Upanisads ( e. g. Satyakama Jibala, or Raikva with the Cart) to
.realise how much the Indians lost by such a restriction. If later writers like Jagan-
‘patha Panditarija widened the definition of Kavya ( ramaniyGrihapratipadakal Sabdak
kavyam ) it still does not mean that they went for their examples to this non-literary
literature. Visvanatha comes closest when he says : vakyam rasatmakan Lavyam,
but even he never uses the vast literature thab true obedience to such a phrase would
.make available. It was only the Bengal school of Vaisuavism bhat opened itself to the
infinence of religious literature, but its purpose was more religious than it was
.gesthetic, and was confined, for the most part, to such works as the Bhigavatapurdana,
( One thinks of some of the fine examples that Madhusiidana Sarasvati, a sbrict
-Advaitin, chose from the Bhagavatapurdns in his Bhagavadbhakiirasdyanam ),
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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 )* 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 §anta) that it has been mentioned ( by Bharata ) midway
between the sthayibhavas and the sancaribhavas (i. e. vyabhicaribhavas).?

1. There seems to us no doubt in reading through the objections made against
§intarase that the objectors had areal point, There is something about SR that
forces it apart from all the other rasas. It is true, as the Piarvapaksin argues, that
we find that all people are open to love, to fear, to terror etc. ( some more than
others, and some only to certain emotions of course — as Abhinava points out in his
commentary on the famous rasasiira of the NS, we have, in the course of our
many lives, experienced all of the primary emotions, the sthayibhavas ). But idnta is
peculiar, Truly to be able to enjoy it, one must be religious ( at least this was the
Indian view — today we are more sophisticated : it is perfectly possible to be moved
by a religious spectacle without feeling primary * religious sentiments ), and if the
Santarase experience truly takes place during a drama, it must change our lives. It
is not like the other rasas, which simply enrich us, provide great scope for our imagi-
nation, refine our sensibilities, in short do all the things that great literary experi-
ences are supposed to do. It is not that it demands a suspension of judgment as do
the other r@sas, a momentary identification with different emotions. 1t means a
complete reversal of our personality, what the Buddhists call pardvrtti ( gee the con-
troversial article on this word by A, Coomaraswamy, * Transformation, Regeneration,
Anagogy ", in Festschrift Kenst Winternitz, 1933 ). We believe that it was this
difference, this sense of the ** completely other  in S& that bothered so many literary
crities in ancient India, While one sympathises with their hesitation, one can also
understand the point of view of people like Abhinava, for whom these religious ex-
periences were an integral part of their everyday life and especially of their literary
life. Witness the great number of hymns attributed to people like Sankara, and the
surviving ones of Abhinava and Ananda, The conflict, the real conflict, which we see
as one between the secular-minded literary critic and the religions-minded literary
eritic, never really came out into the open, except in this one argument over SR,
for it was assvmed, by all, that nearly everybody was religious, From our perspec-
tive, however, it is clear that some critics were more religious than others,

2, Nirveda can mean two things : it can have an ordinary, everyday sense of
“ disgust ”, and it can have the more subtle and religious sense of “ total detach-
ment ”’ from the world, Abhinava is here implicilty referring to this distinction,

3. This is a very curious, and we believe, a very weak argument ; Bharata has
begun his list of the vyabhic@ribhdvas (VIL 28, p. 356 ) with nirveda at the top ( tatra
nirvedo namu daridrysvyGdhi, ete. ), Now, ib is said by “ some people” as reported
by Abhinava, that Bharata had great respect for the idea of the masigala, that is, begin-
ning a new topic with an auspicious word, XNirveda is pnot an auspicious word,

therefore, Bharata ( since he cannot be presumed to be in error ), must have had some
special intention in mind, According to these *“some people” it is to show thab
nirveda is actually a sthydyibhidoa and also a vyabhicaribhdava, The view regarding
the dual character of nirveda as both sthydyibhdaea and syabhicaribhdava is expressed
by Mammala in the £ 2, IV ( p. 116, Jhalkikar's ed. BORI — see his comments, p. 116,
last paragraph ).
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Otherwise (i. e. if njroeda had not been intended by Bharata as the sthayi-
bhava of $anta), the sage who had great regard for uttering an auspicious
word at the commencement of a section of his work (masigalika) 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 (jugupsa) as a vyabhicaribhava of srngara,
he sanctioned (by implication )* the interchangability of the characters of
the sthayibhavas, the sancaribhavas, the sattvikabhavas, 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 alone (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. e. cause) of nirveda],
in which case how could vairagya (detachment) and similar other things®
(€. g. samadhi, which have been mentioned as vibhavas of nirveda) be the
pibhava of nirveda ? 1f 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 ina
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

1. The point is that normally jugupsa is the sthayibhara of bibhatsa, Itis
nob given in the list of the thirty—three vyubhicdribhdaoas, but the very fact that Bharata
says that it should not be used in love shows that he felt that it could be a vyabhicdiri-
phite as well as a sthyayibhgva. He therefore, felt that under certain circumstances,
-ordinary vyabhisaribhavas could become sthayibhavas, and sthayibhdvas could be-
come wyabhicaribharas, This is an important point. Abhinava has expressed a similar
view in the Locana on the third Uddyota of the Dhvanydloke, while commenting on
bahandm samavetandm, on p. 386 of the B. P. ed.

9. Bhavaicitryasahisnubhyal, * which can tolerate co—existence with a variety
of emotions . Does this mean that whereas rauti, ete., can tolerate the presence of
other sthayiblidvas, nirveds the sthayibhave of Sdunta cannot ?

3. We take sebije to mean sadria, just as sajatiye is taken to mean sadrm,
Literally it means goming from the same seed ™, i. e, the same source. The word
gdi in the compound vairagyasabijadise (1. e. vairagyasadriesu ) is redundant. We
have, therefore, ignored it in the branslation.

4, Again, vibhava cannot mean both © cause ” and ¢ cause of the cause”. Ses
page 121, note 1.
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ti= would on the contrary be helpful to the emergence of the knowledge of
us the truth (i. e, far from being the effect of the knowledge of the truth,
ot it would be a cause leading to it), because a detached person will strive
he in such a fashion that the knowledge of the truth arises in him. And moksa
en comes from a knowledge of the truth. It is not that one knows the truth,
a, and then feels detached, and from that detachment moksa would arise. For
Isvarakrsna says :
as,
“ti-
es.
1er

“ From detachment comes (only) prakrtilaya, (i. e. dissolution into
the eight causes, pradhana, buddhi, aharnkara, and the pancatanmatras, and
not moksa).! Objection :  Everywhere one sees a very great detachment
on the part of those who know the truth. Even Patafijali has said :

ha “ Thereafter from that knowledge of the truth ( purusakhyati) arises
im an extreme aversion to the guaas (i. e. detachment )”.* That s true ( bhavaty

evam). But Patafijali himself® has said :  Such detachment is really the
ol highest state ( kastha ) of knowledge.” Thus* then, knowledge of the truth
nts (leading to aversion according to Yogasiitra I. 16 ) means nothing but know-
al, , ledge of the truth rein'ﬁ)rcing itself from state to stage.” And so nirveda is
1283 not the sthayibhava of santa. On the other hand, knowledge of the truth alone
the would be the sthapibhava. As for right perception, which will be mentioned
tha ( by Bharata ) while describing nirveda as a wvyabhicarabhava, as a vibhava of

dge 1. Saikhyakdrika 45, This means that if a person has vairagya only, but no
1 to knowledge of the truth, he becomes, on his death, dissolved into the eight causes
ina (namely, pradhdana, buddhi, ahaikira rmn]_ the pudia—tanmdtras) bot he, does not
and obtain moksa. Thus, it would seem that Iévarakrsna holds the view that vairdgys
; does not directly lead to moksa.
|ect=- ¥

. 2. Yogasiira, I, 16,
d it 3. Vyasa'’s Bhisya on the Yogasiira, (.f_\nnml:ls‘rnlna ad, p. 20). I’ﬂtﬂﬁjnli,
the authoe of the Mahabhdsya, is considered to be an incarnation of Sesa ( bhujaigas
vibhu ). Therefore it would seem that Abhinava thought Pataiijali the author of the
Yogasitras to be identical with the Pataiijali of the Mahdabhiya ( which of
course he is not ). Raghavan has pointed out ( p. 106) that the quotation is not
st from Pataiijali, but from Vyasa. Did Abhinava simply make an error in the
1 be- ageription, or did he believe that Vydsa and Pataiijali were one and the same? See
milar V. Raghavan, “ Abhinavagupta and the Bhdsye on the Yogasitra, A, 0. R, Madras,
g Vol. XII, Part 1T, 1938-39,

4. This passage : fE}TE{ aegsaaT wqrft ﬂ:cT?{ is Abhinava’s own position,

It is
irata
cari-

iriety Bhavet here must be used (according to Papini IIL. 3. 161 ) in the sense of bhavitum
ce of arhati,

drén 5. Tattvajianamald means a series or succession of fatfvajidinas. The idea
1dréa,

a seems bo be that the tattvajiiine referved to by the word purusakhydti in Yogasitra
wor

We L16is a lower tattoajianae which grows or develops into a higher stage of tativajiiana
( referred to by the word guzavaitrsnyan in the Yogasitra ), Idam tattvojiianam theres
See fore would mean : VT TEAAT, | TS THATEIT TRIIATT would mean:

JEEATR AT eaaTaT  TRArsAAe , i S Tedt S |
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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 : i

«Tn vain did 1milk 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 T 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

3 1. The second comparison in this poor verse (it is interesting that it is
the only verse quoted by Abhinava in the whole &@ntarasa section. It is strange that
he should have chosen to give no effoctive examples of Saniarasa, considering that
‘there was such a large variety to choose from, and it would have been very much fo
the point ) is somewhat odd, for if the ** boy ® was lavanyarahitah, we can only
assame that he was embraced due to inadequate lighting !

2. Swmyagjiiang, therefore, means here only a worldly kind of * right know-
ledge ** and is not used in the higher sense of the term.

3. This is a reference to N VII, 28, pp. 356-357. Abhinava’s point seems fo
be that nirveda as a vyabhicaribhdva is the ordinary kind of worldly nirvedn (khedard
panirveda ), while nirveda as a sthayibhave is a higher, philosophical airveda. Itis,
however, interesting to no%e that among the wilkdvas of nirveda, Bharata mentions

‘tattoajiane. At NS VIL 30 (G. 0. 8. Vol, I. p. 357 ) Bharata says :

Freqritgaaad: 94 fpamEEagE: |

anfrr ey WAy & fEear g8
The idea here seams to ba that nirvedn is to be acted out by means of, among other
.things, absorption in thought ( dhyanaparatvs ) similar to that of a Yogin, However, it
_does nob follow that Bharata had any religious notion ahout nirveda while writing this
_stanza, although it is true that the term fattvajadana will then be puzzling.

4, The promised discussion is not available, Unfortunately this section of the
the sevenbh chapter of the Abhinavablidrati has never been found. The editor (Kavi)

" writes ( p. 347) :

TR R AT AT AiTe | afT @S AT GEAEER
qed AR 3RA A AT g8 AR
g AT FrtaE dEat st g TER T e A
However, Kavi did not live to fulfill his promise.

‘5. This is o reference to Nyayaeatra, L 23 gzamaﬂ%ﬁﬁwﬁqwm.

gﬁi’ﬁrrrqﬁ WWWW? | 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 dukkhajanma etc., when he 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 yairagya is the complete destruction of raga, etc. (including $oka, i. e.
vairagya is a higher form of detachment than is nmirveda, 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 tattva-

Continued from previous page )
satra of Aksapida is that mithydjaanapecayn leads to tattvajadne and tativajndana leads
to nairagya. The opponent thinks that vairdgym is the same thing as nirveds. Hence
according to Aksapida the causal chain is : mithydjaanapacaya gives rise to tattva-
Jjilana which gives vise to nirveds. So, this means that according to Aksapida, nirveda
leads to moksa and hence, nirveda (and not tutivnjiiana) must be regarded as the sthayi-
bhava of §inta. Now, the opponent challenges the position that vairdgya and nirveda
are identical, and then proveeds to point out the difference between nirveds and
vairagya. He says that nirveda is a particular attitude of mind which is of the nature
of unbroken sadness ( §2kaprardhaprasara ), while vairagya is the destruction of raga
dvesa, moha, ete. The opponent of kecinmata ( this refers to the view mentioned on
p- 105 of Raghavan’s text, that nirveda born of tativajiana is the sthayibhara of janta,
see foot-note 2, p. 123, above ) first challenges the position that vairagye and nirveda are
identical, But then he concedes it for the sake of argument in the sentence bhavaiu
vé vairagyam eva nirvedeh, Even granting that mirveds and vairdgya are identical,
it does not follow that according to Aksapida nirveda (i. e. vairdgya) is the sthayi-
bhava of §antm. For although nirveda has a place in the causal sequence given above
[the whole chain is : mithydjidnipacays ) (i e. tattvajiana fleads to dosapaya (i. e
mrveda or vairagya ), which leads to pravrityapaya, which leads to janmdapdya, which
leads to dulkhdpayae, which leads to molksa ], still it is not actually stated in the Siira
to be the direct cause leading to moksa, but rvather it is given as a remote cause
(mokse sadhye sutrasthdaniyatd na pratyepadi dearyena ), Thus according to the
opponent of kecinmaia, the authority of Aksapida cannot be cited in support of the
view that nirveda is the sthayibhdva of §intw. For if at all anything is to be the
sthayibhava of §anta, it must be the direct and immediate canse of molsa.

