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Pratibha: The Concept of Intuition
in the Philosophy of Abhinavagupta.
An Abstract

This dissertation is a study of Abhinavagupta's concept of intuition,
with particular attention to its role in an aesthetic experience. In this
study, the philosopher’s synthesis of this concept is traced to three
traditions of his intellectual heritage. The grammarian Bhartrhari’s
treatment of intuition in the Vakyapadiva provides the groundwork for
defining the creative role of language in cognition. The Saiva religious
philosophy uses the concept of intuition in forwarding the idea that a
subject is free and independent in thought, and that the subject, like God,
Siva, is a unity of consciousness. A human forms mental images out of
the spirit and will to know and act. Anandavardhana in poetics also
advances the theory of rasadhvan/ (“Suggestion of Sentiments") in which
the poet, possessing intuition and using suggestion in poetic language, can
devise original, mocd-evoking pocems. Abhinava combines these
meanings in his concept of intuition which, in the largest sense, is
consciousness’s verbal immanence unfolding from a partless homogeneity
into diverse, perceptible phenomena. In Abhinava's explanation of an
aesthetic experience, the concept of intuition underlies the unity of ine
imaginative enterprise that is an aesthetic continuum comprising the
whole of the theater--the poet, actor, and audience. This unity in turn
gives the theater its peculiar aesthetic modality and coherence, beginning
with a desire to enjoy oneself and ending in the relishing of a ras3 an
aesthetic mood. Ramifications of intuition as a valid means of knowledge
are discussed in the concluding remarks. Descriptions of different aspects
of intuition are made with specific references to his intellectual sources:
Bhartrhari in language theory, Utpaladeva in the Saiva theory of

cognition, and Anandavardhana in poetics.



Table of Contents

Chapterl. Introduction

Chapter 2. Bhartrhari's Notion of Intuition in the Vakyapadiva
Bhartrhari's notion of intuition
Sabda and vic
Intuition: prziibha

Sense-perceptions and language in cognition

Chapter 3. Intuition in the Saiva Theory of Cognition
Recognition
Samvid
Intuition and determinate cognition

Imagination and valid knowledge

Chapter 4. Intuition in Poetics
Problematics of the "soul” of poetry
Poetic communication
Conceptions of "body” and “soul”
Suggestion and its mode of communication
Suggested meaning and the poet's intuition

Anandavardhana's concept of intuition

2
24
25
33
39

Ll

52
52
58
73
79

95
97
104
106
120
135
140



Chapter 5. The Structure of Perception in Aesthetic Experience
| Bhattanayaka's view considered
Other critics’ views on the nature of a rasz
Is rasa "perceived, produced and revealed?”
The hero: “"Who is Rama?”
Psychology of aesthetic experience
Sadharanikarana
Anuvyavasiya

Intuition in an aesthetic experience

Chapter 6. Discussion and Conclusion: the Creative Intuition
Samvid in the aesthetic context
Pramanpa
Intuition and self-knowledge

Conclusion: Fratibhz and its scope
Bibliography--Primary Literature

Bibliography--Secondary Literature

148
149
157
169
178
185
192
207
214

271

277



Abbreviations

Abh Abhinavabhirali

AF Aesthetic Experience According o Abhinavagupta
AR Aesthetic Rapture: the Rasadhyaya of the Natyasisira
ASS Anandasrama Sanskrit Series
bh Bhartrbari : A Study of the Vakyapadiya in the Light of
lhe Ancient Commeniaries

oba Dhvanyaloka

LBl Dhvanyalokalocana

DCMS  Deccan College Monograph Series
HOS Harvard Oriental Series

5P History of Sanskrit Poetics

P Indian Poetics

/24 [svarapraryabhijodkarikd

[Pkv  [svarapratyablbiodkarikavrtli
V/44 [svarapratyabhiiivimarsni
IPVV  [svarapratyabbipavivritivimarsoi
K4 Kavyalamkara

£4 Kavyadarsa

KASS  KGvyalamkarasarasamgrafia

KSS Kashmir Sanskrit Series
KSTS Kashmir Series of Texts and Studies
NS Natyasdsira

rr Rijatarageins
ol Tanirdloka
7S Tanirasara

SBE Sacred Books of the East
SO Sivadrsti

Sk Spandakarikd

SS Sivasitra

174 Vakyapadiva
VSS Vidyabhavan Sanskrit Series (Chowkhamba)
rs Yogasutra



Chapter 1

Introduction

In the few centuries before Abhinavagupta's lifetime (late 10th to 11th
century), a number of distinguished works were composed by the scholars
and poets of Kashmir. Although Kalhapa's history does not give us specific
accounts of their achievements, it can be inferred from works in poetics and
philosophy that partisans of various schools of thought were actively
engaged in fruitful debates. A vital affluence of the kingdom also
encouraged a high degree of intellectual intercourse, resulting in critical and
theoretical innovations that come down to us in 2 wealth of treatises, notably
in the areas of literaiure, poetics, Saiva philsophy, and grammar.! We
observe that several authors were learned not only in the confines of their
own fields, but that their interests in peripheral areas added syncretic
insights to their proper endeavors.

Abhinava was an inteliectual whose many interests, far from being
fragmented, converged in a core of beliefs that formed a characteristic,

philosophical outlook. One such central view is his concept of intuition, or

I Georg Bohler, “Detailed Report of a Tour in Search of Sanskrit Mss. Made in
Kasmir, Rajputana, and Central Indie,” furne/ of tbe Bombay Branch o the Roya/
Asintic Sockety, 1877: Extra number (vol 34).



pratibha . 1n the dissertation, I have mapped out a strategy of focusing on
Abhinava's treatment of this concept in aesthetics, drawing on his knowledge
in various disciplines to describe it in that context. By tracing the
intellectual sources that contribute to his delineation of the notion of
aesthetic intuition and by demonstrating how he shapes the structure of an
aesthetic perception, I show that the model of the aesthetic structure
depends on a general theory of cognition in Saiva religious philsophy. Since,
according to Saivism, cognition is produced by the homogeneous
consciousness in one basic way and in being produced implies a particular
relationship of the subject, object, and experience, the structure of various
kinds of experience is fundamentally the same, differing only as modalities
of consciousness.

The idea of intuition ( pratib5s7 ) is traditionally treated in passing in
Indian philosophy, with the exception of the Samkhya and Sankara’s
Advaitavedanta systems. Intuition, as a means of knowledge, unaided by
the input of a sensory perception and occurring through a sense-contact with
its object, is not considered valid. Intuitions of morally perfected
individuals, however, are scurces of saintly, revealed knowledge
(arsajidna ) that is the basis of scriptural authoritativeness.2 The
reasoning is that such extraordinary persons, seers { 7is/s), exist in reality
itself and know it directly without an intermediary of the senses. Vedic
ecers and poets, for example, are said to have a special wisdom or insight
( dir) through which they receive direct knowledge from the divine. This

insight gives them an immediate knowledge of reality which they sing out in

2 Gopinath Kaviraj, “The Doctrine of Zrszb44 in Indian Philosophy,” A52R/ S
(1924): part [, 1-18, part IT 113-132.



the verses of Vedic hymns.3 This connection between extraordinary
cognitive and poetic powers as conceived by Vedic poets is maintained in the
later literary tradition which attributes a poet's genius to his prazbsa. It
is the insight and inspiration capable cf immortalizing human deeds in an
imperishable beauty of poetry.%

Abhinava was at a historically advantageous point where a few centuries
before Utpaladeva had articulated a rigorous system of Saiva philosophy and
Anandavardhana brought out his revolutionary theory of the suggestion of
an aesthetic sentiment ( r2sadhvian/) in poetics. Both predecessors of
Abhinava relied substantially on Bhartrhari's theory of language and
consciousness in formulating and systematizing their theories.

In the Saiva theory of cognition, knowledge is seen to be subjectively
produced by an agent who is independent and sovereign in his mental

construction. Each thought is a fresh and new creation on the part of

3 Jan Gonda, " 26/ in the Rgveda,” and “Pratibs& " chs.2 and 15 in JT2Ze Visian
af the Vedic Poers (1st Indian edition, Munshiram Mancharlal Publishers Pvt. Lid,,
1984), pp. 68-169, 318-348.

4 A clear example can be seen in Kalhapa, the author of the history of Kashmir
who thinks of himseif as & poet because of his truth-telling capacity. See Stein, M. A, tr.
The Rijstaradgini: A Coranicle af the Kings of Kashmir, (RTR) vol 1 (Delhi: Motilal
Banarsidass, Repr. 1979, 15t ed. 1900), verses 1.3-5S,7, pp. 1-2.

"[. 3. Worthy of praise is that power of true poets, whatever it may be, which
surpasses even the stream of nectar, in as much as by it their own bodies of glory as
well as those of others obtain immortality. 4. Who else but poets resembling Prajapatis
[in creative powers] and able 10 bring forth lovely preductions, can place the past times
pefore the eyes of men? S. If the poet did not see in his mind's eye the existences
which he is to reveal 10 all men, what other indication would there be of his possessing
divine intuition [ prazib6#1? 7. The noble-minded Ipoet] is alone worthy of praise whose
word, like that of a judge, keeps free from fove or hatred in relating the facts of the
past.”



consciousness whose intuition, tinged by ideas of empirical things, verbally
deiermines a cognition. In poetics, the theory of suggestion postulates that
. poetic language functions in revealing such meanings that, when perceived
by a sympathetic reader, leads him/her to realize an aesthetic sentiment, ie.,
a rasa. Ananda encourages the poet, who is a god-like creator in the
literary realm, to use the suggestive function of langﬁage and to exercise his
praubha in order to compose novel and original works. Abhinava
comments on the major works of these two predecessors. The vimarsini
and the viwrdvimarsinr are commentaries to Utpala's Pratyabhinakariks
and Pratyabhiiavrtli respectively, and the Locana to Anandavardhana's
Dbhvanydloka .

Abhinava's use of the term pratibfa combines cognitive and aesthetic
aspects of creativity: the subjective freedom fundamental to every cognition
is not different from imaginative and emotive powers in poetic language.
Abhinava attributes a creative intuition to the sensitive audience as well as
to the poet, and in that way he systematically defines a continuum of
aesthetic experience, i.e, the theater, as an expanse of common imagination
spun out of the intuitive power of the poet and responded to by the same in
the audience. Their common bond is the language of poetry that spelibinds
the spectators to a world brought forth in the poet's imaginings.

Combining literary criticism with religious philosophy, Abhinava
conceives of the poet's intuition as the noumenous substance of the mind-
made world. The poet is like God who plays at painting the universe on the
screen that is Himself. The sympathetic spectators, exercising their

intuitions in commonly experiencing the pleasures of drama, are akin to



creatures { //va, pasv ) who reflect God's universe in their everyday
consciousnesses. Thus, in Abhinava's poetics, theatrical unity between the
poet, actor and audience is structured analogously to unity between God and
humans in Saiva theology.

In this comprehensive view, the concept of intuition emerges as the
innate power of consciousness that evolves from a first, noumenal moment
through stages of increasingly formed language into self-conscious thoughts
and communicable expressions. Language, in Abhinava's Saiva Tantric view,
is not merely the fabric of thought and communication, but subtle language
in the highest sphere is the world-creative material itself. Supreme
language, para vak or pratibha devs, is the voice that is God's mind. This
large meaning of a world-creative language is never entirely absent
whenever Abhinava speaks of knowledge in other contexts. Language is the
web of human society and the link between humans and the divine.
Ordinary language binds humans to the world and makes them cattle ( pasv)
relative to the Lord; but the supreme language, being the essential identity
between consciousness and Consciousness, leads a fettered beast back to the
recognition of his true, severeign nature.

Poetic language evokes meanings deeper and more moving than literal
expressions of ordinary language. For Anandavardhana the literary theorist,
suggested meanings are the soul of poetry because they penetrate mere
conventions to arouse the sensitive audience's sympathetic feelings.
Abhinava devises a psychoiogical theory to show how literary and dramatic
stimuli turn emotional states ( 544va# ) into aesthetic sentiments (7252 ), and

how these sublime emotions repose in and are relished by the soul.



In this way, Abhinava views humans as god-like in nature and power.
The human mind, even in a cattle-like state of bondage, has an independent
and sovereign power of imagination. The human condition is underlaid by a
spirited desire to know and to act. At bottom, a seif-awareness of one's own
agency in knowledge and action is the wonderment ( camatbdre) that
Abhinava ascribes commonly to ordinary cognitive and aesthetic
perceptions. Camatkara is the joy of perceiving the self by the self. Itisa
supreme wonder and delight in the knowledge that I’ illuminate my
thoughts; camaikara is also the pleasure of relishing aesthetic sentiments by
the self that savors its emotive creations. Abhinava transforms the
deplorable transience of sezséra into a world renewed at every moment.
Images in thought and action succeed one'another, and everything that
comes into existence, good or evil, is real. The ordinary world of transactions
( vyavabara ) based on human conventions is real because of being
constantly usefui to people. So, too, the extraordinarily beguiling world of
poetry and drama is a reality proven by the sheer experience of enjoyment.

Bringing together these facets of the concept of intuition while focusing
on its development in the aesthetic context, I trace the conceptual sources to
the notions of intuition in the first £8pda of Bhartrhari's Vakyapadiya and
Utpaladeva's treatment of cognition in the /svarapratyabhipavimarsial, in
chapter two, "Bhartrhari's Notion of Intuitior in the Vakyapadiya." and
chapier ihree, "Iniuition in the Saiva Theory of Cognition,” respectively.
Bhartrhari's theory of language is critically important for the Saiva theory of
cegnition, as well as for Ananda’s theory of suggestion in poetics.

Specifically, the V2 postulates that Brahman, the essence of language



( sebdataztva ), is present in the world in two ways: it is embedded

( samnivesita ) in each individual consciousness ( pratyakcaitanya ); and it is
revealed as the Veda in the intuitions of the seers. Brahman which is one is
divided into many in the form of Speech ( véc). Similarly in a human,
Speech, called "the reflecting one,” ( pratyavamarsar) is the subjective form
of language which renders the homogeneous consciousness perceptible to
itself and others. Intuition is the juncture between consciousness and its
form of diversity. As the noumenon that unfolds into three subsequent
stages of Speech, intuition qualifies {or approximates) reality which is
Brahman on one side and becomes revealed as concrete thought and
apprehension in the diverse form of language on the other.

In chapter three, it is shown that the basic notions of consciousness and
language found in the VP are borrowed by Uipaladeva in developing his
Saiva theory of full consciousness ( s2zv7d). Such a consciousness
characterized by illuminating and reflecting aspects is capable of complex
thought-iormation. A mental image presented in mind as an object-
cognition is consciousness's subjective creation by the cognizer ( pramazr ),
who in being an agent, as the Saivas emphasize repeatedly, is independent
( svatantra ) and sovereign ( 2/svara ). Cognition, determined by an intuition
of what it is from what it is not, is basically verbal in nature. An object-
cognition rests on a subjective awareness, and this apperception inherent in
awarenesses is the condition of normal mental life in which the world
appears as external objects of 'my' consciousness. Apperception
( anuvyavasaya ), which in the Saiva philosophy denotes a mental function

capable of arranging mental events into a coherent and meaningful order, is



used by Abhinava in the Abhinavablhirati to account for the theater
(natya ) as an expanse of imaginative re-creation. The theater is re-creation.
It is like an apperception in that the spectator relishes his/her mental states
that have been aroused and colored by poetic/dramatic propriety ( 2vaitya)
into a sublimely pleasurable object of contemplation.

Bhartrhari's concept of intuition, in a different way, is also a cornerstone
of Anandavardhana's innovations in poetics. It provides the ground for
asserting that suggestive meanings are the essence of poetry, above and
beyond literal meanings. In chapter four, it is shown that Ananda’s theory
of suggestion ( resadlvans) reorients the aesthetic attitude toward elements
that ought to be counted as causes of beauty. In contrast to his predecessors,
Ananda's new literary criticism states that the essential poetic beauty
consists in suggested meanings that bring about an aesthetic sentiment:
through poetry a poet communicaies and imparts his feelings to the
audience. Although the traditions of poetics and dramaturgy have indireciiy
presaged a notion that the poet's feelings ( 5#44va ) control the poem and
bring about similar feelings in the readers, Ananda forcefully redefines the
object of true poetry as states of mind ( zZ#vr?/) and poetic communication
as a sympathy of hearts.

A vital question, which seems to elicit sage opinions from several
quarters in the following centuries, revolves around the nature of the rasz.
Exciting debates cited by Abhinava in devising his own expianation also
illuminate his thought processes, as he refutes while, at the same time,
extracting useful ideas from opponents’ arguments. In the course of the

argument he maintains by emphatic repetitions in the Zocara and the



Abbinavabbarati that intuition ( pratibhé ) is the cooperating cause of the
audience's perception of a ras#; that a rasa is perceived, produced and
revealed; that an aesthetic experience is an cbatructionless consciousness

( #avighnz sapvit ) in its relishing (rasana, carvapd ) of the object which is a
rasa; that the theater is a re-creation ( 2zukirtana ), which is like an
apperception ( 2ouvyavasdya ), rather than an imitation { arutaraps ); that
human thoughts and feelings are influenced by their trace impressions; that
the vsbhavids are emotional stimuli { yparadjaka ) and not emotional causes
(£arapa ), and so on. These assertions combined show a rigorously formed
structure of aesthetic perception which is described in chapter five, "The
Structure of Perception in Aesthetic Experience.”

While seemingly an independent and original commentator, Abhinava is
faithful to the traditions and the texts on which he comments. Even though
Anandavardhana has said nothing at all about the sensitive audience's
intuition and imagination ( prat/644 ), Abhinava thinks that the great
poetician implies that a poet's r2s# is the root of poetry/drama, bearing its
fruit in a like sentiment of the audience. How does one devise an
epistemological scheme that can successfully treat such a flimsy and
ephemeral, tie? So, too, there are many problems in describing perceptions
from the perspectives of the poet, actor, character, and spectator who are
engaged in the same drama/poetry from different angles. Like Hydra's
head, several problems arise in the place of each one that has been freshly
lopped off, for we see that theories proffered by Buddhists, Mimamsaka
ritualists, Samkhya philosophers, poeticians and dramaturgists are

thoughtfully considered and refuted for different reasons by our Saiva
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philosopher.

Abhinava clearly does not want an aesthetic experience to be completely
_ transcendent--beyond the world--while he maintains that it is not anything
found in the workaday world. More important, in view of the Saiva religious
philosophy, nothing can be outside of the unity of consciousness which
manifests ideas and images in only one way; and in this system to be is to be
perceived. In structuring a scheme of aesthetic communication, therefore,
Abhinava naturally employs the Saiva epistemology which fortunately lends
itseif well in this regard. Its explanation of cognition as an imaginative
process already makes it adaptable to the treatment of aesthetic imagination
in poetics. In a close analogy to the Saiva universe--a unity in which human
minds reflect God's imaginings--unfolding from the noumenon of God's
pratibha into material phenomena, the theater is a re-creation in uniting
the spectators’ imagination with the poet’s designs. The poet's intuitions are
resounded by the audience’s emotive experiences. The viewers contemplate
and relish imaginings which flow with the actor's dramatic portrayal but
which are shaped by beginningiess trace impressions in their own psychic
substrata.

A following point is made in the concluding chapter, "Discussion and
Conclusion: the Creative Intuition™: our medieval philosophers implicitly
believe that innovative ideas arise out of conservative traditions. Such great
daifids that form a traditional background to Abhinava's thought are
radically original; their credence in originality is expressed ini the use of the
idea of intuition. Yet these philosophers persistently argue for incalculable

values of tradition that gives life to fresh visions. The creative process never
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means a break withk the past; it is a spontaneous presentation formed by
unaccountable trace-impressions. Although Abhinava highly regards this
world's reality, with its achievements in the arts and scholarship, his concept
of intuition falls back ultimately in support of traditional ideals of morality
and liberation. Thus, in his view, human intuitions realized outwardly as
phenomena in the world inwardly illuminate the nature of self which, Indian

philosophers say, ought to be seen and heard.



Chapter 2

Bhartrhari's notion of intuition in the Vatyapadiya

In different philosophical systems intuition ( prazib44 ) occupies a
peculiar place among the valid means of knowledge. It is generally
considered a perception which arises without the benefit of direct sensory
experience and therefore not a reliable source of valid knowledge. Some,
however, consider it the highest kind of revelatory knowledge that is the
basis of scriptural and testimonial wisdom which cannot be gained from an
ordinary, rational, experience. Abhinavagupta's use of the term indicates its
presence in all human knowledges and experiences of ordinary cognitive,
aesthetic, and religious nature.

That the concept of intuition occupies a central place in Abhinava's
philosophy directly resuits from his interests in several branches of learning.
Particularly in aesthetics, the notion of intuition is formulated by using the
Saiva theory of knowledge to furnish a more rigorous explanation for
Anandavardhana's seminal ideas concerning the communication between a
poet and his audience. In this communication, a 7253 an aesthetic
sentiment, is the primary object of commuiication. In order to fully
appreciate Abhinava’s ramifications of this term, we will examine the
sources of his conception in the Saiva theory of knowledge and in the

language theory of Bhartrhari, both of which make profound contributions to
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Abhinava’s insights in the field of poetics and dramaturgy.

In Abhinavagupta's lifetime, the society of Kashmir hung in a balance
between its splendid culture and political turmoil. The arts and scholarship
flourished amidst the rapidly changing fortunes of rulers and ministers who
were faced with factional wars within and the impending Muslim invasion
without.3 For a populace that highly valued the pleasures of life, and a
society in which dAarma was challenged by the behavior of kings and
commoners alike® Abhinava views poetry and drama as a means to
accomplish the four aims of life. All §astric texts are assumed to promote
these aims, and poetry is inherent!y valuable in this regard.7 In the first
chapter of the Ablinavabhirali Abhinava argues that the AFzyasgsirais a

° For Abhinava's historica! background see K.C. Pandey, Absinavagupia: An
Histarical end Philosophics! Study, Chowkhamba Sanskrit Studies, vol. 1 (2d ed. rev. and
enlarged, Varanasi: Chowkhamba Sanskrit Series Office, 1963). For a history of Kashmir see
Kalbapa’s Rijeteradgini - A Chranicke af :he Kings af Keszir, Vol. 1, M.A. Stein, tr. (Repr.
Delhi: Motilal Banarsidass, 1979). Kathana mentions briefly the Muslim enchroachment (£
7.70), led by Mahmud of Ghazni. See also Stein’s introduction, pp. 106-108.

6 If Somananda’s remark in S/vadrsti1.37-8, and Utpala's comment could be taken
as &n oblique social comment, we have this passage: * o/visir serirdp/ gropiti
PRramesvarala! yarbi nrpalr sarvebbaymaly prabbivimodabbivital /7 kridan keroli
PRdaladbarmims teddbar madbar-mRinh / 1aiba prabub pramodiimi Lridaty evam LalbE
a6z " "The Supreme Lord takes on the bodies, which are inhabitants [in the depth of the
ocean of helll. Just as a sovereign king of the realm, overjoyed by his power, sports at
making the dharmas of commoners his own dharmas, just so, the Lord, whose essence is joy,
plays similarly thus.” Utpala's comment says, "He ilfustrates this very idea by a worldly
example.” Radheshyam Caturvedi, ed, tr. Yhe S/vedrsti of Sri Soménandanitbs with the
wrii of S Ulpaladeva. (Benares: Varanaseya Sanskrii Sansthan, 1986.), p. 25. Kathana
also reports with disapproval the behavior of kings who broke caste-rules and romped
around with washermen and washerwomen. See £7, n. | above.

7 Gary A. Tubb, "Santarasa in Mahabharata.” Jburos/ af Souvth Asian Literature, XX.1
(Winter/Spring 1985), pp. 141-68. Reprinted ia Arvind Sharma, ed., Zesays an tbe
Mahgbbirals, (Leiden: B. J. Brill, 1991), pp. 171-203.
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Sasira , a technical and scholarly composition containing systematic
knowiedge, against those who view it as a veda, scripture in the sense of
traditional knowledge 8 The NFtyasisira, often calling itself a veds,
recounts its origin as a fifth vede: Brahman, beseeched by Indra to create
an entertainment which can be seen and heard, drawing from four vedas
their essential characteristics, creates the A@Zyavedz in which all things
human are represented, for the instruction of women and sudras who are
not eligible to study the four Vedas.? For Abhinava, the theater, like a
bitter medicine glazed with molasses, teaches dAermz to a rude and
uncivilized world of enmeshed in pleasure and pain.!® Poetry similarly
instructs in the manner of a wife in contrast to scripture and history which
are like a master and a friend respectively.!! Moreover, an enjoyment of
drama and poetry that culminates in the relishing of an aesthetic sentiment

is not an ordinary experience such as occurs in a workaday situation. An

8 RS. Nagar, ed., Nazyatdsira (NS) of Bbarstamuni, with the commentary
Abbinsvabbirali by Abhinavagupliacirys, 2nd ed., vol. 1 (New Delhi, Parimal publications,
1988), pp. 2-5.

9 A5, 1.11-18, vol. 1, pp. 9-14.

10 4phinavassdrati (Abs ), p.9-10"idem asmikam gudaprecchanpakatukausadba-
Lalpam ciaviksepamdirapha/sn. ~ Bharala, NfyasIsirs, With the AbLmnavabiraly
commentary of Abhinavagupta. Nagar, ed. (2nd ed., New Dethi, Parimal publications, 1988).
For a similar expression see Asvaghosa's Ssundaranende 17.63. I am indebied for this
reference to J. Robert Phillips.

11 Daniel B. H. 1agalls, Jeffrey Moussaieff Masson, and M. V. Patwardhan, trs,, Jze
Dbvanyakoks of Anandevardbane (D6F), with the Locens (6iL } of Abhinavagupla
(Cambridge, Massacausetts: Harvard University Press, 1990), pp. 71, 533. “For everyone
takes defight in the sidelong glance of his beloved and 2o the hearer, who is 10 be improved,
being started by this delight, will be led on to understand the true nature of things in an
indirect way, just as a child is led on to take medicine by one’s putling sugar on his tongue,
and so will end up in a state of disenchantment with worldly things."



15

aesthetic experience consists in a particular kind of imagination and
contemplation that uniquely arise in the special context of the theater.
Remarking on the difference between an aesthetic emotion, r2se, and an

ordinary emotion, Masson writes,

Why? Because literature is not the real world. Nothing really takes
place. The world of the past is transformed into art, and in watching this
transformation... we somehow (for it is never expiained precisely how
this is achieved) touch the very core of our being. One distincticn is that
rasas and bhavas are magical. That is they exist for the duration of a
play. Abhinava explains that they have no parallei in the real world...
The opponent asks Abhinava: “But there is nothing in the whole world
like this." "AR", says Abhinava, “at last you have understood” AKzszis

alzukika "12

Masson is quite right in saying that, in Abhinavagupta's view, aesthetic
perception occurs only in a poetic and theatrical context. Although
Abhinavagupta does not give an exposition of the transformation of a direct
perception into art, a process in which "..we somehow touch the core of our
being,” in defining rasa as an extraordinary kind of knowledge he
consistently and rigorously describes the nature of this experience. The
theater is a special continuum that transforms ordinary cognitions into
aesthetic perceptions. The theater is a place of the imagination. Its
scintillating sights and sounds, the actors’ costumes and actions, are not mere
objects of cognition but rather of a special intuition and imagination,
pratibha.  For this reason, as he comments on the Jhvanyzioka, Abhinava
insists that both the poet and the audience possess pratib4a,13 and

12 | M. Masson and M.V. Patwardhan, Adestsetic Rapture( AR), Vol 1 (Poona: Deccan
College Postgraduate and Research Institute, 1973), p. 32.
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modifies Anandavardhana's original verse and comment in saying that, like
the audience in viewing a play, the poet in writing a verse is filled with sz
_ and therefore aesthetically removed from his own personal emotions.!4

This modification, which does not escape the notice of the translators, is not
incidental but central to the structure of communication and perception in
the poetic/dramatic context. '

Abhinavagupta's explanation of aesthetic perception relies on

13 Rnandavardhana, 2ovenyiiats (262). With the Zocens (A6l ) Commentary of
Abhinavagupta. Pt. Mahadevasisie], ed. Kashi Sanskrit Series (KSS) 135 (Benares:
Chowkhamba Sanskrit Series Office, 1940). 26 1.4 " pratipattrpratibhisebekiritvam by
asoibbir dyoiepesys privstvenckism (KSS 135, p. 68) and " als tadviseso pi sabakiri
kajpyate igrhi vakirpratipalirpratibbipripito divanansvyipirah kim os sabyste. “(KSS
135, p. 69)

14 ppaL 1.5 " Saka iti kreudcesys dvandvavivogens sscaribensnodbliviens
sahacaryadbvamseoenolihilo yab sokal stbiyibbiavo nirapekssbhvatvad
vipralsmbbasrigRroateralistbayibLEvED 20Y8 eVE, Sa eva LalLEDLTLavibbEva-

LBAVILhRKr 00ROV N UbLEVECIUVANRYE ArdaY SR VEdelso ey b havensbramad
2randisvadyamanalim praliponsl EaruparesarGpelim /QUEEeSokaVyaLiriklin
SVAQUArULiSamasvVEdyasirim pralipannc rasspariplroekvmbboccs/anavec
QUAVriLinibsyandasvabhivevigviiZpidivac ce samayinepekseive pi
QUAVITUVYBLjRERIVId il7 DAy enikrisk IRy aVEVeSevesHl
nuaiasebdicchendovritidiniyantritesiob erdpsiinm pripial... oe v museh soka ili
ZENIBVYED. evam b7 sl iaddubkbens 50 pf Jubkhils iti kriva rasesyalmetelti
niravek#sem bhavel ne ca Jubkbassolapiasynisi daseli evag

CRVEROTIASOk RSILAYIDLRVAIIRK AR UPAraSAD LOCRIRORSVADDOZVRIVIL S8 eVR kEVYRSYRIDE
22rabbotasvabhive nerasibdavaileksepyskarakat. (KSS 135, pp. 75-77) . See Ingalls' tr.
p- 115 and n. 5, p. 118, on the poet's s2s#; and n. 9, p. 119, “See how subtly Abhinava alters
the meaning of his text. We are not to think of the grief as belonging to Valmiki. The grief
is the bird's. It gives birth in Valmiki not to grief but to a relishing of the bird’s grief.”; and
Ingalls’ introduction, p. 19 “The notion of Abhinava that Vaimiki ruminated on the
determinants and consequents of the bird's bereavement 2ad so developed his r#sein the
scriptural way strikes me as an addition quite foreign 1o the view of Ananda." DH.H. Ingalls,
et al trans. Jhe Qbvanyiioka of Anandevardbans with the Locans af Abbinavagupts, HOS
49, (Cambridge: Harvard University Press, 1990).
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philosophical Saivism's general theory of cognition, specifically as put
forward in Utpaladeva's [svargpratyabhijdakdriks ( [PE) 1n the latter
intuitions are innate verbal presentations that mediate between
indeterminate ( nirvika/paka) and determinate ( s#vika/paka ) cognitions,
producing a verbal and determinate awareness that follows from an initial
awareness of inchoate sensory perceptions. A particular of that generalized
intuition is active in aesthetic experiences which arise through the
extraordinary and delightful means of poetry, music, costume, singing,
dancing, acting, and so on in the theatrical atmosphere.

Abhinava says of the aesthetic intuition, i.e., the imzagination,

Pralpatlrn prali sz pralibhid ninumiyamianid, apf tu ltadivesena
bhasamanely arthal. yad uktam asmadupadhydyabhatialaviens--
nayakasya kaveh srotuf samiano nubbavas tatah 'fti. pratibba’
2pirvavastunirmapaksami prajii > tasyi viseso’
rasivesavaisadyasaundaryam kdvyanirmipaksamatvam 16

On the part of the perceivers, this intuition is not inferred but shines
because one is filled with it ( Zeddvesens ). This is the meaning. As my
teacher Bhattatauta has said, "Therefore, the experience of the hero, the

15 Q. 1PEv 1.63,KSTS 34, p. 26. " sparvirtbanirmipajiinasimartbyic ca vikalps
CVE S_IVEASYS SErvajislvam ce sphuism.” IP1.64" yi caisd pralibbi lat-/
alpadiribelramarvsila/ skraminanlscidripal / oramils sa mehesvarsh.”

16 psil Anandavardhana, 2bvanyikobs (26F) with the Zoceas (24l ) aad
Bilapriyd ( BP) commentaries, Kashi Sanskrit Series (KSS) 135 (Benares: Chowkhamba
Sanskrit Series Office), p. 92. This passage will be discussed in detail in a following chapter.

My transiation here follows from an explication of Professor Revaprasad Dwivedi, an
eminent professor of £&vy#at Benares Hindu University. According to him 'resivess’
means that the poet is filled with rase, just as when a person is very angry there is an
‘gvese’ of wrath. This usage is among those listed by Monier-Williams.
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poet, and the audience, is the same." Intuition ( prat/b47 ) is an insight
that is capable of fashioning a new object. Its particular is the capacity
for creating poetry, which is clarity and beauty because [the poet is] filled
with rasa.

Of a phrase quoted above, " asmadupadhyayabhbatiataviena-- niyakasys
kavep srotup samano nubhavas tataly’'iti," Ingalls, struck by an apparent
incongruity, says, "An extraordinary statement for Abhinava to quote with
approval in view of the careful distinction which he makes elsewhere
between the emotions of the hero and the aesthetic relish of the poet and the
audience."!7 It will be shown that Abhinava intends to say that by means
of poetic imagination which is the cooperating cause in the aesthetic
experience, the poet, the hero, and the audience who create and recreate the
same drama are united in common imagination.13

Abhinava views the theater as a unity, that is, a continuum in which an
aesthetic experience occurs. The word ‘continuum’ is used here in the sense
of an expanse of consciousness, akin to the Buddhist word ' citfasamiana ,

ie. a mental continuum.!® In theory the unity of the theater comprises an

17 ingaits, et al., trs., 26Z 2.5, p. 121.

18 4 hero is one who leads the story and enjoys the fruits of the dramatic action.
Ingalls, et al, trs., 204L, p. 413. It will be shown in the following chapters that in the logic
of aesthetic perception, a hero ( 24y&t#) consists of the character and the actor in a common
identity.