1. The question mark in Raghavan's text after manu vairagyam nirvedah
should be removed.

2. This is a complex passage. Kimca tattvajidnotthito ete. is the position of
the Siddhantin, that is, of Abhinava. It isan objection against the kecinmata (namely
that fativajAanajonirveda is the sthayibhdva of Sante ). The essence of the
objection seems to be that the words denoting the sthayibhive and the rass become

{ ( Continued on next page
XIX ;
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jhana is the sthayibhava of ianta means that you are giving to sama the
name nirveda’. (Reply: ) §ama 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 fama is only apparent and not real ). There is a real
difference between §anta (the rasa) and $ama ( the sthayibhava), for sama
is siddha, an accomplished fact, while fanta is sadhya, something to be
accomplished ; sama is laukika, worldly, while §anta is alaukika, other—worldly;

jama 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 Sruta ( 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). Qut of them ( tatra),
rati alone, having for ils object one’s own Self consisting of undisturbed bliss,
is the means of attaining moksa. And so, that rati itself is the sthayinin
$anta. For it has been said :

Continued from previous page )

synonymous, which is improper. The next sentence continues the view of the
Siddhantin : W&T 4T g TIGRTETEN 141G 9, | and contains within it
the objection that the Pirvapaksin might make, namely that hase and hasya are
synonymous as well, Abhinava veplies that this has already been explained. But now
what follows does not make sense if it is explained as the view of the Siddhantin,
For Abhinava says : TOGETSTAl, SRS ARE, QEATLTEMERIEAT Feww U
ARG G@aHT | Now these distinetions are well-known as being the major dis=
tinctions between the sthayibhava and rasz. The sthayibhdva is always laukika,
whereas rasa is always alaukike, The same thing would therefore apply to Sama
and &nta, namely one would be the laukikasthayibhiava, and the other the alaukika-
rass. Now why does Abhinava say this; for it only lends support to the Pirvapaksin 1
Moreover tasman na nirvedah sthayiti does not follow from it. On the other hand, if
wo take the words Samabantayolh, ete., as gtating the view of the Pirvapaksin, the
pext sentence tasmdn na nirvedah sthayiti presents a real difficulty. For if the
Pirvapaksin is speaking, and has just made a valid point, it makes no sense for the
Siddhantin to reply by saying : ¢ therefore our position is proved ”, Thus both solu-
tions are unsatisfactory.

1. Note that on p. 268, Vol. III, N&, nirveda is given as the sthayin of
fanta !

7. Wae cannot ascertain any difference between laukike and olaukika on the
one hand, and sadharanag and asadharana on the other, such that Abhinava would be
justified in using both terms. Surely sadhadrra and laukike mean precisely the same
thing.

3, Raghavan reads tata cva, But the Baroda ed, has faeve (i e, feeva)
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 anta,
because we find that a person attains to liberation if he realises the oddity of
everything in the world ( hasa ); if he sees that the whole world is lamentable
($oka); 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) (utsaha); if 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 people (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 Iliberation, provided that they are the result of extra-
ordinary causes (i.e. vibhavas) different from ordinary causes. But in
the case of those people who hold this view (namely that any one of the
sthayibhavas such as rati, etc., can be the sthayibhava of $anta ), the differ-
ent sthayibhavas would cancel each other out and so not even one of them
could be regarded as the sthayibhava of $anta. 1f it is said that the different
sthayibhavas can be the sthayibhavas of fanta because of the different
approaches leading to it, that is (as good as) already refuted. ( Further),
because of the different sthayibhavas of $anta depending on the approaches of
the persons concerned, there would be an infinity of $antarasas. If it is said

1. Gia, 111,17,

2. All eight of the sthayibhinas can be accepted as the sthayibhdvas of §inta-
rass, For instance, Adsa can become the sthdyibhava of anta, if we look at averys-
thing around us as waikrta, ““ odd ” or ** deformed” ( note that the Vidisaka, the
main representative of Adss, is described in the texts as being deformed and there-
by amusing ), etc. Rati is considered in the sentence immediately proceding the
quotation from the @ita.

3. Asammoha is one of the uddipsnavibhdvas of virarasa. See N8, Vol. I,
p. 378. Cf. Abhinava’s explanation of Ananda’s maigalafloks of the Dhyvanydloka,
p. 17, K. Sastri's ed,

4, Oa refer to NS., VI 17, which enumerates the eight sthayibhdvas and
nses a ¢a after Adsa and §oks. According to Abhinava, the use of the particle ¢a is
intended to convey the inclusion of other varieties of the eight sthayibhdvas, It is not
however clear what these varieties are.

5. Does ¢iad (in na caifan muner na sammalom )} refer to the interchangeabi-
lity of wyabhiciribhavas and sthayibhdvas; or to the fact that the sthdayibhdvas of
other rasas can induce an abtitude leading to moksa ?
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that there would be only one' $antarasa ( 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 §anta ? The reply is as follows :*
knowledge of the truth alone is the means of attaining moksa 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 knowledge
of any object other than the Self is the knowledge of worldly objects.’ For
anything that is different from the Self 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,®

1. Eko rassh means éantarase since the whole of the preceding discussion
is concerned with &intarasa and is intended to show how all the sthayibhdvas can be
connected with &intarasa. To this it was replied, on p. 108, that (1) the different
sthayibhavas would cancel one another out, with the result that there would be not a
single sthayibhavs for Santn, and (2) such a view would lead to not one rasa (called
§intarasa ) but to an infinite number of Santurasas depending on the divergent atfi-
tudes and approaches of diffsrent persons. The opponent replies to this by saying that
since all these sthayibhdvas (helping the emergence of gantarass) would lead finally
to moksa. there would not be an infinity of &intarasas, bub only one. To this the reply
is given on p. 109 : © In that case since both oira and raudra lead to a single result,
namely destruction of one’s enemy, they too would have to ba regarded as constituting
a single #asa . But we are nob absolutely certain of this interpretation.

9 The comparison with pdénakarase is used again and again, both in the

Locana and in the Abhinavabharati, Cf. A.Bh. p. 286 ¢ qeARErEEsT R geafany

gw = guEAaa, | See also the Ns. Vol. L, p. 287 ff.

3, After ucyate begins the siddhania view.

4. The word moksw in the phrase : zfa ?ﬂﬁ'ﬂ' ﬁf;’”{ eqTtEET g=hT is odd. One
expects fante.

5. WA sAffwE BYaedT A is very clumsily worded. We think the
distinction is between knowledge of the Self and ordinary knowledge ( cf. the Gitd
distinction bebween vijfigne and jadna ). Whatever knowledge is different from the
Self is simply worldly knowledge, jianam. The next sentence, pare hy evam almi
andtmaiva syat is also very clumsy. How are we to understand prro ? We would
expect the noun governed by this adverb to be in the ablative: * different from the
Self ?. Raghavan records the reading dtmand, instrumental singular, which would
also be irregular, but somewhat better than the nominative. Note that we read visaya-
syaiva instead of visayasyeva.

6. It is important to realise that at this point Abhinava abandons practical
considerations of drama, and gives the philosophic base underlying his views on §ants.
It is not different from the philosophical justification of an Advaitin — the additions
from his school of Kashmir Saivism are very slight,
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the Atman alone possessed of such pure qualities as knowledge, bliss, etcl,
and devoid of the enjoyment of imagined sense-objects, is the sthayibhava of
Santa. Tts 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 Afman’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 emotions,
and so it is the most stable of all the sthayibhavas. Tt transforms all the
states of mind such as love, etc., into transitory feelings, and its status as a
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, etc., 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 else, the way rati etc., are. (But’)
even though in its pure nature® it is of an indeterminate 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 Atmeu to the canvas of the painter found else-
where ? We know that it occurs several times in the Yogavdsisthamaharamayana,

2. Munda cannot of course mean shaven here. The practice is to cut the horns
of bulls so that they cannot harm anyone,

3. The reading as printed by Raghavan is: syenfy 9 & T fef %ﬁ{
TR ZH% | But he notes readings in M, & G. which have : geqify ¢
TR (T . qq‘maﬁ'&m[quﬁ gq’g—‘ which seams to us to give a more rational
sanse. As for the next sentence, we think it means that the Atman is not laukike-
pralitigocara as is rati, etc., because it is not mixed with any other form,

4, Svagatom means, according to Srinivasa Shastri, svasmin atmani,

5. On wyutthana, see Yogusitras, 111, 9, and 111, 37,

6. It would appear from this concession, bldsaltdm va loke tathd, that this is
Abhinava spesking. This means that the last sentence in the preceding paragraph
must belong to the Pirvapaksin, Bubt what precisely his point would he, 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 are 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 Sama.
If that same (nature of the Self) is called bama or mnirveda, there is no
objection. Only (note that) fama is a different (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 are similar, they
are both called nirveda. This is similar ( to what takes place in) love,
fear, etc. (7)' 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 §anta ?). 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 : prasantavahita sam-
skarat®. 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 upangabhinaya. And so they (i. e. these anubhavas’) are concerned
with §antarasa itself. This itself is its nature (i.e. the nature of $antarasa )4
The vibhavas are the grace of God, etc.? And love etc., which are soon
to be completely destroyed, can be aesthetically enjoyed in Santa (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 cannot understand the simile ratibhayddiriva.
2, Yogasiira, 111. 10 3ub we cannot understand what bearing this has on
the word pradantata used by Abhinava in the preceding sentence.
3. Wao cannot make out what spabhdvabhinaya means, The phrase updigd:
bhinaydadyadhydyeiraye refers to chaps. VILL, IX, and X of the N8
4 Wae are not sure we have understood ayam eva hi svabh@vah.
5. Drop the comma after paramedoaranugrahaprabhriayab and add a
full stop.
6. Tapasavatsardje, 1. 14
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dheti ( firmness of mind ), trasa (fear) 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 recommended with a view to creating a sense of dis-
gust.® 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 effort that is prompted by the wish to help others. Thisisa synonym
for compassion, and it is very intimately connected with santa. And so some
people call §antarasa, dayavira ( compassionate heroism) and some call it
dharmavira ( religious heroism) because of the intensity of this energy
(utsaha ) which becomes its vyabhicaribhava.

Objection : ““ Energy is based on egoism as its essence, whereas §anta
consists primarily in a loosening of egoism. ™ (Reply : ) Tt is not improper
for an opposing 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 utsaha in helping others. There is no state that is
devoid of utsaha. For in the absence of desire and effort, one would be like
a stone. 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 $anta. * 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 arcument escapes us,

2. As Raghavan has noted, bhis passaga is extremely corrupt, fWe are unable
to make any sense of the lines Fyy fe wEmEg qmmrﬁﬂmmqﬂ:‘;agmr&.
Rrearedfasaisfife =i |

3. Thisis a reference to the fact that when levirate takes place, it should be
without any sexual desire, but only for the sake of procreation. Therefore, in order
to create a sense of disgust for the body, both partners smear themselves with foul=
smelling oil. Jayaratha quotes a verse on this subject in his commentary to the
Tantrdloka, Vol. XI, p. 73. ( Part II ).

4. Nagdananda 1V, 2,

b, Gawtamadharmasitra, 1, 9, 35,
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¢ The life-breaths ( pranah ) are the cause of attaining dharma, artha,
kama and moksa. When they are destroyed what is not destroyed ? ‘When

LR |

they are guarded, what is not guarded ? (i.e. allis 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 realised his Self (however ), it is (often ) heard,
in the context of sammyasa that he should throw his body into water, fire or
a pit.> 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
Jimatavahana and others were not ascetics, we should ask how that matters to
us?® 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 beno) urge for dharma, etc. In a
battle, a warrior hasno 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 at{ain 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 reference 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 Atman. 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 ancestors ( $raddha), 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)

1. Not traced.
2. Waeshould keep in mind the legand, sbill current in Kashmir, ( see Panday,
« Abhinavagupta ’, p. 23 ) that “ one day Abhinavagupta along with twelve

3

Hundred disciples walked into the Bhairava cave and was never seen again,
3. Jimitavihana was a Vidyadhara, Abhinava replies : so what ?

4. Not traced,
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result in the benefit of others, a reappearance of a body appropriate to that
(i.e.to those actions that they have performed ). !

Even in the case of ragsas 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 ), Tepose is met with in this,
though this aesthetic repose is only subsidiary. The same should be under-
stood in the case of Srrigara 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 cannot decide whether this means that Bodhisattvas and others
who give up their bodies for the sake of others are reborn on earth, i. e., whether this
contains & veiled reference to the famous apratisthitanirvdna theory ( on which see
8. Lévi's tr. of the Sutralaikara, I1, 3, note 4 — in brief a Bodhisattva never enters
Nirvana 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 he even mean (since heaven is a rather crude notion for Bodhi-
sattvas and Jivanmuktas ) that the Bodhisattvas receive the dharmakaya ?

2. Vifrantilabha) really means rasapratitih.

3. A passage from the A, Bh., Vol, I1, p. 451 (abhydaya 18 ) has an important
bearing on this issue. Here is the Sanskrit text :

T AEEIETRR JuTE () grdsrsnEEe FAATET, THY ANy -
fE g SogwdaT, ¥ 9 gie M, @t FeafmiamrsiEm |

R TN THRSTIATAT  TIART AT, FamfT A ggREAn o aa: geard-
OIS AT | vd TERA AT S o e,

Tt faRraeEEraeETsT Tagaar a7 waf |

The passage has been translated by Professor Wright, BSOA 8§, Vol, 26, 1963,
p. 115 : € Thus vira, raudra, §migira (are used there ) respectively, occurring in
these works by being engendered by ( the aims of the character portrayed ) dharma,
artha and kdma, while $inta and bibhatsa oceur in connexion with moksa. But not
overy character can carry the main role in this (latter ) case, only the occasional
saint. Although in the ndtaka, §anta or bibhatse may be the principal rasa when
molka is the principal goal, this is not a common practice, so they, although en-
gendered by the best of human aims ( the character's pursuit of moksa ) are consider-
ed subordinate to the obher rasas — vira, raudra, and $rigara, Thus the main rasa
of a drama is really governed by the purusarthe it porbrays, but other rasas occur
in support of it as aresult of the variety of subject matter included.

4, What does Abhinava mean by #1T7 ©F FFaEg edTiEEsiT AT, ¢
How are we to take sthayitoa? We can translate as firmly entrenched », i, 8,
Abhinavagupta is simply insisting that §antarasa is actually present in the Naigas
nandae,

X



- ;‘..Q

flirtatious ways, etc. ”.? This means that a dramatist should introduce
‘ into the Nataka 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
l 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 Nataka). With this in mind, Bharata will not prescribe
any jatyam$aka in janta.® Hence the view (of some ) that Santarasa does
not exist in as much as Bharata has not prescribed any jatyams$aka in its g
f case, is refuted. 15

136 FaE
] Yimatavahana.! With this thought in mind, Bharata will say (N S, XVIIL.11)
“I while defining a Nataka, that it is possessed of qualities such as wealth,
|

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 apradhdna, Abhinava is not necessarily saying
! that &antarasa can never be pradhand, but only that it is not the pradhanarase in this
i particular play. But it is an odd statement, since if any emotion is prominent in the
i Nagananda it is §anta. Srigara is brief in its appearance, and vira almost non-existent,
i Perhaps Abhinava was conceding a point helaboured by his eritics, But if he does not
i allow fantarass as pradhane in this play, where was it pradhdna ? For this is the
{ only play Abhinava quotes in the context of &antarasa, 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 pradhdnarase in drama. But then what does he mean

—

|
|
the rasas ? See Losana on the third Uddyota, p. 394 : I?T&TW =4 Wﬁ'ﬁ’mm ' |

% by saying that it is the most important (and he uses the very word pradhdna ), of all

{ HITH¥: TIATH: | W
] 2, NS, XVIIL 11 (G.O. 8., Vol. I, p. 488 ) : | g
1 AR AT TR AT | e et & s am o !

; « That which is called ndtaka is accompanied by diverse kinds of spendour (i. e il
! according to Abhinava, by the magnificence of dharma, artha, kima and moksa ) i
\ (in general ), and (in particular) it is possessed of such qualities as wealth, flirtatious
l ways, ete. It is richin aikas (acts) and prave$akas (minor scenes ) ™,
; 3, The topic of the jatyaméakas is discussed in stanzas 1-13 of the N§ XX1X
‘5 ( Vol. IV of the G. O. 8. ed. ), This same objection is raised in the A.Bhk., Vel IV,
p. 78 : nanu fantdarase noa kenacid ambakena ganam ulkiam, The reply that Abhinaya

I!' gives is curious : ismaranalilo’ si. smaryase(te) uktam hi - na fantarasapradhdnatd
pragogasys bhavati. swto’pi (surely we musb read sann apt) ki rasd@ntaroparakic
3 eva prayogayogyo nanyatheti. But where has this been said? Not in the NS itself.
Nor do we find this actually quoted in the 4. Bh. Perhaps Abhinava is in fact
teferring to this idea (and not the actual words) as explained in the 4. Bh. in the
Santarasaprakarans, The passage is puzzling.

4, Nagananda IV, 10, danikhacida’s mother is speaking, asking who will save
! her son: &T G5, 92T AMEFRIRLEHT TgEH TREwisE Fa1 FRSTC TREATT R ¢
| Just at that moment Jimitavahana appears ( nane aham ) and offers to help (amba,
L ma bhaisik ). The mother had said she would end her own life as well (IV, under
v, 20 — tad ihaiva tvayd sahe marisydmi), so Jimitavahana 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 (7). But the
Sastra does not teach by means of kakataliya(nyaya) (?).! Therefore it is
proved : utsaha is principally intended ( in this play and therefore 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 :
afeay gEAFaqin 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 §anta ). When,
however, one has reached the culminating state ( of $anta) 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 mokgsa ™. °

1. Sakti§ casye na kacid bo Sastram upadidaii : we cannob, in spite of
repeated attempts and devious explanations, make any sense of this passage,

2, This is very curious, for in the Locana ( p. 393 ) Abhinava has said that
daydvira, is only another name for §infarasa and thab it is not to be regarded as a
variety of virarasa, since Bharata has recognised only three varieties, ddnavira,
dharmavire and yuddhavira. Now he has just said that &dntarase is not the
pradhanarase of the Naganands, But daydvire is, How are we to solve this con-
tradiction ?

3. Does this passage, anye tu vyabhicdrino, etc,, mean that in the Ndgdi-
nonda other emotions like love for Malayavati, detachment, ete., become subsidiary
to daydvire according to circumstances !

4, Yogasutra, IV, 27, We don’t know what Abhinava means,

5. What is the culminating stage of karunarasa — death ?

6. This is N 5., XXVII, 58. It is one of Abhinava’s most important reasons
for thinking that Bharata 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 :

geafa e F0 v gaEiag | adegdgds e =g f{oon o

“ Yoang people are delighted with ( watching spectacles of ) love, the learn,
od with ( watching spectacles concerned with ) doctrinal matters ( philosophy ), those
interested in wealth are delighted with (watching spectacles concerning ) material
gain, and those without passion are interested in ( spectacles dealing with ) moksa .

This is certainly curious, for one wonders just where Bharata would ineclude such
spectacles, i. e, under what rasa? It is odd that he shoanld be silent on such an
important point. Perhaps the verse is not by Bharata himself. Note verse 61 :
qaiEqEgLvY FErEsaia faeE |

What would the rass be of such dharmakhydnas and purdnas ?
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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 §ragara, vira, etc. since the work is intended to be
useful to the goals of life ( other than liberation ). Its aesthetic relish is
grounded in §anta (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 4antarasa 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 santa 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 sanfa, 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 simply replied to this important question
with an arrogant response ( p. 392-393 ). Here he considers it more seriously ( the
Locuna was written before the Abhinavabhdrati, for we find that the A.Bh. refers to

the Locana, e. g. p. 343, Vol. 1: @ WAARET aland Sedi@melqaaanad | )

But it is interesting that his reply makes bad seuse, For he is saying that
there are other rasas in every &mte play which will appeal to other people. This
is of course true, but not a reply to the important objection that Sante 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 counters with,
namely that a »ira will take no pleasure in bhayanake. He might not, but he could,
gince he must be aware of fear in himself though it may not be dominant, Cf. the
curious remarks on p. 323 of the 4, Bh., Vol I, last 3 sentences of the first paragraph.

2. From this passage : T9T o ﬁﬁ?ﬂﬁg m ete., it is clear that
§intarase was defined, in certain MSS before all the other rasas, and not after them.
For these words, sthayibhavan, ete., are the last words before the description of the
eight rasas. But note that in-the 4. Bh. Abhinava does not comment directly on
whatever he read there. Why ? Is it because he did not believe it was part of the
N&? Itisin fact quite possible that this section on Sintarass was a totally separate
« book , not intended to fit into the N& at all. In any case, it could not have come
at the end of the rase section, i. . the end of the sixth adhydyae as it is printed in the
G. 0. B. edition.

3. Does he mean : (a) “I do not have fantain my text ”; or (b) “Itis
given in the beginning only in some books™ ? The implication is that most MS8
did not contain a §antarasaprakarara, 0ddly enough Abhinava does not justify this.

ommission,
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other latent mental impressions (wvasana).?]® 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 Itihasas, 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 $antarasa in the place of the
supreme God ( Siva it

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 (dhrti),
etc. And as bhakti and §raddha which are directed towards meditation on
God and which are reinforced by smrti, 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 Sangrahakarika on this matter :

“ 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 ™. ®

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 pradariayet probably * likhet ” is meant. The point is that one draws the
gods, and then writes in underneath the 7ass that accompanies them. There is one
difficulty however : devadevs must refer to Siva. Now in the NS, VI. 44 (Vol. I,
p- 299 ) Rliva is given as the god of raudrarasa (reawdro rudradhidesvatyalk ). Mores
over, in the 4. Bh., commentary on thab stanza, Abhinava has associated §intarasa
with the Buddha | “ 3&: FFISsTSAISHET ” &0 WG HAT T5FT | But as this
is a quotation from a different (and untraced ) source, it need not agree with the N,
One can also take ripa to refer to the actual pictorial representation. PradarSayet
would, therefore, mean “ draw ™., One should draw each of the gods according to the
rasu, i, e, such and such a god looking angry (rsudra), another looking amorous
( §ragdra ), ebe., and Siva should be shown in samdadhi, In the original, the genitive in
agtanam devdndm might also be taken as used in the sense of sambandhe (astadevas
sambaddhan rasan ). The idea is that the eight rasms are to be pictorially represented
as symbolised by the eight presiding gods, i. e., by means of the characteristic forms of
the eight gods,

3. Thisis a verse actually found in the so-called fantarasaprakarana of the
NS (p. 833, Vol. I, 4, Bh), introduced with the words : atrarysh Sokas ca bhavanti

( Continued on next page
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By the three adjectives qualifying sanfa in this verse, the vibhavas, sthayi-
bhava and anubhavas are shown respectively. :

« Various feelings, because of their particular respective causes arise
from §anta (a state of mental calm ). But when these causes disappear, they
melt back into santa ™.’

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 santa, 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 dryds and three &okas. The dual
arye, therafore, should have been used ). Thae reading is slightly different. The last line
ronds : S HAGITRE: F=CEl AT GWART | 16 is clear from this quotation that Abhinava
is nob commenting on the actual passage of the NS.

The following remark of Abhinava does not seem to agree with the stanza.

For how can nik§reyosa be said to represent an anubhdva ? The first two correspond,
but not the third.