19 My uee of this term is derived from JPVF 1.5.1, vol. 1, pp. 238-239, " tstrsps £ve it
Zbhase pramalfn ckikeroli nitambininrita ive preksakin [§vel br tesaim ghhgce gikyem,”
and 74 10.85-86, vol. S, pp. 1950-1951, * 28184 by ekdgrasakals-/simijikajenab kbalv/
oriiam gitam sudbasirasigararvens manysie// (als evocysie malle-/nalapreksopsdesane/
servepramIrlddimysm/ pirgsripinubigvelam, ‘ in which it is described that the
spectators are united as one in respect of 8 dancer. See also Raniero Gnoli, Jhe Aestbetic
Erperience According to Abbinavagupias ( AE), Chowkhamba Sanskrit Studies (CSS), vol. 62
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origin in the poet's imagination, conveyed by poetry as enacted by the

3rd Indian ed., (Banares: Chowkhamba Sansirit Series Office, 1985), . 3, pp. 56-57. In the
situaticn the faot that spectators are combined as one cognizer reinforces the reality of their
common perception. In 1.5.1, the argument for & unity of cognizers is that all cognizers are
ultimatefy just consciousness in substance, projected from limited perspectives of embodied
subjects; and sometimes the Lord unifies these various limited cognizers, jciping them as one
in relation to a dancer, i.e, they are in rapt stlention with an absence of the perception of
the 'self* and ‘others,' which perception is the central issue in the problem of
SVRgRIEpArig&istva in aesthetics. As Abhinava and Nayaka both sgy that poetry and drama
remove this problem of the perception of one's mind and other's mind. In Y4 10.85,
Abhinava has seid earlier {10.83-84) that when 'I' know something that is known by Caitra,
or by two, or many people, just as this state of my knowing an object becomes perceptible
through Siva or through others’ seeing, just so my knowing what others know becomes a
variety of things such as a purposeful action, and sc oa. For, in the same way, the people in
the audience, ali focused on the scag and dance, take it to be an ocean of nectar-substance.
For that reason it is said that the identity of all cognizers with reference to spectating
engenders an emotional effect which is full in form. (10.87) If singly the spectators’ minds
are satisfied by objects being just so ( Zivanmitriribs ), what quality do they bave in
common, and how could they become a unity of cognizers? (10.88) But when an object is
contained in an arrangement whose property is the state of being known by various people,
then this object is other than its formerly dry form. The reasoning here is that in general
the state of being known as something exists in a conventional condition ( vypevasire): an
object which is stable in form upon being perceived generates ideas as 1o what it is, and the
ideas, as meaningful things that promote actions, depend on & community of minds. Thus,
an object as known is aot 'dry’, i.e. it is not confined merely to itself but is known in relation
to other things by a concensus of cognizers. Thus, Abhinava also argues for the notion of
inference--that inference does not depend on pervasion as a process existing in the objects,
fire and smoke, 23 known by a single cognizer's mental continuum, but rather by a unity of
cognizers who although distinct from one another are made one in respect of both an
appearance of smoke and an appearance of fire. The epistemological unity of cognizers in
respect the object of knowledge underlies the inferential process. Only in this way can we
speak of inferential knowledge es new and unperceived before, and not as something known
from a previous experience. ( /PV 2.4.15, vol. 2, pp. 182-185) What I term ‘continuum’ is
thus derived from such assertions about the unity of cognizers reinforcing the validity and
reality of experience or knowledge. The well-structured ‘contineum’ of the theater will be
discussed in the following chapters.
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actor's imagination, and culminating in that of the audience. The framework
of time and space which ordinarily conditions the workaday mind has been
~ removed from the theatrical continuum: all participants are single-pointedly
engaged in an uninterrupted awareness of the drama alone. In this expanse
of an extraordinary state of consciousness, the poet, the actor, and the
audience are one with the others through their unified and vivid
imagination.

The idea of a unity has been suggested by Masson in observing that an

experienice of rasz includes identification and distance,

The spectators do not fall in love with Sita. This szAdysbhiva ratf is
transformed ( parspatza into an extraworldly state ( 2/aukikavasths ), and
this is what is called rasz. The safirdaya sympathises
(Lrdayasamvada ) with the original character, and to a large degree he
even identifies ( Z2nmayibhava ) with the situation depicted. But he does
not identify completely; he retains a certain aesthetic distance , the name

for which is rgsg.20

Masson also notices the similarity between the relation of the audience to

the actor and that of //va to paramatman ,

At another level, Abhinava compares the actcr to the Peramaiman . He
retains his identity (just as the Azman never gives up its self-
luminosity) and yet manages to so engross people that they feel they are
watching the original character. The spectator is thus like the Jvaz, liable

10 illusion.21

20 Masson, Aestsetic Rapture,Vol. 1 (AR) (Poona: Deccan College Postgraduate and
Research Institute, 1970), pp. 23-4
21 Masson, 4R Vol 1, p. 36.
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Another scholar, Gnoli, writes on the absorbing nature of an aesthetic

experience and its similarity to that of a mystic:

In every way, whatever the difference between them may be, they
spring from the same source. Both are characterized by the state of
consciousness self-centered, implying the suppression of any practical
desire, and hence the merging of the subject into his object, to the
exclusion of everything else.22

The aesthetic and the mystical state of consciousness are not only
characterized by a particular bliss or repose. According to
Abhinavagupta and his school, they are accompanied by a sense of
wonder or surprise. The word expressing this wonder, ie., camatkara is
frequently to be found,....23

Such insights concerning relations of identity and distance and an affinity
between aesthetic and mystical experiences are weil-founded. They attest to
an underlying structure of the aesthetic continuum which is implicit without
having been directly explained by the author. The continuum of an aesthetic
experience is a unity constituted by the reality of a common imagination.

In Abhinava's general theory of knowledge, pratibhz, as an intuition or
an intuitive aspect of consciousness, exists not only in the poet or the actor.
It is inherent in every consciousness which actively creates knowledge by
manifesting a discrete and coherent cognitive object out of disparate sense
percepts. The functioning of intuition arises with an intrinsic and innate
verbalization to which consciousness, through its volitional impulse (c247)

and a basic store of trace impressions ( sazms£€Zra ) and memory ( sardr),

22 Gnoli, A p.XLL
23 Gnoli, AZ p.XLV.
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gravitates. In a cognition formation, verbal concepts are imposed on bare
percepts, and the awareness of the object graspable in mind in the form of
language is a determinate cognition. Worldly communication and
transactions ( vy#vabira ) depend on language which is the medium of
private thought, public conventions, and social norms.24 In an aesthetic
experience, an extraordinary kind of ‘cognition'--knowledge in the broad
sense of the word--occurs through a mode of perception peculiar to means
and end of poetry and drama.

The unity of an aestaetic continuum is structurally identical to that of the
universe: its reality consists of a common sphere of imaginations bound
together in re-creating the imaginations of the poet, just as the Saiva
universe consists of individual minds that reflect in their consciousnesses the
imaginative plays of Siva. Yet, the real world bounded by ordinary norms
and transactions is different from the theater or a mystic experience. The
ordinary world is unified in the ultimate Cognizer who manifests and is
manifested by the multitude of individual consciousnesses, a hall of mirrors

in which all mirrors are reflected in and by each other.25 Individuals in

24 pbhinavagupls, Jevarapratyabbijisivimarsioi of Abbinavagupta Doctrine of ivide
Recognitian (IPV), vol. 1, Subramenis Iyer and K. C. Pandey, eds., (Repr. Dethi: Motilal
Banarsidass, 1986), 1.5.18-19, pp. 282-294.

25 According to Saiva theology, servasye servardpalvam servilmatven: everything
consists of alf things as its form and as its nature. (£2 6.125, p. 258). Since God is
consciousness, all things produced by his consciousness must also be conscious in varying
degrees. Thus, even inanimate objects are conscious: this is a cornerstone of the ‘light’
theory of cognition. There is cognition only because inseatient objects are parily conscious
and are of the same substance as the knowledge-substance of the cognizer, both being light
which can mutually assimilate 30 that the object becomes represented in the subject. The
purpose of the Sivedrsy/ is, in effect, 10 establish the nature of Siva's transcendence and
immanence as the Lord who creates the universe by manifesting it through his desire, and
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the world act in accordance with the natural laws of Siva and with human-
made conventions, all of which comprise vyavahirsa, which may be
generally described as a rational order or the ordinary norm through which
people communicate and interact in an ordered way. The end and means of
the theater which govern the modality of an aesthetic experience are
distinguished from those in normal activity which seeks a purposeful
accomplishment. In order to describe the notion of poetic intuition,
therefore, we will show Abhinava's justification of the claim that it is a
special kind of intuition.26

Abhinava speaks of the aesthetic perception as an act of retelling,
&nukiriana 27 in opposition to other views that it is an imitation
( 2nukarapa )28 or an intensification ( ypaaita )2% A joy or bliss arising
from an aesthetic contemplation reposes in the soul ( #mavisrant/). An

aesthetic experience is characterized by a predominantly subjective

through his powers of knowledge and action. Concluding the philosophical part of his work,
Somananda says, " efatvens Ialo jocyi Sivali sarvigoceri " (S0, 1.126, p. 258)

26 Anandavardhana, 2bvanyiioke (Db6&) with the Zacena ( Db&l ) Sanskrit
Commentary of Abhinavagupta and the Hindi translations text and commentary by
Jagannath Pathak, Vidyabhavan Sanskrit Series (VSS 97) (41h ed., Varanasi: Chowkhamba
Vidyabhavan, 1987) 1.6, pp.93-94. "oralibbi’ apirvavasiicir minsksams prajis; (asy&

Vo500’ rasivesavRiiadyasaundorysm £AvVyanirmipri samaivam. .

27 AbA 1, Nagar ed., p. 35 " idenim upsyssamvedang/ibbst tad idam anukirienam

2DUVYRVASIYEVISeso pialyEpersparyavel. pinukdra iti bbramitevysm”, p. 36 " lasmad
enuyyevessysimakbam Sirienem rostevikalpesemyedansy paryem. lad vedensyedyeival
83y enukareparipsm”

28 This view is attributed to Safkuka: "anuberaparfpatvid eva ca niminiereps

vyapadisiarased” ( Abs, Nagar ed., p. 272)

29 Abb 6, p. 271. This is the view of BhattaLoliata: " Z20

StLEyyevavibhIvanubbEavRdbar vpacito rasaf.”
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awareness. The aesthetic perception is different from an ordinary one
because its end and means, within the theatrical continuum, are unworldly,
but the process of cognition itself is the same in all experiences. In order to
understand Abhinava's notion of active and imaginative construction of
ordinary and aesthetic experiences, we will describe the notion of intuition
Bhartrhari’s philosophy of language whick ezerts powerful influences on
both the Saiva theory of knowledge and Anandavardhana's theory of poetics.

Bhartrhari's notion of intuition

In the following section it will be shown that Bhartrhari's essential
contributions consist in establishing that an individual consciousness is
inherently linguistic, and that a self-conscious knowledge is a reflection of
the linguistic consciousness in the form of Speech ( vZc), i.e., language which
comprises personal experiences and expressions of the subject. Language is
likened to the senses ( izdriya ) through which one perceives and by which
one acts upon the world.

Intuition is the juncture between the substance and the form, standing
between the linguistically active consciousness and the form of diversity by
which a cognition is manifested perceptibly and sequentially. Inasmuch as
there is continuity between scriptural and ordinary languages, words
( sabda ) are the basis of all conscious awarenesses, thoughts, learnings and
actions; and because the use of language intrinsically involves the elements
of sense perceptions, memories, trace impressions, as well as familiarity with
conventional norms, an intuition apprehends at once & linguistic proposition

and its primary reality in the world. This notion of intuition is extended by
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Saiva philosophers into the realms of psychology and theology in order to
forward their theories of cognition and recognition.

Sabda and vic: their continuity in scriptural and ordinary
languages

The first verse of the Vakyspadiya defines the all-encompassing
Brahman as the Word-Essence, Sabdatattva 3% The absolute unity of

Brahman, Szbdatattva , is inviolable, being filled with different efficiencies

30 Bhartrhari, Jbe Vikyapediys, ( ¥P) With the Frszf and the Paddbali of
Vrsabhadeva, K. A. Subramania Iyer, ed., Deccan College Monograph Series (DCMS) 32
(Poona, Deccan College, 1966), 1.1., pp. 1-7. Translations and paraphrases of the §P are my
own, in consultation with existing transiations of lyer and Biardeau. See also Iyer's and
Biardeau's transigtions. K.A Subramania lyer, tr.,, JBe VE&yspadiye of Bbrrirbari wilh the

Vrer; chapler 1, English transiation, Deccan College Buiiding Cenienary and Silver Jubilee
Series: 26. (Poona: Deccan College Postgraduate and Research Institute, 1965). Madeleine
Biardeau, ed. and tr., Aberirbari VEEyapadiye Bralfimakinds, avec 1a vetti de Barivrsabha,
texte reproduit de I'édition de Iahore, Publications de i'Institut de Civilisation Indienne,
série in-8, fascicule 24 (Paris: Editions E de Boccard, 1964).

Mindful that the controversy of the authorship of the £&rZ€& and ¥r7& has not been
resolved, ] should note here that | take the author of both to be one and the same
Bhartchari. The reason i3 the same as the one given by Ingalls on the authorship of the
Xiried and vrry/ of the Jbvenydfobs: there are 60 significant disagreements between the
verses and the comments, and the commentor does not mention a different author of the
Li&rik¥anywhere in the commentary. Purthermore, the comments of the 774/ are always
self-assured, without any hesitation or question. The 774 often takes a verse, which is a
concise statement, and eiaborates it by citing several opinions and raises guestions. A reat
commentor ysually questions his interpretation, often looking for subsiantiating remarks
somewhere else in the £&/FZ in trying 10 undersiand o accurately represent the text he
comments on. The ¥r7Z/ of the VP often raises several contradicting opinions that make
the £Irik# seem moce inconclusive thap before. In crder to do this, the wr74/’s author
must already have certain knowledge of the £&ZEF ; being the author of the latter as well,
his comments freety discuss the context of ideas and sources in which the verses arise.
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( s2£47) by which It manifests differentiated phenomena.3! Its primary
efficiency is time which is the basis of all transformations,32 and out of this
unity Brahman becomes manifest in the manifold state through the form of
" experiencer, the object of experience, and experience. These knots ( grasisr)
of the triadic structure of experience, as they supersede one another in the
unitary Brahman, become the manifold state of the world.33

The unity of Word-Essence of Bhartrhari is manifested in the world as
Speech { vac) in two ways: It is entered into an individual consciousness,
and Its manifestation ( vya£ ) flows forth for the sake of knowing oneself
and others, and that which flows forth is described as Speech, vac 34 Itis
also manifested in the world through the visions of the ss7's as the Veda,
which is Brahman's asu£dra, an imitaticn, which is also described as
suksma vak, or subtle Speech.35 The parallel ways that Sapdalaitva,
the Word-Essence or the Brahman-consciousness-- universe intertwined
with the linguistic principle--becomes vic. Speech or the subjective
function of expression and communication in the world, underpin the full
scope Bhartrhari's assertion that language ( 526402 ) is the basis of all

knowledge and behavior in the world.36 Scripture, as the Speech which is

31 pp 1.2, DCMS 32, pp. 14-17.

32 pp 1.3, DCMS 32, pp. 18-20.

33 pp 1.4and wrrz DOMS 32, pp. 21-22.

34 yp 1.1 wrri, DOMS 32, pp. 7-8 " pratyskeaitanye nlasamnivesitesys
paresambodlignirths vyekir abbisysndste. evam Ly Xba--suksmam
arthenspravibbakIERIIVED ekim vEcam 2n&bhisyendamindm/ ulanye vidur anysn ivace
EDAW DEDArTpEn FLOIR0T SANOIVISIER /Y

35 pp 1.5, DCMS 32, p. 24. " Ved@blydsit veram Zotaram Sublom sjeram fyols
lasmionevipdire (amasi vite vivariale” fif spukirab iU, y3m siksoim nilyim
BLNdriyim VAR rI8yeh SEksTEriadharmino manlradrsah pasyanli.. SVappevriism iva
arslasrutinubbilam Feikbyisants iy ess purdkalpal. ©
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an imitation ( anukdra ) of Brahman Sabdatattva, is the basis of all
learnings which have been developed in explicating and supporting the
Vedas, while ordinary language whose principle is instilled in consciousness
is used by humans in their cultural and social intercourses to further
increase knowledges. The world thus based scriptural and ordinary
languages continually evolves, and its expansion is rooted equally on
tradition and on human insights through the medium of language by which
transmission, communication and innovations are carried out.

Itis said in #2 1.5 that Brahman's imitation ( azukara ), the Veda, is
rendered many in the form of Speech by the sages for the sake of
transmission because that which is one and undivided cannot be transmitted
in a divided way (i.e. by means of perceptible language transmitted by
hearing rather than a subtle one of revelation which is seen in a vision).37
In the course of transmission the branches of the Veda form the divisions of
regional usages as well as of devefopments into the limbs and minor limbs
that become various arts and sciences.38 In the latter part of the VP, the
theme of Speech as the subjective form of consciousness is elaborated. In
verses 1.125-127, it is shown that every kind of awareness and knowledge
that a human possesses, by which he/she is known to himself /herself and

others as a conscious being, is accompanied by Speech. Speech as a

36 yp 1.123, 125, DCMS 32, pp. 188-190, 192.

37 yp 1S vrei DCMS 32, p. 25, tasya vedo mabarsibhil, eko Dy... pripiia”
The wrzZ/ states that the singular thing which is called the Veda existed in the seeing itsell.
The object, i.e., what was to be seen, was put into the form of Speech itself which had
acquired a sequence for the sake of cevealing {it] ( sb24yaktin/mittit), by the great re/s
who could not make known an undifferentiated thing in a differentiated way.

38 pp 1.5-10, DCMS 32, pp. 22-39.
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subjective function verbalizes and apprehends one’s own inward feelings,
thoughts, and all cognitions of the external world.3?

This continuity and essential identity between revealed and ordinary
languages-- vdc as language of the Veda intuited by the ss/'s and as the
subjective language of humans--support Bhartrhari's notion that language is

39 pp1.125 states that fanguage as form [of consciousness] is the basis of techniques
in all Jearnings and of the arte. Through its power every object conceived is effected in an
external form. Its s774 states that all learnings are bound in the intellective mind whose
form is Speech. In respect of the conception of a pot and 30 on, every desire to to instruct on
the part of the person who initiates and the person who undertakes [an action], is done
according to the form of Speech. (DCMS 32, pp. 192-193). §/P1.126 states that Speech, as
form, is the conscious, inward and outward, perceptions of all creatures. Consciousness in all
creatures does not go beyond the measure fof Speech]). The »rzz states that in the world
the designation of conscious and unconscious is made because Speech is the form that
accompanies consciousness. Speech causes aff creatures to desire to act purposefuify, and
anything incapable of Speech is known as insentient, like a log or a weil. People know their
inner feelings through the accompaniment of Speech as the form, and all woeldly activities
based on it would come to & standstill in its absence. There is no creature possessing an
awareness of itself and others which is not accompanied by Speech. Therefore, there is no
mental activity without the use of the power of Speech. The very form of Speech-essence is
the form of mental activities (DCMS 32, p. 193). VP 1.127 states that just as an actor (ie.
subject or doer) in wakefulness sets himself toward an action to be done by means of
Speech, just so, in sleep Speech itself becomes the action to be done. The 3774 illuminates
the parallef between the manifestation of the Sebdebrebmep and Speech as it is used by
humans in effecting their purposes. The s77% states that the manifestation of
Sabdebrebman is in the form of differentiated means and ends. |In humans] in wakeful
activities, the knots of differentiation [of egoity] (See FP 1.4) into Speech having been
transformed into actions of birth and so on, following the form of Speech, strive toward
effects by reaching the changes that are fullfiliments. But in sleep, Speech itseif being the
form of external objects has no [external] object; [Speech] effects the action toward changes
that come to fullfiliments (DCMS 32, p. 195). These verses clearly describe v as
subjective languege which is an effect ( £&pab febdah) ( ¥P1.130, DCMS 32, p. 200), the
reflecting one, pratysvamartini ( VP vriti 1.124, DCMS 32, p. 192), and the form,
vigrapaé of consciousness ( §7 1.124, DCMS 32, p. 190) through which ali cognitive
experiences are determinately known
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an intrinsic component of reality even though it represents a secondary
reality ( aupacdriki satiz)40 It is intertwined with a primary reality and
derives its functionings from the latter because the substance of Brahman-
consciousness is not different from that of an individual consciousness. Like
light, consciousness illuminates itself and its object in a form which combines
and reflects back the object in perception. That form, namely, Speech, is

vic 4! Sabdabrabman , evolving and manifesting the world of manifold
appearances, is not unlike human consciousness which is accompanied by the
form of Speech.42 Linguistic activities of the human mind culminating in
Speech function constantly in sleep and wakefulness, and this functioning is
said to be the same in the Great, the cause, which is the essence of

Speech.43 Verse 1.127 of the V2 states the same thing in a different way:
the manifestation of Sabdabratiman is in the form of end and means of
wakeful moments ( pravibbaktasidbyasadbanaripz )44 During its wakeful
functioning, Speech as the form of mental activities is used by the subject in

striving to achieve an [external] effect, but in sleep Speech itself becomes the

40 o language as a representation of a secondary reality, see Subramania Iyer,
Bhertrbari: Tbe Study of the Vakyapadiye in tbe Light of the Aocient Commentaries (Bb)
(Poona: DeccanColfege, 1969), pp. 209-212. See also n. 52 below.

41 See above, nn. 34, 35 and text.

2 pp 1.126, DCMS 32, p. 193. " yo yam callanye vigropalinygamas...

43 P 1.118,DCMS 32, p. 181 " sF cey2m svapnsprabodbavritit
pravibhekispurusinukirs mahelysps vikigitve krene nifyam avasthits.." The psddhali
says, "mabaly spi iU yo sau mabo deve ity ikyste. ©

44 Aihough it literally means "divided,” the transiation of * pravibbakia’ as “wakeful"
here follows from the meanings of ‘aravidbige’ and ' svibbipe’ in the Lirik# as
'differentiaticn’ in the sense of wakefulness and ‘non-differentiation’ in the sense of sleep
respectively. The peddhals glosses them, 'jigradevesthivim ' and ‘' svappe.
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fullfililment which is the effect. The supporting verse states that the Lord of
all, comprising all, after dividing himseif by himself, and having created
separate existents, becomes the experiencer in a dream.®>

In Sabdabrabman combining and dissociating ( bhedzsamsarga )
efficiencies ( siz£#7) create phenomena ( v/varsz ) analogously to the verbal
efficiencies of ordinary-language in human consciousness which orient
determinate perceptions and understanding in normal experiences.46 Just
as the light of Brahman is reflected in the world as the Veda,4” the light of

45 pp 1.127,DCMS 32, p. 195.

46 Compare in the #2P verses 1.1-3 describing Brahman as the one and undivided who
seems divided because of the efficiencies ( £2£Z/), at the same time that these efficiencies
are Its power to create, with verses 1.117-120 (DCMS 32, pp. 177-184) describing the
Sak1/s as the accomplishers of difierentiation. In the latter verses sllusions to 8 similarity
with ‘cause,’ unmistakably analogizes humans’ conscious verbal functions with that of
Sebdebrabman. Verse 1.117: "It is the efficiency of [the perpetually functioning Word
( ¥21.116, DCMS 32, p. 177)] distributed on the breath and on the intellective mind,
evolving on places of utterance that achieves differentiation.” Its y77Z states "It [the
breath] causes only a tinge of diffecentiation ( sbedZourdeamfiram ) 10 enter into the
highest, undivided self which is the Word.” Verse 1.118, wrzZ (DCMS 32, p. 179) states
that the subtle verbalization constantly functions in humars as in the “Great,” the cause
which is the essence of Speech. See n. 43 above. Verse 1.120 (DCMS 32, p. 183) states that,
“Knowers of scripture know that this fworld] is the evolution of the Word; this world evolves
at first out of the Vedas.” The pr74/ states that some who say that causality is postulated
from the evidence of qualities that possess fogical consequences from the cause in the
effects, attribute the universal manifestation { 5/s2r7Z¢) to an criginal matter, the array of
efficiencies, the cause of unknowledge; and so, it is taught in scripture that Speech,
possessing the contracted powers of enjoyer and enjoyed is the cause. An idea is prominent
throughout these verses that Sebdebrabmae which is filled with ( #1772 ) the efficiencies is
one by which the manifested universe ( ¥/varZg) comes into being, and Sesdabrebman
takes up manifestation in the ego-form of the knots of experiencer, experienced, and
experience ( #7 1.1-5), and that it is the subjective language, v Le. language as used in
the ego-form, that divides up the unity of Sebdedrebman ( VP 1.116-131, pp. 177-203).

€7 PP 1S vrtz DOMS 32, p. 24. © veddbbydsit varsm Znlarsm Suklem sjersm [yolUs
lasminneyapare (2mass vile vivartale” 1 spukara i7"
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human consciousness is reflected by means of ordinary Speech which he/she

uses in subjective determinations to illumine knowledge in the world and to

strive toward effective actions for himself/herself 48

The essential unity of all empirical and subjective phenomena is the

Word, Brahman Szbdgzaztva, which is also called the great god ( 2260
devo ), the Bull of the Word ( sgbdavrsabha). In VP 1.130, it is stated:
"They also call the self of the speaker, the Word that abides within, the Great

Bull, with which one desires to be joined.” The vrz&/ elaborates in the

following way:

In the world there are two essential [kinds of] language ( dvav
sabdatmanav ), the eternal and the effect. Between these, the effect is
ordinary language ( vyavadarika ) which causes to comprehend the
reflection ( pratibimbopagralhi’) of a person who consists of Speech

( purusasya vdgatmanals ). But the eternal is the source of ail worldly
usage and transactions ( sarvavyavahirayonr). Its sequence drawn up, it
abides within all [people]. It is the birth, i.e., the substratum, of all
transformations and the basis of all actions. Its power to effect objects in
pleasure and pain is entirely unobstructed. It is light, seemingly opposed
to ( viruddha ) Imaterial objects such as] pots and so on, terminating in
the field of consummated experiences; it is the boundless primordial
matter of all formed things. Because it appears as all knowledge and
because it appears as all differences, its eternally functioning
manifestations are imitated in dream and sleep [of individuals]. It is
provided with powers to create and destroy, like lightning and forest fire,
through the realms of action and cessation. Indeed, knowers of Speech

{ vagyogavid ) who have cut the knots of egoity are joined in an absolute
unity with Him, the Lord of all, possessing all powers, the great Bull of the
Word.4%

4@ 11 16, DCMS 32, p. 193 " arzbakrivdsu vk sarvin samiBaysls debinat/

Ladutbriniau visamfio yam dreyate kdsthakudysval " See VP 127, an. 39, 44, 45 above.

49 pp 1.130 and w71z DCMS 32, pp. 199-200,
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This verse, ¥2 1.130, and other passages discussed above, show the
distinctions made in the Vi&yapadiyva between Sabda, i.e.,Brahman the
- unity which is the linguistic principle intertwined with phenomena, and
vac, the effect or reflection of that linguistic principle in the form of the
Veda and the subjective language in use. In the fatter instance, Speech is the
form of consciousness because it reflects back consciousness's light and
renders cognitive objects consciously perceived with their determinate,
verbal accompaniments. {Language as described by the metaphor of light
will be discussed befow.)

The distinction between Sabdabratman and vac, as the eternal and the
effect, is that between language as an objective and universal principle in
the former case, and Speech in the latter case as the subjective function,
which accompanies a person and is used by him/her like the senses for
apprehending inward and outward perceptions and for interacting with the
world. From the fact that S#bdabrabman is established in the world as the
Veda and as the linguistic principle entered into an individual consciousness,
it fellows, then, that véc as the Veda is the communicable refiection, i.e., the
anukara, of Brahman, and vac as ordinary language in use is analogously
the communicable reflection, the prazyavamarsini or pratibimba, of human
consciousness.

The unitary source ( Sgbdebrabman ) of scripture and Speech, both
being v is postulated because the author of the F2 wants to establish
that language which is intrinsic to consciousness is intertwined with the
world and that language of this description is rooted in revealed scripture,

because they--ordinary language and scripture--proceed from the same
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cause. Sabdabrabman , the source of the Veda, is also the source of ordinary
language with which a person perceives, thinks and communicates. Thus,
Bhartrhari supports his claim that the surest path to reach Brahman is
grammar, ( /2 1.5) because grammar assists in acquiring the correct
knowledge of the Veda which contains the knowledge of Brahman, and
because grammar elucidates the truth of relations between the mind and
language as between things and language. Indeed, Brahman that is entered
into human consciousness is undivided; and differentiation is #v/dyd
resulting from the habitual use of language to reify mental categories of time
and space, and soon ( #21.1). Since these illusory manifestations begin
with the knots of egoity, reaching Brahman is just the cutting of the knots,
ie., getting rid of differences and differentiation which the subjective
language ( vdc ) imposes on the mind ( /21.5). Through meditation on
language ( s2bdapdrvayoga ) and by cutting off the knots, one reaches the
original unity, the Great Soul. On the other hand, grammar helps to purify
the use of language, and purification leads to the attainment of the
homogeneous and undivided source of all modifications in Speech. The

source is intuition ( ¥21.14).

Intuition: pratibba

It is noted Bhartrhari appears to postulate two sources of unity: the
Word which is Szbdabrahman, maho devo, etc, and pralibba which is the
the source of all Speech differentiations. In returning to the origin, one is
united with the self which is characterized by being s2222/a%asaps, which is
the Great God, the Bull of the Word ( #21.130-131); or, again, one reaches
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the source of all speech modifications, namely, pratibhz, the ultimate
matter ( parZ prakr&i') which is an approximation or qualification after
being (saztanugupya ) ( VP1.14, 1.123).

An ontological gap between Sz26d2 and vic, the homogeneity and its
form of diversity, is filled by intuition which qualifies (or approximates)
Being; it is the moment of apprehension between diverse efficiencies of
words coalescing into a single object of cognition and the undifferentiated
consciousness ( ca/Zanya ) which is the reai apprehender of experiences.

Intuition is postulated in this way because in Bhartrhari's system
language and reality, although moving on different planes, are intertwined.
The notion of intuition, furthermore, gives scope to differences of subjective
apprehensions and expressions which are fully materialized in three stages
of Speech. An understanding of a linguistic proposition is intrinsically bound
with reality, but as soon as one expresses a perception of reality in language,
reality takes up the subject-object structure of the sentence. It is in
intuition that consciousness, as the source of unstructured, inchoately
verbalized thought, emerges and evolves in the structured form of Speech.

In the narrowest sense of the word, an apprehension of a sentence-
meaning { va&ydriha ) is intuition: it is an instantaneous flash of
understanding. In the widest sense, it is the vision of the rs7's who saw the
Veda, revealed as an undifferentiated unity which the seers saw, heard, and
experienced as if in a dream (" svapnavritam /va drstasrutdnubbitam |,

VP13, see n. 35). It is said that when one arrives at the unfragmanted
state of Speech, he comes upon the highest intuition, the origin ( pragrz/) of
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Speech modifications. And from this matter called intuition, which qualifies
(or approximates) reality, through the practice of and meditation of the yoga
of the Word, he attains the highest origin ( par7 prakri/) in which all
imaginings of transformations have become quiescent.5% The wr#4 of 1.26
describes it as an apprehension of a sentence-meaning.>! The wr#t/ of
1.123 gives a description similar to that found in 1.14: intuition is the source
of reality, the origin of changes of states, being ( s2/27) which is provided
with the powers to accomplish an end. The vr#tr of 1.137 speaks of some
rsi's who evolve in intuition itself and who, in seeing the great soul,
characterized by being, become enlightened.

In both senses of the word, intuition by itself is not an object, nor a state
of mind, nor words. It is the point between word efficiencies’ ( siafz/)
functioning and cohering into a single percepﬁon and verbal accompani-
ments that follow, expressing that particular apprehension. In speaking of it
as a qualification of being ( satZZnygunya ) and the origin of Speech-
modifications before an idea takes a definite verbal shape, Bhartrhari
indicates that an intuition which results from the functionings of words and
their efficiencies contains the possibilities for further verbal ramifications
that follow in the three stages of Speech, pasyant, madhyama ., and

vaikhari. And while the homogeneous consciousness, or being ( 52277 )
which is Brahman, is not self-awareness, an intuition, falling ontologically

between pure consciousness and its reflected form of Speech, is

50 1 1.14, DCMS 32, p. 48. “s0 YyaLibirodm vigavestbim sdbigemya
vIgVIEZrRpim prakrifm pratibhsm &nUper&il. I83mac o8 SAIIENUgURYRMBIrEY
PraubbEkydc coebdgplrvayopsbifvandbhyEsik Sepal protyvasIamiIAsErva-
vikErolfekhomBlrim parém prafriim pratpsdyete.”

31 pp1.26 wreei DOMS 32, p. 67.
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undifferentiated in substance; in form, as an apprehension, it is something
distinguishable from consciousness itself.

Iyer, without alluding to pratibfa, explains how the mind connects with
reality through language:

All these contradictions which result if word meanings are looked upon as
having Primary Being disappear when it is understood that they move in
the realm of Secondary Being. The basis of the Secondary Being is the fact
that we determine things in our mind and use words to express what we
have determined. Even what is present before cur eyes does not become
the object of verbal usage until we have determined its nature in our
mind. Our mind enjoys a certain amount of freedom in determining
things. The mind separates and analyses what is united in reality....
Therefore, the things denoted by the nouns and the verb have an
existence only in the mind. This kind of Being which consists in
something figuring in our mind is the basis of the use of all words.52

On pralibha, Iyer writes that when one has purified Speech, he attains
happiness but not the ultimate reality:

Not yet... He must fully realise the prazbfz which is derived from the
ultimate Reality and which is identical witht the ultimate Being ( s#247),
the source of change and manifestation, endowed with the power of being
the means of accomplishment and the thing to be accomplished

( sddhyasidbanasakiyuktam )53

On intuition as the sentence meaning ( vakyartha ), Iyer says:

.it is clear that, according to Bhartrhari, the indivisible sentence is the

52 sybramania lyer, A5, p.210-211.
53 subramania Iyer, 85, p. 143.
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unit of comunication and that its meaning is understood in a flash
(pratibh). This meaning is also something indivisible, a complex
cognition in which the central element is an action or process with its
accessories closely associated with it.34

On intuition in both aspects of an evolvent of S2bdabrabman and the

sentence meaning, Hattori writes:

According to him [Bhartrhari], there is no essential distinction between
the word and the meaning, both being two divisions of the
sabdabrahman, the ultimate reality which is of the nature of the word.
The sabdsbrabman takes the form of pratibha defore it is manifested as
the phenomenal words. As the primary evolvent of the s2bdabrabman ,
praubhz transcends the temporal sequence of sounds and the diversity
of form that characterize the phenomenal words, and it is recognized as
the original form of the phenomenal words ( vagvikarapam prakridh ). It
resides in the mind of the speaker before he utters the sounds, and
through the sounds that constitute the phenomenal words the listener is
awakened to pralibhi 55

David Carpenter, who sees prazibha as the conjunction of “revelation and

experience,” writes:

Fralibha is in fact the experience in which the two-fold manifestation of
the Word-Principle--as language and world, knower and known--meet.
This is clear from the fact that this intuition is neither a purely
"subjective” event, nor an intuition into a thing-in-itself. It is rather the
intrinsic luminosity of the world as a dynamic interrelated whole which is
revealed by language... It seems that it is in this sense, as conveying the
dynamic interrelatedness of things, the fundamental Zugehorigkeit' of

54 Subramanis Iyer, 25, p. 201.

55 Masaaki Hattori, " Apahe and pratibbd™ in Senskrit sod lndian Studies, Nagatomi
et al, eds., (Holland: D. Reidel Publishing Company, 1979) pp. 65-6.
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self and world, indeed as instigating the enactment of this
interrelatedness, that prazibh3 is a manifestation of Sabdatattva. 56

While it may be, according to Carpenter, that every sentence-meaning is a
revelation writ small, Raghunath Sarma who has a similar explanation puts it
in a different way: intuition, which is an object of the intellective mind, is an
apprehension in the form of "It is this" (so yam ) which unites an
apprehension of the expressor-expressed (i.e., linguistic) relation with that of
something in the world ( padarzha ), like a cow, and so on.37 As for Hattori's
view that pratibha is the first evolvent of Sabdabrahman, it is not
completely evident that Bhartrhari identifies intuition with an idea existing
in the mind before the speaker expresses it in words, which idea is termed

vivaksd by the grammarian. 58
In Bhartrhari's system, inasmuch as meaning is the principle element in

language communication, language as the linguistic principle is inextricable

56 David Carpenter, “Revelation and Experience in Bhartrhari's Vakyapadiya,”
Wiener Zestschril} for die Kunst Sudasien 29 (19835): 203.

57 Raghunath Sarma, Vakyapadiyen, Part I (Brabma-kindem). With the
Svopajdavrils of Harivrisabha and the Ambakariry of Raghunatha Sarma, Sarasvati
Granthamaia 91, ( Varanasi: Sampurnananda Sanskrit Vishvavidyalaya, 1976), pp. 170-171.