1. N&,VI, 87, p. 335,
2, Bes NS, Vol, II1, p. 105.
3. This is NS, 18. 85, under the definition of Dima, Here is the passage
from the N &, XVIII, 83 fi (Vol. 11, p. 443 G, 0. 8. ed.) :
femagnt g 41 TEULFIT TTEATH |
TEATTTEAT: TR AAARAT |
YEETAUT AT 1 few &
TFTEEas: AU 61 o gag
ATaREd AT |
And verse 88 : HETERTEY: GRIANAZRETR: |
Now Abhinava’s argument is this : Dima deals mainly with raudrarass,
There can be no question of sinta ab all, and so “lanta was nob specifically excluded by
Bharata, We can also translate the sentence Wﬂ:ﬁ' g ﬁquiﬁ:rﬁ@ﬁ?r, atic., a8
follows :  Since é@ntw is impossible, what else can be excluded but §rigdra and hdsya,
by the phrase ‘viz, the Dima has as its source ( i. e. ie based on ) an exciting theme’ !
Had he said ( merely ) that it can be associated with six »asas ( and had he not said
dipf.cwmubewywynm’[z ), then there would be the undesirable contingency of that
(i.e. é‘ii:\f,tﬂ) being included. ” As for the sentence ITeal g qrged Iy 7 a8
gegadagad, (p. 116 ), we think the na should be dropped ( Raghavan notes that MBB,
M and G omit it ). If we do so, the translation of the sentence will be as follows:
« But §anic uses only the sdtivati style, and therefore this ( gqualification, namely
sattvatyarabhativrttisampannal ) is quite sufficient to exclude it. ”

( Continued on next page
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I s 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 §inta)?' Had he
(only ) said that it can be associated with six rasas, excluding $pigara and
hasya, ( without adding the qualifying phrase diptarasakavyayonik), santa

¢ 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 Arabhati,® they are automatically excluded
(since they belong to the style Kaifiki). But §anta 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 $anta, is evidence for its existence. S‘mgum however would be
possible (in a Dima ) because (demons) make love in a violent manner.?

. Hasya is helpful to §pigara and therefore 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 fanta).

Because ( fanta) is common to all ( rasas), it would be improper to
name especially a colour® or god® (that is appropriate to it, as one has

Continued from previous page )

Abhinava’s point is this : all the six rases are diptarasas, except for Santa.
This word, therefore, excludes anta, for otherwise there would be no point in saying
diptarasa, since that is just what the other six are (though this is in fact w rong, since
there is no reason to believe that Bharata uses each adjective to exclude something ).
Burely this i¢ tantologous in the sense that it is an explanation of gadrosw, Bharata is
not so subtle as Abhinava wants him to be,

1. In ap important articla ( Vrtti in Dasaripakavidhdanddhyaya of Abhinavas
bharati, B. 8. 0. A. 8. 1963, p. 113 ), Professor Wright translates Abhinava’s comments
on the Dima passage. Unfortunately, he has been mislad by the use of the word syat
into misunder: standing the passage, The passage in the 4, Bh. reads ( Vol 11, p. 443,
1-3) : EFg GFAeIHge OfiAt SranTET 9 THFTETATS TgHT U450 e qan:
HTfE=TE TG | This Professor W right translates as follows : “ All is as in the
ndtaka, the only difference is the incompleteness of sandhis and rasas. diptarass —
enjoins the use of §4nta since (in its normal sense ) it would be ( taatological, being )
synonymous with the injunction that it shonld have six »rasas to the exclusion of
i $rigare and hasya ”,

of §@nta ” but precisely the opposite, namely that unless this fLrlJertne were there,
§antarasa would be included, which is precisely what is not wanted. Santarase is
excluded from the Dmrrz, not included, as is clear from the Santarasaprakorana,

But §antasya prayogah sydd does not mean © enjoins the use

Parydyera in the above quotation iz obscure, and we can make no sense of it.
2. Note that bhaydnaka is associated with drabhari! | N8, 111, p. 106. )
3. Abhinava has taken this notion of demons mnl\m;: love in a violent manner
from the N & definition of Raudra, Vol, I, p. 322 ! IFRA T: HTI3 969 T=90 |
4. The colour of {Guta is svaccha ( Vol I, p. 298—svacchapitan lamadbhutan),
5. The gor{ of énta is, note this, Buddha ! NS, Vol. 1. p. 299 :

“ g9 IrASTSISER 7 TR qEOATR: FET UEh | 3T B SR 93E] av |
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done for the other rasas ), but they have been invented ( by some ). And so the
reasonableness' of anfa has been shown. Its truenature is hasya. (2!)?
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 it is more important
than any other (rasa), and that it pervades the entire plot (7). 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 islike a very white thread that shines through
the interstices of sparsely threaded jewels. Ttassumes 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 ) turning away
(from the Atman ). 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 ( antarmulchavasthabheda ).

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. Following the reading upapaitié ¢a in M. and G. ( Raghavan, p. 116 ).

2. Does sattvabhdvah ‘mean sattvikabhaval 2 © Its sativikablhdva is hdsya |
But now can hasya be regarded as a sattoikabhdpa ? Raghavan implies that this is
gorrupt, Perhaps we could emend as follows : §anto ki kdso ‘aydt, Hdsa would stand
for the smile of joy. Or one thinks of Siva's attah@sa. Note the idea of the white
colour associated with &inta.

3. Raghavan implies that this is corrupt. But perhaps the meaning is this :
vira and bibhatss tend to lead towards §dnte, Bibhatsa, because it creates jugupsd,
vira, because after all it is the major rasa of the Nagananda,

4. We follow the reading anupabhogitayd ( as in Raghavan’s 1940 ed. p. 105 ).
In the 1967 ed. ( p. 116 ), Raghavan has adopted the reading abhinayopayogitayd. Thus
the phrase abhinayopeyogitayd mahdphalatvam would mean : “It stands to reason that
it leads to a great result ( namely moks ) by reason of its being useful for acting.” But
we cannot see in what sense $Gnta can 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. Is sadharanatayd a rveference to sidharapikarans ? 1.e do the vibhdvas
etc., undergo the process of depersonalisation necessary in the theatre ?
7. Lokottaranandanayanem is a bahwvrihi compound : WIH

afe, |
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Therefore, what others say,' namely that this restriction on numbers is
because only these nine 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. 1t 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 bhakti,

Dasarupaka, 11, 4 and commentary thereon :

o T —
wETaEIsiaTEiv: gumEEEE: |
feqtt fereg il SR Z2aa: 1|

Avaloka :

AT SFShIMTEAT AT ae, JfFe: ST, e
RramsmEeT:, T2Aa: SR dRE:, 39 A ST
Rrrge: 9gq o el 55 W e |

ot T R a3 anfen vaore Bl mee |
a1 9 [H -

qEEEAYRE FEEe 3= T |

T W SEEe "eqsHERREE: ||

1, Of, the 4, Bh. I, p, 298 :

TOTER OF T I [ | dameash mrirnfiadamat weati agze-
g (el gasvmmEdged |

“We already said earlier that there are only these many rasas. So that
when Bhatialollata says that really there are an endless pumber of rasazs, but that
these ( eight alone ), since they are familiar to the audience (pdrsada ), are fit to be
portrayed, he says 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 bhaydnaka !

3. This is not a very good argument since surely these feelings are different
in kind from $rigara,

XZ1
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Dasarupaka 1V. 35 and commentary thereon :

TR BT T T4y M9 T |

FHAM FEATE: YR T 1) i
| & AW A ARAHAFAT BAfTET: | qd wuwg: — A
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Dasarupaka 1V, 45 and commentary thereon :
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Translation of the Daaruipaka, 11, 4 : *

Now the definition of the dhirodatta (nayaka )? 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 Dasariipakavaloka 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
Era?;e_ 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
(mayaka) 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 see that you are not yet satisifed, so why
have you stopped devouring me 77

Or as with regard to Rama (it was said ) : “

« 1 did not perceive the slightest change in his appearance, neither
when he was called to be conseerated ( 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 IL 1-2), that ( special mention) is intended to show that
those qualities are present in this particular (hero) in a very great degree.
Objection : How can you say that Jimatavahana and other similar heroes,
in the Nagananda and other such plays, are exalted ( udatta) 7 Because
exaltedness means superiority to all others® and is possible only in the case of

[ ————————————— — ——— —

1. We have used the edition by Pandit Sudarshanachirya Shistri, printed at
the Gujarati Printing Press, Bombay, 1914. This contains a brief commentary, mainly
on the Avaloka, by the editor.

2. 1Itis somewhat odd that Dhanaiijaya should give, as one of the four types
of heroes, the dhirasanta (p. 36), if he does nob allow $dintarass in dramas,
Apparently he has in mind Carudatta in the Mrechakatika. At the very least, it is a
bad choice of words, Note the definition of the &antandyake : QIHFIIITIHE Eirg
5[17\% fe=nfEs: ; which would rule ont Jimitavihana, who is a Vidyadhara,

8. Nagdnanda V, 16.

4, Mahandtake IIT, 23.

5, The point seems to be that sthiral had already been mentioned in 1L 1
among the general characteristics of all nayakes. Kesameit construes with sthairyadi
nam. 1t does not refer to people of a different persuasion (i.e. kesdmeit matanus
sdrena ). Before vigesalaksane we should understand the word ndyakes which makes the

sense clearer.
6. Vreti here does not mean behaviour . It means only * existence . ;
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4 man who has worldly ambition ( vijigisutva ).! whereas Jimatavahana 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 happis
ness he receives from his kingdom be compared to the happiness he derives
from massaging the feet of his father? Is 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 7 ** *

And also ( in the following verse ) :

“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 Jimutas
vahana .3

Therfore, because Jimitavahana is predominantly peaceful and because
he is very compassionate, he is a santa hero,* like a sage who has subdued
his passions. Moreover (?7)° this is improper, that having introduced
(upadaya) a hero who is without any desire for the pleasure of kingship, etc.,
the poet has indulged, in the course of the play (antara), in a description of his
intense ( fathabhita ) 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. VFijigisutva literally means * 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. Naganande, I, 6.

3. Nagananda, 1. 4, in the prostdvana, spoken by the Sitradhira to intros
duce Jimitavabhana,

4. We take santaid to construe with asya. In this case the argument is for
Jimitavahana's being a dhirafintanayake. But surely the whole point of the pérva-
pokse is not only that he is such a type of hero, but that this should further imply that
the rasa of the Ndigananda is $ania,

5. anyme ¢m means “and further, moreover”. It cannot construe with ayukiam
(to give * there is something else that is improper " ), because there was no first thing
given to which this wounld be the sscond. The construction is nonetheless peculiar,
Understand idam between auyac ta and alra : anyuc co idam atriyukiam, But itis
odd that the Parvapaksin should use an argument against himself, For he claims that
Jimitavihana as a diiradinta hero should not be open to sexual passion. As Dhanika
will point out, this must be used against him, W hy then should the Parvapaksin have
provided such ammunition? However, since Dhanika accepts Carudatta in the Mrecha-
kalike as an example of dhiradinia, though he is greatly interested in sexual love, it
is consistent on his part to use this as an argument against the possibility of dhiras
&inta in the case of Jimiatavahana,
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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 janta heroes.

Here is our reply ( to all the above points ) : First of all ( tavad), the state-
ment  Exaltedness means superiority to all others” is not inappropriate to
the case of Jimutavahana and others ( as you claim ), because worldly ambition
takes many forms. If anyone exceeds others in heroism, or in liberality, or
in compassion, he is said to be * possessed of worldly ambition . This
;iescription 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 to
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”,
gtc., it is true that it shows (Jimatavahana’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
others. 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,
dome to it for protection ( from the the sun ) . *

On the contrary, the description of (Jimfitavahana’s ) love for Malayavati
which is not in keeping with antarasa, ( asantarasasraya) rules out his being

1. The Pareapuksin is objecting to Dhanafijaya’s definition of the dhira-
§intanayuke (11,4 ). He says that this definition is not realistic, but only technical,
For it says that the dhirasantanayaka is endowed with the general qualities of a
nayaks. These include such qualities as vinitatva, madhburatvae, daksatve, ete. Now
these qualities are not all possible in the case of a dhirasanie hero, because they are
inconsistent with the state of being without desires which follows from his being a'
dhiradinta hero. It is only technical or formal since it is a consequence of his being
a hero (in general ). Since the possession of the general qualities is thus unreal in
the case of a dhirasdnta hero, it cannob be said to distinguish him from the other types
of heroes (abhedakam ). This means that according to the Piarvapunksin, the definition
of the dhiraédnte hero as given by Dhananjaya is unscienbific. One cannot help
agreeing, for surely the differentiation that Dhanaiijaya makes (namely that heisa
dvija and has the general characteristics of a hero ) is hardly copsistent with §anta in
any form. 1bis, therefore, most surprising that Dhanika, although he takes up and
answers all the other objections, does not deal with this one ! 1t is almost as if he were
admitting its justice. Could this possibly mean that he is himself criticising his brother
under the guise of a Parvapaksin ? ‘
2. Sakuntald, V,T.
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a ganta (i. e. a dhira§anta ) hero. The state of being tranquil involves the

absence of egoism, and this is naturally met with in the case of learned,
Brahmins etc., and therefore learned Brahmins, etc., are really $anta heroes in .
the real sense of the term and not simply in a technical or formal way. In-

the case of the Buddha and Jim7tavahana, 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 Jimutvahana is compassionate with desire

(sakama).! Thus it is established that Jimatavahana 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 TV, 35:

There are a great number of differing opinions among disputants in
the case of santarasa. Some say there is no §intarasa 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 (vatha 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 Jimatavahana’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 which of the two senses of sakima and niskama is

meant here. We have translated them in the @i sense of the terms, But Sylvain .

Lévi has translated this line in a discussion concerning types of nayakas ags follows :
“ En outre, Buddha et Jimiitavihana ne peuvent étre classds ensemble; 'un et 'auntre
sont des modéles de compassion, mais 1'un est étranger & Pamour, autre y est sensi-

ble. ” (¢ Théatre Indien "y p. 66, 2nd ed. ) We take it that Lévi refers to his love

for Malayavati.
2. This first criticism, that Jimatavahana loves Malayavati, is of course true,
It is a fanlt of the drama, for in actual fact the description of Jimiitavihana wonld

( Continued on next page
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sense-objects and detachment from sense-objects subsisting in one single
character.! And so utsaha ( energy) connected with dayavira (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 i

TRANSLATION OF Dabariipaka, TV, 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 )

geem to preclude his falling in love, We are given absolutely no pyschological prepara.
tion for this. Quite the contrary, we would rather expect him to remain detached, if
not actually repelled by sensual contact. 1t is only the Parvapaksin who seems
aware of this when he calls it ayukiam, As for his attaining lordship over the Vidyi-
dharas, this is perhaps the weakest moment in an altogether weak play. He does
absgolutely nothing to achieve this. Itis bestowed upon him by Gauri ( what is she
doing in this supposedly Buddhist play in any case ?) in asingle verse at the end of
the play, and this must strike any non-devotee of Gauri as highly inappropriate,

1. Ekanukaryavibhavdlambanan means  as subsisting in one single character
as their locus ” : ekanukaryaripah yah vibhavah, taddalambanau” tadda$rayas,

2. This refers to page 144, line 21 :

TR SrEdEtat gefaet gee aEadaEad yEEen |

3. Note Raghavan (% The Number of Rasas ”, 2nd revised edition, p.51);:
¢« The critics who do not accept fanta ate mainly writers on Dramaturgy proper. They
think they are loyal to Bharata by denying if. This attitude begins, as far as extant
works go, in the Dalaripaka, the model and source for many a later work on Riapaka,
Dhanamjaya and Dhanika, both refute it and argue for its impossibility in drama.

ARty Hfaa wg gfewi=g a9 |

From this it would appear that Dhanamjaya denies Santa only in drama but accepts
it in Kdvya. But,as a matter of fact, Dhanamjaya, as interpreted by Dhanika, does
nob recognise it even in Kdoya ( see p. 124) ", S.K. De says more or less the same thing
in his arcticle ¢ The Sartarasa in the Niiya Sastra and the Dafa-Ripaka™:
« Dhanamjaya himself would object to Santa only in the Natya, which requires tha
delineation of the Rasa through its anubhavas, ete. ; but he would permit it in the
Kavya, because what cannot be acted can ab least be described. But his commentator
Dhanika would not allow &inta even in poetry. There can be, in his opinion, no such
sthayibhaoa as $wma or nirveds ”. Both De and Raghavan follow the reading in the
NSP, ed,; see addendum for discussion,




ABHINAVA’S PHILOSOPHY OF AESTHETICS 151

(Karika ) : *“ Santarasa ( .i'mm;pmkm'._sa) 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 fantarasa 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 readers who can be said to aesthetically
enjoy Santarasa 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 §antarasa is as good as already described,

1. This is a difficult passage. Haas reads wirvacyah, whereas Shastri reads
anirvdcyah (which he interprets, wrongly we feel, as valktum adakyak); we accept the
latter and translate it as: “ need not be ( separately ) mentioned ”, Samaprakarss
means the same as fantaraso (see bhayotharsa in the sense of bhaydnake used in the
praeceding verse), For such a controversial subject this line is hardly sufficient,
What are its implications ? Apparently that §inta exists, but can be subsumed under
the other 7asws. However, Haas translates as follows : % The Quietistic Sentiment,
( which arises ) from happiness and the like, is to be defined as a state having that
(i. e. happiness ) as its essential nature”. This is in any case not how Dhanika under-
stands the line. See addendum.

2. Athapi would mean “nonetheless”™ 8o, it would seem thatwe should

understand the phrase : ¥ F TATTE JFTEET TEII: EREAA: G, to mean
that sahrdayas do not enjoy it.

3. Mudita eto.. are of course of great fame in Buddhism, forming a separate
chapter of the Visuddhimagge. They are equally known to the Hindu tradition ( Yoga-
sitra. I, 33 ), Here Dhanika equates them with the four states of mind mentioned
in IV, 52, where vilkdsa ( expansion ov dilation ) applies to &rngars and hdsya ; vistara
( exaltation or elevation) to vire and adbhuta ; keobha ( excitation ) to bibhatsa and
bhayanaka ; and viksepa ( perturbation ) to raudra and karuna, It would seem that
$anta arises from wupelksd ( which is correct ), which would then be assimilated to
viksepa (1). The construction of Dhanika’s passace is somewhat complicated, Our
translation best explains how we have understood it, ( Note that we have emended
pradurbhavat to pradurbhdval ),

XX1n







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 virodhalarikara, but the verse is interesting for completely different
reasons.

Here is the verse along with Abhinava’s remarkable commentary on it:

SAREFROTAT FATHT GF0E W | Ja7 A
AT SARE W, @G ST a9
oAl qRESaEETERT T 39726 )
§ ¥ ey framfa BT o
A T T TR agfnged ga ||
o BREHRRT R HaArTeT SfmiEe SR, |
Locana p. 508 :

SAEAAL | FeqEamn & @ e | an AR
01T, & afd ATl B s, W adaTe | AT | w-
AENE, ETER @AY ERanEmE, 99 | R |
SEFAAN AR ER | 9q o3 ¥ FA7 aweEmg Je |
TR | & &1 A AT | TR | gk, &
TRy g meafy wadf fRaewrisa o qar | aqgdas e,
o f& =g W MbEREREaREsEER | T e, | e @k
QEEAREE TG gt gRvaT | dmtr = BRelsames
O | dgedia— AUI@ER gntEar | ar gt o oRERdsTe: o9
B frSasn Bl s g | @ TR SEehnst T g HiAFZYA-
R e e & | Balanid Jotedt | § qyeveany | st Sgf-
i a=T AR FE gfted gaEIsAgE wY | sEady aRaE
ATEROGI AT RNl TR | § 5 qdR | 7 e
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TRANSLATION OF Dhvanyaloka, s

« There is also a mixture of a figure of speech in varieties of dhvani
( other than rasadhvani) as well. For instance in the verse :

«The new and wondrous ( kacit) vision (drsti) of poets which
concerns itself ( yyaparavati ) 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 therein, in any sense com-
parable to the joy we feel in our devotion to you, who sleep on the ocean "

1n this verse, there is a mixture of arthantarasankramitavacya and
the figure of speech ( known as ) ( apparent ) contradiction ( virodha).”
TransLATION OF Locana 111:

« PYAPARAVATI : For we have (already ) said that rasa is identical
with the process of conveyance itself (nispadanaprano hi rasah).* (Poetic

1. D. Al p. 507, 508. Abhinava quotes this verse in the 4. Bh. Vol. L, p. 300.
2, This refers to Abhinava's doctrine, explained in the second Uddyota on
p. 187, ( B. P. ed.) that rase is the process of perception itself ( praliyamans cve hi
,i. e., it is not an object of cognition in much the same way that the stlegin

rasah )
(the subject ) in Advaite can never be the object of cognition. In this sense, rasa is

purely subjective, and is nob amenable to ordinary means of cognition,
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vision is ) constantly engaged in that activity (vpapara), 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 itselfl (unmilanti) by abandoning
(and becoming superior to) the state of the cognition of ordinary
worldly things. And so (1. e. because they are endowed with such a
vision ), they are poets by virtue of their power to describe? ( things in
an extraordinary way). Nava means, it reveals (asitrayanti) worlds at
every instant in ever new and variegated forms. DRSTIH. ( 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 enable (one) to enjoy (such beverages and edibles as ) sadava,®
etc., there is the figure of speech known as (apparent ) contradiction
(virodha).* And so this vision is called * new (1. e. marvellous).” And
the (arthantarasarkramitavacya )dhvani (in the word drsti) is helped by
this figure of speech. 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  obsery-
ing the world before describing it). Nor is actual eyesight ( wholly in-
tended ) (and) subservient to some other suggested sense ( anypapara —
vivaksitanyaparavacya). Rather the literal meaning ( of sight ) passes over

1. This refers to those passages in the first Uddyota ( p. 88 and 104 ) that
speak of gunas and alaskdaras as conbribut ing to the beauty of poetry, In the second
Uddyota ( p. 188 ) there is a passare in the Locana where the phrase SAMUCTEEYURG
lwikdra is actually used, See also Locana, p. 88,

2. Varnanayogit means lokottaravarnanayogat, See KP L. p. 10 ( Jhalkikar's
edition ),

3. Abhinava speaks of sidavs in the A, Bh, Vol, 1, ( p. 288 ),

4. Placea danda after virodhalasikaro on p. 508,

5. This expression, dr:tik (e, caksusam jaanam ) rosin rasayitum vyaparas
vati involves a contradiction, something illogical and queer, and that is the reason
for calling the vision nara ( novel, out of the ordinary ). Of course it is true that the
contradiction is removed later on by taking drstih to mean “ poetic vision” and
rasan rasayitum to mean “to bring about aesthetic experience in the minds of the
readers or spectators ”, but as soon as we undarstand the words metaphorieally in this
manner, the “novelty” or “marvellousness ” also disappears, The words ata eva
nava refer to the contradiction between the prima facie senses of drsri and rasin
rasayitum,

6. Atyantam can be taken both with avivaksdtam and with asembhavabhavat,

The idea is that this is not atyantatiraskriavicya (a subvariety of avivakyiiaracyas ),
because the literal meaning of “ sight "’ is slightly retained in the sense that 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-
yijiana ). This passing over (into another meaning ) is helped by the
figure of speech known as contradiction .2 So, Ananda will say
« (there is the combination of arthantarasankramitavacya ) with virodha-
Jankara ®2 (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 ( vaipadciti ) 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.”
1 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 f urniture, etc.) from somebody else’s house

in order to entertain (a guest).”

TE DVE API : One sort of vision alone is not sufficient for accom-
plishing a proper scrutiny and interpretation ( nirvarnanam ). Visvam (in
addition to the sense * world >’ ) means “all”. Anisam means again and.again

1. The compound aindriyakae pijiianabhydsollasite ( where wllasite must mean

gsomething like ® being the result of ) can also be understood in a totally different
way : We can split the compound after aindriyam, and readkavijidéne. This would
then translate as : © The result of tho repetition of the ocular perception (of the world)
on the part of the poeb ™.

2, How is the arthantarasankramnitaegeyadhsans helped by virodha ? The
point is this : the initial contradiction between drsti ( eye-sight ) and rasdn rasayitum
bringing about the experience of physical flavours or

oydaparavaii ( engaged in
arthintarasaibramitavacyadhvani,

tastos ) is responsible for giviag rise to the
The suggested prayojonc in the ajohallaksana is pratibhauasys  atisphutatvamn
( extreme clarity of poetic vision ). Had the virodha (i.e. failure of the literal sense
of sight ) not been there, thers would have baen no ajoshallaksand, and consequently
the arihantaraseikramitavicyadhvani is

no suggestion of the prayojana. Thus
Q0 virodha is anugrdhake of the arthan-

gupportad by (or based upon ) viredha,
tarasankramitavacyadivani ( which is the anugrahys ), Virodha is the wigae and
arthantarasaikramitavacyadboani is the aigin. Bo thisis a case of anigdigibhava-

pankara or tt.uugrtikyE'mr.y-ra]a(nkrl,bhﬁ.-i'msm)‘zka1'1;.
3. P.510,
4. Remove the danda after te avalambyeti on p, 509, since this is park of the
series of three quotations that 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 .
Srantah 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 ! THVADBHAKTI.
You alone are the true nature of the highest Self, the essense of every
thing. “* Devotion to you’ means infusion with devotion preceded by
faith (sraddha), etc., which (infusion) arises in due order from wupdsana
(adoration ), etc. We have not obtained any (joy) (even remotely) com-

1. Abhinava uses this samae expression on p. 97 of the Losdana, in explaining
how a poet, even though he be gifted with imagination ( pretibhi) must nonetheloss
put in hard work in the form of revision, ete.: I=fT W@ﬁ?m, CRIEIEAR RS
frfer et fareeamo HEEsTEafd | Of course the two terms are slightly differ-

ent in meaning,

2. Place a dands after idam itham iti in the B. P. edition,

3. We take pardmarés tn stand for pratyalsa in general, rather than for
lingaparamaréy ( i. e. as part of anuwmdanm ).

4. Mithyd refers to poetic knowledge, because, as Ananda says in the fourth
Uddyota ( p.527 ), quoting some unknown mahdkavi : “ The literary utterance of
great poets is glorious, For it canses various ideas to enter the heart ( of the reader)
and appear (there) in a form which is different, as it were, from their real form ”,
The Skt. c¢haydi for this is: SN RIGIE SR RIGES EETFI a7 faazafa | «@9-
ﬁ‘Sjl‘qH’ g1 sl FHzRET=T it 1| See also the fine verses by Ananda quoted in the
third Uddyota, p. 498. See above, p. 12.