58 Pupyardja's commentary to ¥ 2.407 (BSS 24, p. 254) says, * vaktur anterullesiti
praubbaivabbisandhirdps sabdamayi bbavat; " and equates intention ( 254/d46#% ) with
intuition ( praubAZ). the very intuition of the speaker bicoming forth within in the form of
an intention becomes composed of words. Bhartrhari, Vatyapadiya, With the commentary
by Pupyargja, Benares Sanskrit Series (BSS) 24 (Benares: Mssrs. Braj B. Das & Co., 1887).
iyer in his transiation of the same verse numbered as #2 2.399 adds a note that ‘The
following are the points in the Ambzkartss on this verse. The power of a word to convey its
meaning is called 25444, Som consider this 254/d6# to be different from pratbss,
others not. “ Subramanialyer, tr. e Vakyepadiya of Rbarirbars Chapterl ( VPII) (Dethi:
Motilal Banarsidass, 1977), p. 171.
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from language as expression: s256d2 and vac meet in intuition in which the
functions of word-efficiencies culminate in being the determinate pei'ception
of the subject, the meaning-apprehender. The intuition of the sages is the
linkage between the Reality ( s2227) and the subjective approximation or
qualification { sz2Z2nugupya ), i.e., grasping Being from a subject’s
perspective and in the form of the subject’s apprehending apparatus, vac.
Like lesser ones, the great Intuition perceived as if in a dream as a unity, is
put into the diverse and sequential form, branching through stages of vac;

intuitions are the basis of knowledge in the world of vyavasara.

Sense-perceptions and language in cognition

Translations included in this section will show that Bhartrhari conceives
language as integrated with other functions of consciousness, and the subject
is one whose sensory contacts and experiences are brought to bear on purely
linguistic functions. Linguistic functions are constant and come to self-
awareness as associated with sensory percepts which form a subjective
background in which word-efficiencies coalesce into an apprehension.
Although the Word-principle is fixed and the relation between a word and
its meaning eternal,>? there is scope for differences in subjective
apprehensions and selections of words for expression. The speaker takes up
an appropriate word with each [corresponding] meaning in regard the
denoted meanings whose configurations are obtained by the desire to

express, just as one who desires to perceive applies an appropriate sense.6?

39 yp 123 DCMS 32, p. 51. "nitydl ssbdirtbasambandhis (alrimniti mabersibbib/
2oLrinim sEpulenirinim bhasyinim ca pranelrbbib.” “That the relations of words and
meanings are eternal have been traditionalfy taught by great seers and authors of sZfr#s
(such as Panini and 3o on) along with the explanatory texts and commentaries.”
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The karika and vreZi of VP1.52 liken the use of words to drawing a picture:
the figure consisting of parts is conceived as a single idea in the mind and
then drawn out sequentially on a piece of cloth or a wall; in the same way
heterogeneous words, their diverse parts drawn out and held in a single
idea, are uttered by speech organs.8!

Thus, when the problem of meaning conveyed and apprehended is
considered, subjectivity necessarily enters into consideration. In
understanding a meaning as well, the sentence is the complete unit of
understanding from which word-meanings are derived. The reason is that
although words and meanings as linguistic entities are in an eternal relation,
word meanings in usage depend on subjective factors of a speaker and a
hearer. Primary and secondary meanings arise because a word in use has
associations with other words52 A sentence also conveys meanings other
than its literal meanings,53 and the author of the VP lists factors that are

the gray areas, indeterminacy, of word meanings.54 That the determination

60 pp 1.13, DCMS 32, p. 44 yagyam bf sebdem prayokis
vivaksspripitasamoidbinesy abhidheyesy pralyaribam UpRdsile. I8dyalbopRlpsamEnaly
Dralvissyem yoxyenm evendriyam Upalebdhsy pranidhatle.

61 pp 152, DOMS 32, p. 111. "patbaikabuddbivissys mirtir Eriyate pate/
mariyentarasye uirayam evam Ssbde pi drsyate.”

62 pp2298-305, Iyer tr., PP II, pp. 129-131.

63 pp2.310-313, Iyer, tr., FPIL pp. 134-135.

64 pp 2.314-6., Iyer, tr., VP11, pp. 135-137. (2.314) The meanings of words are
determined according to the sentence, situation, meaning, propriety, place and time and not
according to mere external form, (2.315) Connection, separation, association, opposition,
meaning, context, indication, the presence of another word (2.316) Suitability, propriety,
place, time, gender and accent etc. these are the causes of our determining the meaning of a
word when there is no definiteness in it.
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of word-meanings depends on the user is expressed in V2 2. 400, and the
metaphor of the eye (“Just as, directed, the eye applies itself to seeing, just
so a word intended is the expressor of the meaning.") recalls #2 1.13%3
and 1.118. Punyaraja equates intentionality with intuition, "It is the
speaker's intuition, indeed, blooming forth within in the form of intention
and consisting of words."66

Bhartrhari's implicit distinction between s26d#2 and viac distantly
resonates with Saussure's distinction between language ( /2agve ) and

speaking ( parofe ).

Language is not a function of the speaker; it is a product that is passively
assimilated by the individual. It never requires premeditation, and
reflection enters in only for the purpose of classification...

Speaking, on the contrary, is an individual act. It is wilful and

intellectual....67

Similar to this view of language and speaking, Bhartrhari's philosophy of
language implicitly delineates the unity of language principle from the
subjective use of language. In the former aspect, Sabdzfaztva, is a unity
which comprises ideational and vocal linguistic elements existing in the mind
and speech organs. In the latter aspect, Speech is an act of the subjective
mind: it is that with which one thinks and which is the expression of one’s

ideas and thoughts. It is vac which determines for the perceiver the

65 See n. 60 end text, above.

66 2400, 1211, Iyer, ed. (1983), p. 161 " pethz pranibitem ceksur
darsenayopskalpate/ (aLhabhisambiial Sabdo bbavaryartbasys vicakab. " and vrit p. 162
" Vekiur enlaruliesitd pralibbaivibbisendbirdpi ssbdemayi bhavali” See also n. 58 above.

67 Perdinand de Saussure, A Course in Genersf Linguistics, (Rev., paperback ed.,
England: William Collins Sons and Co Ltd Glasgow, 1974), p. (4.
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identity and character of a cognitive object, and which Bhartrhari speaks of
as the senses that apprehend the world. As soon as a person uses language
he imposes a subjective perspective on it; Speech ( véc) in use, imposing a
differentiated form on the linguistic principle ( S26d2brabman ) also
increases and binds the world through determinate and describable
experience.

Intuition flashes forth between the efficiencies ( s2£#7) of words in the
objective language and their subjective meanings. It is the culmination of
word-efficiencies in the eye, i.e, the intentional seeing, of the apprehender,
just as it is the source of Speech unfolding into intended expressions. Verse
1.118 describes the role of intuition, mediating between word efficiencies

and subjective perceptions:

The efficiency residing in words alone is the binder (or basis) of this
world. With that efficiency as its eyes this intuition itself is perceived in
different appearances.

Some [teachers] say that universals ( Zr } are based on the support
of subtle words. Indeed, being perceived through the modifications of
the support , they resolve through an expressor-expressed relation in a
revelation of themselves. According to others, just as the efficiencies in
the matter of objects become dissolved into the senses, so, the efficiencies
of senses [become dissolved] in the intellective minds, and the efficiencies
of the intellective minds in the self of Speech, whose sequence is
contracted. And this activity in sleep and wakefulness which imitates
each person ( purusanukdra ) exists eternally even in the great one, the
cause which is the substance of Speech.

Speech alone sees the meaning. Speech speaks. Speech alocne
extends the fixed meaning.
The universe of manifold appearances is bound in Speech.
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Having divided the one, it enjovs.58

It is apparent that the verse and its yr7Z explain how words become
understood intuitively as meanings. The efficiency in words binds the
whole, i.e., the expressor and its expressed meaning, and the efficiency is the
eye through which understanding, perceived in different forms, arises. This
is to say that the word efficiency is the means of meaning apprehension
which is again differently perceived: within the boundary of word meanings,
the arisen intuition is varied in appearance.

Intuition intervenes between the linguistic functions of sabdazarzva in
consciousness and its reflection in the self-conscious form of Speech.
Intuition mediates the active consciousness on the one side and the
reflection of its activities on the other. As the noumenon between being
( s22¢7) and verbal manifestations, intuition qualifies or approximates
( sartaznugupya ) reality but also holds a possibility for a variable
qualification in the subjective character of Speech which manifests or
reflects consciousness. The w4/ cites two opinions. One is that the
universals of words make themselves known in expressor-expressed rejation
through the manifesting substratum, i.e., the acoustic words. Another
opinion has it that efficiencies in objects become dissolved in Speech by way
of the intellective mind ( 6zddés). The latter opinion is cited in order to
show connections of language function with sensory perceptions, i.e., that the
activity of Speech which functions constantly in sleep and wakefulness is
influenced by objects impinging on the senses and the intellective mind

68 2 1.118, DCMS 32, pp. 180-181 . Sebdesv evitrits Saklir Visvasyisys
pnibandbeni/ yenpeiralh pratibhalmayam bhederfpeh pratiyete "
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through their respective efficiencies. This idea is echoed in the vrzZ/ of
1.123 below, where it is explained how determinate cognitions, ideas, are
_ formed as accompanied by words:

There is not a notion in the world except that which is
accompanied by words.

Every knowledge (cognition), as if penetrated by words, comes
to light through words.

Since a person’s innate disposition for language is in a contracted form,
so, an indeterminate knowledge even when arising in respect of things
that are to be known does not produce an effect. It is as follows: from
his contact with grass and clods, etc., although a cognition ( /2224 ) occurs
te a person who is moving hurriedly, etc, this state of knowledge is only
indefinite (£4cideva ). In this state of knowledge whose seed of the
linguistic disposition has come to attention, when the efficiencies of
explainable and unexplainable words which cause to understand the
meanings are fixed in relation to their respective meanings, the object
itself is grasped up, shaped by cognition according to the efficiencies and
pierced by words; it is said that the object itself ( vaszv ), appearing in a
distinct form accompanied by cognition ( /FZnanygaiz ), is known. And it
Ithe object thus cognized] becomes the cause of memory when seeds of
sounds appear from other causes ( Fvirbhavaisv srutibifesv ). Similarly
some teachers [say] that composition of cognitive activities in a person
asleep is the same as that during wakeful moments, but only then lin
sleep] the seeds of linguistic disposition function minutely ( Zzd7
STksmam vritim pratilabhante ). Therefore they say this state is
stuporous ( Zmasim avastbém ). This is the ordinary consciousness
( samjdina ) which constantly undergoes appearance and disappearance
( gvirbhivatirobbivau ) in relation to words as its cause and effect. 89

69 P 1.123, DCMS 32, pp.188-90,

“ne s0 3U pralyayo kote yabh Ssbdrougamid rie

aouviddbam ive jOipsm sarvam JSsbdens bbissie

yaibasys sambriargps sebdebhavenk 1alhd fdeyesy aribesilpannipy avike/peng
JAénens karyam na Erivale. 18d yalha Ivaritam geocheles Urneloslidisemsparssl sely 8p7
JhEne £8d eva ST [Havasihs yesyam ablimukbibhDIesebdebhavandbijayam avirbbotasy
&ribopsgribindm SEByeyeropinim 2ok hyeyerOpinim a8 SADIZ0RD LrolyariGad/yalisy
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Yerse 1.123, and its wr74/, clearly explains the continuity and differences
between indeter minate and determinate cognitions through an
accompaniment of words. An indeterminate cognition is purely a sense
percept which occurs in passing without becoming consciously verbalized. A
sense percept sows seed words which when they come to attention, and
when their efficiencies are fully developed, the words which now are
capable of expressing meanings are cognized together with the object itself.
A determinate cognition, in the form of word-and-thing together can be
stored away and can trigger seed words in memory, which seed words have
been sown from other sense perceptions. The wrz&i describes a normal state
of consciousness as consisting of a series of determinate and indeterminate
cognitions, in which percepts and words are mutual causes and effects. The
mind is constantly active with its sensory and verbal functions interacting to
produce determinate cognitions.

In verse 1.124, Bhartrhari uses the metaphor of light to describe the
workings of the linguistic principle. Consciousness infused by the Word is
like light, whose form of Speech achieves the reflecting function and
completes the illuminating function. The grammarian often likens language
to light: language is like light which illumines itself and its objects.”® Itis

Sektisu sabdEnyviddbens sekly enupEling jOZNenRErivemans Upagriyameno vastvaima
Jazngnugeto vyekisripapraiyavabhiso joiyvala ity sbbidbiveie g cg pimiilaniarsd
Evirbhavaley sutibijesy smriibetur bhevall 181heikessm SCErYER2Mm SLPIRSYEDS
JEeradvriiyE Sadrso [HEnrvrili prabendhab. Fevelam ti sebdebhivansbiins 1808 sOEsmam
Vriltp pratilabhante. I2smal imasit coli [im avasibim Ibub. 18d elsl samffinam
SabdaprakrtivikErabhavensvirbbivatirobhiviav sjasram pratygeaubhevali.”

70 ppy .50, DCMS 32, p.108. "#tmaripam yelhs jhive jdeyerdpam o drsyste/
arlbargpam (albi szbde svaripanm ca prakdsele” "Just as the form of the self and the form
of the object of cognition are seen in cognition, just so the form of a meaning and the form
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also like light in a firestick ( erapistha ) giving its flame to other fires.”!

The relation of a word with its meaning is that of an illuminator and
illuminated.72 More important, language is like light because through its
reflecting activity an object comes to view. Iflumination consists of
assimilating disparate objects and combining them into a single object of
understanding returning to the perceiver. Indeed, its act of reflecting is the
synthesis ( azusamdbana ). the light of language “touches back"
(pratyavamrsati) with disparate percepts unified in the determinate
cognition of a single entity. Verse 1.124 states:

If the eternal Speech as the form of knowledge should vanish,
light would not illuminate, for Speech as the form [of
knowledge] is the reflecting one.

Just as luminosity is the nature of fire and consciousness the nature of
the inner controller, just so every cogaition is also accompanied by just
the form which is Speech ( vigrdpamatiranygatam ). A subtle element of
language exists even in a state of unconsciousness [i.e. a faint or a stupor].
Even the first fall of light on external objects, taking up the particular
qualities, manifests the mere form of an object itself in an undefinable
way as, "It is this (/dam 72d')." At the time of memory as well, when
such seeds of perception come to attention as verses, etc., that are to be
remembered, the thought,"This is some hymn or verse that I can barely
hear,” turns about in mind like a bare form of light. And when language

itself shine out in &8 word.”

71 yp 1.43,DCMS 32, p. 103. " aran/stbam yathd [yolif prakisioiaratiranam/
ladvacclhabdo pf buddbistbah &rutindm £&renam prifak.” “Just as the light in the firestick
is the cause of another light, in the same way & word in the mind is individually the cause of
word-sounds.”

72 ppy 23 writ;, DCMS 32, p. 60. " indriyvavisayavad vi prakisyaprabisakabbivens
22mayopidlbir yogyRia Sabdirthayol sapbandbel.” “Or, like & sense and its object, the
refation between a word and its meaning is a fitness as the ilfluminator and the illuminated,
convention being an adventitious superimposition on this fitness.”
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is not the form [of cognition} { vagrdpatayvam asatyam ), even though light
arises, without incorporating another form in itself it does not resolve in
the form which achieves an illuminating action. When there appears a
bare cognition of objects, i.e., things that are mutually distinct in nature
and are mutually unfavorable, a subsequent synthesis is the reflecting
back ( yad vtiarakalam anusadbinam pratyavamarsa ) which entails the
process of combining the efficiencies ( siz£#7). This synthesis renders
[disparate things] a single, whole object, and it is bound in language as the
form. For, Speech ( vdc), synthesizing and reflecting back in a notion
which is qualified by all [of its] particulars and which effects a purposeful
action, does not depart from the process of excluding and combining by
supposing [that there are] separable elements of efficiencies.”3

To produce a determinate cognition, light must assimilate the object of
illumination and reflect back itself and [its] object. Illumination and
reflection complete the full functioning of light. Thus, the entire process
consists in light's first falling on disparate things, and its synthesizing of
mutually incompatible objects in itself, i.e., into the form of light; synthesis is

73 pp1.124, DCMS 32, p. 190-192.

vigropeais ced uvikrimed svsbodbisys Sisvali

ne prakdseh prai¥seis s¥ Li pratysvamarsini

Valhs prakgsakarvam sgneh svargpam carienyam Vinigrydmmnas (alhs jORosm 4pi
SRrVAm VERrdpamIlrZoUgRIR. YEDPY RSZAcelldvasIhE 18syim apr sOEsmo
vigdharmalugamo DAYEVRII&te. Yo pf pratbemopanipdli bELYesv aribesu prakisah sa
2itIndm SpRrErarens VASIUsSVardpsmIlram idam 1ad 1y evyepdesyays vrity&
PralyvavebhissyRIL swmrifkile pr tidrsinim upalebdiibijinim ZbAIMUkLYe SmArlavyesy
Lok Tdsy prakFsinugamamiIlram Xropam 1va buddhgy viparivaridte Ko py £s3v sauvikah
Sfoko V3 yo Yam meyd solimBireps prakidols 1L vIerOpaliyim cRsslyim vipeano pf
Prafisal parardpam goROek urven prakisanakriyisidhansripaldysm 08 Vyavalsihete.
Dhinnar8pindm cinupakaripimilminiardniimansm JIAreIrasya vasium it giokoe
Pratlyavebhissmane yad viiaraEiam Rousamdiznsm pratysvamerss ekirihakiritvam
avibhdgens SRELSEMSARRYasopRerahnl 18d vEgropRIEyim baddbam. iy
BNUSAMIZILROK ProlyavanirROL c8 SRIVRVISeSansvisiste py artbhakriydkarins pretyeye
SREIYEPOCAHErRER[DANGYE DACIRSRMSAGRMBILr8m LR VIREFY .
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the "reflecting-back” of one idea provided with its particulars. It is a process
in which the combination of efficiencies are combined as a whole and are
productive of a single cognitive object. The cognitive object expressed by the

words " parardpa,” " bhinpnargpanim " and " ekartha” consists of a mixture
of words and things, which is to say that the passage is not desi:ribing
merely a linguistic function or a sensory perception, but a combination of
both which comprises a determinate cognition under discussion.”4

When the 774 says that Speech, as form, synthesizing and reflecting,
does not escape the matter of combining and dissociating through the
supposition of separable elements, it is evident that a sentence-meaning
( vakyartha ), which is understood as a whole in one intuition, is a product of
combining and separating because an apprehender in recognizing the whole
must also be able to distinguish the parts, i.e., the individual words.

A determinate cognition is real and inherent in indeterminate cognition.
Language not a super-addition to perception, but perceptions cause and are
caused by verbalization. All distinct knowledge, self-perceptions and mental
activities are accompanied by language. Cognition is not passive, but it is a

process by which consciousness lays hold of itself [its own illumination]

74 Therefore, I did not translate the passage as does Iyer who takes the combination
of fakifs 10 apply only to words. 1t follows from previous verses as well that a sense-
perceptions and verbalizations are mutually impinging, and in a determinate cognition, the
form of language and sensory object-cognition coincide as a single verbalized cognition. This
is, after ali, the essential idea that a meaning-apprehension, ap intuition, grasps a linguistic
proposition and reality, ie., that an intuition is a sszZdueupys This interpretation follows
as well from Raghunath Sarma’s commentary who takes intuition in the form of "0 yam" as
an identification or coincidence of a linguistic proposition ( v&yavicete) and things
(padirive). See Raghunath Sarma, VZEyspadivem, Part / (Rrebma-£&ndsm ). With the
Svopsjoevrily of Harivrisabha and the Ambdkartri of Raghunitha Sarma, Sarasvati
Granthamald 91, ( Varanasi: Sampurnananda Sanskrit Vishvavidyalaya, 1976), pp. 170-171.
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through the form by which an external object becomes cognized. The
metaphor of light is apt: it is the form which ‘syathesizes' and reflects’ back
to consciousness an external object as an object of cognition. It illumines
itself and its object: light must be perceived at the same time that it causes a
perception of what it illumines.”> For this reason, Bhartchari often says

that the language-form is an object, upagrafya, and the cause, ypagrabs, of

perception.”é Verse 1.125 is translated below:

This [Speech] is the conscious perception ( szmjdi ) of worldly
beings within and without.

Consciousness ( caizanya ) does not go beyond its [Speech’s]
measure in all creatures.

In the world, the designation 'sentient’ ( szsam/i7a ) and ‘insentient’
( visamjia ) exists in virtue of the fact that the form of language conforms
to consciousness. Thus, he says,

"Speech causes bodily creatures to desire purposeful actions.
Whoever is without it is thought ¢ be unconscious, iike a iog
or a wall.”

75 The metaphor of light has been used to designate Speech and the soul in the
Brbedérepyats Lpanised. Verse 4.3.5. states ‘Speech, indeed, is his light,' said he, Tor with
speech, indeed, as his light one sits, moves around, does his work, and returns. Therefore,
verily, O king, where cae does not discern even his own hands, when & voice i8 raised, then
one goes straight towards it." Verse 4.3.6 states, "The soul ( #Zmar), indeed, is his light,’ said
he, for with the soul, indeed, as his light one sits, moves around, does his work, and returns.’
Verse 4.3.7: "The person here who among the senses is made of knowledge, who is the light
in the heart [is the soull.” Robert Ernest Hume, tr., The Jhirteen Principal Upanishads
(London: Oxford University Press, 1921) pp. 133-134.

76 UP1SS grabyarvem gribakstvam cs dve Sabli lejaso yathi/ [816aiva
sarvassbdiném ele prihsgavastbite. VP11 tat tv bbinngr8pibhimatinim spi vikaripim
prakriyenveyitvic chabdoperabyalays sabdopagréhilays cs $abdaislivem ity abhidbiyate .
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As for those who perceive inwardly, their measure of the consciousness
of pleasure and pain comes about only insofar as it is accompanied by
Speech as the form. As for those who are aware of external things, their
worldly transaction based on [Speech] would come to a standstill in its
absence. For there exists no creature possessed of consciousness in which
the knowledge of itself and others is not accompanied by language.
Therefore, there exists no form of mental activity which does not use the
efficiencies of Speech. Others say that the form of mental activity is
essentially the form of Speech. He says the following:
“Its form having been acquired through manifestation which takes
up differences,
it is transmitted in all learnings; Speech alone is the ultimate
matter.
Not transgressing unity, Speech being their eyes, Speech being
their support,
divisions in language, such as ‘cow' and so on, appear as
individual {things].
They rise above death who attend to Speech, which has
six gates, six supports, six awakenings, and six constants."77

77 pp 1.125, (DCMS 32) p. 193-4.

SRS SaMSTTiORM SEMBT Labir anlss c vartate

ABMIUAm BVYSLErADIem cRilsnyam Servejalisv

Yo yam caitgoye VEgropalanugamas tens lake s8samfo Visam/ig iif vyspadesah
Lrivate. evam By &bs

Rribakriyasy VEk serven Samibrysle delinalh

Ladutkraniay vissm/o yam drsysie kisibekudyaval
U antabsemiianam sps sukhadubkhassmvinmalra yaved vigrapal@nuvrilis tivad eve
bhavali babkibsemjhesu (annibandhano ok avysvabiras I8debbavin niyalsm sisider na bi
27 iRy endvisia jaUr K3U yasyam sveperasambodbo yo vicT ppugemysle. I2SDEcC
OLUEryardpsn 2/e5dhavaksakperiprebam ne vidyele VaRIIIVardpam eve
OLkLIVRrOpam ity &nye

bbedoderabavivariens Iab Ak araprriprabid

FmpRIE arvevidyisy vig evs prakrih pard
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In this verse, Bhartrhari emphasizes that Speech necessarily accompanies
and conforms to consciousness; the presence and absence of Speech as form
are the describable characteristics of ‘conscious’ or ‘'unconscious.” The use of
language divides things in the world and binds them in a self-conscious
experience. Thus, the statement, " efarvam anatikranti vannelra
vannibandhanih pribak pratyavabhasante vigvibhigs gavadayah, ”
recapiiulates a previous verse ( /P 1.118) " sabdesv evasrila saktir
visvasyasya nibandhani;, yannelrah prabhiaimayam bhedarigpah pratiyate "

These seminal ideas in Bhartrhari are elaborated further by Utpala and
Abhinava with modifications according to Saiva theological doctrines. The
idea of intuition, looming between quiescent consciousness and an active
thought, is developed into a psychology of cognition: an intuition of what a
thing is and what it is notl precedes a determinate cognition. For Abhinava,
intuition becomes the cooperating cause of an aesthetic perception.
Bhartrhari's profound contributions are seen especially in freeing a
subjective aspect of language from its formal linguistic structure and thus
preparing the basis for conceiving thought as an act of creation, or an

imagination, by the cognizer.




Chapter Three
Intuition in the Saiva Theory of Cognition

Bhartrhari's language philosophy takes deep roots in Saiva philosophy.
Although its founder Somananda rails against the grammarian, his
commentator, Utpala who has already written his [svarapratyabhijia-
karika ([PK) inserts salieni passages from the VP in his comment of the
Stvadrsti (SP). Saiva theory of cognition may be said to be at basis a
conflation of ideas in Saivism, Saktism or popular (radical) Tantrism, and
Bhartrhari's theory of consciousness. The Tantric aspect becomes more
pronounced in Abhinava's comment. It is on the basis of this theory of
cognition, its philosophy and psychology, that Abhinava's aesthetic theory
can be fully appreciated, and central to both aspects of his thought is the
notior of pratissd: a determinate cognition is fundamentally creative and
free in its construction. This freedom is the background to the aesthetic
imagination leading to the relishing of a particular r@sz. The statements of
the Abhinavabharati, asserting that there is knowledge of one’s self in an
aesthetic experience can be meaningful when we examine the foundations of

thought and imagination.

Recognition
The principle ideas in Saiva systematic philosophy of Utpala are related

here in brief. Recognition, which is the subject of Utpala's treatise on
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systematic Saiva philosophy, is the liberating knowledge which is the
realization, "I am Siva." Siva, the Universal Consciousness, is transcendent as
pure consciousness and immanent in the world as the substance of all
phenomena. Mahes§vara, who creates the universe by manifestation, is
immanent as consciousness in an individual's consciousness. Saiva theology
posits a chain of causality in which pure transcendence gradually becomes
manifested as phenomena: o, nands, jcchd, jidna, and Lrivi7® 1n
this scheme a preceding element causes and encompasses all the following.
Iﬁ the first place, God, pure consciousness withdrawn into sheer self-
awareness, is the ground of Znandaz, a vital joy of conscious existence which
in turn begets a desire or impulse to create. /ac2Z evolves into jddna, a
cognition which is an awareness of something external. From cognition
proceeds the act of manifestation into phenomenal objects. This is £r7yv 7,
the manifestation of inner thought or imagination as external objects. In God
an idea directly becomes phenomenai reality.

Mahesvara's immanence is manifest in the fact that an individual
consciousness recapitulates the Universal Consciousness of Siva. To recognize
that ‘I am Siva’' is no more than the realization of the unity of consciousness,
that 'T' am the sole agent and creator of the universe of my consciousness .
The uvniverse exists to me as the projections of my consciousness, and this
universe is traversed and intersected by all others’ consciounesses that are
represented in mine. The self which is to be known and recognized as Siva,

is the very self quiescent and transcendent amidst its web of images, just as

78 $n 1.2-3, pp. 3-S5, " #lmiive sarvabhivesy sphuran nirvriscid vibhul /
aniruddBecchapraserah prassradarkkriyal sivab /7 sa yadiste
QIZLZARIR Il RoubAIVIILIIEY Al / IRGUCCHT IAVAL I8VEjIIEnam IRVATL £riva i sa//"
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God is at play at the vortex of Creation, delighting in the play of fashioning
images called the universe.

Thus, theology finds a corollary in psychology. An individual

~ consciousness is neither completely engaged in perceptible mental activities

nor entirely withdrawn from perceptions, in the way that the Sankhyas or
Vedantins would describe real consciousness as Purusa and Brahman who
are disengaged and withdrawn from mental activities. In Saivism,
consciousness is the cause of joy and desire to know and create. A self-
awareness of one's own independent and sovereign agency, inherent in all
object-awarenesses, is a marvel and wonder { camalkry/).

Utpala believes that the empirical world is created and arranged by God's
will and imagination so that it invariably functions according to principle or
natural law, 2/va/.7° Human consciousness which is independent in
respect of the subjective image manifestations participates in a real, external

world. Utpala's arguments concerning the nature of cognition are often

79 $D 4.47-52, pp. 98-101. (4.47-8) " na sverfpavibhigo ira svardpe lolsvergpati /
pargparadibbedo lra i8dvysvebiriys L&lpitam /7 vyavabiro py avidyi no ialba-
tvenesvarastbitel / 1eoriva Vi 18107 k{plas islbi 1adenuvariianam. "(4.51) " nivaménypra-
vesays sive calladghanens kit / evam pravariisne 185y8 ps nipiigssmvdgamah. " Utpala's
gloss on the last verse: " yac o8 ... codilam 1818071 mekanivalisak UEri&niyamaropa-
dbarmenypravesspba/assmsaravyavebirs-sampideniye. See also /PV 2.4, vol. 2, p. 172.
" lesim pDijamn pijam prexiddbem lrpesss L/sso pi anyaibibbavenam assbeminsm favkitam
eva Lirsnam, il ghste mrddandecakrads.. bhggavin bbiribbargo mabidevo
niyalysuveriapalisdghanighanalerssvitaolryal /iy 8lrs pakse niyalyouvartins lsukbite
prasiddbe Edryakarapabbive svitantryam” and 2.4.11,vol 2, pp. 179-80, " yadi param
vyavahiral sidhyale, 1arur ayam vrksatval, it nyayvens, vyaveabiares ck [ARnabhidbEnatms
Karys eva, 18lra o8 piyalisak liradgikria bhaveispr” Somananda sets forth the idea that Siva
is a unity, the material and instrumental cause of the world; and the world created is not
divided in itself for Siva but divided for us in the conventional worid. Utpala follows up this
idea that the world created by Siva is stable through the power of 2/psZ; and through this
stability such conventional rules of transaction, such as in inference, etc, can be effected.
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directed toward certain Kashmirian Buddhists, and prominent in his mind
are the debated problems of determinate and indeterminate perceptions.80
In this respect he resembles Bhartrhari who answers to Buddhists' critique
of knowledge, particularly regarding language and its role in knowing
reality.3! Utpala relies on Bhartrhari's language theory to provide an
intrinsic continuity between determinate and indeter minate cognitions: the
subjective language, vic is consciousness's power of independence and
autonomy. Speech which is the reflection of consciousness is the substance of
mental activities by which consciousness constructs a synthetic idea of
personhood in relation to the world manifested in the substratum of self-
awareness. The stability of the external world, in turn, comprises a standard
of rationality ( vyavasira ) which are conventions of concepts that provide a
coherence for subjectively produced thoughts.82

80 On Kashmirian Buddhists, see F. Th. Stcherbatsky, Suddbist Lagic, vols. 1, 2. (New
York: Dover Publications, Inc, 1962.) ; Jean Naudou, Les Bouddbisies Kedmiriens 22 Moy
Age (Paris: Presses Universitaires de France), 1968; Ankul Chandra Banerjee,
Servistivada Litersture. (Calcutta: The World Press Private Limited), 1979.

81 Dpavid Carpenter, "Revelation and Experience in Bhartrhari's Vatyapadiys” in

Wiener Zeitschrifl? for die Kundes Sud-Asico, 29 (1985):185-206, p. 201. See also on
connections between Bhartrhari, Buddhism, Vedinta, and Saivism: David Seyfort Ruegg,
Cantribulions & 15istaire de /s phifosophse linguistique /odiepne, Publication de l'institut de
civilisation Indienne, série 8, fascicule 7 (Paris: E. de Boceard), 1959, pp. 60-63, and ns. 1,2,
pp. 60-61.

82 Rajanaka Utpaladeva, Pratyabhiidakirikavriti( JAEv), Kashmir Series of Texts and
Studies (KSTS) 34, Pandit Madhusudan Kaul Shastri, ed. (Srinagar: Jammu and Kashmir
state), 1921. See verses 6, 7 in which he represents the Buddhist's view in which the
problem of a personal identity is linked with determinate and indeterminate cognitions. See
alsoc the commentaries of Abhinavagupta on the notion of recognition of the true self in
contrast to 28smpreryays, I-notion, an empirical self or personal identity, Chapters | and 2.
Chapter 6 of jpinadbikirs distinguishes between the non-dual self, and the 'I' whose
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Utpala wishes to establish that Mahes$vara, God or Siva, is the Self, namely
Cognizer who is the unitary substratum of the phenomenal world: His
immanence consists in being an all-pervading and all-manifesting
consciousness. The individual self is no different from the Lord, and
cognition is the subject’s activity of manifesting the object in his
consciousness. In this process, he rejects the the Samkhya notion that a
crystalline buvddhs reflects the object because either the intellective mind
( buddhr ) will be sentient or there must be another subject who animates it.
Here the Saivas ask, what is the use of positing another subject, the
Purusa?83 Utpala also rejects the Buddhists' notion that consciousness in
illuminating an object of cognition assumes the form of the latter's reflection
(pratibimba ). Abhinava asks in this case, "Why does it assume the form of
the object?” The reply is: "because of the already existing chain of
causation."84 Utpala's related concepts of consciousness and cognition are
governed by unity: the animating principle is the same as that which thinks
and acts; on the other side the unity of consciousness is not self-enclosed, but
its power to create knowledge consists in making connections and relating
disparate objects together in one coherent image ( #6445z ).

Saiva philosophers give the cognizer complete reign over his cognition,

and the status of an object is that whose existence depends on being

referents are the body and the psycho-physical compiex. K. C. Pandey, tr.,, RC. Dwivedi, ed,,
Jevarapratysbbidavimarsioi of AbbLinavagupts, ( /PV) vols. 1-3. {Reprint. Deihi: Motiial
Banarsidass), 1986.

83 /P11 2.8,vol. 2, 104-110 "jedo py 8ssv TLLam Sribasys prakdso DLRVISYRU it
SApRAyRmalsm Zsankate. . LaIascs S& buddhir eve cinmeayy sydl, £im purusens”

84 1bid. p. 112, ‘evam artbapralibimbakadvirena artbamayi ity pi &yito
viiidnavedel. kuls elasydl 18drdpeivam il pOrvak&rapsparamparslah iir utleram. ”
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manifested by the subject.85 Since the homogeneous light of consciousness
cannot illuminate an inert object of a different substance, which formerly
unillumined would remain as before, objects must also consist partly of
light 86 The agent is volitionally independent in his choice of cognition, and
he is sovereign ( &/svara ) in the manner of representation because his power
for conceptual synthesis is autonomous.8” Thus, knowledge is an
assumption of the object by the manifesting subject. Cumulative knowledge
and collective experiences of people are routinized in ordinary usage and
transactions, vyavahara. Since our world of rationality is thus rooted in
conventions and conventional truths, personal and collective memories
which are a basis of everyday behavior and rationality must be valid.

Eschewing external and objective criteria of validity, the Saivas say truth
is known by internal coherence: there is no aﬁsolute but only relative
standards which depend on unity, be it a unity of an individual cognizer, the
unity of a community of a common vyavahira,or the uitimaie unity of the
grand Cognizer, Siva. An error, is an incomplete knowledge,

aparnakhbyau 88 A cognition which now disagrees with a previous

85 1PV1.1.1 " kartari jasiari svatmany edisiddhe mabesvare / §jadftma nisedham Vi
iddbim vE videdfite k258" | \.1.3 " LaLBF 45 jadabhbignZm pratistha jivadasrays / jodnsm
Ariy3 cs bhOIENAm FVRIZM [IVansm mAIAD."