5. Woe propose placing a dandn after yoganidrayd, which is the word added
by Abhinava to bring out the implication of abdhiftyanas. “ You are lying on the
ocean in your Yogic repose. ¥ W@WHJ U GT{”@[@‘:(%I"’:.:T, IR IEIES H W&:, should be
taken as a separate sentence. Cf., on the notion of Yoganidra, Raghuvaméa, XIIL 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 beganby 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 believe that rest in devotion 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 ( pariniseite ), 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 Godis far superior
(prakrsyate ); and that aesthetic pleasure ( rasasvada ) is only the
reflection ( «vabhdsa ) of a drop (viprus) of that mystic bliss.

But ordinary worldly happiness is for the most part ( praya) inferior
to even that aesthetic delight, 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 alankarikas, and only very rarely among pure philosophers, for reasons
that still puzzle us) were able to draw upon this precious analogy of religious
experience and aesthetic experience, and to make their own contributions.
It is not our purpose to provide anything more than the briefest glance into
some of the more noteworthy passages in which interesting distinctions can

1. Is Abhinava just guessing that this is the case from the single poem here
given, or is he actually privy to some information about the life of Anandavardhana
that has not come down to us? One might be inclined to helieve that he is simply
saying what has becomo a cliché (ef. the popular notions about the life of Bhartrhari,
the author of the fatmkatrayem ) namely that oneis first inclined towards worldly
life, but eventually, in the wisdom of age, one comes to religion. But here Abhinava
says that Ananda was first a devotee, then went througha middle period of interest
in postry and philosophy, and finally cama back to religion, Thisis too wnusnal to
be simply invented, and we think that the likelihood of Abhinava reporting an
acbual detail of Ananda’s life is strong. Otherwisa tho expression prathamam would
be out of place, since thera is nothing in the verse itself to warrant this assumption,
This is important, because it is the only detail that we know of his life, for no other
legends or reports have come down to us.
itself ( and not to an earlier work ), But we have not come across any explanation in
oar reading of the text of the Locana, A puzzle,

2. By ity uktam prag asmabhili, Abhinava must be referring to the Locana
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be found. One is found in the Vyaktiviveka of Mahimabhatta.! Mahima
is objecting to the use of the word visesa 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 *.* Mahima means
that one cannot use the expression kavyaviesa, 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 : ®

“ 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 ( tatal)
when ( he ) is immersed in his own true nature ( svar#pa) and he is unaware
of any outside object (nirvisaya), his own deep flow (nisyanda) of joy
becomes manifest, by which even Yogins are pleased .°

Madhustdanasarasvati in his Sribhagavadbhaktirasayanam, 1. 12,
differentiates between rasasvada and brahmasvada. He says that whereas
brahman is sar (existence) and ¢jnata (unknown by ordinary people),
worldly objects like a beautiful woman, etc., are knowable (meya) by
means of valid knowledge. But a beautiful woman, etc., as presented in
literary works appears to the sahirdaya in the form of pure consciousness
( caitanya ) as limited by the beautiful woman, etc., when the covering mantle
disappears ( mayavetitirodhane, paraphrased in the commentary as wvyavarana-

1. VV.p. 100 ( Kashi Skt, Series ed, 1964. )

9. VV.p 100 : 9 9 g=¥ BFEw: gwafy fomraaaEsgErae |

3. VV.p. 100 : 3218 —

TS SAEIAI: GG @ | GarEE e g a g 1|

qar frfiraener aETEET s | sy gl 39 get e |

4. We take piathya to mean : * anything to be recited ”, and thus it can
denote the recitation of the mandi, the recitation of the speeches assigned to the
different characters, and also the recitation of non-dramatic poems. Dhruvdgina
applies not only to the songs sung in the parveradige, but to all songs sung in the
actual course of the play, such as that sung at the Lime of the entry of a character
( prave&iki dhruvd ) and that sung at the exit of a character (natshrdmiki ‘dhruvd),
Ruyyaka ( in his comm. on the VV., p. 99) takes pathya to be a reference to Kavya,
and dhruvd to be a reference to the Ndarya : qrﬁ[ﬁ{?ﬁl’ﬁm, gammﬁ%amaﬁ‘ggﬁa
AR EEETETEE | A9 § TETS 929 EEET ) Note that Ruyyaka,
p. 100, takes #sya as a reference to the reader or spectator : wsya sarvayituh,

5. Gnoli (op. cit. first edition, Rome, p. 57), says thabt this verse is
8 eiabissnn certainly from Bhatta Nayaka, *
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tirodhame ), 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 ( paramﬁnmular:}pavi._myoyc‘uimr[:t) and because there is the non-percep-
tion (abhane) of the true nature of pure consciousness as it is limited by
worldly objects (!a!fa(fm‘(lf(‘hfr.'.fi!(l(.‘(lfftm_]'c‘lla's‘al'ﬁpa'),1 there is neither immediate
release, nor any damage to the self-luminosity (of pure consciousness )3
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 ) 7.

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. We propose reading tattadavacshinna for caitanyavacchinna, because this
latter makes no sense, ILf we read the former, tattad can refer to kantddivisaya. The
expression tattadavacchinnacaitanys actually oceurs in the commentary, in the fourth
line from the beginning.

2, BR.L12:
HaaeE 9EE 84 FrEAEa |

raTaRfERT 3T aeTeET R
Note the commentary ( by M. himself ) :

T TS AR A S e A T a1 gfm @-
STTART AT |
3. BR.L13: gq: T aame—
aTEETE e Aty gt |
e Taat anf sreafEEE |
Note the commentary : HfFHE 7 fraEkaen T SO
ST AT |

4. Prasannardghava, (ed. by V. L. 8. Pansikar, N8P, 1922, p. 6 ). prastarand,
verse 23 (last stanza ) :
T wEEeT 9 F qeesHEdr 394 & 6
SRR gfe g oty ' gl FAR 1l
Note the pun on the words lokottare puwnsi 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 Abhinava
uses this term.

(5) Both experiences are anandaikaghana.

(6) In both cases, the distance between the subject and the object is
removed. Thus Abhinava stressed that rasa is not objective.

(7) 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 feeling 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 something that is ‘¢ created **
anew, but something that is * manifested ”, or *‘suggested ”. Rasa is not
“ produced ”, it is “suggested . So also, the identity of the atman and

1. SBee also the Brahmasiddhii of Mandanamiéra, Ch, 1, p. 5, Kuppuswami
Shastri’s edition : YF T @I varer (#ar=a ) AT Zs49 |

2, Note what the Swigitaratndkarae, II1, 1266 says : ﬂmfﬂﬁﬂfﬁﬁ Eﬁi’il

The Bhavaprakesine, 11, ( p. 53 ) also deals with the distinction between
rasdsvdda and brahmdsvdda and then ends by saying :

FEIUC RO e s e et e ol

Saradatanaya, as is clear from Ch. I, p. 26-27, and Ch, II, p, 47, does not accept
santa. However, at 11, p. 48, a certain Vasuki is quoted who does accept &ants,
On this problem, see Raghavan, “ The Number 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,
just as both Ananda and Abhinava use the same expression for rasa.

(11) In Vedanta, avidya is removed by means of §ravana, 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 krtakriya) 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 L. 9) which is useful for illuminating
objects, but which is not the goal of our efforts. Similarly, in Ved&nrc},
Saikara 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 :'

« Aesthetic experience ( carvana) 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), simile (upamana) and others. It is also (an experience ) different
from the indifferent ( tatastha) 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 (anandaikaghana)) 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 differs
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. 4. Bk.I1,285. Gnoli, p.21:

f FelfeFfmaIReaEaegaa3d 95 | g1 9 SAIGAEEAnaEiEe
 E IUEIC BRI EIE ety B b A e CA S b ERG (B G e e R (e I e R e U
TR A AT R, Ol aq S R A A AR A AT

gagl-AafEaET |
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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
mumuksa.

(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, ** entertainment . It
is perfectly legitimate to give curiosity as the reason for wishing to see any
given drama. But to say the same of religious 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 Stri we read :

L. E. g. Gaudapada, LI, 47 : ®&%4 =0 afgivased §@gOAY | Ananda-
vardhana is quite clear that such an adjective can never be predicated of dhvani :
45T HERaRzauITaaIeddHT FaUAEaArETEgR s a wdeFmEa | (0. Al p. 162-63).
Sahrdayahrdayasemoedyam is not ambiguous 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 “knowable” which is not the same thing at all, Moreover, this is confirmed
by the passage in the D. Al p. 33, where this adjective is given as part of the
anakhyeyavada, We feel that it is quite possible that Abhinava himself, however,
did not really agree with this position. It is interesting that he does vot comment
extensively on the andkhyeyavadu except to hint that it is a Buddhist position, with
which Ananda has dealt elsewhere ( Locansa, 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 ”. !

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 . *

“ The manager is the ego. The audience are the sensc-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 ) ”.®

“ Whatever forms can be imagined with the mind, illuminating all of
these, he becomes the Witness of all of them. By himself however he is be-
yond the 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 cease, then the Witness alone
T [ e

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 Narendraprabha Sari, ed. hy L. B, G. J. Pandit,
Oriental Institute, Baroda, 1942 ( G, O, 8, XCV ) :

TAE g A9 AT g9 e | ATEd g 49 {EET =@ gee

The Agnipuriia too uses the same terminology as Abhinava :

gk U e gAEETs GY | YEEY 95eaa daed ST |

AT GEEEE A9 § FAE9 | AR 61 99 A9-aTHeRianaan |l
Ch. 309, vv. 1-2 These verses seem to us clearly derived from*Abhinava,

2., Paficadadi, X. 11 :

FEefyal fin g9 gvia aaaeg | AeaEEEe aaaEsi dead

8, D X4

FEHC T g e adA Ak | aeiadegtn S anagaes: o

4, PD. X 23:

quz T Fedd 4EAT TUERTA, | g9 96 wiEnE S angEanEac |

6, PD. X, 24:

w4 qgEAT AW G S R | SFERIEIEET |ERTERA o

6. 7. Al Vol. I, p. 30, part two, second @hnika, under verse 35 :

qq7 At qfgan HETUTSEd: | SN Hweded adr aEiidgraty
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APPENDIX

r
LATER WRITERS ON Santarasa 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 seen are the Kavyaprakasa, the Sahitya-
darpana and the Rasagangadhara. There are two areas in which we are inte-
rested : $antarasa and rasasvada. The Kavyaprakasa is quite brief on §anta-
rasa. At 1V, 29 Mammata says :

! 1 i = = :
“ Srngara, hasya, karuna, raudra, vira, bhayanaka, 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 ehau va hare va kusuma$ayane va dysadi va as an example
of santarasa.’ It would seem therefore that according to Mammata, $antarasa
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 §anta as a ninth.

: Visvanatha, in the Sahityadarpana, 111, 45 ff., has the following remarks

on SR:

Sahityadarpana 111. 245-250 :
oY AT —
T THEATANE ITATFTT: ||
Fggaer: AATIuEaT: |
st ETEr g 4 )
TEAEEY a1 @Ay |

» n

U1 ARE REEAETaaTET: ||
e TYETHE T TETed [EIq&qon: |
QAT EEE eEafaEi |
FrATE TR A |

1. Accordlng to XKsemendra, Aucityaviciracarca 29 ( Minor works of
Ksemendra, Banskrit Academy Beries No. 7, Hyderabad, 1961, edited by E, V, V.
Raghavacarys and D. G. Padhye ), this stanza was written by Utpalarija. Kosambi
(* The Epigrams Atiributed to Bhartphari”, Bharatiya Vidya Bhavan, 1948, p, 85)
includes it among the Saméayitadlolas, as no, 213,

Fl
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TSR] TG T
FAE T OFGF T G5F TIET GAPK: |
Feashzafagaraaal FemEaoe ¥
faog: sw: 51 sgdifaeg Bzt |
gfSeqg WETHRART 22541 |
frEarETERaEatT 4 ||
TEARAT & AmAREl SHTeAEARveal  AerIE g o
R AR EEFRTIH 7 TAY | OFaE]  SEEROTE -
R qaATs aAFGHIANET | AT ATeal: AFRas FEaTE. |
aa 03
‘T aA e T g9 7 fHar T W0 T 9 smfEEEs |
T | AEE: Al gea: gag Ay gasam: ||
EFETE TFAE AlEEeEEEEETTREITEl agaEe guaatd-
AR AT —
TRATREIEWARIA a: T § 9 g |
Wamty qaferaams: fafay 9 f&een )
FefegEE s ARG aEE R |
3% B—

e HMGE B 47 B4 ARG |
quiEIgEely ded: Siealt a1’

gafFEERfEaE At 99 |
SR 3TERIETET ||
s TR R AR AT |
b [ (\’
a3 2ganaea dagar

FaT AOEAIHE GUIAREE 8-

=g FHidE Brfa Feamsafegea. |
s AT Bger Tl BaEa

gz RatEEE Tt B |
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« Santarasa has calmness ( sama’) 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 Nariyana as its presiding deity. Its alambana-
vibhava is the emptiness (or vanity ) of all things because of their transient
nature, or it is the nature of the supreme Self. Tts wddipanavibhavas 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 $antarasa ) is to be seen in the Mahabharata,
etc.

* Dayavira ( in which the sthayibhava utsaha is based on or is con-
cerned with mercy or benevolence ), etc., are not identical with this ( fanta),
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, Jimatavahana’s love for Malayavati, and in the end his
attainment of the status of sovereignity over the Vidyadharas. .S"&nta, how-
ever, cannot be included under dayavira, etc., because its exclusive nature is
the extinction of egoism in every way. Hence 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 §antarasa 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 bhiivesu samapramdinah, while in the Daaripa, under

IV, 45, the reading is sarvesu bhavesn Sowmapradhdaneh,

XX1v
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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 T 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 Gauri, destroyer of
Tripura, three-eyed Sambhu, be merciful towards me 1o

The commentary of the Sahityadarpana on rasasvada, while interest-
ing, is too long to include here (see SD IIT. 1 and ff.). This and the com-
mentary of the Kawyaprakasa on rasasvada (111, pp. 91-95, Jhalkikar) are
readily available, since there exist translations into English of both these texts
( see Bibliography ). The Rasagangadhara, 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
o
o S
¢ grER: HE: WA UE! ARSgaET |
el WEAT AvEa & a9 ||
Rl | P S A |
- ﬁ ‘o___

¢ SgRr TS 9 acawErd |
SERE @ A A e 39 ||
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A | FEW T 9N | a9 & 92z YatwE:, 92 @heek-
©FT | ANSEHA TEET 7 @R AEFEWET | T 9 A
TAMERE AT AT F AT TRRIE J59 | 96 RTINS aafea-
JRITFAAT ATGTATH: | 4 = 928 FARET AETFE0 T9-
FraATEeTaE s FEmaERE Raraaia saar aikq aawf
e, ag agash ger | e wEn femadEt A g amr-
el AvEmersT: aE wEEE 3 99, T3 gt
FEABIR ATt (AR AT Fihegard | Avataammrae a5 PifE-
EEK AT GaRMaEe agaae guosAnaag e aaE.
qiA AvaEa BREENT: | od 1 7 Sy dfaeEe

HERA @l AN A Tg5 |
qZATE, a9 Hiaa W w@\rEd a9 ||
giRar @iasti ol @ erdifa sagenfias | W @13 @At @ Ardl-
WGEETY T AFFAAEARARTA I TRET AT sues-
JwattgaE= Fied qIsad WEE: | %d oA ‘S8l A @ W’ -
F# ‘ararsty A @ g e SrgyEneTy: |
Rasagangadhara*

Rasa is ninefold, because of the statement :

’ . 2.
* Spngara, karuna, santa, raudra, vira, adbhuta, '

2

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 Sama is impossible in an actor, there are only eight rasas in drama; !

santa 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 have used the KM (12) Ed. 1939, p. 85 ff, i
2, We do not know where this verse could vome from. We take it that

Jagannitha is saying that it is based on the Ndtyadisira, not that it comes from the N 8.
3. Atrm means : asmin vigaye, namely rasasaibhkydvisaye,

4, Apare includes Jagannatha himself. He of course accepts the existenee
of §antarasa,




170 A=A

$ama 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 $ama, he cannot be
capable of acting in a manner congenial to fama. 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 $ama 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 $anta is by its nature averse to the contemplation of worldly objects (e.g.
music, dance, etc. )7 The reply is that those who admit the existence of $anta
in drama, do not believe that the presence of vocal and instrumental music in a
drama acts as a hindrance to the emergence of $anta, for the very reason that
the result (namely the emergence of §anta) is actually experienced (phala-
balat). If now it is maintained ( by the opponent) that the contemplation
of any worldly object is detrimental to the emergence of Santa, then (even in
the case of non-dramatic poetry ), 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 (tirtha), 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 Sangitaratnakara, it has been said :

« Some have urged that in dramatic compositions (natyesu) there are
only eight rasas. But that is not (at all) correct (acaru — unconvincing ),
because no actor ever actually relishes any rasa whatsoever . *

1. Jaganndtha does not accept the fact that the actor has rasa, Bhattalollata,
however, 4. Bh.,p. 264 (Vol. 1) believed that he does : rasebhdvanam api vasand-
vefavabing nate sambhavad anusamdhibalac ca loyadyanusaranat ( for this phrase cf,
Locana, Uddyota, II, p. 184, last line) Note too Dagardpx, IV, 42 — kavydrtha-

bhavandsvido nartakasye na varysie,

9, Sangitaratnakeras, VII 1360, p, 400 of the Ed. by G. 8. Sastri, Vol. IV,
Adyar Library, 1933, Madras, -

e ———.
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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 $Santarasa has no place in dramatic poetry (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 earlier, and (secondly ) because it has been establish-
ed on the strength of all people’s actual experience 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 rases in drama !

fi=

and concluded his treatment of the subject with the remark : ** §anta too has

2

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 respectively .3
ON THE sthayabhava 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 (nityavastu) and the non-eternal phenomenal
appearances in the world (anityavastu). 1f, however, nirveda is ( not the
result of such contemplation, but is ) the result of domestic quarrels, etc., it
is regarded as a vyabhicaribhava ( a transient mood ) ( since it is of a transij-
tory nature ).

Now here is a difficult passage from the Rasagangadhara on rasa : °

gfaeleadiiamaem FwenT anifo: aggged  aREuradE-
R CE T E IR E S I ERIE ] G (R e s A B N EARTC e 1 o
WA= AR agraeieawi:,  FFawf iedmma,
sgmrfafa: &6, AR semiifey, 991 apviEtaRiT sam-
W TR AR 01 ggeIR A iasrion samE
IR AT ([ATEERIE-GT q2 AradtEane  miatERenarer
@A @ |

1. KP, IV, p. 98 ( Jhalkikar’s edition ),

g, KP., 1V. 35, p. 117.

3. e ke fezarareareral @em: | €161 94 F9mar 9 et saEt o
4

. fenfemgfEresn (ki) fratcmmes G wwentksy

sgtaTdl |
5. On the two kinds of nirveds, sce the 4, Bh., ( Raghavan's ed, p. 1056 ),

surely the source of Jagauniatha’s remarks,

] 6. Pages 25-27 KM, edition 1939,

il
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qI1 A1E; — ¢ 5 | WAL SEWE @ e iR | s
safwATdEA: | ke waEon | @ fe e ffar deats-
I dFEaraeREEf, @ w9 gy, EaEEa At
WA | S soEamt aifgamErggn: | FEEEEET aagens-
aife EEarRifE  afveaatesn | agstEiREtomE s
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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 ( mijasvarupanandena saha) which is
absolutely real (and not imaginary), as it is self-luminous (svaprakasa)
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(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 ) (1. €. it is brought by the function called suggestion ).
( This suggestion ) is produced ( pradurbhavita’) by the appropriate alambana-
vibhavas, uddipanavibhavas, anubhavas and vyabhicaribhavas ( described in
the poem or represented on the stage) acting jointly and simultaneously
( sambhitya). 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 superior to and becomes divested of his peculiar
properties such as being a limited cogniser {etc.).

The vibhavas, anubhavas and wvyabhicaribhavas are first presented by
the poet or dramatist to the reader ( or spectator ) through the medium of
the poem (or drama) which is charming because of the appropriate and
beautiful literary style (adopted for conveying the vibhavas, anubhavas and
wyabhicaribhavas ). 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 vibhvas 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 ( alaukika, 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, uddipakarana, 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. 86, ( Jhalkikar's edition ).
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blissful consciousness of the Self), from which the enveloping screen is ( tem-
porarily ) removed ( bhagnavarana cid). Just as alamp covered 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 efc. 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 form of mental
impressions or instincts embedded in the mind ) and hence they are admitted
(by rhetoricians and Vedantins) to be capable of being illumined by the saksin
(i. e. the atman 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 atman ( although they possess an objective character and
are objective entitities like 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 ( rangarajata). 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 (ufpatti) and cessation ( vinasa)
really belong to the aesthetic experience ( carvana ) of the vibhavas, anubhavas
and vyabhicaribhiavas which are the suggestors of the rasa. Or origination
and cessation may be said to belong to the avaranabhasiga (removal of the
screen in the form of ignorance, desire etc. which covers up the blissful con-
ciousness ). But the origination and cessation are metaphorically 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 wibhavas, 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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bhavas 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 afman, 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 atman ) amounts to the identification of the
mind with blissful consciousness ( fanmayibhavana). Now this bliss is not
comparable with any of the ordinary worldly joys; because ordinary worldly
joys are a property of the mind (antahkarana ), (while this bliss, kavyananda,
is the essence of the atman itself ). ( Really speaking kavyananda is not
identical with brahmananda 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 Jaukika. 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 laukikananda is
cittavrttisamyuktacaitanyasvarupa. 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 evayam
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 vifesanavisesya-
bhava. According to the first statement bhagnavarana cid becomes the viSesana
and ratyadisthayibhava becomes the vifesya. According to the second state-
ment, ratyadisthayibhava becomes the wiSesana and bhagnavarapa cid becomes
the visesya. But according to Jagannatha, 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$a ) is either a visesana (in the first statement ) or a visesya
(in the second statement), and one thing is certain ( or established ) that rasa is
eternal (nitya) and self-luminous ( svaprakasa ), because rasa is vitally con-
nected with the cidams$a (either as vifesana or as vifesya) and the cidamsa is
eternal and self-luminous. Thus from the point of view of the cidam$a, rasais
eternal and self-luminous, though from the point of view of the ratyadisthayi-
bhava it is non—eternal ( anitya ) and illumined by something else ( para-
prakasa or itarabhasya)”. (Hence both the remarks, namely rasah nityah
svaprakaSa$ ca and rasah anityah itarabhasyas 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 ( cidgatavaranabhangah) or the trans-
formation of the mind into the bliss of pure consciousness which is the
nature of the atman ( tadakara, i. e. svasarupanandakara, antahkaranavyttih).
Now this aesthetic enjoyment (rasacarvana) is different from (and is not
identical with ) the meditational trance (samadhi or brahmasvada). 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 parabrahmasaksatkara is not mixed or blended
with the cognition ( or consciousness ) of worldly matters. (It is vifuddha-
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. Sravana, 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) (sukhamsa)?
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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 (VL 21): sukham atyantikam yat tad
buddhigrahyam atindriyam—which means that brahmasvada 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 arman is equated with rasa (i. e. ananda — supreme joy or
bliss ). In the second part of the quotation it is said that having realised
that atman which is rasarupa ot anandariipa, 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 samajika ) becomes supremely 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, the anandaritpatva 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 saf. rasam hy evayam
labdhva anandi bhavati ) and by the direct experience of the sahrdaya.

Here is our translation of the next section : yeyam dvitiyapakse, 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 afman, well,
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that rasacarvana ( or rasasvada) is both $abda (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 abhidha which always precedes vyasrjana. Rasacarvana (or rasasvada) is
aparoksa ( i. e. pratyaksarupa) because its object is atmananda ( aparoksa-
sukhalambanatvat ). Thus rasasvada is both $abda (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
§abda 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 (see 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"mikaradigvijaya even though he does tell the story of his seeking sexual
knowledge in order to respond to the questions of Sarada, Mandanamisra’s
wife, After having studied and put into practice Vatsyayana’s Kamasutra, he
is also credited with a work on erotics :

svayam vyadhattabhinavarthagarbham nibandham ekam nrpavesadhari |
( from Narayapa Ramacarya’s Bhumika, p. 1 to the Amaru ).