86 Py 1.5.2 * pragivribo prakital syit prabasiimateys ving / 08 8 prekiso
bbinpap syid Simarihesys prokassik,”

87 /PV15.10 " svaminasciimasamsibasys bAavajatasys bhzsapanm / 85Iy eva £ Vi3
lasmid rechimarsal pravartate. " and 1.6.9-11 "£in v paisargiko figne bebir
BDLARDAI MRS /. POrvINULLAVArGLRS LU SIbIeh S8 smaransdisy /7 8 agisargiko evasly
vikalpe sveirecirins / yRibabhimalesemsthioibhasenid buddbigocere /7 ala eva
yaLbabhiiia samullekbevabbisandl / [hanakriye sphute eve siddbe ssrvasys jiveieh //

88 See Navijivan Rastogi, “Theory of Error According to Abhinavagupta,” Juma/af
Indian Phifosophy 14 (1986): 1-34. See also /PV 2.3. The chapter is devoled 10 explaining
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cognition does not prove the former wrong, but insofar as each present
cognition is a synthesis relative to every other synthesis, a fixed truth does
not exist in this system which recognizes Siva as a substratum of infinite
possibilities of his powers of manifestation.8®

Samvid

Samvid is proposed as the full or universal consciousness because it is
the unity of the agent combining the five elements, from pure consciousness
down to action. It is a concept of consciousness which allows formations of
complex mental processes and activities to be unified in, i.e., caused by,

consciousness which is the agent. Szav/d is in essence prakasavimarsa,

validity of knowledge and error.

89 A theory of relative truths is set forth in chapter four of the 52 in which
Somananda states essentially that all things in the phenomenal world are real as God's
manifestations, in the same way that all notions in mind are real because they are
perceived. As for the truth, sazystvem, be says, " 18164 yairs sed ity evem pratitis iad esal
£s1b8m / yar sal 181 paramirtbo bi paramiribas lalah Sivah /7 sarvabhivesy cidvyakieh
SLLIIRIVE pRramBrLLaLE / DAY SIS EnsvIk [Py EDEm SEUIVAM YIVyeELsekIlZ // vidyate ial
18d girgpi Sivaivam keps viaryate /1l ced esu sgiysIvam Stbiiam eve cadvdgemal// (b
SVodRy&d eva bhedo by adikal Kelbamw / vyRvebIrgys sSRIyRIVED D& c8 Vi
Vyavabiragam /7 18167 o8 dese KvRcans rejgfis jiyele yalhs / vyavaelbiro stv dmarsir eizir
vysvabirggaif /7 (SD 4.6-10, pp. 128-9). What is perceived as real is real, and what is
real is uitimate because it is Siva. Ultimateness is established through the fact that ali
conditions are manifestations of the mind, and thus it is possible 1o explain the truth of
things that are imaginable by false cognitions ( mizhydidine). And since all things arise
from Sive, how can there be anything different which is faise. Som&nanda makes an
interesting illustration here that teuth, s#/p°87ve is not inherent in custom and usage but is
for the sake of usage and ordinary transaction, just as it happens sometimes that in a
country the king commands that dinars be the ordinary convention in transactions. Utpala
comments, " sphuradrgpald b st SphuradrOpal& c& prakisamapsls. 1818 c8 [RISIF
3Van NEsY... Sarvesim o8 ghaladinim preksargpalIsy s visesabLavid ekaprakssaimeli
1818 evas kasiverven " (SD p. 128) This point, he says he takes up in detail in the J&tv,
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light and its reflective aspect--pure illumination and its objectification.
These two aspects of ccnsciousness create self-awareness, since in
consciousness an object-awareness presupposes a subject-awareness as
well® Vimarsa is analogous to an indeterminate cognition: it is an
immediate awareness accompanied by a subtle verbalization.

Somananda describes vimarss in the following way: pasyani is an
action possessing a prior and posterior states, and vimarsz is this prior state,
namely, an incipient idea that unfolds in stages into audible verbalization.

Vimarsa is in the form of desire, like the desire of a pot-maker thinking
that he should make a pot, which is to say that it is the mental attitude of an
agent toward the object of his action.?! For Utpala and Abhinava, vimarss
is subtly verbalized; 92 immediate and instantaneous, it contains the
synthetic thought in which the outcome, i.e,, the goal to which a thought is

directed, has been determined.?3 The initial presentation of vimarsa

90 Difinaga also has a simifar idea about object-cognition and self-cognition. Cf.
Masaaki Hattori, Pramingsamuccays, ROS 47 (Cambridge: Harvard University Press), 1968,
p. 28. “£ 92 or [it can be maintained that] the self-cognition or the cognition cognizing
itself ( svasamvitsi) is here the result [of the act of cognizingl-- Bvery cognition is produced
with a twofold appesrance, namely, that of itself [as subject] ( s»Z544s2) and that of the
object { wiseyabidse). The cognizing of itself as [possessing] these two appearances or the
self-cognition { svasemrvite7) is the result [of the cognitive act).”

91 See P 2.84-S, p. 77, in which the idea of wimarss is forwarded. 2.44 " ezad
arasiavyam iy eiad vimersafh pOrveio bhevel/ 245 yalbx kartiuh) kulEiFaer gbaIsb £qrye
Juarsel/ vimarse rocifrdpens I80vad 8ir&ps samsthiftam.

92 Jpy 1.5.20,vol 1, pp. 294-S " Lau ndmarOpalaksanay Sabdiribay ekaripaigayi “so
Yam ity evamropstvens pardmrseli 8dAVavasE 3T peramesvaressk Livimarserdod Simaved
eve alham /Iy anavacclmoRIvens DOFL, na 1y K803 fARnIRYE vicchinosivens LS.~ And
1.5.19, pp. 292-S.

93 [PV 1.5.19,vol 1, p. 284 " sFesaikaratspe py &St vimarsap £aibem anyaibi
db&vanRdy vipadyels pralisepdhinaveriitem.”
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encompasses the whole consciousness, and when ine presefitailion Comes into
bold relief in the conscious mind after it has been differentated as an object
ZJdam " from the subject "2h2m " and from every other possible objects, the
cognition thus delimited is a determinate cognition called vi¢a/pe.
Utpaladeva agrees with his Buddhist opponents that what is perceived as
an exiernai object is a mental event, i.e, a determinate knowledge following
an indeterminate cognition inheres ( sazzveza ) in the perceiver and is
inseparable from him.%4 His differs with them as to the nature of
representation. Whereas the opponents are represented as saying that the
cause of a variety of representation consists of trace impressions ( vZs227)
which awaken various mental images of objects,?5 Utpala holds that there
is a material connection between consciousness and things, through which
connection the subject and object are able to be combined in cognition.

Combination ( 2zusamdhina ) is a function of the iight of consciousness, the

% oy 1.47,vol. 1, pp. 173-177. 'V ck pasysmy gbem imem ghsio yam ili vavass/
manysle SRmAVeIsm S3py avasiiari dersepam.” "The determination which is conceived as
“[ see this pot,” "this is a pot,” is also a "seeing” that inheres in the determiner.” The idea is
that a determinate cognition, in the form of 8 perception {"This is a pot") or an apperception
(*1 see a pot"), following closely on an indeterminate perception is inherent in subjectivity.
Abhinava glosses key-words, " aVesiysl svas& Samevelan il spribigbLivan b,
BVESHIRr, SVRIgDIre plgrmukbe bodbRIamans RERRIFSpRAe Iy arthislh. derssgam i
nirvika/peksm anubhevensm.” (p. 176)

95 (See the chain of reasoning from /P¥ 1.5.1 onward, and especially, /PF 1.5.4-5,
vol. 1, p.210.. If {ycu say) various adventitious manifestations should cause to infer an
external world, since homogeneous understanding ( odss ) cannot be the cause of & variety
of manifestations; in that case, varied awakening of trace impressions would not be the
cause (of perceptions). What basis i3 there of a trace impression as well for [causing] a
variety of its awakening? The argument is that if the opponents say that the trace impress-
ions are responsible for creating a variety of perceptions in understanding { sodf ) which is
homoegeneous, why should a trace impression be responsible for a variety of its awakening?
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activity of the agent ( £arZr) whose nature is samvid. The following verses

illustrate his notion of consciousness as light which is the agent of cognition:

1.5.11 They know wZmarsa to be the nature of a manifestation;
otherwise, light in being colored by an object would be insentient, like
crystal and so on.

1.5.12 Therefore, the self alone is consciousness ( cazaayz ), the
agency of [ordinary] consciousness ( &/z/) which is the conscious
activity (aiz#riva). % Denoted by synonyms, [the self], therefore, is
different from an insentient.

1.5.13 [Ordinary] consciousness is the ultimate Spech ( pard vaf ),
arisen from itself and consists of reflection. It is the primary
independence; it is the sovereignty of the ultimate self.

1.5.14 [Ultimate Speech] is vibrancy, the great being which has no
distinctions of space and time. This is said to be the heart, because it

is the substance, of the Supreme Lord.%7

Utpala's interpretation of Bhartrhari's concept of Speech as form is clearly
shown in the former's commentary of the S2 2.2 where he cites VP 1.124
[116] and vrzz/ 98 In SD 2.2 Somananda raises an objection o

Bhartrhari's identifying Brahman with pars vat .

9% sopy 15.1 12, vol 2, p. 183 " akriydripiciukaririell ”

97 [P¥ verses 1.5.11-14,vol. 1, p. 241, 245, 256, 255. 11." svabbivem avabhisesys
Vimarsim vidur anyaihis prakése ribopsrakio ps sphstiksdijsdopsmel” 12. ‘Simiis eva
CRUTROYRL CLRIVENURErIriG/ (RIpRrYEPOdiIas lens j8da? s& i vilgksapsah//” 13. " otih
Dratyevaparssim& pars Vk Svarasodilds/ svaiantrysm eien mukbyam 18d aisverysm
prRramIimangh ~ 14. © SE Sphuralld meHEIGUT JeIREAIGVISESINI/SRISE SErRISYR ProkI&
Ardsyam paramestliingl.”

98 peMs 32, pp 190-91. " v&kropsid ced vlkrimed §vabodhssys S8svali/ na proakassf
Drakssels sq bi pretlyaveamarsiol
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Thus, they say that the supreme Brahman, the beginningless and thus
imperishable which is the alphabet ( 2£sara ) in the form of the Word,
is pasyanti, because it is the highest Speech.53

Utpala comments:

The beginningless and endless supreme Brahman in the form of
consciousness is the alphabet, changeless and in the form of the Word.
And what is called pasyanti is the supreme Speech. Without Speech
as form, what is called supreme Brahman even being the light of
consciousness would not shine because [supreme Speech] is the
reflecting one. Thus, they say that reflection itself is said to be
illumination.100

Utpala who borrows the idea of Speech as the form of knowledge from
Bhartrhari says in the wrzz7/of the /2£1.5.11:

The primary essence of light is reflection. Without it, light, whose
configuration is differentiated by its object, would be merely clarity
[as of a crystal], and not sentience, because of an absence of aesthetic
wonder (camatkrti).10!

In rejecting the Samkhya model of consciousness as a crystal and the
Buddhists' idea of consciousness as a mental continuum, a?/asamizna , Saiva

philsophers propose their mode! of full consciousness, savid, because they

9 @ 2.2,p. 34. "s1y 2bus le parap brehme yed anidi 1sihi skssysm / 1ad akserem
S5bdarOpsm 27 pesy&nli para bi vak.*

100 ¢p 2.2, vy 34 "yad anedy epenism cx paraw brebors cidropam iad
aksaram nirvik8ram sebdardpam. s8ive ca pasyani saryilis pard vik. vikropaldm vip&
DRrAbr2LmERAYAS CIIProEaso pf 08 prakascis 22 bi pralyavamarsini pralyavamarasensmn
V8 &3 prebasenam ucyais ity &bus te."

181 spe 1.5.1, vrtzf KSS 34, p. 18 " prakdsasys mubhya #im8 praiysvamarses im
VIRArihaDLe TR Brasydsys sSvVacchRIZmMALram 08 Iv 8Fdye: camalkricr 8bh3var "
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want to say that a self-awareness underlies every object-awareness: every
cognition ( /72na ) is preceded by a desire (/iccf7 ) and joy ( Znandz ) in the
self -dependent power of manifestation. What distinguishes an insentient
from a sentient is the latter's imaginative power and the knowledge of its
agency in the exercise of that power. Desire underlies the act of becoming
aware of an object through the imagination: a self will toward an objective
precedes and conditions the imaged object. Abhinava says that in
consciousness itself the world shines with an appropriate form only as "I", in
the first realm whose objectification is desire. In God, pardmarsa is
characterized by desire; [in humans] it is 2 mental construct.102 Paramarsa
is objectification, i.e., a stage of a determinate cognition governed by a desire
{to do something]; this stage may be intermediate and relative to another.
Thus, in cognition, an object-objectification ( idampardmarsa ) is made in the
light of the subject-objectification ( 282mparamarsa ), producing the

awareness that "I know this object,” or "I illuminate this object™

An insentient such as a crystal, etc,, cannot be aware of itself as it is and
as possessing a pot, and so on. [So, there must be] precisely objectification.
In this way, objectification ( pardmarsana ) is the life of insentience: it is
self-dependence in respect of internal and external causal activities,
innate to itseif. It is an unexpectancy on the part of 2 manifestation in
regard to anything else, which unexpectancy is characterized by a repose
in itself. When a presentation ( vZmarsa ) arises that, "So, I, being light,
illuminate,"103 samvidis taken [by the cognizer] to be complete

162 IPVV, vol. 2, p. 173. " addimani visvam pralbamecchiparimarsebhimau abem
11y eve ucitena rdpens BAZL" ‘Dapy HALLSVAL parimarss fochflaksans it kim elar.
pRrémarso bi vik&lpgh.~

103  apam evem prakasitmi prakase™ The IPFV 1.5.11, p. 175 has " s0'pi sbsm
evam prak#sgimi prakase.” Bhasakara's gloss: " prakasekertd smi." There are two



64

consisting of the cognizer, the cognized and cognition, and it wants
nothing beside. Because, although a crystal grasps a reflection as ‘'what it
is,’ it expects for completion another cognizer; and so, lacking vZmarsa, it
is insentient. By all means, in reality because there is a repose of an
objectification of the ‘I' through ['my’] self-same identity with the nature
of the cognizer who consists of v/imarsz, there is sentience at both times
[during the desire io cognize and during cognition). Ii has been said that,

"A discrete vimarsa is complete as a ‘this’.

The repose in one’s own nature is the vimarsz, ‘1 am that. 104

As the passage above shows, the Saiva concept of cognition (in the initial
stage of vimarsis) contains a structure in which self-awareness is inherent
in object-awareness, inasmuch as an object-awareness is preceded by a
volition ( /ach# ) and arises on the substratum of self-awareness. The
discovery of self-awareness is perhaps much more important to the Saiva
philosophers than that of an object-awareness. Granted, a knower knows the

object in cognition, but that the knower knows himself as the creator, i.e, the

presentations--aof the ‘iihis’ and the '[I'--, and between the two the I-presentation is
identifiable with the light that is the cognizer, whereas the this-presentation cannot be so
identified. The sense of identification is recapitulated in the supporting verse mentioning
the "vimarss, 1am that.' The Saiva schema seeks to explain the intuitive self-consciousness
that accompanies all thoughts which appear as "my thought,” and 10 support the argument
that thoughts are imaginatively constructed and that the subject is aware of his/her role as
the creator. So, there are pardmarsas, objectifications, of subjectivity and objectivity.

104 spop 1.5.11,vol 1, p. 242. " stha tat6dbtuiam Spif Fminam 12 3 gHaFdkAm
SPORLIETAIL 08 PArEMIrasivw BmArlha 111 (802l 18105 pardmarsgnam eva 8/Fayivilam
BDIRrORLIK ArRORSVEIED LY B pam SVADLAVIRAL AVEDLASASY R SV mAVISraniikssapam
AnANYIMUEDALreksivam DRmS RLAED VA prakdsiim? prakase 1 b vimarsodgye
SVASAmMVID EVA PramElprameyapraminsdl krifrihsm abhimanyare no tU SLriklam
LINERSBY. SPpORLKRT LS grihilspralibimbam &pi I8LLADLEVELR SiddbAY pramAiraniaram
Bpeksele [ pirvimarsaivVal fAdam. Sarveirs VESIUIo vimarsgimak spramRlrsvebbivalad-
HmyEhemparimarss visrdniel 8/adatvam eva parviperakolyoh. yad ukiam idsm “ ity
&SYB VicchiopavVImArsasys Lri#rihald/ Va3 svasvaripe visrdnlir vimarsan so ham iy ayam.”
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manifestor, of the object is a great joy called camatkira. Utpala says in the
commentary of S0 1.7: " Camatkdra is rejoicing in the form of being aware
of one's own nature as such, its expansion is the blossoming forth as the self
of the world [i.e, one's own immanence in it]."105 In aesthetics Abhinava
calls it the bliss of relishing a rasz, and it will be shown that in an inwardly
directed aesthetic experience, the enjoyer, being aware that he creates
images, relishes them as objects of contemplation.

IPV 1.5.12, directly recalling the vr7z7 of VP 1.126, states that there is
not a creature whose knowledge of itself and others is not accompanied by
Speech, and that the essence of wac is the the form of mental acitivities.106
Ordinary consciousness is created. The agency of this creation is vimarsa,
which is said to be pard vak, the reflecting one. [PV 1.5.13 states that the
conscious mind of which we are ordinarily aware is effected by a mental
activity that is wimarsz, namely, the reflective aspect of samvid (or
caftanya in the Sivasitra l07): the conscious mind is of the nature of
reflection (citih pratyavamarsitmi). What we perceive self-consciously is
consciousness reflected on itself, through the form of the ultimate Speech,
arisen from its own essence (7252 ). Precisely because reflection, which is
ultimate Speech, is v/imarsa, the agent is free in his power of cognition: a

knower knows a thought-object through a verbal designation that occurs

105 $,p.7. " #modat camatkirab tathisvarpaparimarsardpal, asys jrab s
ViSvVaImalays vikasspam.”

106 pp 1.124, wrii, ‘pa bi sZ carlgnyenZndvista jAlir asl yasyam svaparasembodio yo
vacS pRougamyale. 123mie ciUkriyargpan &/ebdLavaksekliparipraban na vidvale
VaK181Ivaropam eva cilikriy@ropam 1y anye.”

107 1py 1.4.12,vol 2, p. 24S. " ceitanyem iti.. Eathitah bbagavels Svasitresy
ca/teayem stm&’1.1."
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spontaneously. The Saivas say that, in an indeterminate awareness, an
immediate presentation is subject to an intuitive apprehension as to what it
_ is and what it is not; and through such an intuition, an inchoate idea is put
into a concrete verbal form, becoming cognizable as something. This
determining is free inasmuch as intuitions arise in unknown ways out of the
"essence,” i.e., the store of trace-impressions in the psyche. Vimarsa, the
immediate preseniation or the criginal mental activity that "blooms” into a
determinate cognition, is a reflection of consciousness enformed by subtle
Speech. The first stage of Speech (the intuitive), still indeterminate, emerges
out of pure consciousness, and from this essence a verbal designation that
arises develops into a determinate cognition.

At the ultimate level, Abhinava calls Speech ( vZc ) the agency of Siva;
Speech is an immediate presentation ( vimarsana ) in character and consists

of a volitional objectification ( parémarsa ).

Speech ( vac) is the agency which consists of objectification
( paramarsa ) and characterised by immediate presentation ( vimarsana ).
It is proper to Vedic and magical texts ( z22ntr7) because it is the place of
production, duration and dissolution of mantras and because it causes the
expansion, increase, and so on, of mantras. In the form of verbalization, it
is united with the Lord whose body is the great mantra; but it is not in
the form of particulars of the motor-senses { £2rmendriya ) falling under
the category of a fetter,108 or of words that are an effect.109 just this is
the agency of the great soul.110

108 ie., vicasordinary language is the bondage 10 semsars.

109 gee pp 1.122, DCMS 32, p. 200. " b2 dvay sebditminay nityah karyesea."

110 Jopy ,Vol. 2, p. 187. pardmarssmays vimarsa/aksapaive yi karirls, saiva
DEDIrENAD ULPAILSIRIL/RYSSILADRIVEDS 28 MIPYEYRIOPADr MAADELIKEritvens o3 minlri
mEHAMELIr8Ianos c8 bALLaVElal samb=cdbini sebdsbarGpE, nR U pRSAVArgamadhy spelilE
KaroendriyevisesarQps ik aryassbdardps va vik. parematmanss ca esaiva £arlrld
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This agency, the capacity for self-awareness and object-awareness in
image-presentations through illuminative and reflective aspects of samv/id,
is associated specifically with camaztara, which Abhinava calls the joy and
wonder of the aesthetic experience. Utpala’s uses camatkara in a general
sense. He forwards the basic ideas that in cognition self-awareness and
object-awareness must occur together, and a cognition is not due to the
instigation of the object but, rather, to the desire and the illumination of the
subject as the cause . The joy of ( Z7andz ) and desire for (/A7) creation
are properties of sentience.

Although the philosophical and sectarian ( Zgama ) Saivas believe that
finally the airvikalpakajdina which the seeker ( mumuksu) attains through
practice and meditation is liberating because it is pure and uastructured
consciousness ( 2Zsam£ucita ), language which constructs determinate
thoughts is fundamentally inherent in all states of consciousness. Speech,
pard devi, which in Bhartrhari's description is the binding one,
nibandhani, in sectarian Saivism is the noose ( p7s ) that provides the
continuity between Bhairava, the master ( pa#/) and the unliberated person,

the cattle ( pasv ).11! The world is an emanation in the essential form of

aisvaryam. -

111 See Sivasaira 1.2-4, pp. 16-28, especially p. 28, " tadadbisthinid eva bi
anlarsbhedanusam dbivandiyaival £sapem &pr 8/abdhavisrdnlins babr mukbioy eva
(Matrka [i.e. phonemes in ordinary language]) is the basis(of all fimited knowledge), and
because they lack an inner synthesis into a unity, these knowledges being turned outward
do not find rest even moment; so it is right 1o say that they are as the cause of bondage.”
(my transiation) Jaideva Singh, tr. $/va Silras The Yoga of Supreme Jdenlity (S5). With
the text of the SJirgs and the Commentary Fimar<in/ of Ksemargja. Repr. Dethi: Motiial
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manira s issuing from the heart ( 4rdaya). Abhinava writes:

It has been stated, "The great Goddess, the great Being, is said to be
the life of the universe.” Substance is the significant ( 27vccfz ) form
which is the power of an immediate presentation ( vimarsasakti).112
[Substance is] the form of illumination of the subject and object also
possesses just this which implies its [light's] difference from non-light.
Thus it has also be described in the SZrasgsira:

“The highest garland [of letters] is the power which is the substance of
this world.”

So, the recognition of the power is shown as, “This [Goddess] ( s2/s7).”
The heart is said to be the foundation, and in the said theory it is the
consciousness of insentient beings. It is also the illuminator. It also has
the power of presentation ( v/marsa ). For, in various texts it is said that
the very heart of Him who is reposed in the ultimate place of the
universe is in the form of presentation and consists of the highest mantra.
For mantra alone is the heart of all things; mantra is in the form of
presentation, and presentation consists in the power of the supreme
Speech. Therefore this has been said:

"Without them [i.e., phonemes] there would be no word, no meaning,
nor even a movement of consciousness”...

The revered Bhartrhari also says as well:

"There is no notion in the world except what is accompanied by words.

Banarsidass, 1982 (1st ed., 1979). See also Spaadakzrié& 3.13-16, pp. 152-166, especially
3.13, p. 152. " sgbdargsissmutiliasys Saklivargasys bbogysiin/ k&laviiuplaviblhavo gatalk
san s8 pasub swriab ' "He is known as cattie who in being robbed of his power of £&/&
becomes the object of enjoyment of the group of powers rising up from the multitude of
words.” (my translation) Jaideva Singh, tr., Spanda-£&rikzs: The Dvine Creative Pulsation
(S£). With the Spaodenirnays commentary of Ksemaraja. Dethi: Motilal Banarsidass, 1980,

12 1 iransiate * wimarse’ as ‘presentation,’ ‘reflective presentation,’ or ‘representation,’
depending on the context. The word contains, I believe, notions of light's reflection and an
immediate presentation. Alexis Sanderson generglly takes it 10 mean ‘representation,” and [
agree with him to the extent that it represents in the form of Speech conscicusness’s
illumination ( paraéfss). At the same time, however, a ¥/zarse is immediate and not
distinctly verbal at first. The immediate presentation in the first stage is ramified fully into
a verbalization ( #254/Zp#) which is a component of & determinate cognition.
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All knowledge seemingly pierced by words is understood.” ( VP 1.123)
"Should eternal Speech, the form of knowledge, should vanish, light
would not light. For [Speech] is the reflecting one.” { /P 1.124)
"This [Speech] becomes the consciousness within and without of all
worldly beings. Without it he is seen to be unconscious like a log or a
wall" 113 ( pp 1.126)114

In this passage, Abhinava cites three important verses from the /2:
1.123, 124, and 126. These citations show not merely that he and his grand-
teacher Utpala conceptually depend on Bhartrhari, but also that they use
these verses to undergird theological and psychological tenets of Saiva
sectarian beliefs. From Bhartrhari's language theory, the feminine Speech,
vdc, readily takes up the garb of the Goddess, devs. Speech as an
indispensable accompaniment of consciousness becomes the power ( s2£Z7)
inseparable from Mahesvara. The fabric of co.mmunication and binder of the
world ( visvanibandbani’), indeed, becomes the substance of ontological
realms and the binder or fetter of humans to samsara .

In the context of Saivism, this passage expresses the belief that the
consciousness possesses movements ( spandzna ) that become manifested
perceptibly in Speech. Consciousness is the Lord and the self of each
individual, unchanging and unreconstructed behind all phenomena, and
consciousness is reflected by Speech. Levels or modalities of consciousness
in different contexts of experience are explained by the theory that language
is the basic substance that expresses and conveys ideas in the mind.

Abhinava also speaks of viac and aesthetic experience with reference to

13 spp 15.13,vol 1, pp. 250-251.
114 In this quotation, Abhinava combines the first half of the £ariégaf VP 1.126 with
the last half of the supporting verse.
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Bhartrhari: "what has been accomplished by those beginning with the
revered Bhartrhari is to be observed here, namely, that scripture (and word
sounds, srui/) is the appearance of the Word's manifestation, as in the
passage, "All the worlds are Speech alone.” Since Speech is the source of all
things, it is well known as the plot, i.e., the body of drama."113 Thus, it is
not an overstatement to say that Abhinava's general theory of cognition
applies equally to all modes of perception--ordinary, aesthetic, and uitimate.
The root of this theory lies in Bhartrhari's fundamental notion that language
is the form of diversity of a homogeneous and active consciousness. In Saiva
theology Speech ( vac ) is the binder of absolute and ordinary worlds, and
the link between them, because it shares the essence and nature of both.
Speech is bondage and liberation, from the ordinary to the absolute reality,
because it is the form of mental activity ( czkriyz). Vac is the power of
reflective presentations ( v/marsa ) giving diversity of thoughts and mental
images to the homogeneous consciousness.! 16

Another influence of Bhartrhari can be seen in the concept of synthesis:
the light of consciousness in reflecting back synthesizes disparate elements
into a single object. Anusamdhina , synthesis, generally applies to the

combination that results in single determinate cognition, in contrast to an

Y15 45414.2-3, Nagar ed., vol. 2, p. 169. * 1ad Zb& vig ghi servasyeli vag eva visvé
Bbuveniniti srvleh SabosvVivEeriSdirgpRIvem o8 prasidhiisr latrs bhavsdbbir
Dbertrhariprablritr iti I8d (hRpysarapiysm. Servakarsive o8 vicalk iivrilaw 1 nalyasys
Sariram parikirtitam it

116 spy1.5.13-14, vol. 2, pp. 252-266. See especially, " nilem idam caitro Bam
S AAIralyavemarsZnlarab brttibLutaivar, pirnalvat pars, VveEl visvarm ablilzpsti
Dralyavamerseng itf ca Vak, 818 eVA SA SVEIr&ICns Cidrupalays SvEtmavisraniiVapusE vadité
380202518 ilE NItV E 2bam RyevR " pp. 254-5.
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anuvyavasdya , an apperception that combines severai notions into one
manifestation ( 26447s4). In theory, a synthesis is present even in the
immediate presentation of v/marsa, because the latter contains in it the
precognitive desire to arrive at an object or objective which provides the
impetus for conceiving a series of continuous action as a unified whole.

Abhinava explains it in the following way:

Or, let an immediate perception be momentary. Even in that case, there
is also presentation ( v/imarsz ) This is inevitable ( avasyam ). So, he says,
"Otherwise, how.” If it were not so, then, by means of a single intention
(ekabhisamdhiana ) a person who runs quickly, who reads syllable in
haste, and who intones a book of mantras, would not arrive, pronounce
and intone the object desired.

For it is as follows: there is a knowledge regarding that place, the
desire to advance, the advancing, the knowledge of having advanced, the
synthesis (@nusamdfs) with another benefit, the synthesis
(anusamdbhina ) with the desire to leave another place. Even in this
instance, how could one reach the desired place without a reflection
(pratyavamarsz) in the form of joining and disjoining, which is the
desire to advance, and so on. So it must be thought for speaking or
describing, etc., quickly. In these cases in particuiar one undertakes to
advance vocal actions on places of utterance ( sthdnakarapakramapidi-
yoga ). And here for the very reason that the formation of a concrete
mental construct which will come about later is not perceived, there is
haste. So, there must be a subtle reflection consisting of a concealed (or
rolled up) power of words. For a concrete mental construct is the power
of words being manifested by amplification ( prasirapa ). Just as a white
pot is an amplification of a 'this’, ['this’] also has the form of a wide-
bottomed beily in which a quality provided with the genus 'whiteness’
inheres, and so on, because of the passage ' dAdvu gatisuddbav ('The root
dhav' in the sense of 'gait’ and ‘pure’), is taken in the sense of going
quickly which is running, from the force of its own efficiency.117

17 Jppy vol 1, 1.15.19, p. 291-3. " bO&VEIU V¥ £SROSDELraSVEbASVEl ST SFLLETS,
L8Ir8pl S Vimerseh. &VASYam cailnl. Xsthsm &oyaINE’ iU yads s8 n8 sy&t 18l ek bLisem-
GLEDENR [RVEL SROCERD, IVEIITAm €8 VRIOAN paLL&D, Jrilsm €8 MRDIrSpUSIRERD VECIYRD, D&
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We recall a similar description from V2 1.123 and 124. In 1.123,
Bhartrhari describes an indeterminate cogrition from going in haste and
perceiving in passing grass, clods, and so on, which indeterminate cognition

becomes determined a. Inl1.124, he says:

And when language is not the form [of cognition] ( vierdpatdyém
asatyam ), even though light arises, without incorporating another
form in itself it does not resolve in the form which achieves an
illuminating action. When there appears a bare cogaition of objects,
i.e, things that are mutually distinct in nature and are mutually
unfavorable, a subsequent synthesis is the reflecting back ( yad
yttarakalam anvsadhdnam pralyavamarsz ) which entails the process
of combining the efficiencies ( s2£#). This synthesis renders
[disparate things] a single, whole object, and it is bound in language as
the form. For, Speech ( vac), synthesizing and reflecting back in a
notion which is qualified by all [of its] particulars and which effects a
purposeful action, does not depart from the process of excluding and
combining by supposing [that there are] separable elements of
efficiencies.118

abhimalem eve gacrhel, ueclrayel, vaceyel VA, I8I88 Bi lasmin dese jiRpsm Seikramiss
Zkremansam FErIplalaioanam preyojanmnraranusamdbinem iysksadesentargnussmdhil
18Lrapt SOKramisE JIyEding Yojensvivoianargpens pratlyavemarsens ving sbhimala-
desqvaplh katham bhavel . evem variloderahRoavicansday menlavyam. (8lra visesalal
sihanskarenakramanddiyogrl. atrs cg yaigh pascad HEEVISIBOIAViEalpakalpens 08
samvedyale, [818 eVa IVErilalIVam il SBEsSmens pralysvemarsens samveartigsehda-
bhavenimayenz bhsvyam eva samvarlili bi sebdebhivana presiranens Vivarlyamans
sthafo vikajpal, yeLhg idam 1y 8syn prasirans g8ial sukls ity 8dif, 1asy&ps
pribubudbnodsrstsrah SublelvafRUyURISoU0s- 2 mavVERT HVEdE

118 pp 1,124, DCMS 32, p. 192 vigropstiyim cisstyim vipanno pi prekasal
DRrardpam anRLgIRUrvaD prekasanakriyasidbaparOpsisyam o0& vysusibste,
DLIDDRrOPENAM CANYPRERrINSD ANIRrERSIMANS D RIEIRISSYR VASLUmMAL G/0ine
pratyavabbisaméine yad viiarek/am anussmdhinam pralyavamarss
ERArthak arilvemevibhRgens SREUSAmsargayagopsgrabal 18d vagropsisyam baddbam. si
Ly anusamdadbanid pratlyavamrsenyi c8 sarvavisesanavisiste py arihakriyakarigs praiysye
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The ideas of synthesis in these two passages are very similar. They differ

only in that Abhinavagupta uses the desideratives of the verbs 'to go’, 'to
read’ and 'to intone’ according to his Saiva notion that a cognition is preceded
by a precognitive desire, paramarsia or scchZ , which directs one's attention
an object of thought. Otherwise these passages contain the same idea that
after a vague, indeter minate cognition, percepts are combined and reflected
in language as a unified object of a determinate cognition. Language as a
form of thought carries out its synthetic function by means of association
and dissocation (' saktyapoddharakalpanayi bhedasamsargim na vijahati’ in
Bhartrhari and ' ygjanaviyojanaripenz pralyavamarsena’ in
Abhinavagupta). An object when unified in a determinate cognition
possesses all of its qualifications and can cause a purposefuf action, i.e. an
action that culminates in an object, artha. ( sarvavisesanavisiste py’
arthakriyakarip/ in Bhartrhari and prifubudlbnodarakaral
suklatvajatiyukiagunasamavays in Abhinavagupta).

Intuition and determinate cognition

In the passage translated above, Abhinava in speaking of synthesis also
elucidates the transition between the subtle presentation of vimarsz and its
determinate form in concrete language which comes about later.
A mental object thought in ordinary language is a vi¢a/pz. 1t is a cognition
which has been chiseled and defined, out of a universal and encompassing

state into a limited and determined cognition of ‘what it is." A distinction

Sakty poddhirak a/paniy s bhedesamsargamairam ne Vijghal
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between vimarsa and vika/pais made in /PV 1.6.1-3 in the following
maaner: between a vimarsa and a vika/pa there intervenes a judgemental
process as regards two alternatives ( dvayipeksin ). The encompassing
presentation, “"this,” is made determinate by means of exclusion

( vyapobana ) and positive judgement ( 2/scayz ), through intuitions of what
it is and what it is not.11? These intuitions arise between stages of pure

awareness and verbally determined awareness, and Abhinava says,

A mental construct is that which is delimited from everything around it,
as if by chiselling; and because vika/pa is such (ie., dependent on
exclusion and identification), therefore, pure 'I' is a vw/marsz and not a
vikalpa 120

The basic elements of this theory of cognition furnish the groundwork
Abhinava's explanation of aesthetic perceptions. First, Abhinava makes
elaborate and carefully reasoned arguments in the Abfnavabhirali and the
Locana to show how an aesthetic perception differs from an ordinary
cognition: an a/aufkika experience one gets from relishing the tastes of a
poem does not transcend perception, but rather it is a mode of cognition
which is extraordinary because of its unique means and goal. We cannot use
an aesthetic cognition in the real world since it does not lead to successful
performances of everyday activities. Aesthetic perceptions, moreover, arise
from suggestiveness of poetic language and theatrical artifice. Thus, they

entail a dialectic of true and false, correct and erroneous, cognitions.

Y19 1py 16.3. * tadalaipratibb@bhiid matrarvitadvyspabanit / traniscaysm vkio bi
vikalpo ghsta ity syam." See full passage in n. 121 below.

120 spp 16.3, vol. 1, pp. 310-11. " esz eva paritaschedit 8k sanakaipit paricchedap....
Yasmad evam vikalprb 18lo bam ili Suddbo vimarsa) na vikelpal"”
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Perceived in the aesthetic mode, such cognitions are real and valid, for they
lead to delight--the successful goal of relishing a rass.

The Saiva theory of error is pertinent in accounting for a discrepancy
between audience's actual perception of an actor and its consent to believe
that he is Rama without a feeling of having made a cognitive error. This
dialectic of true and false cognitions underlies the aesthetic mode of
experience: although we have a good judgement of truths and errors, we are
persuaded to go along with the reality of what is ordinarily untrue. We
slacken the rein on our imagination because truths and reality of
poetry/drama are judged by criteria other than accomplishing an aim in the
external world.

Vitkalpa is a mental construction consisting of concrete words. It has an
external reference when it is an ascertainment, and no external reference in
the case of memory or imagination. Mental construction occurs in: the realm
of duality ( 2457 ), through the process of synthesis which combines
spatially contiguous parts into a whole, or temporally related events into a
single entity. A synthesis combines trace impressions from memories of
things experienced with present percepts. In contrast to a purely immediate
presentation of v/marss, a "this,” in which the mind immediately grasps its
object, a mental construct ( vi€a/pa ) arises after an intuition which excludes
the counter-positive ( prat/vogin ) of what the object is not and identifies it
as what it is. For example, a v/imarsz of the 'I' is an immediate presentation
of being, a continuous self-identity which has no counterpositive and does
not involve alternatives of ‘what it is' ( Z#2), and ‘what it is not' (aza7). When

the 'I' is combined with qualities, such as, "I am thin," or with events in time,
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such as, "I who was young and am now old,” this composite and verbally
conceived person "I" is a product of mental construction. An immediaie

\ presentation, v/marsz, may be closely compared to Buddhists' description
of svalaksapa, areal thing directly and intuitively grasped. The Saivas
believe, however, that the mind can be conscious of mental events only
when these are reflected by language, however subtle. The essence of
language exists even in the most immediate mental image. This amounts to
saying, then, that language is consciousness. In the course of becoming more
concretely pronounced, an immediate presentation is mediated by an
intuition which seizes the thought-object and determines it distinctly in a
word as ‘'what it is not’ and ‘what it is.’

Verse 1.6.3 of the /PV defines the cognizer in relation to intuition and
mental construction, and /PV 1.7. 1. identifies him with Mahesvara. The
significance of these two verses for our purpose is that through intuition, and
the capacity to represent by marnifesting, the cognizer is a creator like God.
Karir, now synonymous with j73Lr , is later explicated as nirmair: the
knower is the doer in the sense of a creator, a maker of objects. The /PV

1.6.3 describes an intuition of the cognizer as follows:

For, a mental construct which is thislnotion], "pot,” is said to
be the judgement of what it is from an exclusion of what it is
not, by the cognizer who experiences intuitions of what it is
and what it is not.

Here, the cognizer is different from the cognition. He is shown to be
the agent who is independent in respect to the content of cognition
(prama ) because of [his] power to effect conjunctions and disjunctions,
and so on. The cognizer possesses an inward manifestation of all objects.
This manifestation, inasmuch as it has pure consciousness as its body
(cinmatrasariro pr), exists in a common substratum with it [pure
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consciousness] by the principle of a city in a mirror. This has also been
stated. And thus, the cognizer experiences, which is to s2y that he enjoys,
a manifestation of a pot, i.e., an intuition of what it is, and a manifestation
of ‘non-pot’, i.e., an intuition of what it is not. Now, when it is in the
realm of indeterminate cognition, this pot is of the nature of
consciousness. Its body being the whole, it is full like consciousness itself;
and there is no worldly usage through it. The cognizer, in causing a
dualistic operation ( z#22yZvyapara ) to come forth, fragments even the full
state of being; and he makes an exclusion in the form of negation of ‘non-
pot,’ i.e,, himself and cloth and so on. On the basis of this very exclusion,
a judgement of a pot is pronounced as, "Just pot." Precisely because an
object is in the form of a negation of other possible objects that it is
delimitation ( pariccheda ), because it cuts off on all sides, like a chisel.121

Abhinava's commentary explains: a cognizer is distinct from the contents
of cognition because he is empowered to associate and dissociate them.
Being thus independent in regard to the contents of his cognition, he is
shown to be the actor ( £arir). To know, ie., to actively shape one's own
thoughts, is to act. And inasmuch as a manifestation is consciousness, it
appears in consciousness as a ity in a mirror. A mental image never

becomes truly determinate without a verbal accompaniment. An intuition of

121 jpy 1.6.3, vol. 1, pp. 310-11. " Ladatatpratibbibsija matraivitadvysposiznit/
lanpiscayansm VR0 bf vikelpo ghbals iiy ayam. " 18 pramali nRms pramanid sliriklah
DramBsy SVRIRDIral S8myoRoavVIyojanidyadbEnavasal Karid darsital, 18sya ca pranétur
anizh sarvarlhivabhisad, cipmatrasariro pi teisaminidhikaranyavrilir aps derpana-
DRRRIANYRYEDIIU--12y 8pf UEID. evam cr I8lpralibham pbalgbhasem, alsipralibbim c8
ReLRIEDHZSE D pramilF bhafete--sevale 13val, 18davikelpadasiyim oisvabbevo sau ghalalh
oidvad eva visSvasariralh piirogl, b& ca leng kas &id vyavebiral, lal mayEvyspiran
ul/@sayan prpam 8pr Ehandaysli bbhivan, lenfebalesysimansh patides cipobasam
Kriyate piscdbaperpan, 180 eva VyEPalgoRn ZIYe [8SYR EHRIASYE DISCRYANLD UCYRIE
2bais eva ' il evarthasys s8mbhivysmaniparavasiu-nisedhardpstvil, esa eva paritss
chedi? laksana E&lpR? parfechedald. ”
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‘not-pot,’ ' a pot' excludes and identifies the perceived object, rendering
determinate an indeterminate cognition.

In indeterminate cognition, a pot is just consciousness. Its body is
universal. It is full, like consciousness, and by this [indeterminate cognition]
there is no communication and transaction ( vyazvafira ) whatsoever. Then,
bringing into view an operation in [the mode of] duality, it fragments that
universal state. It effects an exclusion, which is negation of possible things.
After exclusion, it ascertains that the object is 'a pot.” Because an object'’s
identity follows from a negation of other possible ( sembbavyamana ) objects
( vastv ), an intuition becomes a determinate knowledge through a process of
delimitation ( paricchedz ). it cuts out a definable idea from its previous,
vague and encompassing state.

Thus, an intuition mediates indeterminate and determinate cognitions.
The Saivas seem to mean by this that a v/marsz is an immediate reflection
of pure consciousness's awareness of an object, i.e., a pardmarsa. This
initial awareness is just consciousness itself. In order for a subjective
awareness of an object to occur of the kind expressible as, "this is a pot,” "I
know this pot,” the idea of the object must be set in an awareness of the
subject as the knower. /PV 1.7.1 equates intuition with the cognizer who is
ultimately God or Mahesvara. The knower and intuition are two aspects of
consciousness that becomes self-aware through object-representation.
Intuition is two-faced: the inward-facing side is homogeneous consciousness,
namely, the Cognizer, and its objective side takes up sequences of things that
are objects of knowledge. The cognizer is a boundless and sequenceless

consciousness; intuition is tinged by a succession of padariha s--categories of



79

things, or meanings of words. To be more precise, like a reflection on the
surface of water, intuition is tinged by series of things without itself being
sequential. Abhinava's commentary glosses the phrase, " pratibhati ghatah "
so0 as to say that intuition rests in the cognizer rather than in the cognized
object.

The Saiva philosophers use the concept of intuition how a homogeneous
consciousness can be aware of or produce a variety of thoughts. It also
explains how the cognizing mind may be active and willful, which is to say
that neither the choice nor tae identity of an object in awareness is governed
by an empirical thing. In cognition, a volitional impulse brings certain
sense-experiences to attention, and an intuition of possible categories of
things determines how and what an initial prgsentation is to be known as.
An intuition mediates the subjective and objective, the pure cognizer and
pure object, by bringing subjective components of cognition to fullfilling the
production of a cognizable object in the mind. Consciousness, with its
intuition of possibilities for a determinate cognition, actively creates mental
images rather than passively perceives impressions of objects through the

senses.

Imagingtion and valid knowledge

Abhinava'’s concept of intuition has thus far been described in connection
with the Saiva philosophical explanation of how a cognition arises. Relevant
links between Bhartrhari's philosophy and Saivism have illuminated their

respective theories of cognition. For beth schools, consciousness is
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metaphorically termed ‘light' ( pra£dsz ) because it apprehends and reflects
back, determinately grasping an object as a definite, speakable, thing; and
the form of this reflection is language. In this way, homogeneous and
indivisible consciousness can represent to us a world of multiplicity whose
appearances are arranged and structured by 'efficiencies’ primarily in the
forms of time and space.

Abhinava speaks of a mental construct as a willful synthesis out of
memory, trace impressions and sense percepts.!22 Such a construct is new
and vivid, being an inward image projected so as to appear external. This
external manifestation is innate ( nassargifa or svaimiva). The mind is
capable of projecting any image at will; the term ‘innate’ signifies an

immediacy which distinguishes a mental construct from other mental

122 spyy 6.6, vol. 1, pp. 325-326. “2F yosend sarva VIE&[pRGT viiapa evs, na lu
Suddhah praiyavamearssh..bimne pi K8Lbam snusamdbiosm /i cod Zbe SapsExkrat’
DrakIanioubLavakriavasaniprabodhafasmrivassl, ii7 yRval, prive balfbalsvesid
2nussmdbily, buddlay jAInssukBEdIEr81amyal, STpye VaIlBIYAVRIIBLYSyaesl, ayanm 8pf
vikalps evs, evam 58 eviyam ghatsh /i pr viksjparvam manigvyem.” “Thus joining is
always an imaginative process ( £2/p20#) which is a a mental construct, but it is not a pure
reflection. [An objection follows.] Regarding lan imaginative process], since it is implied that
a qualification, and so on, is the cause of the body, because the body has been manifested
before differentiatedly, so even now its manifestation is continuous. For if the body is
entirely full, one who sees synthesis as the lack of interruption should make it an, "I-this”
[continuity]l. Then who would say that this realm of SedF</va is the reaim of vifa/ps,
inasmuch as there is continuity precisely when there is synthesis? [ SedZ¢vs is the realm of
vimarss where the presentation is predominantly in the form of “This-1.'} And since it is
difTerentiated, how is there synthesis? if [there is this objection], he says from trace
impressions , because of the power of memory born from the awakening of the trace
impressions made by former experiences. This is the meaning. From the power of strength
and weaknpess there is synthesis in [life’s] breath; from a gradation of knowledge and
feelings such as happy, and so on, [there is synthesis] in the mind; from the presence of
extension and non-extension, in the void. This is also v#2/p2 The synthesis of a pot and so
on in this manner, “This is really this pot,” must be considered a mental construct as weill.”



81

processes such as a memory. The latter mental event arises from trace
impressions of fcrmer experiences and therefore appears to have taken
place in another time. A mental construct, which is a projection as external
of an internal appearance (i.e., mental image or an idea), is vivid, present
and without any intervention by trace impressions.123 In /PV 1.6.10,
Abhinava states that a mental construction can be purely imaginative, ie., a
mental projection corresponding to no object of direct perception. This
imagination roams about, arises, and changes independently through its own
impulse, without any dependence on others' urging. Such a projection of
imagined appearances is innate ( nassargiéa ). Although no one has ever
seen an elephant with tens and hundreds of pairs of trunks, a mental
construct can make it appear to stand here and now ( 77z£3/ikam ) in the
reaim of the mind, which is a clear mirror of thought ( anzafkarapnabhimav
svacchadbidarpaniyam ).124 Since creatures vividly imagine things without
having empirically perceived them and because thoughts are freely

constructed by the subject, Abhinava concludes that,

any creature from a worm to Brahman, being filled with the activities of
life, innately possesses the power of knowledge which is image-projection
and the power of action which is imagination ( u/effanz ). Therefore, on
this plane it is impossibie even to suppose a dependence on a ready-
made creation fashioned by a different god. In this sense, one's own
sovereignty exactly should be recognized clearly, which sovereignty is
characterized by one’s independence of knowiedge and action as in the

phrases, "he knows," “he acts."125

123 1Py 1.6.9, vol. 1, pp 335-337. " anubbavejdinasys idam nism iti
Bnlaravebhgsam babirfbhasaysial sva plarbhavabbiso paisargikalh"

124 /py16.10, vol. 1, PP. 338-339.

125 spp 1.6.11,vol. 1, p. 341-343.
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But if the synthesizing mind can fashion any image it wills, what truth or
. basis for rational activity is there in the world? To this Abhinava says that
there are no fixed, empirical criteria of truths. Inference is a provisional
rather than ultimate means of valid knowledge: an inferred knowledge must
depend on two perceptions occurring at once, a presént perception of smoke
on the mountain and previous perceptions of seeing a smoke and fire
together. Likewise is the sublation of a previous mistaken knowledge by a
subsequent correct one. In making an inference or in sublating an error, we
rely on past experiences and conventions, which in turn depend on
individual and collective memories having correspondence with a stable
world of nature as ordained by Siva. Inference is provisionally useful but is
far from being a standard of correctness superior to direct perception.126

Here, Abhinava does not mean that there is no rationality or discourse in
the world. On the contrary, it is only because there is rational discourse
( vyavahira ) that there are criteria of truth and means of knowledge by
which judgements of true and false are made. Inference does not depend
only on an intrinsically true nature of an object, but operates in a framework
of conventions of mutual understanding and transaction. When inferring fire
from smoke, the subject must unify a present perception of smoke with
ideas about fire from memories of his previous experiences.

The measure of truth, therefore, exists in the unity of the self who knows

and acts. Consciousness is constantly and ceaselessly active at synthetic

126 See arguments in JPV 2.4, that validity of an inference is not based on empirical
objects but rather on the knower's past knowledge and experiences, conventions and a
stability of natural world ( 2/pe%i).
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thoughts replacing one another in turn. A knowledge is deemed valid
relative to another knowledge; and only because there is one holder of ali
perceptions and cognitions, who joins and disjoins, them that there is a
notion of valid kowledge. Even though there are no external criteria of truth,
there is an internal coherence and connection between kindred things.
Internal coherence is the defining characteristic of sentience.!27 On the
cosmic level as on the level of individual consciousness, there are no outside
absolute criteria of truth, no ready-made world apart from a unity of
consciousness in which kindred things are united by their conceptual
affinity. It is this notion of knowledge as imagination, valid because of an
internal coherence rather than empirical correspondence, that Abhinava

brings to bear on his theory of aesthetic perception.

Perception and Apperception

Abhinavagupta likens apperception ( 2ruvyavasiya ) to the theater
( anyvyavasiyavat visayikaryam nityam ). His meaning of apperception is
is different from that in the Naiyayika usage, i.e., that percepts received
through the senses are gathered in the mind and cognized in the soul; the
cognition is then known in a subsequent moment of self-awareness. The
process is expressed thus, "This is a pot,” "I know the pot.” For the
Mimamsakas, the object, knowledge, and the cognizer are known together as
one; thus, there can be no apperception because the knower and knowiedge
are inseparable. The Saivas take a different approach to knowledge. It is

stated in the Sfvadrst/ that knowing in itself is an activity.128 In the later

127 1py17.2, vol. 1 pp. 356.
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systematic philosophy of the /svarapratyabhiia, knowing is aa active
manifestation on the part of the consciousness, and action is the bringing
about of this inner design consisting of knowledge in the external world.129

30 is furnished in connection with an

Abhinava's use of anuvyavasaya !
explanation of a synthesis of cognitions into a complex idea and an action. In
this regard, it is linked with pramansz, the means which produces a single,
new cognition. Framana is telelogically defined as the knowledge that
persists uninterrupted until it serves its desired purpose.13! A desired
purpose is the limiting definition of a pramans because Abhinava wants to
say, first, that an action consisting of a series of manifestations in the
external world and comprising parameters of time and space, is unified in
the subject; and, second, because an action of complex manifestations
( Zbhasa s) must be unified, the unifier must be one szzv7d which is

continuous in indeterminate stages through determinate cognition and

128 ¢p 1.23-24,p. 16.

129 oy 2.44,v0l. 2, p. 159. " evam ek3 LriyF saisk sekramantarbahih SLbitib/
ekasyaivobbaydkdrasabisnor upspfdifZ." "Thus actiop is one. It is a sequential state,
internal and external, accomplished by a single [subject] who can take both forms.”

130 pop 2.2.3,v0lL 2, p. 43. " pascdd bhEvinam VyEvasEyam niscaysimakam
vikalpaksm anuvyavasEyassbdavicyam videdhad anlsbkarapem e1in £rivEsambandpfidi-
vikalpén sempideyell” A determination in the nature of an ascertainment and a mental
construct, occurring afterward, expressible by the word "apperception,’ and orienting the
mind causes mental consiructs to acquire relations with actions and so on.”

131 opy 2.3.1-2,vol. 2, p. 68. 2.3.1 “jdemerzdre ity evam yadvasid vysvalisthate/
VASIY praminam 181 so ' ps svEbhiiso Dhipevodsys © 2.3.2 " so Dlgs I8ILHEVILarsalmi
desskaladyabbedini/ et Ebhidhanavisaye milir vasiuny sbadhits” "An object that is
resofved from the force of [perceiving] thus, “this is such,” is a valid knowledge. Sinceitisa
one’s own manifestation, it rises ever anew.” "Being inward, consisting of a presentation as
such in an object of a single intention, which object has no division in time and space, it is
{substantive] knowledge ( 227%7) which is not sublated in respect of the object.”
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cuiminates in the agent's carrying out of the action. The samvid manifests
Knowledge as a series of gbA2s2 s connected by various relations, and action
as what is desired to be achieved by the agent, who accordingly uses
appropriate instruments to bring about externally his desired purpose.
Validity is not fixed but relative to a prior and less perfect, or later and more
perfect, knowledge. A particular knowledge is relative to all manifestations
of the full consciousness which unifies and makes experiences coherent in
respect of a particular purpose. Anuvyavasiya, in this connection, is a
function of the mind ( z72n7as ) that creates coherence by unifying percepts
with abstract relations into a positive determination.!32 It is a function
analogous to an gnusamdhinz in vika/pa, differing only in that an
anuvyavasiya arranges relations ( £2raka) while anusamdhana arranges
the whole in a determinate cognition. Apperception ( apuvyavasiya) is
necessary in valid knowledge, inasmuch as serving a purpose defines valid
knowledge and the latter requires ideas of relation. Abhinava concludes that
an action which attains its object must proceed from a cognizer's power to

relate distinct and discrete cognitions into a web of coherence.!33

132 jpy 2.23,v0l 2, p. 41. " laddvaydiambans €12 mapo pUVYAVASEYS sal/ keroli
2Ervypdramayib Larmadikalpanib.” "The [sensuous] mind, [as opposed 1o the intellective
buddbil being the apperceiver, creates these thoughts ( £2/p2n7) of action and so on, which
are operations of the cognizer {indeterminate cognitions] [and] which depend on these two
{unity and diversity].”

133 zpp 2.3, vol. 3, pp. 136-138. “ prisag dipaprakisinim srolasém sigare yatbi/
aviruddbavablhasinim eve tathaikadfi." “Like separate lights in a lamp [or] streamsin a
river, so is the insight of a unity, possessing a single thing as its object of action, of
uncontradicied meanifestations.” Abhinava's comment, " pribak ye dipSprekisEh tesim
sambrodbi yad ckem sgpare rolasin o2 yad ekam Vasly tens L3ryd yalhi aikyadbib (8Lbi
2Viruddha ye avebBass phalslohilak aocanZdoyeh 1es8m sambandbi yad ekam svalebsansm
282LZry & sikyadyir fIf sembandbal 2k ALY E--pralibhiso vimarso arlhakrive ca iti
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In the theatrical context, apperception, in addition to being an after-

cognition, is also the coherence-creating function: the mind arranges present

svikriam.” “Just as a single thing possessing relations of [ie. illuminated by] lamp-lights,
and a single substance of streams in a river, creates an effect which is an insight of unity,
just so an isight of unity has as its effect a single bare particular ( sva/efs208 ) possessing
the relations of appearances of ‘pot,’ ‘metal,’ 'gold,’ and 30 on. This is the meaning. Thus, it is
accepied that through an insight of unity there is & representation, which is an appearance,
and a purposeful action." (. AbLinavabbiray, The same reasoning is attributed o
Safkuka in order to explain how a spectator perceives actors and actions on stage.
Abhinava represents Sr1 Satkuka as saying that an aesthetic perception is an insight ( 227)
consisting of a stream of contradictory awarenesses ( yiruddbsduddbissmbbedsd
avivesitassplave ). Abhinava quotes a verse from the Pramngvariiits to the effect that
even a false knowledge can lead to & purposeful action ( arzbakrivaps miby ZiAZRadrSIF).
No doubt, Abhinava describes an opponent’s viewpoint on the basis of Abhinava's own
critical perspective, which is that the mind arranges bare percepts into a unified idea
according to some aim or purpose and that even a false cogition can lead to a purposeful
action. R.S.Nagar, ed., AFryss@sirs a Bharsismuns, with the commentary
Abhinavabhirar by Abhinavagupticirya, vol t (2d ed. Dethi: Parimal Publications), 1988,
p. 272.

On samanvays, Abhinava saysin /PF 1.7.2,vol. |, p. 356-357. " yadi ami bLAVE
nilasukbdays ubysming ekasmin gbam’ il pramiuripe mabisamvitsemudre
Drauusibenl gbLimukhyens visrinlim DAS/ante, 1818 eSU PErESPEram S&mMANVAyaripam
yai fageyam 181 upspallys ghsisie, jA8Undm bAEvab. lscchabdapravrilo/mitisam
Daresparam fIniyul it Karme ca anyopysyogak semodvabensimeksm [AFIEyam, 18C €8
samaenveyfbhipriyens ha dorsiism, 08 [8dZnim SVAILL samanvaysh Kaddad aps i/
praupgdeyfium.

“If these states, blue, happy, and so on, as they are being borne settle in one great ocean
of samvidie. the one cognizer, "1," they come to rest presently. Thus, en affinity ( /Afreye)
in the form of coherence [i.e., 8 mutual logical connection] among them (esu perasparam
samaovayergpam ) arises as the state [of being] kindred things. The reason for using the
word [affinity ( /4#zey#)), is [to indicate] that they should know one another. And an object
of action is an affinity consisting of a stream which allows the joining of one with another,
and this has been shown here through the meaning of ‘coherence’ ( semanvaye, lit. logical
connection}, in arder to establish that there is never a logical connection in itself between
inert things." This is to say that making sense out of bare percepts is a function of the mind
of a single cognizer, rather than a function inherent in empirical objects.
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percepts into imaginative constructs conducive to the dramatic goal. When
going to the theater, one has a desire or intention not do something real (" 22
me kipcid paramarthikam kartavyam.. "139), but, rather, to enjoy oneself in
communion with all others in the audience in seeing the wonderful sights
and sounds of the theater. The purpose achieved by the theater is bliss, i.e.,
the relishing of the r2sz This uninterrupted continuity between an idea and
its culmination in action, made coherent by relations in apperception,
governing a series of separate perceptions and experiences in szmvid,
makes the knowledge gained in the theater valid. Its validity rests on the
fact that the theater, from the perspective of an individual viewer or of the
audience as a whole, is an unobstructed continuum of one-pointed ( e£2gra )
and coherent ( samy4gsambaddha ) imagination; one knowledge persists
from the beginning to the end and accomplishes its purpose. That
knowledge is an aesthetic experience achieved by a valid means of
knowledge ( pramana ).135

The unifier as a cognizer and agent of action, whose unification
terminates in accomplishing of an effect, is the samvid consisting of prakasa
and wimarsa In the concept of szamvid, Abhinava provides the logic of the
manner in which consciousness moves from one mental event to another,
above the substrata of subconscious memories and indeterminate cognitions
that constantly arise into the composition of conscious mental images, while
the mind ( manas ) unifies these various events and images into a single

coherent stream of thought terminating in achieving a purposeful activity.

134 4441.1, Nagar ed,, p. 35
135 spp 237, pp. 137-138.
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The distinction of consciousness and self-consciousness is evident in this
regard: whiie percepts from the senses and memories raised out of the
subconsciousness {(trace impressions) are synthesized into a determinate
cognition which comprises a stage of representation ( parZmarsa ) governed
by a precognitive impulse (/ccsd ), determinate cognitions as distinct and
separate representations in themselves now consciously perceived have no
coherence. Coherence is a combination in which distinct mental events
( @bhasa ) are in relation ( sambandha ) or logical connection ( samanvaya) to
one another, and there are such relations and connections because the whole
stream of events tend towards one single purpose.13® In this situation, each
mental construct ( vi#a/pa ) does not stand alone but is perceived in another

organizing level of consciousness that puts them in relation to one another;

136 Py 1.7.2,vol. 1, p. 356, and 2.2.1-7,vol. 2, p. 33-63. See especially 2.2.7, p. 58
" evam evaribasiddhil syEn malur aribakriyiribingh bheddbbedavaliribens lens pa
bhriplir idrsi." “Thus, indeed, the agent seeking a successful actios may accomplish his goal
through a purpose which is divided and unified. Therefore, there is no such error.” This
‘error’ means the world of vpavabirs which notably in Ved#nta and Buddhist systems is
construed as an epistemological error. Utpala says the phenomenal world is real, s22p2, and
not an error, Hr&ny. Chapter 2 of /PF 2 is devoted to showing that mentally constructed
concepts of relations are real and not erroneous because they are conventions that support
the functioning of the world. They are real because they are stable and useful " s22yZ4
sthafryopayopdbyam ” FPV 2.2.1., vol. 2, p. 33. The world i8 real because it i3 stable and
useful. Thus, using the notion that conceptual relations and logical relations are real because
they are formed by and for convention, vysvabira, which isreal, ” evey ca Ihisdimeal
asmip asemvedyam 2p! FOLESENILram sEoAnyasambandbardpaisys anupravisiam, anysbs
128 kalhem cld vyavabarab i/ sakeiadesskaiadesgpurusopsycei yadi sysm vyavabiro ns
salyal larhf o8 gnyasys S8Iysivam vidmah 1 pa stra bhrZollf {1/ bbramitavyanm. [PV
2.2.7, p. 63. "And thus even in the manifestation itself, another manifestation is agreed
upon as Jogical connections and relations, although it is not perceptible. Otherwise, in no
way can there be an ordipary world. And if this world, being of benefit to humans in all
places, time and circumstances, are not real, then, we know of nothing else real. So it is not
to be mistaken as an error.”



89

and at this level consciousness is aware of mental constructs as elements in
its cognition, i.e., as gbhdsa s that are possibilities in a combination.

Perhaps mindful of a difference between his own notion of apperception
and that of the logicians, Abhinava says " anuvyavasiyvavad visayikaryam
natyam "137 Logic defines an apperception, anuvyavasdya, as a direct
perception possessing as its scope a determination: " yazha ghatajian-
antaram ghatam aham jandmi itif manasam jidnam. 2 jpalatavabhasakam
brahmacaitanyam iti mayavadinal. “138 “as the mental perception, "I know
the pot,” immediately after the knowledge of a pot; and 2. according to the
school of illusion, it is Brahma-consciousness manifesting the state of being
known." The Aydyakosa also gives a definition of vyavasgya as a
knowledge which is made an object of knowledge, which is to say a
knowledge of something [perceived] before ( pdrvaidna ). In the statement
that a direct perception consists in ascertainment ( Gavtamanyayasitra
1.1.4), for example: here, the immediate perception of a pot, understood by
an ascertainment, "I perceive a pot,” occurring immediately after the direct,
visual, sensory perception of a pot, is an ascertainment in the form of a
determinate ccognition. The commentary by Vatsyayana says that
everywhere the knower by means of his senses has an ascertainment in
regard to a sense-object. An apperception ( anuvyavasgya or literally after-

ascertainment) occurs by means of the mind.!39

137 This appesrs in the Nagar edition. The Baroda editicn, GOS 37, has
" aNUVYAVASAYAVISEYIREryen palyem”

138 Bhimacdrya Jhalakikar, Apdyakoss, Bombay Sanskrit and Prakrit Series 49 (Rev.
and re-ed. by Vasudev Shastei Abhyankar, Pcona: The Bhandarkar Oriental Research
Institute, 1978), p. 35.

139 sop 22.5,vol 2, p.41-2. "1addvyR/ambADE elE meno puvysvastyy sst/ Laroli
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Abhinava's definition is similar; but in the scheme of his conception of
samvid as the whole of consciousness that encompasses complex mental
phenomena, anuvyavasiya implies in one sense that the state of knowledge
is las if] perceived by another state of consciousness which is its substratum.
Abhinava treats this sort of apperception as a level of parimarsa a state of

mental representation which rests ( v/srZnzz ) on another. He saysin /PV

1.5.10 that

paramarsa is the place of rest { visrants/sthzne ). The final one is the
ultimate, and that in a form of such as "I". But what contradiction is there
[in there being] an intermediate state of rest, as one says of the roots of a
tree in the going to a village, because the former is created in dependence
of the latter. Also, since the intermediate pardmarsa, “because this blue
larises] by that [cause], there is this blue,” rests on a basic parZmarsa

“1," it is established precisely that repose consists in the self. To say that
“I know this blue" amounts in essence to saying that "I illuminate [the

biue] 140

Samvid is postulated as a consciousness identical to the Lord in
possessing the powers of knowledge and action resting on the will of the

agent. If consciousness is one homogeneous entity, Saiva philosophers seek

mAUvyEpAramayit tarmadikalpaot.”

140 spp 1.5.17, pp. 278-9. The term pardmarss, an object-awareness governed by a
particular precognitive impulse ( sxA#), represents the possibility of intermediate
represeniations, which is based on a more basic representation in which it is manifested. An
example is that the ideas 'pot’ and ‘cloth’ are pardmarsss which are represented in the "["
pardmarss. The latter which consists of the a personal identity, such as being a potter who
desires to make a pot, and so on, is a representation in the pure "1" or " suddbIbambhiva. "
Other passages in the [PV explicating this term are 1.5.10,vol. 1., pp. 236ff.; 2.3.9, vol. 2, p.
113; 2.4.2, vol. 2, pp. 203-4, and others.
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to explain how diverse things such as experiences and actions are formed by
a single agent who is samv7d. Such a consciousness is independent as to
what it wants to manifest and sovereign as to how it manifests, in subjecting
thought-formations to parameters of time and form ( marukriya ).141 1t has
the freedom and power to shape mental objects. Abkinava says of vimarsa,
samvid's reflective aspect, that it is capable of being all things: it makes

another oneself, and it makes oneself another; it unifies both into one, and

141 pop 2.1.5-7,vol. 2, pp. 16, 20. " mirtivaicitryslo desakranmanm ZbHESEY ALy 85U/
AriyEvaicitryenirbhEsal £Rekramsem spisveral " "That Lord manifests a sequence of space
as varieties of forms, and a sequence of time as well through an appearance of varieties of
actions.” The theory is that the Lord as the ultimate s22v/d is not differentiated but
projects differences in the form of time and space through his power of reflection or
representation, ie., vimarss /PV 3.1.1,vol 2, pp. 214-216," ever anterbabir vrilib krivd
AEskreminugl/ matur eva ladeoyanydviyukte jodogkermany ¥ "Thus the knower alone
possesses the activity of inward and outward modes conforming (corresponding) to time and
space; therefore knowledge and action are not unconnected with one another." Abhinava's
comments (p. 215), " Laspa pramftur eva FEo8SakLvapUso dbermas. 182 il 18smid
BVIVURIZD [HEnam KriVE oo [ORDem VImars&oupraniam, vimearss eve ca Lriyeli” "The
knower alone has the property consisting the power of knowledge. Therefore : therefore
knowledge and action are not unconnected. Knowledge is brought to life by vizmarse, and
vimarse itself is action." The idea is that all perceptions of external things and subjectively
originated thoughts, which occur in the sequences of time and space (as action and form),
would be scattered and unconnected without a single unifying subject who appears as one in
all discontinuous mental events; although the subject, s22%7d is not differentiated,
vimarss, the reflection is put to parameters of time and space in the course of blooming
forth into concretely verbalized mental constructs. /PF 2.1.6-7, pp. 20.

" servRlrZbhfisabhedo ps bbavel kKalekromakaral/ vicehinoabbissh sunyader matur
DLDaLasys Do sakrl /7 desséramo pibbavesy BASL malur midimansh/ svilmeve svelmens
plrog bLAVE bbinly semitesys lv." "Bverywhere, discrete appearances, having time-
sequence as their origin, would be discantinuous, if the cognizer consisting of the vaid, and
20 on, is not illuminated as one.// Although things appesar to be in a spatial sequence to a
limited knower, they appear full to the uniimited knower as the self by means of the self.”
This is to say that because appearances are formed by subjective forms of time and space,
they require 2 single cognizer to give them a sense of vnity and coherence.
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having unified into one, it cancels both.!42 He means, very probably, that
representations ( v/marsa ) consisting in synthesis project externality as the
world of objects in my consciousness, and internality as the 'T' whe perceive
the world; a representation combines the object and subject in a single
cognition, and cancels both notions of objectivity and subjectivity. Or, it
cancels a particular representation and synthesizes another mental event.
These stages of representation are evident in Saiva epistemeological schema,
beginning with Siva, Sakzi Fsvara Sadasiva, Sadvidvd and so on, in which
the ultimate level of complete and undifferentiated awareness is split off
into an incipient self-awareness in the Sz£# stage, followed by an
awakening ( unmesa ) to objeciivity in the /svars "That-1" awareness; this is
in turn followed by a "I-that” of the S2dasiva stage in which subjectivity
predominates, and the Sadvs/dyd level in which the subjectivity and
objectivity are in equal balance.143 Inasmuch as it is subtly verbal and
governed by a desire, v/marsa contains in it the object of a purposeful
action for which it is conceived, and develops into a viéa/pz; the mind

relates distinct manifestations into a coherent whole.

142 ;pp 15.13,vol. 2, p. 252. " vimarse b7 sarvamsahab... ityevemsvebhivah. ”

143 jpy 3.1, see n. 141, and val 3 (tr.), pp.190-200. This chapter devoted 1o the
nature of the subject describes gradations of experiences, differeatiated by the
vimarsg power of refiective presentation of pure consciousness which is Siva. These stages
are also quickly outlined in 1.5.14, vol. 2, pp. 254-5, where the S2d24ve stage corresponds
with pasyzat level of Speech. See also 3.1 for a scheme of corresponding epistemological
and ontological reaims and their presiding deities. A practicat illustration of tevels of
preszntaticns msy be made as follows: in cogniring a pot, a person must first be attentive.
"Ah, a pot," "ayam ghals " he says. The tacit subjectivity in this cognition may be expressed
as an apperception when he reflects, "1 am seeing a pot.” Or, if he is totally absorbed in a
fascinating pot, the sense of I-this and this-I disappears, and he is intensely aware of just
‘pot.’ The latter is a single-focused, efders, perception.
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Verse 2.2.3 of the /svarapratyabhijpavimarsini describes how the mind

{ manas) is an apperceiver through its function of creating coherence:

The mind, being the apperceiver, creates these ideas of actions
and so on in dependence on these two [unity and diversity],
which constructions are the operations of the cognizer.

It has been established previously that, in the world, a living being is the
cognizer, who in being self-conscious is like an inward string of a garland
of knowledge. It has been ascertained also that he is independent. Being
of a pure nature, he is Siva; but in the realm of duality, being of a limited
nature he is cattle. Thus, when his mind ( 2227225 ) blooms forth, the
blooming is vivid in the realm of mental constructs { vi¢a/pabhimik7 ).
Because the arising [of an awareness] in the realm of S20Zsiva and
Isvara pertains to a sensuous indeter minate [cognition], the operation of
vimarsz is of that which is not external to an indeterminate cogaition.
The determination that comes about afterward, consisting of an
ascertainment, is determinate. It is expressed by the term

" anuvyavasdys, " and the mind in effecting [apperception] brings about
the mental constructs of action, relation, and so on. And these mental
constructs depend on two things in the forms of unity and diversity...144

The aesthetic experience is a particularly good illustration of the process
described above: in it, determinate images are constructed from trace
impressions and percepts. The modality of this experience, i.e., that it is an
aesthetic experience and not a mundane one ( sukika, vyavabarika ), is
governed and made coherent by a more inclusive awareness of the theatrical
context. The aim of the theatricai context, in turn, makes possible the
contemplative attitude of savoring.