The most commonly held belief of the Vedantasampradaya in relation
to sexual love is expressed very graphically by Vidyaranya in his Sankaradig-
vijaya, VIII. 25 ( p. 303, Anandasrama 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. XIV, 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 :

RPN Pt na tu kevalam S$astrasthitisampadanecchaya, and again
o T — 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 Galidavaho ”, to be published in the




190 AFAH

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-
$astra, it is needless to stress the importance of this work for his own theories
of aesthetics. See the present authors’ forthcoming book : Napyaéastra VI,
with Translated Excerpts from the Abhinavabharati”, Deccan College
Monograph Series.

: P. 3, fn.1 : SeeJ. 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 great 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?” Seel
Masson : ““Philosophy and Literary Criticism in Ancient India ”, in the
forthcoming *“ International Journal of Indian Philosophy ”* Vol. I, No. 1,
edited by B. K. Matilal. :

P. 14, line 1 : In Vol. I1I of the NS (G. O. 8.), p. 185, Bharata says
that love lies at the base of all emotions. mFm FFATIAT HIATETIARETE |
At XXII, 99 Bharata says that women are the source of all pleasure ! gaer f§
f%nf’r gey | 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 verse
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. ™

P. 16, fn. 2: By oversight, we omitted the translation of the ﬁrs;
three 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 prajia. * 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 kavyarthasamsritair vibhavanu-
bhavavyanjitair ekonapancasadbhavaih samanyagunayogenabhinispadyante rasas
tat katham sthayina eva bhava rasatvam apnuvanti, found in the NS, VIL
after verse 7 (p. 349, Vol. I of the G. O. S. ed. ), as a reference to sadharani-
karana. 1t 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. TIT. p. 124 of the A. Bh. on the
paramatman and drama.

P. 24, fn. 3, line 11: Cf. A. Bh. Vol. III. p. 309: yat tu bhattana-
yakenoktam ** siddher api natader angatvam vrajantyas tatpakse’ yam iti  tena
natyangata samarthitaphalan ca purusarthatvad iti kevalam jaiminir anusrta 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 Tévara Pratyabhijfia Vimarsini of Abhinavagupta wrote a
long commentary on it, the fragment of which I 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 gunibhiutayangyata 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
§loka 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 niriipayi-
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-
darsanasangraha’), in which he examined critically several different philoso-

xXvn
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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. 1I, Patna, 1955 - We are indebted to Professor
J.W. de Jong for this information). Viveti can either mean® an explanation”
in general, or it can be an actual commentary (e. g. Natyavedavivrti, and
Pratyabhijfgvivrti).  We could translate Abhinava’s remarks as follows :
« Another work * refers to the commentary (vivrti) called Dharmottari on the
Vinicayatika 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-
ttar] 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 namlich dharmottamaya statt dharmottamayam gelesen werden zu
missen.” The reading dharmottamaya is found in the KM ed. of the D. Al

(11935 ed.)

P. 46, fn. 1 : Note that Visvanatha speaks of this Narayana as being
his great—great grandfather (wpddhaprapitamaha i. e. prapitamahapita) SD.
I1I. 2-3.

P. 51, line 12 : cf. NS XIX. 146 ( Vol. IIT, p. 80) :

yasmat svabhavam santyajya sangopangagatikramail |
prayujyate jiayate ca tasmad vai natakam smrtam ||

P, 53, Note that Abhinava in the A. Bh. Vol. ITI. p. 124, remarks
that the spectator does not think he is watching an actor, but feels itis the
original character he is watching : preksakapakse na natabhimanas, tatra hi
ramabhimana iti darSayati.

P. 99, last line of text : In the A. Bh. $antarasaprakarana, Abhinava
twice (once in the case of the jatyaméakas and again for the Dima ) justifies
the fact that Bharata does not mention fantarasa separately. But we find
it curious that Abhinava is silent on the many passages where Bharata speaks
of all eight rasas but omits tanta. For instance : in XX. 72, Vol. III.' p. 105,
Bharata mentions the different Vritis as they apply to each rasa. Santa 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 manu as in the NSP ed. of the Dasariipaka.

P. 150, note 3 : We cannot agree with Dr, Raghavan and the late
S. K. De when they hold that Dhanika did not allow $antarasa 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 Purvapaksin. 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 Dhanafijaya, then the purvapaksa 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 fad ucyate must be the words of Dhanika.
But this also makes bad sense, because if Dhanika is responding to the pitrva-
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 nirfipitah 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
§antararasa 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 tathabhutasya
santarasasya sahrdayah svadayitarah 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
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dantarasa, 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 pirvapaksa, which would, in that case,
never be answered by the siddhanta. It is clear from IV. 45, that Dhanaijaya
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 Dhanafijaya 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 there is no need to mention 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 nirapitah, which
clearly indicates that santarasa can be aesthetically enjoyed ?
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samadhi, 124, 139n, 160, 174, 175.

samnyasa, 134.

Sampradayaprakagini, 18.

samsara, 52, 52n.

samskara, 137.

samyagbodhi, 122n.

samyagdarsana, 122n.

samyagjfiana, 126n.

sanghatana, 15.

Sangitaratnakara, 160n, 169, 169n.

Sangrahasloka, 99n.

Sangrahakarika, 139.

Sankara, IX, XVI, 25, 25n, 30n, 62n,
123n, 161.

Sankaradigvijaya, 189.

Saﬁkhacﬁda, 136n.

Sankhya, 67n.

Sankhyakarika, 125n.

Sankuka, 63n, 68, 68n, 69, 69n.

Santarasa, 111, V., VII, VIII, IX, X,
XIII, XVI (its absence in early
drama), 12, 32n, 92, 94, 96, 96n,
97, 98, 99, 100, 101, 102, 103, 105,
106, 111, 120, 123, 124, 125, 128,
129, 130, 133, 135, 137, 138, 139,
140, 141. 142n, 149, 166, 150, 151,
167,168, 169. 170.

santarasaprakarana, 139n.

sapeksa, 110n.

éaradatanaya, 160n.

Sarasvatikanthabharapa, 190.

sastra, 4, 17, 19, 30, 55n, 66n, 78, 86,
108.

sastranaya, 112,

sattva ( guna ), 77n.

sattvati, 141.

sattvikabhavas, 120n.

Satyakama Jabala, 122n.

Saundarananda, 3, 4n, 6, 107.

savikalpasamadhi, 26n.

screen ( of ingorance ), 172.

sealing wax ( compared to mind, du-
ring literary experience ), 83n.

Self, 67, 131, 132, 133, 163.

Semen ( ejaculation of ), 42n.

Senses ( enjoyment in ), 31.

Sexual analogies, 25, 27.

Sexual intercourse, 28, 41, 42, 43,

" 100.

Sexual pleasure, IX.

Shah, P., 36.

Shastri, P., 52n.

Shastri, Srinivasa, 121n, 131n,

Siddhantasastra, 139.

Silburn, L., XIIL, 19n, 27n.

Sita, 63n, 105, 105n.

Siva, 41, 44, 49, 51, (dance of ), 52,
139n.

Sivadrsti, 33.

sivarasa, 39.

éivasmra, 46n.

S}ivopadhyaya, 29, 30n.

sloka, 83.

Smrti, 122.

Soka, 82, 84n, 87, 87n, 129.

Somananda, 33.

Sorrow in drama, 64.

spanda, 32n.

Spandakarika, 19n.

speech ( as a cow), 23.

sraddha, 139.

Sreekantiya, T. N., 17n.

Sridbara (commentator on KP ), 63n,

, 67n. 86n.

Sritantrarajabhattaraka, 41.

$rngararasa, VII, 12, 14, 43, 45, 95.
100, 100n, 111, 120n, 122,124, 141.

$ruta, 128.

srutidusta, 66.

Stallworthy. J. 60n.

Stavacintamani, 44n.

sthayibhava, 48, 88, 88n. 124, 150,
1 U

Stchoupak, N. IL

Suggestion, 7, 8, 109,

Suggestiveness (see vyafijana,), 77, 87,

Sukthankar, 110n.

Suicide, 134.
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Saktimuktavali, 30n.

Satralankara, 135n.

svabhavokti, 71, 7ln.

svaccha, (colour of santa), 120m,
141n.

svara, 193.

svadabdanivedita, 5,7, 108n, 109n.

svasamvedya, 56n.

svatmacamatkara, 43.

¢4

Taittiriya Upanisad, 25, 25n.

tanmayibhavana, VII, 49, 49n, 174.

Tandava, XI.

tantra, 66.

Tantraloka, XI, 20, 20n, 33, 40, 41,
42n, 49, 49n, 51n, 59n, 133n, 1630,

Tantrasara, 45, 39n.

Tantric rituals, IX, XL

Tapasavatsaraja, 132n.

tatastha, VIL.

tatasthya, 63, 67.

tatparya, 7.

tattvajfiana, 35n, 92n, 111, 111n, 125,
127, 127n.

Tattvaloka, 33, 550, 112, 112n.

Tat tvam asi, 177,

Theatre & Tantric Ritual, XL

Theory & practice ( disparity between)
IX.

Tirtha, 169.

Tolkien, J. R. R., 84n.

Transcendence in literature, IX.

trasa, 133.

trivial vs. numinous, VIIL

trsnaksayasukha, 98n, 99n.

Truth and falsity (inapplicability to
literature ), 9.

Tynan, K., 10.

U

Ubhayabhisarika, 35n.

Udbhata, 3, 35, 71n, 86n, 95n,

Universalisation, 72n, 74n.

unmatta, XLL
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Upalocana, 87n.

upangabhinaya, 132n.

Upanisads, XII, XIII, 25, 122, 128,
upeksa, 151.

Utpaladeva, 2, 33n, 44, 164n.
utpatti (as applied to rasa), 75;
utsaha, 101, 129, 133.
Uttararamacarita, 26, 79n.
Uttungodaya, 2, 23n.

v

vacyartha, 8, 161.

vairagya, 36, 105, 127, 127n.

vaisayikasukha, 167.

Vajracchedika, 122.

Vakpatiraja, 2, 189.

vakroti, 71, 71n.

Vakroktijivita, 19n, 35n, 36n,
71in, 77n.

Valmiki, 16, 79n, 79, 82, 83, 105.

Vamana, 3, 66, 71n.

yasana, 48, 50, 58, 58n, 74, 139.

vastudhvani, 6, 50, 75n, 81, 81n,
88, 89.

Vasudeva, 111.

Vasuki, 160n.

Vatulanathasatra, 19n.

Vedas, 54, 86n.

Vedanta, 73n, 161, 189.

Vedantasara, 26, 26n.

Venkatacharya, T., 35n.

Venugopalan, K., 51.

vibhavas, XII, 63n, 64, 84n, 172,

Vidasaka, 129n.

Vidyacakravartin, 18.

vidyadhara, 86.

Vidyaranya, 163, 189.

vikasa, 67, 72n, 77, T7n, 151.

vighna, 46, 47.

vijigisutva, 147, 147n.

Vijiianabhairava, 25n, 27, 27n, 28n,
29, 59n, 89.

Vikramorvasiya, 74n.

viksepa, 151,
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Vimalakirtinirdesa, 122n.

vinoda, XVII, 162,

vipralambha, 82, 110, 116n.

virarasa, 96, 101, 102, 111, 130, 130n,
133, 142,

virodhalankara, 153.

vismaya, 46n, 129,

Visnu, 108,

Visnudharmottarapurana, 36, 37.

visranti, 161.

vistara, 67, 72n, 77, 77n, 151,

Visvanatha, 122n, 164, 192,

Visuddhimagga, 151n.

Vrttis, 192.

vyabhicaribhavadhvani, 88.

vyabhicaribhava, 109n, 121n, 124,
133.

Vyaktiviveka, II, 18, 19, 20, 86n, 158.

vyangya, 8, 65n.

vyafjana, IV, 7, 26, 65, 75, 75n, 76,
177.

vyapara, 86.

Vyasa, 107n, 112,

vyutpadya, 55.

vyutpatti, 17, 54, 54n, 67, 69, 77n.

vyutthana, 131n, 160.

w
Wain, J., IV.
Warder. A. K., 35n,
Wilson, E.. XII.
Wine, 42.
Witness, 163.
Woods, J. H., 100n.
Wright, E. G., 1350, 141n.
Y
yama, 100,
Yeats, 81n.
yoganidra, 156n.
Yogasiitra, 19n, 74n, 92n, 100, 1250,
131n, 132n, 137n, 151n.
Yogasutrabhasya, 125n.
Yogavasisthamaharamayana, IX, 29,

31, 32, 40, 55n, 84n, 112n. 131n.
Yogesvara, 71n.

Yogin, 161, 174.
Yudisthira, 105n, 148,

7.4

Zen, 100n.
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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. Nor is 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 Self are the same thing.

Abhinavagupta.
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