In this aesthetic experience, with samv/d as the whole, there are levels

144 1py 223, vol. 2, pp. 42-43. See also Pandey's translation, /P¥,vol. 3 p. 131.
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of perceptions, of which aruvyavasiya is the coherence-creating function.
We see in Abhinava's analysis an integral picture of the mental life in which
particulars are united by means of mental categories such as action, relation,
universal, substance, place and time, within a governing objective.145 A
coherence of a series of mental events implies diversity, i.e., particulars
within the series, combined in unity through ideas of relations that humans
have conventionally instituted so that practical purposes in everyday life are
able to be accomplished. The cognizer must unite levels of mental functions
in order to carry out actions in practical life.146 Indeed, the world consists
of knowledge and action in vyavahira which is based on the routinization
of abstract concepts that persist because they are useful for the continuity of
interpersonal communication in society. This unification of distinct ideas
presupposes the unity of an individual consciousness as well as a unity of
the world, through which unities invariable occurrences are verbally
described in routinized and conventional terms.}47 Therefore, according to
Saiva systematic philsophy, one must posit the cognizer of the nature of
samvid, whose action consists in making external his inward thoughts and

designs.148

145 jpy 22.3,v0l. 2, pp. 46-47. " 1alrs cs Ayam samVIdEVEIgranskramo yal
kriyisabler eva ayam sarvo vispbirah." "And in this (talk of provisional reality--
Bhaskara), this world is a succession of a descent of s22v/d in that everything is an
expansion of just the power of action.”

146 jpy 22.1,vol 2, pp. 33-36; vol 3, (1c.), pp. 128-9.

147 spp 2.3.8,vol. 2, p. 108-109. " avisisto yady spf vahnyEbbiiso
desSak FIEDLESspramukbailh ZbhAEssll... I8lrs Kim premInloisrens.”

148 PV, vol. 1, p. 422, samvidam jeaninim Sikyens ving lok sprasiddhih lokamargsh
SBrvo VYavebaro na sambhavel sambLeVAL ca 8yam 18SmEl gikyem AsAm... S8 €va €8
pram&ig ucyslte ilf sthitsm”



Chapter 4

Intuition in Poetics

Throughout the tradition of literary criticism, texts on poetics regularly
cite pratibha as the source of the poet's extraordinary ability to create
beautiful poetry. It is conceived as an inborn genius, a divine gift or
inspiration, without which no poem of worth will come forth even if a poet
has the requisite skill and practice. Such treatises, searching for causes of
beauty and obstacles to poetic excellence, provide an education for a would-
be poet as well as for readers. To that extent, they reflect overarching
conceptions of “poetness” ( £2v7Zva ) and changing trends in literary works.

" Gerow describes the historical process that culminates in
Anandavardhana's theory of poetics149 as a rapprochement between the
two art forms--poetry and drama. Having lost court patronage, Sanskrit
drama withered into a written art form while Sanskrit poetry became
increasingly vernacularized in devotional religious movements.
Consequently, the famed critic, in redefining the subject matter of poetry

and poetics, brought drama into the proper realm of poetry. In this process,

149 pccording to Gerow, an articulation of the Ngzyasdsira's notions of rass in
poetry and the linkage of the notions of ras# and #/2mkézrs are two out of three ways
of undersianding the importance of Anandavardhana's Dbvapyaiaks. Edwin Gerow,
Indian Poetics (IP), in Hisiory of lndian Litersture, vol 5, fasc. 3, Jan Gonda, ed.
(Wiesbaden: Otio Harrassowitz, 1977) pp. 252-253.
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the language of poetry is made to realize its multivalence and full capacity of
expressiveness, as well as the "integrative quality” of drama.!30

Ananda lived in an epoch that was kind to its poets and other
intellectuals. The scholar-foving court of Kashmir, from the reign of Jayapida
onward, provided necessary patronage for the great surge of literary
activities recorded by Kalhana. We find mentioned in the Rijatararnigini
great poets and poeticians of this historical period,13! many of whom
Abhinava often cites by name. At the height of its political and cultural
glory, the literary tradition of Kashmir made a great impact on Indian
poetics. With the Dbvanydloka Anandavardhana revolutionized the
conception of poetry and of the poetic mode of communication. Devoting the
last wddyota to pratibha Ananda describes the endlessness of the ‘modern’
poet who keeps a rasz in his heart as the goal of the creative process, while
employing the suggestive function, dfvan; of poetic language to achieve
this aim. Poetry no longer appeals to the aesthetics of the intellect alone, but
rather the poet can devise fresh and original literary works culminating in
joy, priti; of an emotional nature in the sympathetic and sensitive reader.

Ananda's treatment of the poet's praubha, following a long tradition of
its usage in a general way as the poet's genius, is significantly integrated
with a structural re-orientation of hierarchical poetic elements and of poetic
communication. Although Ananda’s conception of poetry as a 'soul’ and the

suggestive function of poetic language had been foreshadowed by Vamana

150 Gerow, /P p.252.

151 pr vol 1: 4.495-497, p. 166, Vamana and Udbhata; 5.34 Muktakana,
Sivasvamin, Anandavardhana, Ratndkara; 5.66, p. 195, Bhatta Kallata; 4704, p. 184,
Safkuka. M. Aurel Stein, tr., £2/hg0s’s Rijstaradgini: A CBropicke of the Kings of
Lashmir {RT7),vol. 1, (Repr., Delhi: Motilal Banarsidass, 1979).
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and Udbhata, the two great court literati before him, it was his work that
effectively determ.ined‘later views on Indian aesthetics. To that extent, a
modern critic such as De finds it impossible that the idea of the soul of
poetry has not always been implied, and few critics of Sanskrit literature
today would wholeheartedly support the notion that aesthetic emotions are
inferred by the audience upon hearing a poem or seeing a play. Ananda's
revolution is a historical process, which entails a new definition of the
relation of the poet with his work, and the poet with his reader. This linkage
is provided in part by Ananda’s concept of a poet's imagination and the
poet's creative control over a literary piece. The development of praziblts
therefore, is to be examined in the light of Ananda's language theory and his
thesis that rasadfvans is the 'soul’ of poetry. The bond between the poet
and his sabrdaya suggested by Ananda is strengthened by the logic of
aesthetic perception that Abhinava furnishes in the Locarz and the
Abhkinavabharali

Problematics of the "soul’ of poetry

The style of Sanskrit poetics does not lend itself to lengthy expositions on
the subjective aesthetic experiences of a poet and his reader such as one
may find in Western literary criticism of certain periods. Short verses in the
form of sdiras or karikgs concisely define genres and constitutive elements
of good poetry. In spite of this mneomonic brevity and by comparing
analytical categories appearing in different texts, it is possible to detect
“schools” and innovations within the tradition.

Early poetics texts, up to Vamana and Udbhata, speak metaphorically of
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the entity, "poetry,” as a body, and the few lines devoted to the description
of this body evince an attitude of poets in their self-consciousness as brethen
whose common immortal glory consists in the "body" of their verses.152

Vamana at the court of king Jayapida was the first to mention the soul of
poetry as a distinct cause of beauty, " Ritir sim3 k3vyasya 133 Ananda
turns the soul into the suggested meanings in poetry, the function and goal
of poetic language which distinguishes literature from scripture, sZszrz and
so on.

S. K. De finds it virtually impossible that the idea of the soul of poetry

has not been implied even in the poetry of the K¢ Vedz and he writes a

iengthy footnote to support this point,

152 PFor exampie, see verse 23 of Bhartrhari's Vardgyesaslaka “Ivem rijé vayem
BDY UPRSIIAQUrUprafiabhimEnonnalih/ EAyalss Ivam vibhavair Vasimsi kavayo diksu
Pralenvanis nsh/ Hlhsm minads naudiram vhhayar 8py &veyar anlarem/ yady
asmisy pardimukbo sf vayem spy ekapinlo pibpréih. " "You are a king, we also are
elevated by the pride of wisdom from the teachers we have served. You are known by
your powers, we poets extend our fame in all directions. Thus, the gap between us two
is not so great, O pride-destroyer. If you turn away from us, we are also absolutely
indifferent." (my transiation) Bhartrhari, Vairdgyaseiatam, in Sstakatraysm, with the
gloss of Mahabalopahvakrsnasastri (2d ed., Bombay: Nirnayasagar Press, 1891), p. 11.

See also Stein, tr., £7 1.3-5, p. 2; 1.46-7, p. 10. 1.46 "We pay reverence to that
naturally sublime craft of poets without whose favour even mighty kings are not
remembered, though the earth, encircled by the oceans, was sheftered under the shadow
of their arms a3 in the shade of focest trees.” 1.47. "Without thee, O brother composer of
true poetry, this world does not even in its dream know of the existence of those
ocnaments of the earih who once rested their feet on the temples of elephants, who
possessed weslth, and in whose palaces maidens dwelt, moons of the day,--without thee
the universe is blind, why [praise thee] with a hundred hymns.?”

153 Vamana, Jbhe £5vyilsmiirasairss of Vimana (K4 ), with his own Vri
Kasindth Pandurang Parab.ed., Kavyamala 15 (Bombay: Nirpaya Sagara Press, 1889)
1.2.6,p. 3.
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The metaphorical expression £2vyasarira with its implied £3vyatiman
plays an important part in Sanskrit Poetics throughout its history....
Whatever may be the value of this metaphor as an index to the
conception of poetry gradually evolved by Indian theorists, one point is
clear, viz., that they all take, from Bhamaha to Jagannatha, the s25d2 and
artha as constituting what they call the ‘body’ of poetry; and with this
idea the theories start, ultimately ending in a search for its ‘soul'.154

De again writes,

The older writers on Poetics, therefore, before the advent of the
Dhvani-theorists, content themselves with the working out of the
outward form of expression, the ‘body’ of poetry, and hardly trouble
themselves with the question of an ulterior aesthetic principle, the ‘'soul
of poetry; nor do they identify, as some later writers do, this ‘soul’ with
the psychological factor known as Rasa.135

The perception of this modern literary critic is precisely that the talk of
‘soul’ and 'body’ implies an ‘ulterior aesthetic principle’ which animates the
outward form of expression. Gerow, on the other hand, minimizes this
distinction as a metaphorical usage that can easily be overloaded, proposing
that the force of "sarira’ is that of a ‘corpus’ of literature. He further alludes
to the imagination, which is "the quality of the poetic product corresponding
to the faculty of imagination and [which] is considered to be the proof of
genius,”156 as the prime characteristic in the Western stereotype of a poet;

and this quality, in Gerow’s opinion, has been supplanted by its opposites in

154 pe, #$P, vol. 2, p. 35-6.

155 pe, HS2 vol. 2, pp. 116-7. See also De, H$2 p. 90.

156 Bdwin Gerow, 4 Glossary af Indian Figures af Speech ( Glossary )(The Hague:
Mouton, 1971), p. 68.
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classical India.157

Anandavardhana in his treatment of prazibA2 in the fourth vddyoiz of
the Mvanyiloka, in fact directly addresses the problem of imitation and
creative distinctiveness: the rasika poet who possesses pratubhi and
exploits the suggestive function of poetic language will be able to create
fresh and original poetry even on age-old themes. Gerow, however, takes
imagination to be the figure of speech HA4vika which is "the ability to make
the several images cf the individual poetic statement coherent in terms
demanded by the work as a larger whole."158 In sum, he writes on the

absence of a universal aesthetic in Indian thoughts on the arts:

The notion of such a universal or analogical aesthetic did not suggest
itself to Indian thinkers, as it has to our own since the Renaissance,
because the creative act had always been considered a matter of
technique and style embodied in a tradition, evoiving from its own
material, and not a2 manifestation of the freely intuiting intellect, the
genius.159

This statement is an accurate description even of Ananda who thinks of
the poet's imagination, endless when combined with the suggestive function

of language, as a gift of the goddess Sarasvati and an extension of the

157 Gerow, Glossary, p.60.

158 Gerow, Glossary, p. 68.

139 Gerow, Glassary, p.81. The image of the "poel” or the "artist,” as Gerow rightly
observes, influences the manner of appreciating poetry. In the postmodern phase of
Western literary criticism, after critics have pronounced the death of the author, the
critics and readers take equal shares in controlling the meanings of poetry.
Nevertheless, critics and readers still take an interest in biographical notes of poets and
how these personal experiences influence their dominant themes and images.
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capacity of language, rather than a unique possession of individual poets.
But given that individual geniuses proceed from material and technique
rather than manipulate them, Indian poeticians constantly take pratibha as
a quality that excites and thrills the poet for its inspirational and
inexplicable resource to produce the cutting edge of poetry.

The absence of a stereotype of individualism does not prohibit the
striving toward particularly unique excellences within well-defined rules of
tradition. The cultivation of various tropes and regional styles, and even of
emotional and psychological nuances of r2szs and bhdvas, is a gift of the
Indian poetic imagination, whose stereotype is inevitably different from that
of the West. The notion that poetic excellences are an extension of the poet
as an individual, rather than of his technique and material, can also be found
in Kuntaka's treatment of prazbha: the poet's unique talents are
differentiated.into particulars of imagination expressed as distinct types of
poetic excellences.160

When modern Indian critics seek to explain the causal connection
between the poet and his creation through the imagination, they look to the
notion of praubha rather than Hhavika as the poet's imagination. The uses
of these two allied terms surely intimate that Indian poeticians conceive of
literary works in terms of their distinctiveness, a unique and created
coherence which can be controlled by nothing else but an imagination purely

of a poetic kind. The reason that bhavika should be an arzbdlamkara is not

160 yuniaka, Vagratzjivizs, Ceitically edited with variants, introduction and
Engtish translation by K. Krishnamoorthy (Dharwad: Karpatak University), 1977, 1.24-29,
pp. 40-48. See translation, pp. 326-334. According to Kuntaka, styles, m27gs, are
extensions of the individual poels’' prauppss which in turn arise from his nature and
temperament.
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readily obvious, unless figures of speech are thought of as poetic devices that
can operate not only in words and phrases, but throughout an entire piece.

If the notion of praubha or bhavika brings into play the poet's
individual creative talent which accounts for particular beauty and
excellences of literary works, then this notion necessarily involves the kind
of beauty that poetry is thought to possess. The question of ‘soul’ and ‘body’
must then be reconsidered as the aesthetician’s attempt to categorize the
elements that are possibly beautiful, and whose beauty is produced by the
poet and appreciated by the reader. Thus, between De's position that Indian
poetry and poetics must have always been alive to an emotive quality of
poetry as an 'ulterior aesthetic principle, implied in the term £2vyasarira,
and Gerow's attitude of neutrality to these categories, there is a third
position, namely, that such a categorization is heuristically and thus
metaphorically useful for orienting the aesthetic attitude, of the poet and the
reader to literary works. There is no reason against taking the texts at their
face values: when Dandin and Bhamaha speak of the body of poetry, the
metaphor can be take straightforwardly as described for the sake of
depicting a whole whose analytical parts can be individually investigated.
Similarly, Ananda speaks of the ‘soul’ of poetry exactly to distinguish the
whole from its parts, as well as to reorient the aesthetic attitude of literary-
minded readers toward perceiving through the relations of the whole and
parts the beauty of poetry.

Indian aestheticians today take the concept of praZibha to be the factor
that relates the poet's imagination to literature. T. N. Sreekantaiya, with

reference to Coleridge’s and John Dewey's descriptions of imagination, says
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on imagination,

There is a whole gamut of allied senses in which the word is used, from
the simplest which is little more than the power of vivid visualization to
the highest, the activity of the whole mind of a poet in which conceptions
swarm into the stream of consciousness and are integrated into a
beautiful whole.16!

K. Kunjunni Raja traces the Indian meaning of poetic imagination to the

great artists of the K¢ Vedz :

... the Rgveda itself contains clear statements about the process of the
creation and appreciation of poetry; about the importance of the poetic
vision, the great care needed in communicating the art experience and
the role of the responsive listener in the aesthetic expet'ience.162

The eminent Indian grammarian and aesthetician continues,

... as the primary source of poetic inspiration and as the cause of poetry...
This pratibhz or poetic vision is an instantaneous or time-less flash of
insight integral, indivisible and immediate, and accompanied by a sense
of happiness and joy,....163

According to his view, Indian aesthetics contributes the notion that

poetry comprises a ‘circuit of the artist's experience, involving

(1) the artist's experience, (2) the communication through the artistic

161 T N, Sreekantaiya, " 'Imagination’ in Indian Poetics,” Jodian Histarical
Quarterly, vol 13, no. 1 (March, 1937): S9-84, p. 60.

162 ¥ Kunjunni Raja, The Langusge of Poetry, Extension Lectures Publication
Series: 29, Dharwad: Karnatak University, 1978, p. 2.

163 K Kunjunni Raja, Jhe Language of Poetry, p. 8.
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medium, and (3) the reception and recreation of the artist's experience by
the receptive art connoisseur.” A communication of an aesthetic
experience is successful when what is felt by the artist is similarly felt in
the audience with equal intensity, clarity, and delight.164

Although Anandavardhana is the first critic to articulate the role of the
sa2firdaya, the sensitive reader, which fullfills the above-described circuit of
aesthetic experience, poets and critics before him are mindful in varying
degrees of the reader. The nature of poetic communication of which poetic

texts explicitly speak or hint at is to be described below.

Poetic Communication

While Vedic poets are conscious of themselves as ‘seers’ whose visions
bring about an interaction between the gods and humans,!63 and are
subsequently thought of as the seers of reality,!66 the role of poets in the
classical and medieval period has become secular. The reward of writing

poetry, poetics texts tell us, is untold wealth and undying fame. Poets thrive

164 ¥ Kunjunni Raja, Jhe Language of Poelry, . 2.

165 Seech. 2," 26/ in the Rgveda,” in jen Gands, The Vision af the Vedic Poets
(1st Indian edition Delhi: Munshiram Manoharial Publishers Pvi. Ltd, 1984 [ist
published as vol. 8 in Disputationes Rheno-Trajectinae, 1963]), pp. 68-169.

166 See Yaske, Mirakre, 1.18-20. On the intuitive insight of the seers, describes
seeing as understanding the real meanings of words. To see truly means to
understanding the reaf purport and to be able to use it for successful communications
with humans and the gods. Bhartrhari cites the same passage when speaking of how
Brahman, the One, becomes Its anufiras, the Veds when seen by the seers who
describe It to others in language, the form of diversity. Yaska, Jhe Njgbsniv and tbe
Nirukis: The dest /odian Trestise on Eiymaology, Phifology, and Semaptics, Laksman
Sarup., ed. and tr., ( ReprDelhi: Motilal Banarsidass, 1967, 1984 {1st ed. 1920-1927]),
pp. 18-20. The wrzz/ of VP 1.5 especially draws extensively on these verses of the
Nirukie which have been copicusly ceferred to in the Mabsbhssya 1.1.
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in cities and find their audience in the couriiy circies and wealthy upper
classes.

Siegfried Lienhard describes a typical literary milieu in which the art and
craft of the poet is assiduously cultivated in his education and through
competitions in courtly assemblies or societies ( gost4r) where literary minds
meet to sharpen their wits. The audience, also highly cultured and similarly
educated, do not fook for a personal expression of the poet's own experiences
but rather for his skillful presentation of weli-known themes. A poem is
likened to a miniature painting whose motifs and imageries need to be
deciphered by the viewer.!67 The sensitive reader is familiar with its theme
and ornamentations, and he is emotionally primed to be receptive to such
familiar conventions. He expects novelty in an individual poet's presentation

rather than in sentiments:

Just as the poet's inspiration is shown mainly in the presentation, often in
the details and refinements of a few lines, so the connoisseur'’s attitude to
the poem is characterized by the fact that it is not the subject matter or
the theme as such that primarily arouses his interest and gives him the
pleasure of discovering something new, but the manner of presentation--
the "how" rather than the "what". For the reader, the individuality and
unique quality of any work resides in the way in which the poet has
handled the traditional, predetermined elements which belong to

kavya 168

This seems 1o represent closely a reader response that leads to the

167 Siegfried Lienhard, A4 Histary af Classical Poetry: Sanskrit-Pali-Prakrit (HCP)
in A Histary of Indian Litersture (HIL), Vol 2, Pasc. 1, Jan Gonda, general ed.
(Wiesbaden: Otto Harrassowitz) 1984, p. 37

168 Liennhard, 422 p.32.
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popularity of aitrakavya, 'portrait’ poetry. Ananda, considering it an inferior
product or even a non-poetry, cautions his readers against such 'miniature’

poems in which 72s2 or any other kind of emotion figures but little,

That which is different from these, namely poetry which lacks rgsz or an
emotion { A2va ) as its final meaning, which lacks the power to reveal
any particular suggested meaning, which is composed only by relying on
novelties of literal sense and expression, and which gives the appearance
of a picture, is cizra. It is not real poetry [just as a picture is not the real
thing] for it is an imitation of poetry. ... But where there is no reference
to the rasas, etc, there cannot be any type of poetry at all. Because
poetry cannot be about nothing.169

Lienhard further describes such conventional novelty: it does not suffer
the intrusion of a poet's feelings. Rather, the reader or listener discovers the
special qualities that a poem (and its author) wishes to emphasize by paying
close attention to the handling of details. Such a reader is described by
Lienhard:

He recognizes them, as already stated, by the fine variations from the
norm, by new combinations of the fixed poetic material specified for
certain descriptions, themes and attributes. He also recognizes them by
the way in which figures ( 2/zm£4ra ) are constructed, the manner in
which information is presented in each sentence or stanza and by the
suitability ( auaizya ) of both sound and sense-bearing elements.!70

Conceptions of "body” and “soul”

Early conceptions of poetry as a body express the pride of poets: the

169 Ingalis et al, 1., DbZ vriz 3.41-2, p. 636.
170 1ienhard, #C2 p.35
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k3vyavapuh or kavyasarira is the immortal body that lives as fresh and
beautifully as ever after the poet himself has perished,!7! and which
immortalizes the deeds of kings.}72 That which holds this body together and
gives coherence 1o a literary piece is the poet's intention, 644vg, which is
analysed as a quality or a figure of speech called bAavika variously
described by critics.

Broadly speaking, Dandin considers the body of poetry, an arrangement
of words with a poet's intended meanings, to be adorned by ornaments
which are figures of speech.!73 He seeks for the cause of beauty
(cgrutvaberv ) in the body distinguished by natural regional styles,
primarily the gavdiya and vaidarbha 174 and by the poet's own distinctive
style, which together are called marga. Figures of speech are ornamentation
which adorns the body and increases its beauty; such ornamentation consists
in artful manipulation of meanings within the arrangement of style ( z2arga ).
The life of this welif-adorned body is given and sustained by the poet’s
bhava. On the body of poetry, Dandin writes,

1.10 Wise men have shown that poems have a body and ornaments,

171 Bhamaha, £4 1.6-7 " upeyusém api divam san nibandbavidbayinim / &sta €va
pirdlenks Lénlsm Ldvyemaysm vapup /7 runsddbi rodesi casys yaval Kirlir 8ngsveri /
1aval ki@yam adhyiste sukrio vaibuddbem padem /s

172 Dandin, £41.3-S " ke Sistanusistinim Sist&nim 8pi Sarvalbi/ vicim eve
prasidens Jok&y8lré pravariale// idsm andhsm 18malk Krispam [Eyels
bbuvansiraysm/ yads sabdabveysm [yolr FS80s2ram 08 dipyste/s/
Fdirgjayasobimbam Ferssm prapys vEbmaysm/ lesgm assmnidbine pina svayam
DESYB DRSYSL/S”

173 pandin, £41.10-18,2.1-34f.

174 The ritis are subsequently said by Vamene to be the soul of poetry. See, on
mares, ritf in Dandin and later critics, particularly Vamana, D. K. Gupta, 4 Gritica/
Study of Dandio sod His Warks (Delhi: Meharchand Lachhmandas, 1970) pp. 121-145.
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The body, to begin with, is an arrangement of words distinguished by
a desired meaning.

2.364 They call bhavika the quality that governs a large composition,
The poet's emotion ( 642va ) is the intention that figures in poems up
to their completion.

2.365 Mutual compatibility of all parts of the subject matter, a lack of
meaningless particulars, description of places,

2.366 a clarity even of obscure (gambhira ) themes : since all these
things are controlled by b44ve, they call it soavika 173

Bhamaha rejects the basic divisions of Dandin, namely, the concrete
distinctions between regional styles (£4 1.31-36) and the notion that an
arrangement of words can be analysed separately from their meanings in
figurative usages (£4 1.13-16). He states that sound and sense of words

together are the body and ornaments of poetry,

Poetry consists of word and meaning together. It is twofold, namely,

175 Owo Bohtlingkt, tr., Dandin Poetik Leipzig: Verlag von H. Haessel, 1890) p.2,
p.84. (My translations)
1.10 2z:b {s8ribbib ) Sariram ca bEvyanam alsmkbiras ca dersitalh
Sgriram 1avad [SI&rihavyavacchinna padavali

2.364 Ladbbavikem 1l prébub prabandbsvisayam gupan
bbRvab kaver 2bhiprayab Lavyesv asiddhi samsthital

2.365 parasparopRRkErilvam servesin vastiuparvanin
V/iSeSRDRORD VyaribEnsm sLriyE sLOEDaVArnana

2.366 vyaklir vklikramebeiid cambhirasysps vastunalk
bhavaysliam idap sarvam il 1ad bO&Evikam vidub
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prose and verse. Otherwise, it is threefold, namely Sanskrit, Prakrit, and
apabhramsa. 176

but accepts the distinction of sabdalamkbara and artbilamkira 177 The
body of poetry is described by the verses,

1.6 Truly, the faultless and lovely body made of poetry remains
of those who create literary works, though they have gone to heaven.

1.7 So long as his imperishable fame obstructs the earth and sky,
indeed, he stands above blessed in the realm of the gods.

1.8 Thus he who desires glory whose boundaries are the expanse of the
earth, who knows what ought to be known, should strive toward

the beauty of poetry,178

as that which is faultless and lovely. It is the imperishable body of poetry
that gives the poet his eternal fame and a place among the gods. The idea
that poetry is the light of the ages, glorifying the deeds of kings and the
poets, and this body of beauty ought to be faultless, is similarly expressed by

176 p_v. Naganatha Sastey, £avyZlemkdrs of Bedmasa (£4), (Delhi: Motilal
Banarsidass, 2nd ed., 1970), 1.16, p. 6, " s#bdidribau sahiigy kEvysm gadyam padysm c2
18d OVidBE ssmskrism prakrisn cinyad 3pablhremse iU ridhd ©

177 Bhamaha, £4 1.15,p.6.

178 Bhamaha, £4 1.6-8, pp. 2-3.

UPEYUSEM BpF AVam sannibepdhavidbayingm

Fsle eve nir§180Lem £3n18m KEVYSmEYyam Vapuh

runaddhi rodasi casys yavel Lirlir anasveri
taval £ilgyam adhydste sukrii varbudhsm padsm.

820 DAVESChEIE Lirlitm stheyasimg bhuvah sthiteh
yaino viditavedyens vidheysh KEvyalaksmant
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Dandin,

1.4 All these three worlds would become blind darkness
if the light called "words"” does not illuminate all through samsara.

1.5 The reflection of the first kings' glory, after it reaches the mirror of
eloquence [and] sees itself, does not perish, although the [kings] are no
longer present.

1.7 Therefore, even a small fault in a poem should in no way be
overlooked; even a beautiful body is unsightly because of a single
leprous spot.179

For both early poeticians, once the ‘body’ of poetry has been
circumscribed, categorizations can be made in respect of genres, kinds of
ornamentation that increase and defects that mar the beauty of that body.
Elements of aesthetic criteria at this stage of development entail the sounds
and sense, but emotive aspects of poetry are confined to the types of figures
known as rasavad, etc. The rasas themselves are stated by Bhamaha
(&4 1.21) and Dandin ( £4 1.18) to be requisite in mahikivyas because
such lengthy works necessarily describe the vicissitudes of human lives.

Although both critics ascribe the source of the poet's creative genius to

179 Dandin, £41.4,5,7, pp. 1-2.
1a8m andhan 1amah krispam [Ayels BAuvanslraysm
yadi sebdzavayam fyour Fsamslram ng dipyaie.

BdirS[8yasobimbam Fdarssm prapys vadmaysm
lesEm asspnidhane prng sVSyam pasys nasyal

734 8[pam 8pI BopekSyan KEVYe qusism Katbam cans
SYAC VEpUS sundaram 8pr sYairenaikens durbLsgam.
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praubhz as Lienhard observes, the poet's feelings are not deemed essential
to the beauty of the poems. Their active agency is alluded to as H43vika, a
quality ( gupa ) which is the poet's #A2vz in the sense of intention,
abhiprgya For Dandin, this quality governs an overall coherence,
particularly of a larger piece such as a prabandfrz, through a proper
composition and juxtaposition of the parts in the whole work.!80

Bhamaha tersely mentions the poet's role in a similar manner, through
the quality of bhavikatva, using the same phrase as Dandin's:
bhavikarvam ilf prabuf prabandhavisayam gupam . The cause of this
quality is the coherence the story and orderliness of language that makes
poetic themes vivid as if directly perceived.!®! Gerow rightly calls this
figure of speech ‘imagination,” since it acknowledges that the cause of the
excellence of poetry, apart from objectively analysable literary devices, is
the compositional and subjective arrangement on the part of the poet, not
included in the ‘body" of poetry-182 The prescription of a poet's own
emotions, such as a 6Aava or rasa, as a vital element in a composition does
not yet occur to poeticians of this period because the poet's role is not to
communicate feelings, but rather 1o create a beautiful body of such
descriptions. Although the notion of rasz exists in the works of the earliest
critics--Bharata, Dandin and Bhamaha--it is clearly and elaborately
described only by Bharata in connection with drama and the theater. For in
this context, a rasz is the very end-product that dramatists wish to produce

in the audience by means of poetic language, the theatrical accoutrements of

180 pandin, £4 2.363-6, p. 84. See p. 108 above, and n. 175.

181 Bhamaha, £43.53-4,p.71.

182 gee also D. K. Gupta, "Concept of Bhavika in Sanskrit Poetics” 4B0R/ :54-60,
and V, Raghavan, “The History of Bhavika in Sanskrit Poetics, J&p 14, (1938): 787-798.
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costumes and music, the actors’ acting, singing, dancing, and so on. For early
literary critics, concerned chiefly or solely with poetry, consider the raszs
as emotions that are required only in larger works.

The progress in Indian aesthetics from Dandin and Bhamaha to
Anandavardhana is great, but the latter’s achievement must be seen to
follow from earlier concepts in generai and his predecessors in Kashmir in
particular. Udbhata and Vamana, who are known to be attached to the court
of Jayapida,!83 appear to represent the ‘schools’ of Bhamaha and Dandin
respectively.

Vamana, the first to speak of the soul of poetry, describes the body as
word and meanings together, refined by qualities and ornaments. 184
Riti the three-fold style --vaidarbhi gavdiya and pancali-- is the soul
because it is that which gives a poem its distinctive quality or character.!83
This distinctiveness is the substance of qualities gunas,136 which are
strength, clarity, and so on.}87 Ornaments are causes of superexcellence of
poetry.188 Relations between the body and ornaments are metaphorically

dscribed in this verse:

A poem, indeed, is sweet { svadare ) like the form of a young woman,
exceedingly purified even by qualities,

183 seen. 15! above.

184 vamana, £4 3.1.2 (See ns. 40,41 below), and 1.1.1 w2z, p. 1. " £8vysm kbaly
grabyem.. sabdarstbayar varae. ”

185 vamana, £4 1.2.6-9 and wrzz p. 6.

186 vamana, £4 3.1.1, p. 25.

187 yamana, £4 3.1-4, p. 26. See a listing of the gusss in De, ASP, vol 2, pp. 80,
94-95, and pp. 75-107 on '"Dapdin and Vamana.”

188 Vamana, £4 3.1.2,p.25.
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in which pleasure is created by dense creations of artifices that are
true ornaments.

But if it happens that, like the body that fails in vigor because of its
qualities, a woman is bereft of youth,

Even those ornaments people love surely rest on
unwholesomeness.!89

Structurally conceived, the body and soul are considered together apart
from the character and ornamentation. The body is simply the word-and-
meaning of poetry, and the soul is its distinctive arrangement according to
established regional styles. Qualities and ornaments are imposed on the
body, and the verse above tells us that the body must first have a
wholesome and youthful character; otherwise, ornaments, far from adorning
it, would lose their own beauty, like ornaments on an old woman.

We recall Anandavardhana’s important métaphor comparing the body

and soul of a beautiful woman to those of poetry in J4z 1.4

The substance ( vaszv ) is something else still which is feit in
the poems of great poets,

that which appears different from the well-known parts, like
charm in beautiful women.

Still something else, being perceived from the literal meaning, is the
substance in the poems of great poets. Well-known to the sensitive
audience, it is that which shines out apart from obvious, ornamented or

189 vamana, £43.1.2, p.25.
yuveier iva ripam g6ps £EZvyam svadsle suddhsgunam 18d 3py
RUVE
Vibilspransyem piraplerabbil 38ds/8 mkraviko[pakaka/penabhilh.
Yads bhavall vacas cyulsm gunebbyo vapur iva yauvanavenolyan
2AgROZYES
807 [RORARYIZDS durbhEpalvam niyalam 2R mbRranani  SEQSTRYALIE
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perceived, limbs, like charm in beautiful women. For just as in women,
charm is other than eachi aad every part being individually described but
rather something else, another essence which is nectar in the eyes of the
sensitive audience, just so is this [suggested] meaning.10

For Vamana, the sou! and body are an indistinguishable entity, and
character and ornaments are extrinsic. Ananda uses the same imagery in
quite an opposite way: the soul is likened to the charm of a beautiful woman
shining out as nectar to the eyes of a safirdaya above the beauty of her
limbs. Although the parts are each well known and well described
separately, the whole is felt to be something altogether beyond them. This
soul is the suggested meaning, other than the literal meaning which is the
well-known and adorned parts of the body.

Udbhata's contributions to the theory of rasadhvan/ and the soul of
poetry are many, in spite of the paucity of his extant works and the
unreliability of their commentaries. Gnoli credits him with the introduction

of a third potency of poetic language, the vyad/anir{rzzi.lgl Ingalls describes

190 Anandavardhana, Dvasydloks, with the Zocans commentary of
Abhinavagupta and the Pratzss Hindi translation of both texts by Jagannath Pathak,
Vidyabhavan Sanskrit Granthamata (VSS) 97 (Benares Chowkhamba Vidyabhawan,
1965), 1.4, p. 47.

191 Raniero Gnoli, Udbhata’s Commentary aa the Kavydlemkara of Bhamaba. Setie
Orientale Roma, vol. 27 (Roma: Istituto Italiano per il Medio ed Bstremo Oriente, 1962),
“Udbhata by introducing into poetry the secondary function of words... let open the doar
to the conception of a third potency of langusge--the vyadjagndvril/--, diffecent both
from the primary and the transferred sense of words, which characteries true poetry.”
{p. 2xiii-iv). "The source of poetry must be then another sense or value that words
assume, aliogether different from the primary and the secondary one. This new sense--
the poetical sense--irreducible, as it is, to the literary one, cannot however do without it,
but is, as it were, supported by it. A truly poetical word or expression is that which
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Udbhata’s influence on the Jfvanyaloka as his awareness of explicii and
implicit meanings, as those which are conveyed sruzya and artbena
respectively. Thus, according to Ingalls, Induraja‘s concluding remark that
Udbhata has nothing to say on d/Avansbecavse Udbhata has included that in

his treatment of the figures of speech, is justified because

Udbhata was fully aware of that type of semantic operation that Ananda
was later to call suggestiveness ( vyadjakatva, dhvani) and of the
importance to poetry of the suggestions which it could bring about. One
might fairly say that in Udbhata's mind the two main building blocks of
Ananda's critique, rasz and dhvan; were present, the first consciously,
the second perhaps only subconsciously. But the blocks had not yet been

built into a system.192

Udbhata's £Gvyalamkarasarasamgraba displays more than a casual
acquaintance with Bharata's definitions of and relations between the bA3vas
and rasa 5.193 To Ingalls' remark that Udbhata's treatment of the figures

preyasvi; urjasvi, rasaval, etc., makes some sensible order out of them, it

cannot be replaced by other words without losing its value. Poetlry knows no synonyms.
The father of this new conception, Anandavardhana, was fully aware of his indebtedness
to Udbhata.” (p. xzv-vi. )

192 paniel H. B. Ingalls, Jeffrey Moussaieff Masson, and M. V. Patwardhan, trs.,
The Dbvanyiloka af Anandvardhana with Lhe Locsns af Abbipavagupis (D6, Ingalls
et. al, tr.), edited with introduction by Danief H. H. Ingalls, Harvard Oriental Series 49.
(Cambridge and London: Harvard University Press), 1990, introduction, p. 9.

193 Udbhete, £avyaiambarasirassmgeraba of Udbbala ( £ASS, Banhatti, ed.), with
the Zaebuvrii Commentary of Induraja, edited, introduced and annotated by Narayana
Daso Banhatti, (Bombay Sanskrit and Prakrit Series 79. Poona: Bbandarkar Qriental
Research Institute, 1925), 4.1-7, pp. 40-53. See also, Udbhata, £Zvyaiadiarasira-
sarigrabs of Udbbsars (KASS)), with the ' Fivrsi' Critically edited with introduction and
indexes by K.S. Ramaswami Sastri Siromani. Gaekwad Oriental Series SS {Baroda:
Oriental Instituted), 1931, 4.1-7, pp. 32-34.
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may be added that perhaps these very verses which intimate the
suggestions of rasz first provoked Ananda’s thoughts to the theory of
rasadfvani Finally, if the commentators, Pratiharendur3ja and Tilaka, are
faithful to the true teachings of the text, Udbhata can be credited with the

idea that rasa is the soul of poetry,!94and that rasa is suggested or

194 Udbhata, £4SS with the /eghwvret 6.7 (74), Banhatti, ed,, p. 81-84. In this
verse Pratih@renduraja seems to have combined Vimana's ides of the soul of poetry
with the notion that poetry is ssarsss, and expounds at great length to this effect,
“ycyate. pg Kbelu REVYESYS resinim calembaryalsmbarabbivel kim v
FImassrirabhaveh. raszh bi kEvyasySimaIvensvasihizh sebdarihsy ca sarirarJpalays.
YaLbE By BimEdbisthitem Seriren [FVALL VYEpadisyle L8LLF rasadhbisthilnsys kavyasys
[iVRdrOpatey g vyspadeselh kriyale Iasmid rasipim kavyasarirabbitasabdiriba-
ViSayaisySimaIvensvasihinam ns (v alamkarsiays " (p.63) But the commentor
explicates the meaning of the verse without saying the comments are indeed Udbhata's
intended ideas on the matter. Banhatti, the editor, and De do sot think the comment
highly representative of the text, but Pratiharendurajs seems 10 be in an era which the
literary circles have accepled 'rass Zimé £5vyasys’ but not dbvani The focmer
proposition, whose terms are already well known in poetics and dramaturgy and are
readily associable, is much easier to accept that dAvaa; which is beought in from the
grammarians' point of view and describes an entity that no one up to then has thought
to exist in poetic language. Pratiharendurgja’s commentary cited above substantiates
my point that the conceptions of 'soul’ and ‘body’ are structural and not neutral
categories. Pratiharendurija does not accept Ananda's theory of dhvan/ since it is seen
that the former tries to show that a figure of speech rather than a meaning is suggested,
ie, revealed ( vpa/yate), and, therefore, suggestion is not a function of language but a
figure of speech. He seems to follow the basic divisions of body, quality, and crnament
of poetry as prescribed by Vamans, and ends by saying, " evam e2ad vyadjaksivem
Daryayoklsdisvadsv enlarbbavitem. " “Thus this suggestiveness is included in the
figures of speech, paryipalls, and soon” (p. 92) His arguments sgainst Jhvans can be
found in Lagbuvriti 6.9, p. 85ff (Banhatti, ed.) Banhatti also notes on that, "His
principal object in the foregoing discussion was to prove that vyadjzfarvs is completely
included in the alamkaras. He seems 10 have a great aversion 1o the theory that dbvaz/
is quite separate and can never be included in alamkaras. Further he seems also to have
an abhorrence even for the word dbvaai.. “ (p. 175)
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revealed, vyardgya.195 His thought, obscured by time, is obfuscated rather
than elucidated by the commentaries. Both Pratiharendur3ja and Tilaka, if
indeed they are the authors of these commentaries, seem to have little direct
knowledge of and traditional connection with the author, and their
comments appear to be a conglomeration of several ideas that originated
between the late 10th and 11th centuries. The commentaries, whose
explications include those meanings that arose subsequent to Udbhata, and
are valuable for understanding, if not the author of the text, the evolution of
poetics during the next few centuries. Yet it is more than tempting to see in
Pratihdarendurdja’s and Tilaka's commentaries or Udbhata's 643vikz the
pronouncement of a relation between the poet and the reader that
culminates in Anandavardhana's safrdayarvam. A verse of Udbhata's
(£A4SS 6.6) fairly recapitulates Bhamaha's (£4 3.53), to which

Pratiharendurija comments:

This has been said: "Through a coherence of utterances, [there
are] extreme marvels." In this case, a coherence of utterances causes
an instantaneous perception of the meaning because a composition of
words are well-known tc people and are devoid of incoherence

( vyastasambandha ). For, when there is [coherence], the feeling ( 644va )
that is linked to the poet--his heart ( 42y )-- devises particular

195 ydbhata, £45S 4.2,Siromani ed., GOS 55, p. 32. The vetse: " ratyadikanim
bLEVENED SDULLEVEdIsSTCaDE/ YAl REVYam badhyale sadbhis 181preyesved udibrism. "
Tilaka's commentary interprels ‘sicase” (o mean vyakisy: “ sibAyibLEvEIVAL r8les Iy
vyabbiciribhir 8pi sicane vyakisy pat kivyabandhenan (121) preyssvel ratys
Driyaleray s upalgksiiam bHAvabrndem SIrasUll 818 eve Vyabpys rasebbivalsdsbhass-
181prassmh EFvyaislivevidbhir sbbidbiysre. " Tilaka's commentary is not a religble
report of Udbhata’s text because Tilaka seems to have incorporated some ideas of
Abhinavagupta and Bhattanayaka, such as the phrases ” viahpneb Si7enfvrilir 2oumiySaIg
S BEranssysps EVecil gamakIval vibbaveir bhavely eve sickpam” and “ aps tv
SEABLEranyens pralipanno rasanavyEpiregocsral).
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meanings that are means to the four aims of humans and are possessed of
the rasa of love and so on. This [design] is made immediately
perceptible to the sympathetic hearers as if [they were] the poet, as an
image reflected by various poems because [the poet's feeling] is not
different from [the hearers’] own design. In this situation, the counter
impression ( pratimudra ) of the sympathetic hearers’ own design goes
along, because their innerself is caused to melt by experiencing clear
words of this sort. Thus, the design of the poet, consisting of present and
past things he has experienced, is perceived as if right before the eyes by
the sympathetic hearer to be the same as his own design... So, therefore,
bhavika should be seen to consist in the meeting of the two designs of
the poet and the hearer on the basis of this kind of cause. And for this
very reason, a HA3va, linked with the poet [and] ending in an identity,
etc, with the hearer’'s bA2va is termed bhavika because it existsin a
form that is vibrant before [one’s eyes].196

Tilaka's commentary alludes to a similar poet-reader relation but denies

that the reader, under the effect of this figure of speech, is a s2hrdaya:

Events ( bA4va ), even in violation of destructive and prior absences li.e.

196 ydbhata, £45S 6.6 (73), Banhatti ed., p. 79-80. " tad ukizm vicim
andtulyenell siyadbhulX ili ca. 181rs VECEm andkvigls vyasliassembandiaralbila-
Lok BPrasiddbasabdopanibandhil jHhagity aribapraylikarile. [asydm B satyam kevel
sSembRodl Vo bAAVE BSEYal Srripdrddirasasamvalilacalurvergopayabhilsvisistirifo-
LIek b7 52 RAVIDEVE SEArday R/l SrolrDRil svEDLiprayabledens IRHBIEEVYEpraibimbils-
rOpRIgy s sZESTIRrivale. Srolfndm 8pi 87 I8LLZVIALESYVEcChHRSEDIZLUDDHEVEdr ZVIIADISS -
FLmANE SBArdsyansm SVEbHIprAyapralinucrs Iaire Samkrimati 8lalh £aver yo $8y
BbhIpriyas 18dpocarlBrif bAOLT bhAVIne pf padirihZs Islrs S8Lrd8yslh srolrbblh
SvEDLpriyEbhedens pratlyskss ive drsyante. . 1ad evam evamvidhabelunibandhansm
KaviSrolroavaaviigyasam milan N maksm bAAvIkem arastavysm. 818 eva cilrs
K3Visambandbino HHIVASYE SrolrbhavIbLedidyavasiiasys puralisphuradrgpasys

Yidysmanalvad bbavikevyapadesss...” Compare Bhamaha's £4 3.53, " bhavikarvem i
Prafvup prabaodhavisayam gunsm/ pralyerss ive drsyante yairdriiZ bhaabhgvinas, ”
with Udbhsata's £ASS 6.6, praliyakss iva yatrdribs drsyente bLILabLEvinal/
RIVBdBLBUIEL sy8l lad vECEm K0AkVyens DHEVIEEm. ”
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events in the past and future], when by their own importance and the
power of the clarity of Speech, are composed so to appear as a flashing
series, that will be s43vika. The heart ( Zszyz ) of the speaker is in the
hearer in this situation.... In the explanation that it is the ability to enter
into the [sympathetic] heart, it will be a figure of speech, such as raszvaz
and so on.197

These passages from Udbhata's verses, and their commentaries, indicate
that the role of r2s2 has already begun to be considered and examined in
the light of dramaturgical theory and its constituent elements, rather than
simply as a figure of speech, rasavadalamkdra , that possesses or furthers an
emotion. The relation of ‘soul’ and ‘body’ of poetry has been established by
Vamana. Ananda's structural rearrangement pivots on changing rasaval as
a figure of speech to r2saz, the aiginand atman which cannot be directly
denoted, only suggested and revealed. In the province of language analysis,
the soul is more than the sum of its parts; it is illuminated by a cognition of
its parts.

As a poet and critic, Ananda’s principal interest is directed to the nature
of poetic words and their conveyance of meanings. In contradistinction to a
suggested ( vyazrgya ) poetry stands the opposite extreme of crrakavyaa
painting-poetry in which poetic devices and their niceties are the sole source

of aesthetic pleasure.18 In between are poems whose suggested meanings

197 Tilaka's commentary 1o Udbhata, £4SS 6.12, GOS 55, p. S1. * pradtvams-
BbHEVEPrigabbEVELranIa 8ps BAIVEL SVamahiomng vacahprasgdavasic ca yar
sphursiianiave ive drsysming badhyante 18dbLavikan. vakiur 8sayab srolary

BIrasiiii. fss/braayspravesaksamaivam it vyEBEAYEyam rasavadidyalamiaralipaiul

198 1n his insistence that a ‘portrait’ poetry is not poetry, Ananda may have
directly opposed Vamana's notion of beauty, Vamana being an enthusiastic appreciator
of the riz7 as the soul of poetry in the same way that the lines of drawing are of a
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are subordinated ( gunibhitavyangya ), but the best and true poetry, says
Ananda, is that whose principal aim and success lie in conveying an emotion,
one of the nine types. Ananda’s critical analysis hinges on the nature of
language and dhvan/ almost to the exclusion of other possible kinds of
poetic beauty.19% Abhinava's task remains to construct a logical and

psychological substantiation for Ananda's basic theory.200

Suggestion and its mode of communication

To examine Anandavardhana's structure of argumentation, we find that
he introduces dhvans in the first vddyora by way of its detractors. Thus,
Ananda begins with the opponents’ misconceptions and explains what a
dhvani is not--a faksana, bhakl; gupavrili t3tparya, nor is it included
among earlier enumerations of figures of speech. Having stated its definition
in DhZ 1.4-5, he devotes vddyoras 2 and 3 to demonstrating what it is by
examples. In 3.33 he returns again to arguments of what it is not--an

inference or an inferred knowledge of the speaker's intention.201

picture. For discussion of Vamana and ozra£#vys see: D. N. Shukla, "Dhvanyabhava-
vadins and the Dhvanivadins,” in Principles of Litersry Critieysm in Sanskril, RC.
Dwivedi, ed. (Delhi: Motilal Bnarsidass, 1969) pp. 79ff.

199 jeffeey M. Masson, Theary of Suggestian in Sanskrit Poetics, (TSSP) Ph.D
Thesis. Cambridge, MA: 1971, p. 22. “It is not only that one must not directly name the
emotion the poet seeks 1o create, but the poet must aiso not give away his intention
through 100 direct use of words in general”

200 Masson, 7552 p. 107 ff. Masson observes that Ananda has provided no
theory--definition, and philosophical explanation--of rass which becomes the focal
point of a large part of Abhinava's theories on literature. Masson thinks Ananda’s
inteption is turned toward establishing rassdfvan his audience being the older
lamkdrikas and their followers, namely those who anatyse poetry mechanically and
conceive of poetry, after Dandin and Bhamana, as a body.

201 see Ingalls et al, 3.330, p. 587.
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Ananda's concern is to provide not a logical proof, but rather an argument
that rasadfivans exists because it has existed since the beginning of poetry,
been known and taught traditionally,202 and continues to exist so long as it
is perceived and produced. That his language theory is based on the

grammarians and particularly on Bhartrhari is known from 2471.13:

When [ #2rikZ 1.13] says 'Which the wise call d4van/, this means that
the term was invented by men of knowledge and that it has not been put
into use inadvisedly. The preeminent men of knowledge are the
grammarians, for all the sciences rest upon grammar; and they gave the
name dAvans to the sounds of speech that are heard. In the same
manner other wise men, who knew the true essence of poetry, have
followed the example of the grammarians by giving the title dAvans to
that verbal entity which contains a mixture of denotative and denoted
elements and which is designated as ‘a poem.’ They did so because of the
similarity [to acoustical d#vans]in its being a manifestor [of suggested
meanings just as the heard sounds manifest words).203

Again in 242 3.33, Ananda says:

As for those scholars who have exactly determined the nature of brahma
as it appears in speech [sc. the Grammarians], we adopted the term
dhvans from their philosophy, so the question whether or not we are in
conflict with them does not arise.204

By this last statement one is reminded immediately of Vafyapadiyva 1.1,
stating that the one and indivisible Brahman from whom the world proceeds

is Sabdazattva because that Brahman is the substance of all modifications

202 pax 12,
203 [ngalls et al, 1r., 1.131, p. 169.
204 [ngaliset al, tr., 3.33m, p. 582.
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which are apprehended by words and penetrated by words. All divisions of
duration, creation, and cessation are shaped by the Word. The vr7& goes on

to say:

And from being the cause of the alphabet ( 2£s2rz), it is called a4sara.
The revelation of that [Brahma] who is entered within an individuat
consciousness flows forth for the sake of causing others to know [ie.,
communicating with others]. Thus, indeed, he says,
“Subtle Speech ( vacaz ), whose essence is undivided from the
meaning, not flowing forth, is one ( anabhisyandaminim ),
others, indeed, know it to be otherwise--many in form and abiding
in the sou."205

According to Bhartrhari, dévans is a subtle component of acoustic
language, as opposed to the ideal and psychic aspects of language. Dhvan/,

a subtle vibration reveals the spfoza, the ideal meaning-bearing symbol.206

205 pp 1.1 wrrz) DCMS 32, p. 7. " 18c CkSaraniminiavid aksarsm iy ucyare.
pratyekearianye nrafsamnivesitasys parasambodisniribs vyaklr abhisyandsre.,
evam Ly &ba sGksmAm erifenfpravibhakiaialIvim ekSm Vicam an&bhisyands manin.
uignye vidur anydm iva o8 enim nfndripim Jiwans sanaivisiin.

The paddhsly of Vrsabhadeva sums Up, " eZad ukiem HLEVEL. pralipurusam s&rve
varnZ buddhau Eramasambirens bhedalirodBInens VvAVALISIAanle, na 1V Iens ripens
Daresambodo LLEVALL buddlls IBVEL prane Ypayal, e pranavrIyener it
SLbEnskaranchliyo VyakiZh parasambodtdys syandsnie sravaplil/ yaval. pirvam
rop&disy sOEsmassboTougemens brabmenl sebarislvablaudbinsem. 1is v
SILT/3VErpAk Zralvendk saravydpadess i visesalh "

206 0on sppors see John Brough, “Theories of General Linguistics in the Sanskrit
Grammarians (1951), in A Resder ap the Sanskrit Grammarians, §. F. Stsal, ed., (2nd ed.
Delhi: Motilal Banarsidass, 198S, 1st ed. 1972) pp. 402-414. See also the same author's
discussion of Anandavardhana's use of dfvan/ with reference to Bhartrhari in "Some
Indian Theories of Meaning,” in the same volume; K. Kunjunni Raja, /dien Zhearies of

=20/02, pp. 109-119; and K. A. Subramania lyer, Spartrbars A Study of the
Vatyspediys in the Light of the Ancient Commeniaries, Building Centenary and Silver
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The vibration is effected through a desire to express ( v/vaksZ ) which occurs
in the mind ( buddhr) of the speaker, moving the air to rise up in the chest
and strike against places of utterance in the mouth and throat. This subtle
vibration in turn is embodied and entarged by [a body of] air ( 2502 ) which

reaches the hearer.267

Jubilee Series 68, (Poona: Deccan College Postgraduate and Research Institute 1969)
pp.147-180.

207 On vivakss see VP 1.13,DCMS 32, p. 44, " arthasys pavritislivam vivekss os
10 VASTUrgpaIay S SEIIVam SS8lIVam VA Vivaksa bi yogysessbdepibandhens. yogyam bi
Sebdssg; prayokils vivaksapripitasspnidhanesv ebhidbeyesu pratyaribem ypidsile
LadysLbopalipsemBnsl prauvissyam yogysm evendriven upalebdhsay pranidbaite.”
Verses 41-117 describe the manner in which the subtle word spforg which in itself is
partiess and sequenceless is transformed into physical words which are heard, by means
of dhvenj the sublle vibration, and 24dds a body of air which enforms the vibration
and reveals it. Bhartrhari uses the metaphor of light to describe a word which
illuminates jtself and its meaning (1.44, 58-60). The hearer must first cognize what the
word is through sounds heard, and subsequently grasps the meaning: 1.44 * dviy
UpBdanasabdesy sabdsy sebdsvido vidub/ eko nimillsm Sabdinitm spero ribe
porayujyste”. The imagery of light occurs inl.46-48 srepisihs yeIbi fyolih
DPrakasiplarak aranim/ [86Vse chsbdo pi buddbisibel Srulinim karansy prifak.
1.47 vilarkileh purd buddhy s kvaaid eribe nivesitals kerenebhyo vivritens dbvenipg
30 pugrhyste. 1.48 nidasys kramajaoysivan na pirvo ns paras o8 saly/ skramal
Aramaripens bhedevin ive jEysre” Clearly, in these verses the grammarian shows that
since communication {conveyance of mesning, &7L54sya pravrilislIvam vivakss)
consists in the speaker's employing a word appropriate to his intention (desire to
express, v/vals?), the imagery of light applies in as much as the word which is an idea
in the mind of the speaker is the cause of sounds heard ( $rvL/), just as the light in a
fire-stick is the cause of other lights. This word, whose meaning is intended to be
expressed, thought out first in the mind caused at sometime to be entered intc a
meaning, is assisted (favored, anygriyere) by dbvani which evolves upon the places of
utterance; and the word which is in itself not sequential becomes differentiated because
»5ds, the air which manifests it, is produced in a sequence. Communication by means
of language requires an objective ideality of a word possessing an eternal reiation with
its meaning, and the subjective aspect, namely, the meaning in the mind of the speaker
is desired 1o be put across. This subjective aspect is postulated through & connection



124

The meaning, says Bhartrhari, is a unified and indivisible whole, and it is
the vakyariha a sentence-meaning. This is to say that although language
understanding necessitates ideal parts which are phonemes, words, and so
on, in the mind, what we understand through language is not merely a
designation by reference to a bare thing as "that," ( Zyad).208 A sentence-
meaning even if expressed by a single word orients understanding in respect
of time and place, provided with a subject and action. If we hear and
understand one word, “tree,” even there, the notion includes an elliptical

verb 'to be’ meaning that "there is a tree.”

between the mind and breath: the speaker impels the air through his chest cavity, and it
then strikes upon places of uttlerance, producing dfvan/ of the s25dz in bis mind. The
relation between a dfvan/ and a s2bdz is expressed in 1.1086, " anavasihilzéampe pi
Larane divenayo ps le/ spholad evopsjayanle fvalg fvalintardd iva " Bven when the
vocal action ceases to vibrate, the dfvanss are still produced from a sphofs, like a
flame from another flame. Bhartrhari sums up the relation between the ideal word, the
light which illuminates itself and the meaning, in 1. 113-7. In transition to his
expesition of the subjective language, he begins with verse 1.118 “The efficiency
residing in words is the binder (basis) of the world; witk that [efficiency] as its eyes,
intuition itself is perceived in different appearances.” Bhartrhari compares the process
of conveying the idea in the mind of the speaker to & three-fold process of painting in
1.852: " yarpaiksbuddbivisay s mirlir gkrivate pale/ pariyaolerasys Lrilayam evam
sgbde pidrsysre. " Just as a person who is to be painted is first perceived with all his
limbs, is composed in mind as one idea, and is then drawn out again with parts on a
piece of cloth; just so, words that are heard become a single idea, and when the idea is
made into dfvans through utterance, the words again become sequential The paddbati
explains that this process is a chain extending between the speaker and hearer ina
relation of perceived and causing to be perceived, " #veriamanal iti
Srolrvatlrpersmperayi. prahys iy grabyalvam sverdpaprakisnid sribapratasanad
grabakavam.”
208 pp113 vriz, DCMS 32, p. 45 "asparo ribab. kevalsp vastu [yadedinim

VASITPRISKSENED VISSYSMAIraLy. 185y pravIILiaIIvam Samsargal. Semsrslo bi Kriyasy
gunsbhavens predbinabhbavens copadjyste.”
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Language is embedded in consciousness ( anzafisamnivesitap ), which is to
say that language as an entity somehow “entered” into consciousness is
sabdatattva. The use of language, the exercise of vocal organs and a natural
ability to understand meanings, etc., is innate.20% Bhartrhari supports the
notion of the intrinsicity of language by Jgama: it is through beginningless
and endless transmission of revealed words and subsidiary branches of
learning that the world subsisting on knowledge knows of its origin.
Knowledge in its earliest form is attributed to the seers who directly see
reality. They see Brahman and, not being able to express this Unity, they tell
of Brahman through the form of diversity, which is its anukara, imitation;
this form is subjective language ( »dc).218 The wrzt/ of a later verse in the

VP quotes Rg Vedic verses: “"the bull with which one desires union, roars.
The great god enters into mortals.” 21! In the same way, Szbdalaltva
enters into and assumes the nature of human consciousness.

Thus, language as the fabric of communication possesses a structure
which is both objective and subjective. From the perspective of subjective
language, the use of language, as a linguistic entity, proceeds from the desire
to express. A desire to express occurs on the mundane level of human

communication, and underlies meaningfulness of a denotation. Iyer writes,

208 p5 1.122, DCMS 32, p. 187-9. " 22264 Ay snupadesesidbyih pratibhigamyih
eva Larznsvinyisadaynl. kohy elan purusadizrman anyalra sabdsimik8yah kertum
pratpidayitum va sameribe iti " “For it is as follows: the projections of vocal action
and 3o on are unlearned and are to be understood through intuition. For who can teach
or establish tuese human qualities beside a disposition for language ( sebdabszvens)
which is of the nature of the Word."

210 gee ch. 2 of this dissertation and ns. 31, 33.

211 pp 1.38, DCMS 32, pp. 199-201.
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The word has the power to convey the meaning, the power called
abhrdha, but this power will work only when the speaker intends to
apply it in a particular case. ( /22.399) The actual application of the
word by the speaker for conveying one of its meanings must be
distinguished from his intention to do so. Thus, there are three things:
(1) the power of the word to convey one or more meanings, Which is
natural and eternal ( 2647047 ) (2) the intention of the speaker to apply
the word for conveying one of its meanings ( 2b4/samdhana ) (3) the
actual application ( u£Z; viniyoga).... Of the three things, the power of the
word to convey its meaning is eternal. In actual speech, however, one
begins with something which is in the speaker's mind, his desire or
intention to say something particular. This is referred to by the word
abhisamdhana by Bhartrhari. While explaining it, Punyaraja uses the
word praZbhZ  1n this context, both mean the same thing. As the
natural power of the word, namely, 264/dh3 works only when the
speaker intends that it should do so, the intention ( 2bA/s2mdhana,
pratibhz) and the abhidhi are sometimes identified.212

In regard to suggestion ( g4vaans) as a function of language, Ananda avers
that he does not disagree with any existing notions, except that suggestion,
dhvans, is not any of those things proposed by other schools as the poetic
meaning. It is something that has been known and passed down
traditionally but not formally defined.2!3 Suggestion is a meaning which is
perceived when the literal meaning has been perceived. In contradistinction
to the claims of other theories of poetic meanings, it is not secondary or
associated. Perceived on the basis of the literal meaning, it is primary and
independent from the latter. It is not inferred, which is to say that it does

not convey the intention but rather the object of the speaker’s intention.214

212 ¢ A Subramania Iyer, “Bhartchari on the Primary & Secondary Meanings of
Words,” in Jndign Linguistics, vol. 29 (1968): 97-112 {Pocna: Deccan College, Linguistics
Society of India), p. 101.

213 ppz 1.1,VSS 97, p. 8.
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Given that the essence language is a communication of a speaker’s desire
to express something to the hearer who perceives the meaning, just as the
grammarian's d/4vaza/ illuminates the word and the meaning, so in Ananda’s
poetics dAvani the suggestive function inherent in language illuminates the
poetic meaning after the literal meaning is perceived. Ordinary language is
used to communicate directly what the speaker wants to express. In the
language of poetry, what is spoken is not the author’s personal direct
expression, i.e., he is not causing a knowledge about himself personally. The
second meaning is possible because the object of communication, the

vivaksita of the poet, 215 is a rasa which is the soul of poetry and the aim of
poetic communication.

It is in this sense that Ananda says that poetic language does not
communicate the poet's v/vaksd, ie., the desire on the part of the poet to
directly express something for and about himself personally. But the object
desired to be expressed is a r2sz which is made the aim of poetic language
by means of suggestive function.

A suggested meaning is not inferrable ( 2zumeya ), nor is it a the

214 pps 3.33, see Ingalls et al, trs., pp. 582-594. "Therefore, 10 sum up: words
operate like inferential marks only when the suggested element is in the form of the
speaker's intention; but when the suggested element is turned into object of the
speaker's intention, they operate as things to be communicated.” (p. S88)

215 [pid. "But the suggestiveness that comes from the revealing an intention on the
part of the speaker is common to all human sentences without distinction. It is not apart
from the denotative power, for that which is suggested in this case is inseparably
present with it. This, however, is not true of a suggestion which the speaker wishes to
convey ( wivaksize). It is where what is suggested stands as intended to be conveyed
that the suggestiveness [of the sentence] can prompt us to call it dbvan/ (suggestive
poetry). (p. 582) Seealson. 1, p. 583.
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speaker's intention ( ZZzpary2 ). Ananda resorts to explaining that the
relation of a suggested meaning to a word is an ypadfhs-- its adventitious
character depends precisely on the understander, the sz24rdaya or
sympathetic reader in whom such a meaning is evoked by poetic language.
The suggested meaning is illuminated by the literal meaning, as a pot by a
lamp and stands in a prakasyvaprakasana relation to the literal meaning.
Dha 3.33 gives a rather roundabout explanation of the adventitious,

aupadhrks : since the relation of a word and its meaning is eternal, in order
to distinguish the falsity of human sentences from the truth of Vedic
sentences, one must posit an adventitious character of the deviations in
human sentences. If poetic suggestiveness which illuminates the speaker’s
intention is adventitious, it would then result that all personal statements
are suggestive. Ananda says this is true, except that in ordinary
communication a suggested meaning is inherent in the literal meaning, but
not as what is desired to be expressed. An utterance whose object is
revealed as what is desired to be expressed is the suggestiveness that
instigates the operation of d/hvan/. This adventitious character of a
suggested meaning depends on a subjective and contextual interpretation:
the moon which is cool to all other people causes pains to those who are
desolate in love. Or again, what is desired to be expressed may be something
quite different from the literal meaning which is the v/vatsZ or the

speaker's intention ( vakirablbiprays ). 216 For example, when the amorous

216 ppg 3.33, VSS 97, p. 479-480. “2a0v anens nyiyens sarvesim eva
SRURIREDEM VIRYInZm dBVARIVYEDAral prasakial. sarvesim 8py Roens nyiyens
Yyad/akaivar selyam elal kim v Vakirabhipraysprakissnens yad vyadigksrvam 13l
S2rvesim eva [BukiEInsm VALY AnSm aVisisiam. 181 1y VAC/EAIVIn ng bhidysle
yvyadeyam by 18lra nANLAriVak 318V E vyavesthilsm. na Iy VivaEsirgIvens, yasye iu
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woman says to the monk, “Wander freely, O gentle monk...," if the desire to
express is also the object of the expression, then the literal meaning ( vacyz )
coincides with the suggested meaning ( vyuargya ); and it is understood that
the monk should wander freely. But when the fierce lion is brought into the
picture, it is understood that the woman's real desire, which is the object of
her expression, is to prohibit the monk from wandering and thus to save her
trysting place. The understanding of the prohibition is adventitious because
it depends on contextual factors--a woman in love and a monk in fear--
which are not known to all and are not inherent in the word-meaning
relation itself.

Ananda differs from the Mimamsaka's theories of language, which
provide for secondary and extended meanings through functions of
gunavriti and t8iparyasaeki particularly on the point that the suggested
meaning is independent of the first, literal meaning. Bhartrhari's theory of
language makes perceptible the difference between linguistic and objective
language and the subjective desire to express underlying the use of
language. Thus it gives scope to a difference between understanding what a
word means, which is a linguistic function, and understanding what the
speaker intends to say which is a subjective understanding.

Furthermore, the sentence is a unit of understanding because of an
indeterminacy of a word (through homonymy and polysemy, etc.), whose
determinate meaning is figured through its relations with other words in the
sentence, in the mind of the speaker and the hearer. Associations of a word

with other words and contextual nuances characteristic of subjective

VIVKSIIAIVens Vyaagyasya SILh 1a0vyeijak aIvam dbvanivyavehirasys prayojeksm "
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understanding are the basis of a figurative usage of words and their
meanings. 2!7 Thus, according to Bhartrhari, in real communication, one
understands not the literal word-meanings but rather the sense conveyed by
the whole sentence consisting of words that are mutually determining 213
Such explanations of meanings and senses in figurative usages no doubt had
a great deal of influence on Ananda.

Vivaksa is fundamentally different from ZZzparyasakis of the
Mimamsakas. Although the. ritualists agree with grammarians that the
word-meaning relation is eternal, that a word is defined by its pragmatic
use, i.e., what is understood by it, and that language communication
presupposes an appropriate mental apparatus, Mimamsakas admit only the
material word-sounds ( s26dz } occurring in a sequence, as the cause of
understanding.2!9 Therefore, the ritualists can account for figurative usages
only as variants of the first meaning, because of the presumption of a

t31paryasaksi inherent in the words.220 The Prabhakara’s theory that the

217 pp 2.250-256, lyer, 1., VP II, pp.108-112.

218 pp 2.310-326, lyer, 1., VP II, pp. 134-140.

219 See Siokavaritits, sitra S, section 12 (on spbors): “123. The Abiative in
“Sabdat” {in the sentence "S2bda? arthapratitih") signifies causal agency. In your theory
too, there would be an intervening factor between the cognition of meaning (and the
cognition of theWord,--the manifestation of Spkoza being the intervening factor). 124.
That is said to be subsidiary, which, being known in one shape, is used in another. And
(in the case of the Word) we are not cognisant of any other form of causality (than the
one we lay down) 125. The intervention of the operation of the cause itself is common
to all causes; and in the case of the Wocd, it is only this operation of itself (which is
found 1o intervene between the Word and its signification); therefore there is no real
intervention at all" Ganganath Jha, tr., Skekavaritiks, (Repr. Calcutta: The Asiatic
Society, 1985 (1st published 1908)), pp. 279-280.

220 pphinava interprels gunavry/, a secondary function, through presumption
whenever the denotation has a séhe/edesl;, and /eésans as the power to meanifest a
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word of denotation extends as far as the meaning is taken to task by
Abhinava who shows that a multivalent meaning, its nuances coming
immediately to mind, cannot be caused sequentially by individual words.
Such a meaning does not stop and start again, but rather suggestion is a
single field of perception in which several evoked images come to mind at
once, without a sequential arrangement. Since a verbal operation occurs at
once without pausing, a multivalent meaning cannot be, as the Mimamsakas
say, an operation in which the same words give rise to several, literal and

figurative, meanings.22!

meaning in dependence of the sublation of the primary meaning, etc, as the cooperating
cause. The primary meaning is simply the power of conveying a meaning in dependence
on convention. Abhinava first concedes that dbvaas operstes after the previous three
functions, and then denies that secandary usage exists at gll in the type of suggestion
based an the power of meaning. The argument here is an interesting one: the difference
in cooperating cause results in the difference of power, sefzibpeds What kind of
power? The examples he gives show that it is the power of the operation of different
means of knowledge. The same ward, assisted by pervasion, memory, and so on, gives
to infer the spesker's intention, but assisted by the senses resulis in the operation of a
determinate perception. Abhinava's theory of knowledge is clearfy at wark here: the
kind of knowledge and perception we gain depends on words and the cooperating
causes--which are subjective factors--such as the memary of pervasion in inference and
the senses in a yZfa/ps, a determinate perception. It is & short step from here to
Abhinava's use of prazbhz as the cooperating cause of poetic appreciation, which is a
kind of perception. See 264, 1.4, VSS 97, pp. 58-62.

Cf. VP 1.46 vriz; DCMS 32, pp. 74-75, " pa £/ sabdasya kramavali Viramys viramys
SVArtbadsy vritih sambhavstli sakrd veciranar” “Far, it i3 not possibie that a word
pause again and again in the sequential conveying of its own meanings. Because [its]
untterance is once.”

221 1p the argument against the Prabhakara Mimamsakas, whose position comes
very close 10 that of the grammarians in saying that the verbal operation extends as far
as the meaning and that this extended meaning arises instantaneously, Abhinava points
to a fundamental difference with the grammarians, the spbolerizdins. The Mimamsaka's
sense of fhst /17 comprises a series of understandings that occur so quickly they seem
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The foregoing discussion has shown that the ideas of the sou! of poetry
and of rasz as an independent entity (not a figure of speech) have been
presaged by Vamana and Udbhata. Ananda makes the strategic shift of
rasa from the position of a rasavar figure of speech to that of the soul of
poetry: it occupies the position of a7dgin, the whole to which the parts,
a7ga s, are subordinated. In this structure, within the realm of poetic
propriety, aucriya --which includes appropriateness of the subject matter,
believability of actions, and suitability of subsidiary motifs as well as poetic
devices--every element of a poem should be created with the aim of
producing a rasa. This ardgartg/n relation in poetry between a rasz and its
subsidiary parts also allows the treatment of the literal along with its
figurative and secondary meanings as causes of poetic beauty, subsidiary to
the whole and the highest aim, namely, a r2s2 Suggestion, dAvazn/, isthus
primarily divided into the zvivaksiiavacya and vivaksitdnyaparavacya
types.222 In the former, the literal meaning is entirely suppressed or
transferred to another meaning. In the latter type, traditional poetic
elements are admitted as causes of beauty if they are subordinated to
suggesting a r@sa. Ananda likens the relation of expressed to suggested

meaning to that of a lamp and a pot; 223 and it follows that since both upon

instantaneous, but the spforavidins fay that the meaning which isa sphore is partless,
avibhakle. The metaphysical corollary indicates a paralle] between language and cos-
mology: the relation of the manifold world to Brahman, Ssbderartva, is that of dbvan/
in language to spfors, which is zvibbakis, and a vakys DbaL 14, VSS 97, pp. 62-67.

222 pccording 1o 26#3.331 4, Ingalls et al, tr., p. 565, this division is made '
according to the dependence of suggestion on the literal meaning in
viveksignysparavacys, or on secondary usage in gv/vaksizavacys. "And it was in order
to show 1his double dependence that the very first analysis of Jdfvan/ was into these
two divisions.”
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being cognized do not disappear, they are distributed as principal and
subordinate. 224 Thus, the defining characteristic of poetry is essentially the
suggestion of a rasz, (rasadfhvans), and poetry is in the sphere of
rasadhvans if the poet has rasa as his intention, i.e., the ultimately
conveyed object of his composition, while striving to convey it by means of
suggestive words. With rasz as the whole, Ananda shows that every part of
speech,225 including a preposition ( oz }226 and a conjunction {22,227 can
suggest an emotion.

That true poetry is characterised by rasadfvans is illustrated by the
negative concomitance of rasz in «itra poetry, in Jh4 3.41-2. In this

instance, the critic is unequivocal about what is real poetry, and why:

That which is different from these, namely poetry which lacks rasz or an
emotion ( £44va ) as its final meaning, which lacks the power to reveal
any particular suggested meaning, which is composed only by relying on

223 ppa 3.33f, Ingalls et al, tr., p 557-8, and below, n. 75,

224 ppz 3.33g, Ingalis et al, tr,, p. 560. "We reply that there is no such fault here,
because the two [meanings] are distributed as principal and subordinate. Sometimes the
suggested sense is predominant and the expressed sense subordinate. Sometimes the
expressed sense is predominant and the suggested sense subordinate. Of these
[alternatives], where the suggested sense is predominant we have what is called
suggestive poetry ( d4vaai). Where the expressed sense is predominant we have a
different type of poetry] that will be described in what foliows." Abhinava calis the
second type gunibbitavyadeys " (p. 561).

225 pps 3111, Ingalls et at, ir, p. 3691, It may be said that Ananda includes
among "factors which act as suggestors,” which Abhinava enumerates as "words,
sentences, phonemes, word-components, texture {sahighatand), and long sections of
poetry,” and which he says can never be suggested (p. 370), the traditionsl elements, the
"body,” in earlier literary criticism.

226 [ngatiset al,, irs, 3.16h, pp 464-465.

227 Ingaliset al, tr,, 316f, p. 453.




134

novelties of literal sense and expression, and which gives the appearance
of a picture, is aitra. It is not real poetry [just as a picture is not the
real thing], for it is an imitation of poetry... But what is this thing called
citra, where there is no touch of a suggested meaning? For suggested
meaning has already been shown to be of three sorts. Now we may let
the word «itra apply to that case where there is no suggestion of a thing
(or situation) or of a figure of speech. But where there is no reference to
the rasas, etc., there cannot be any type of poetry at all. Because poetry
cannot be about nothing; and everything in the world necessarily
becomes a constituent of a rasz or a bhzva, if only by its ultimately
being a determinant ( vi643va ) thereof. This is because the rasa s are
particular states of mind and there is nothing that does not produce some
state of mind. If there were, it would not be in the area of poetry.228

It is said, in effect, that the substance ( vaszv )229 of poetry consists in its
being productive of some state of mind, and poetry is that which renders
everything in the world a constituent of one or another emotion, which is a
state of mind. In comparison to an aesthetic communication and
appreciation described by Lienhard, Ananda’'s explanation of what poetry is
and how it should be appreciated is a radical innovation.

Ananda’s conception of unity created by a rasz as the adginis very
clearly shown in 242 4.5, "While this relation of suggestor and suggested
may be various, a poet who possesses ras2 and so on, should be attentive to
one.” 230 Ang,

228 [ngalls et al, tr., Db p. 636. " cittavriLivisess bi rasddayah, na cs i8d asti
vasiy Livcid pan na cillevrilvisesam Ypajansysls 18dUIpEdane Vi Z8VIVISayaLaiva 18sys
nasysL”

229 pgery which isthe za2tva See Db 1.6 and vriZi where Ananda glosses
‘aribavasiy’ wWith 'vasiulaliva. '’

230 ppz 45, VSS 97, p. S39. " vyadeyavyadiakabbave smin vividhe sambhavaly
8pL/ rasidimeye ekasmin Lavib Sy&d avadbznsvan. "
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In the RZmiyana the karuparasa (the flavor of compassion or tragic
mood) is prepared by the first of poets himself, where he says that his
“grief became verse." He carries out the same rasz throughout his
composition up to Rama’s final, irreversible separation from Sita 231

The Mahabharata, with its complicated structure of stories within
stories, is astoundingly conceived by Ananda as a unity bound by its single
rasa of the peaceful ( sZnZz ). Dandin’s and Bhamaha's definitions of a
bhavika make it a quality that proceeds from the SA3va or abhipraya of
the poet. A bAZvika contains a coherence in the arrangement of poetic
parts, making them appear vividly as if they were before the eyes. In
regard to a compositional coherence being a function of the poet’s
imagination (in Gerow's sense of the word), Ananda seems to have the
support of tradition for his views concerning the unity of a composition, with
the difference that in the place of 6/44va, there is the poet's rasz. Andin

the place of bhavika there is the poet's pratibha.

Suggested meaning and the poet’s intuition

Ananda states that the s/4gAyaf meaning, which is the soul and
substance of poetry and which is not known by a literal expression, is
dhvani This meaning which is to be praised by a sensitive audience as the
substance, being soul of the body which is beautiful because of lovely and

appropriate configurations, is of two kinds: the literal and the "felt."232 The

231 Ingaliset al, tr., 26F 4.5, p. 690.

232 ppz 12, writi VSS 97, . 45. " kEvyasys bi [alilociiasannivesacarunal
Sarfrasyevilmy sarardpalayd sLbfah salirdayesifehyo yo rihss [85y8 vacyah
praliyamaoas ce If avey bhedsu. " 1 have translated ‘pralysming’ as Telt' here
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latter is the meaning which when perceived leads to a rzsz. The critic says
that still something else is felt { praziyamana) which is very weii known
( suprasiddha ) to the sympathetic audience apart from the well known

( prasiddba ) ornamented limbs. Verses 1.4-6 form a single context:

pratiyamanam punar anyad eva vastv asli vapisu mahakavinim
yat tat prasiddhavayavalrikiam vibhali [dvanyam 1vanganasu.

Kavyasyaima sa evarthas latha cadikavel purd
Krauvdcadvandvaviyogollhal sokap slokatvam 3galal.

sarasvali svadv tad arthavastv nifisyandamani malkalim kavinim
alokasamanyam abhivyanakis parisphuraniam pratibhavisesam.

Ananda tells us what "something else” there is that the sensitive audience
feels. "It is just this meaning that is the soul of poetry. And so it was that,
long ago, grief, arising in the first poet from the separation of the pair of
curlews, became verse."233 And this “meaning substance” ( artsavasiv )
flown out from Sarasvati to the poets reveal [their] extraordinary, vibrant
and special pratzbha. In these verses it is shown that the real meaning,

(ie., suggestion) which is the soul of poetry, arises in the poet.234 And it is

because I think that 'felt’ carries a stronger fiavor of being a real perception of greater
aesthetic vaiue than the directly expressed meaning. And because it is the meaning
that leads eventually to rass, I use "felt)” in order to contrast its emotional potentiais
with the intetlective nature of literal and implied meanings in ordinary usage.

233 Ingaliset al,, tr., D67 1.5, p. 113. The wording of these two verses merits some
pondering: the poet's bursting into poetic language is an instance of the soul of poetry.
It is not the reverse, i.e, that the sorrow of the poet has been rendered into a verse, and
consequentty a significant meaning derived from that becomes the soul of poetry.

234 [ngalls, 0. 1, p. 113, "It was this element arising in Valmiki, whether one regard
it with Ananda as the p54vs soks, or with Abhinava as the faruparass, that produced
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Sarasval or bharali ( vac) who reveals the a/ofkasimanyam
parisphurantam pratibhivisesam in him 233 Gerow rightly observes that
Indian poetics does not equate creativity with individualitv: the poet's
greatest gift is a gift from the goddess.

Suggested meanings are understood after the literal meanings have been
understood, but they are independent and primary.236 The literal meaning
is discarded in the first category of suggested meaning, gv/vaksitavacya,
and subordinated to another meaning in v/vadssiianyaparavacya. The best
kind of poetry is that in which the suggested meaning alone is most
prominent. Suggested meaning, Ananda argues, is revealed, vya/yare and it
cannot be a /aksanz or bhakis, or gunavrry/, since the meanings of these
three types of secondary meanings depend on their literal meanings.

Once again we defer to the wisdom of Bhartrhari in that while the
Mimamsaka theory of meaning states that acoustical phonemes, sequentially
apprehended and combined in a syntactical combination, directly evoke
meanings, Bhartrhari's theory of meaning posits a spfora between word-
sounds and their meanings. Words illuminate themselves and their
meanings. In this sense, the speaker’s intention is inherent in the linguistic
symbol { spfiorz ) in the minds of the speaker and the hearer. The speaker's
intention takes up a word (5264 ), and the mind, linked with breath

through the efficiency distributed in both, moves the breath to produce the

the first poem, for it is rass, etc, that gives life to poetry as the soul gives life to the
body. Note that Ananda's concept of A67v2 and rass is much simpler than Abhinava's.
To Ananda ras# is no more than the sharpening of Vaimiki's emotion of grief.”

235 ppa 1.5-6,KSS 135, pp. 84-93.

236 See Dpa1.91L.
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dhvans of a word's spfoza. In apprehension, the phonetic sounds heard are
resolved in a combination ( anusamdhina ) into a partless vakyariha or
vakyasphora (the sentence-meaning), apprehended as a whole 237

Language sounds are different from random sounds because they are
governed by ideal words in the mind.238 Between words and meanings,
there intervenes a mental synthesis--a combination of word-efficiencies into
a single and meaningful whole--from which a sudden flash of understanding
arises. This sudden understanding is an intuition, praibhz. It is said in

VP 2.143 that praubhd is the sentence-meaning ( vakyariha ), a partless
and instantaneous understanding which cannot be repeated even by the
perceiver. On the subjective side of language, intuition mediates
heterogeneous facets of words and a homogeneous understanding, just as the
sphora mediates diverse and unified aspects of words on the objective,
linguistic side.

This theory stands between the Buddhists’ view of language as
conventionally instituted and mentally produced, and the realist Naiyayika
and Mimamsaka positions in which language consists of real word-sounds
corresponding to real things in the world. In the first position, in literary
critical usage, since words are unreal their meanings are also ineffable, and
all the more so suggested meaning in poetic language. In the second
position, since meanings are directly evoked by word-sounds, there can
logically be no other material cause for a suggested meaning. The ritualists

furnish ZZiparya, the speaker's intention, as the cause for explaining

237 gee chater 2 and nn. 206, 207 above.
238 gee for discussion on spboie in K. Kunjunni Raja, [ndian Thearses of Mesning,
pp. 116-136.
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extended or non-literal meanings such as in the phrases, ‘a village on the
Ganges, or ‘the boy is a lion.” When a literal sense cannot be made out of
such phrases from an 2bAidlhi sakt/, they say that it must be a product of
l3lparyasakt/, the speaker’s intention to qualify a village or a boy
contextually.

In Bhartrhari's theory, language as a linguistic entity presupposes an
eternal connection between words and meanings. As a subjective entity,
making sense out of words and their meanings is a subconscious process that
comes to mind as a sudden intuition. Kumarila's objection against
sphotavada is precisely that the sphofa and samskara s intervene, as
subconscious processes, between a cognition of a word and the cognition of
its meaning. These processes, says the Mimamsaka, are inherent in the
causal activities of words.23% The FP attempts to expiain the complexity of
verbal understanding: the partless and sequenceless understanding is
always intertwined with linguistic possibilities, which is to say that a
meaning as an idea is an idea only to the extent that it can be put into words
and communicated by means of words. Understanding, which is intuitive, is
impalpable; it becomes expressed and embodied by sounds of words. The
intuitive works in the hearer and the speaker: it is the sentence-meaning
apprehended by the hearer, and the origin of ideas that become the three
stages of Speech, pasyani/, madfyam , and vaikhari, in increasing
degrees of perceptible manifestation.

The poetic function of divans does not cancel out its linguistic function,

naturally. Here, there is a question whether a suggested meaning stands to a

239 See above, n. 219.
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literal meaning as a literal meaning to a sentence-meaning. Ananda says no,
because the knowledge of the literal meaning, which illuminates the
suggested meaning, does not disappear when the latter is known. Both
meanings are intended to be understood, but only the suggested meaning is
intended significantly.240 The particular property of a dfvan/ which
characterizes it as linguistic is that it consists of air vibrations, conveying the
sphota which signifies a mental content, a desire to communiczate something.
A poetic divani does not depart from this character: it carries further the
desire to express in a manner proper to poetry something further, which can

be a fact, a figure of speech, or 2 rasa.

Anandavardhana's concept of intuition

The new rasika poet is exhorted to cultivate his feelings in observations
not of words-and-meanings and their artful arrangements alone but also in
such things that are immediate to his feelings; he should recollect the
significant s/gghya, i.e., suggested, meaning, and he should lock to the
beauty of the world of nature in its glorious variety, in order to enrich the
age-old themes of poetry.z‘“ Praubhz in this sense is not merely a genius
for his craft, for which Ananda uses the term s24Z/ to denote a power which

can make a poem effective in spite of spoiling effects of impropriety.242

240 psz 3.33f, Ingalls et al, trs,, p. 557.

241 ppg 4.7, Ingalls et aL, p. 764-708.

242 ppg 3.6, Ingalls et al, trs, p. 409. "If you ask how it is that sensitive readers
nonetheless find beauty in such instances, our cepiy is: because the aberration is
concealed by the poet’s skill ( s2£%/).... And 30 it is that the impropriety of a great poet,
such as his well-known writing of the sexual enjoyment of the highest gods, does not
appear as vulgarity because it is concealed by his skill."
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Neither is it simply imagination and inspiration, but rather it is a
combination of intuition that is productive of originality as well as an insight
into human nature from which arise emotional conditions now brought
within the legitimate province of poetry. By a poet's praZbhZ there is
freshness and originality because the poet evokes a special kind of
perception of words that suggest something real.

We may look to Pratiharenduraja’s commentary on Udbhata, emphasizing
the emotional content of poetry: “Because poetry is emotional (or flavorfut),
a poem, truly, must be emotional, not unemotional, because its body is of
words and meanings refined by qualities.”243 Ananda conceives of an
emotive aesthetic perception because it begins as a r2s2 in the poet and
ends as the raszin a safirdaya. It is this real thing ( vaszyv ) that
suggestions and suggestiveness of ianguage are empowered 10 cause to be
understood. Ananda's own feelings on this matter appear throughout and

particularly in his own verse in Dbvanyaloka 3.43:

I am weary from much painting of the world,

for though I used the new and wondrous sight of poets
which busies itself in giving taste to feeling

and used the insight of philosophers

which shows us objects as they really are,

I never found, O God recumbent on the Ocean.

a joy like that which comes from the love of thee."244

243 pratiharendurdja, Zagsuvriti Banhatti ed., p. 81. £5vyasys sarasstvar
K3vyam kbaly gunasamskriasabdarihassriraival sarasanm eve bOavals ne [y nirasam.

244 [ngalls e1 al, tr., D567 3.43b, p.6S3." yi Vyaparavalirasin resayilum kacii
Kavindn pava/ drsiir Y& parinisthalarlbavisavonmess ca Vaipasclo/ te ave apy
BVEIBMDYE VISVEL ADISENIrVEnsyenio VEyem/ srinli na/va cs /sbdbem abdhiseyens
vadbhaklitufyam sukbse, ©
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If Ananda thinks of himself as a typical modern poet, it may be said that
poetness { £2v7Zva ) consists in seeing the new and wondrous things that give
téste to feeling, and in seeing things in their true nature. Abhinava glosses
'sight’ ( drst/) as pratibhéana , ie. intuition.

Ananda has much to say, in the fourth vddyola concerning the soul of
poetry and the poet's prazibha. With the help of dhvans, the poet's
pratibha is endless.245 Here, he means the imagination is endless. The
critic also speaks of a ‘'modern’ poet like the great ones, the first poet or
Kalidasa, whose language flows from an abundance of feelings. Freshness
and originality of imagination require an attention to the real world and to
one's own feelings evoked by images in the world. It is this kKind of creation,
not entirely devoted to literal meanings and intracacies of poetic devices but
drawing the audience into the poem's dramatic reality, that Ananda extols.

The poetician paints this picture of the poet in his world:

In poetry’s endless worlds

the poet alone is God;
the universe revolves
according to his nod.

If the poet writes of love,
the world assumes its flavor;
if he becomes dispassionate,
all things lose their savor.

A true poet may treat unliving things
as living, and living as unliving;
his wish sole master of all properties

245 pps 4.1, Ingalls et al., trs., p. 678.
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by his withdrawal or his giving.246

The poet is god: he imparts his own rasz or its lack to the world of his
imagination. If one argues that a make-belief world lacks immediacy, on the
contrary, says Ananda. If one speaks of tradition and general types of poetic
matters, poetry has always been composed with immediacy of feelings. The
first, great poet composed verses out of an overflow emotion. If even one
poet after Valmiki is admitted to be great, then it is proven that novelty and
originality are possible within the generalities of poetic matters.247 And

there are such poets as Kaliddsa and others. Ananda writes,

For just as the nature of the universe, although it has manifested this
marvellous proliferation of matter through the succession of past ages,
cannot be said now to be worn out and unable to create anything new,
just so is the situation in poetry, which, although it has been worked over
by the minds of countless poets, is not thereby weakened, but increases
with ever new artistic abilities.248

Ananda’s conception of a r2sz as the 'soul’ can be summed up thus: the
soul of poetry, as a dimension ungoverned by literal denotations, is delight to
a safirdaya. 1t is perceptible through suggestive language by which the

feelings of a poet and his audience are in tune. Such implied meanings over

246 ppg 3.43 vriy VSS 97,530. See Ingalis et. al, tr., p. 653; and Ingalls’ nl,
"The literal meaning of the wocd drsi/ is shifted by metonymy to the mesaning "poetic
imagination." See also Abhinavagupta's gloss : “Sight: that is, in the form of poetic
imagination { pratib7). The dbvan/ in the word 'sight’ is asisted by this figure.... [The
word "sight"] is shifted 1c acther sense, to the sense of imagination which blossoms forth
from the constant practice of ocular perception.” (Ingalis et al, tr., p. 654).

247 ppi 47, Ingeliset al p. 710.
248 Ingalis et al, trs., 2844.1C, p.715.
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and above literal meanings have been in the thoughts of Udbhata, although it
is by no means clear by what mechanism they are implied.24% What other
meanings could there be besides those that words literally or figuratively
express? Anandavardhana's creation of a new category of meaning is not
only daring, but as Ingalls says, “The suggestion opens up a new world.” This
world is consummated in the audience’s sympathetic perception. Poetic
meanings are felt, so to speak, in the heart of a safrdaya .

Ananda takes this ‘soul’ dimension further than questions of the nature of
language in grammar and literary criticism: poetry does not immortalize
deeds because of its extraordinary beauty. Poetry is a universe of its own,
and great poets are FPrajdpalss, creator-gods. In this sense, a literary work
does not record some objective facts by representing them. It is immortal
because poetic language does not denote or stand for another real thing. If
true poetry is appreciated by means of suggestive language, its existence can
be only in the present. It is the endiess world creaied ever anew on the
filaments of the poet's and the reader’s r2sz. Poetry is a state of mind
(which Ananda says what it is all about), and its endlessness rests in the
hearts of people in whom a poem holds sway rather than in the ‘body’ of
material, poetic elements.

Ananda speaks of the rasas in the Ramiyapa and the Mahdbhiarata as
quintessential, transcendent sentiments. These epic poems are testimonies
in subjective experiences of things more real than individual persons and

their doings. Inasmuch as humans are capable of feelings of adbhuia

249 [ngalls et al, trs,, introduction, p. 8 on Udbhata's distinction between meanings
given sruiyd and aribens.
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Karupa, saniz , for example, and are capable of turning them into and
culling them from poetry, we are intertwined with the divine beyond the
minimal world of meaningless actions. Poetry speaks of things that in time
become godly, and of ultimate goals reached by insights into the agency of
forcefully driving emotions as they impel humans headlong toward different
ends, holy and unholy.

Whether in Vedic conception of poets as truth-seers, or in earlier
poeticians’ descriptions of the poet's 6A47va as the sustainer of internal
reality, or in Udbhata's notion of coherence ( Zzuku/yam ), the poet's
intuition is the instinctive design behind a great sprawling panorama. It is
this design which lends truth and coherence to poetry. For Ananda, a
literary work is a unity because a r2s2 exists in the poet and forces him to
conclusions that are consonant with it: he knows in his heart where the
piece is leading up to even before beginning to compose.250

After Ananda, discussions revolve around the nature of rasz-- what it is
and how it is conveyed. Ingalls is of the opinion that Ananda views it after

the old school, i.e., that it is an intensification of 642va 25! It is possible

250 ppz 45, Ingalls et al, tres., p. 690. "In the Ramiyass the karupsrass {({laver
of compassion or tragic mood) is prepared by the first of poets himself, where he says
that his “grief became verse." He carries out the same rasg throughout his composition
vp to Réma's final, irreversible separation from Sita.”

251 Ingals et al, trs,, 2AZ introduction, p. 18. “Ananda uses the word rasz of a
basic emotion that has been heightened, sometimes from whatever reason, but most
specifically from the combination prescribed by F4A%S... Here rass is simply a
heightened form of peaceful happiness ( sués#)... Ananda conceives this rass to abide
in the character invented by the poet or in the poet himself, as well as in the audience.
As for the first: "The speaker may be the poet or a character invented by the poet. If
the latter, he may be devoid of r2ss2 and b4zve, or he may be possessed of ress and
bhave" (368 4). Asfor the poet himself, it is when he is under such a heightened state
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that the question never occurs because to him the essential thing is that
rasg exists as that which is conveyed in poetic language. In the realm of
poetry, it is a given that personal emotions are quite different from aesthetic
emotions, as poetry is different from a real situation in life. Personal
feelings may underlie poetic utterances, but an aesthetic action in regard to
literary and dramatic works is relatively limited in comparison to real
actions, or philosophical attitudes, which a person takes toward moral and
spiritual goals. In the fourth vddyora, it is said that great poems such as
the K2mayena and the Mahabharata lead to the raszs of compassion and
peace, and in that sense they link us with some ultimate truth--the presence
of the divine on earth and the ultimate futility of worldly glories.

Even so, sentiments are suggested: the sensitive reader is immersed in
such aesthetic emotions, but he does not become liberated. Aesthetic
feelings are confined to the world of art, and aesthetic actions do not go
beyond the realm of rgsg. Or, having brought together in his thought the
grammarians' theory of language and Bharata's theory of drama, Ananda is
satisfied to say that poetic language has a primary emotional content which
it conveys by means of the linguistic function called suggestion. He
implicitly accepts Bharata's definitions and explanations of rgsss and
bhavas. Thus, the rgsadis would occur as Bharata describes wherever
poetic language functions suggestively, in the poet who uses it, in the poetry
which contains it, and in the audience which is sensitive to poetry's true
meanings. Ananda mentions in a general way (as does Udbhata in the

fourth varga of K£ASS )that raszs are engendered by the vibhava s and so

of emotion 83 r#s2 that he becomes capable of writing the suggestive poetry that will
transfer this rasg to his hearers.”
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on; there is no evidence that he is interested in the psychology of different
emotional states or in other explanations of such emotional factors besides
their conventionally prescribed relevance to r4sa s in poetic language. What
is dramatically portrayed by an actor's abhinaya --such as an anubhiava of
horripilation, stereotyped mannerisms such as plucking flower petals or
scratching the ground with one's foot--can equally be described in poetry
and thereby contextually suggest an emotion.

It may be concluded that Ananda's theory of rasad/van/ joins the
dramatic rgsas, as the objects of a poet's desire to express ( v/vaksa ), with a
poet's pratibhd, as the source of his creative originality. This linkage
forges an intrinsic connection between the poet's emotional state, a bhava
or a rasa, with a rasa-filled poem and with the sensitive audience in
whom the aesthetic sentiment arises. Although Ananda thoroughly clarifies
and classifies dAvan/--that it is not a secondary meaning, that it is a
meaning occurring after the literal meaning but different from it, that it may
be primary or subordinate to the literal meaning--he does not explicitly
treat relations between the poet and his work and with his readers. Such
relations, implied by his theory of poetic communication, necessarily come
into question. In Ananda's example of Valmiki's grief turning to poetry,
what is the status of this emotion in relation to the r42s# in the reader? How
do vibhava s, and so on, become a rasa ? These questions are left to

Abhinava to work out in the Locanz and the Abhinavablharatr.



Chapter 5

The structure of Perception in Aesthetic Experience

Abhinavagupta’'s argumentation with a view to formulate a logical and
rigorous structure of perception in aesthetic experience is directed to the
Mimamsaka Bhattanayaka. The latter wrote a text, Ardayadarpana, in
which he forwarded his own aesthetic theory and refuted the concept of
rasadfvani as the soul of poetry. This work is now jost, and what we know
of it is through Abhinava’s representation, who incorporates much of
Bhattanayaka's ideas in his own theory. It will be shown in this chapter that
although Abhinava profits much from his opponent's exaplanation of the
occurrence of rasz in one's mind or another’'s mind, his formulation of the
perceptual structure, in dependence of the theory of suggestion in poetic
language, is fundamentally different. Consequently, Abhinava's concept of
rasa, the mode of its perception and the nature of aesthetic experience,
differs from Bhattanayaka's. For the Mimamsaka, the aesthetic perception
which is likened t0 Brabmasvadana attains to a sublimity beyond any
ordinary mode of perception. For Abhinava, however, although the rasz
experience which is sublime and reposes in the soul is 2/zukika, it occurs
through an ordinary mode of perception whose cooperating cause is
intuition, pratibha, but whose end, rasa, is alavkika because of its
particular means, namely, the suggestive function of poetry and the

theatrical accoutrements--costumes, makeup and headgear, and so on.
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Bhattanayaka's view considered

Bhattandyaka, the Mimamsaka, appears to have been a good Saiva as
well. We find Abhinava attributing a verse to him, describing the Lord as an
artist who creates the world on the screen of his soul.252 His descriptions of
the rasa-filled poets and the proper reader, adbikarin of poetry, whose
heart like a spotless mirror is receptive to its beauty, do not characterize a
typical ritualist of whom it is said that the heart has dried up from the
severity of textual hermeneutics. Of such Mimamsakas, one may look for
explanation in Sanderson's "Purity and power among the Brahmans of
Kashmir,” depicting a Tantric movement that was sweeping through the
orthodox householders of Kashmir, a process which Abhinavagupta promoted
in overcoding rituals with his Tantric deities and thereby internalizing
Tantric metaphysics in practitioners.233

Because of the affinity in their theories, Abhinava argues at length and
with much admiration against Nayaka. The Mimamsaka theory of language
is closest to that of the Grammarians: both schools hold that words are
eternal, and that their relation to their meanings is eternal. Both accept the
supreme authority of the Vedas as a self-subsistent entity, a timeless

archetype and absolute standard. For both the semantic capacity of words is

252 4p4 1, Nagar ed., vol. 1, p. S. Abhinava makes this citation from Nayaka's
Lragyaderpens " namas Irellokyenir minsk avaye sambhgve yaral/ pralksensanm
jepanndiysprayogaresiko fengl. " This appears 1o be, perhaps, a benedictory verse
dedicated 1o Siva, the poet of the creation of the three worlds because at every moment
people are sentimentaltional ( ras/€s ) with the performance of the theater of the world.”

233 Atexis Sanderson, “Purity and powr among the Brahmans of Kashmir,"in 74
Caregory of the Persan, Carrithers et al,, eds., (Cambridge: Cambridge University Press,
1989).
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defined through their practical effects: the Mimamsaka holds that a word is
that by which the apprehender grasps the meaning.234 Verbal cognition
presuppposes an existing language structure in the mind and arises when
there are auxiliary causes, i.e., a person who in uttering words manifests
them phonologically. 255 Language understanding consists of a two-fold
operation: an acoustic apprehension of sounds by the ear, and a meaningful
understanding effected by contact of the mind with the soul.256 The
tradition of the Vakyapadiya is in the main in agreement on these points.
Differences occur, however, over elements in transmission: the

Vakyapadiva posits an ideal entity, the spfora meaning-bearer, which in
apprehension is a unity relative to which individual phonemes, once uttered
and heard, are non-entities. This is not to say that phonemes relative to
words and words relative to sentences are not material entities, but the
theory stresses the distinction between the sequential and differentiated
nature of sound-apprehension and the instantaneous, non-sequential and
undifferentiated nature of semantic apprehension, which is an idea. The
ontological gap is filled by the function of prazbhiz, uniting the
heterogeneous efficiencies and bridging the gap between manifold sounds
and a unity of understanding.

Mimamsakas, of both the Bhatta and Prabhakara schools, hold that the

254 A.B. Gajendragadkar and R. D. Karmarkar, trs, Jhe Aribasemegrabs of Lauggksi
bbAskare (Repr., Delhi: Motilal Banarsidass, 1984), p. 4. " yad yreméc chebdin
niyamaleh pratiyate 131 tasyn vacysm " "What is invariably understood from a certain
( pasmar) word is what is expressed by that [word].”

255 Mahamahopadhyaya Ganganatha Jha, Jhe Prabpaiaras School of Porve
MimZmsZ (Repr. Dethi: Motilal Banarsidass), 1978 (Isted., 1911), pp. 52-68.

256 fbid, p. S2.
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sequence of sounds in a word, and words in syntactical relation in a
sentence, are direct causes of understanding. Kumarila Bhatta objects to
sphota on the ground cf its being superfluous: if language engenders
understanding through sabdibhavani and aritbibhavana , why posit an ideal
entity between acoustic sounds and understanding?237 The more
sophisticated Prabhakara school holds that each word in a sentence is not
semantically efficacious, and the meaning arising after words have been
syntactically related in a sentence extends as far as the word leads.25% But
their theory would thus be anyonyasraya, which is to say that the meaning
of words will be derived from the sentence and the mezaning of the sentence
will be derived from words. Abhinava points out with a cutting wit: “Why,
this Mimamsaka might claim to be the descendant of his own great-
grandson. 239

These seemingly small differences widen in the application of language
theories to poetics. When the Mimamsakas argue that the function of poetic
suggestion is merely bhakls/, Jaksanz, and gunavrili, they are adhering to
the basic tenet that words are efficacious through the s26d/- and
drihibhavanz, and that any other meanings cannot be derived directly
from the words themselves but only through presumptive measures
(arthapatis') taken to prevent incomprehension or miscomprehension. If by
the statement " gaigiydm ghosalh " we understand a meaning at variance

with the literal meaning, the basic functions of words are not to be changed;

257 Kumarila Bhatta, Skataviriiéa See n. 219, chapter 4.

258 This amounts to the practical definition that a word is whatever is meant
(conventionally) by it. See also n. 221, chapter 4.

259 Ingalls et al, trs., DB4L 1.4b,p. 89.
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it should rather be presumed that the understanding is derived from
extrinsic and circumstantial factors, such as the speaker’s intention

( zazparyasaktr ), or qualitative and relational types of transference from the
literal to the understood meaning.

Perhaps due to this conservatism, Bhattanayaka, in spite of his
appreciation of aesthetic communication, accepts the existence of rasz but
maintains that either dAvans does not exist, or even if it exists it is not the
soul of poetry. His theory is that poetic language consists of three functions:
abhidhz, bhivani, and bhoga. Nayaka links his language theory to
aesthetic perception in poetry and the theater, having posited a sentimental
relation between the poet and the audience: the poet on the one hand is
filled with rasz, and thé audience partakes of this rasz, drinkingitasa
calf from the mother cow, Sarasavay/, unlike an ascetic who must cull his
Brahma-bliss from subjecting himself to austerities.260 Nayaka's primary
critique of former theories of rasa is that if according to Lollata, r2sz is
sthdyin intensified by vibAhava s, and so on, or if rasz is an imitation of the
actor's szfayin which has been inferred through vibA3va s by the audience,
there is the problem of one's mind and another’s mind, i.e,, the direct
knowledge of one’s own mental content and feelings in contrast to the
indirect or inferred knowledge of other’s feelings. How does one feel what
another feels? The stance one takes toward one’s own pains and pleasures is
different from that toward others’.

Because in drama, a person in the audience is emotionally moved without
being personally angered or saddened--in the same way perhaps that

Valmiki is moved by the sortow of the curlew without suffering from the

260 [ngalls et aL, tes., D621 1.6, p. 120.
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grief--Nayaka postulates a second stage of poetic language, H43vans or
bhavakarvam , which conjures up and universalizes aesthetic emotions.
And in the third stage of poetic language, 5/0g2, a reader or spectator
relishes within himself the bliss of rzsz, transported beyond the world of
ordinary experiences. According to Abhinava, Nﬁyal;a has said that "raso na
praliyate nodpadyate nibhivyajyare .28 " Rasa is neither perceived,
produced, or revealed (i.e. manifested).” This statement seems to rule out
any attempt to describe r2sz as a mental event occurring in a person, and it
is meant perhaps to stress the notion that r2sz2 is an innate state of mind of
a s2firdaya. Since it is not abArvyavale, ie., it does not exist latently and
become actually manifested, and it does not arise from causal factors

{ wrpadyare ), and since it is not perceived from external objects through the
senses, this innate rasz is ever present and is realized ( s43vyare ) purely in
the soul when all stuporous obstructions have been cleared away by the
proper dramatic stimuli, vib43vas, and so on. To compare it to
brahmidsvadana likens it to Safikara's ultimate realization "I am the tenth,”
a bliss realized by the removal of 2v/dvZ Bharata has originally stated in

the Niryvasasira that rasa is the primary object of the theater:

In this connection, we will explain the ra2sz s now to begin with,
Because but for a rasz, there is no purpose whatsoever.

In this regard, rasz arises from a conjunction of vibhiva,
anubhava and vyabhiciribhiva 262

261 444, Nagar ed., vol 1, p. 275

262 N6 6.32, Nagar ed., vol. 1, 271. "latra resin eva 18vad dday ebhivyakyimah/
D3 Bi resid rie kas ad aribab pravartale/ 18lre VibBEVERUbLAVEVY 8D AICErisamyogsd
rESERISpILLD. "
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He describes the 4/44va s later on in chapter seven:

Now we will explain 642vas. Here, one asks why they are called
bhavas: Is it because the HAava s become, or is it because the bhZvas
cause to be? It is answered that they are 6442va s in that, assumed
(upeta ) by speech, the body, and the mind, the 644va s cause objects of
poetry ( £avyariba ) to become 263

The Muni describes an arthz in relation to AhZvas:

That object ( yo rifo £7) which is carried out by a vibsava,

but is known ( gzmyare ) by anubhivas which are verbal, bodily,
and mental actings, that is called 642va.

And by mental acting ( s2zrvikabhinaya ), whose means of stimuli
are the speech, the body and color,

in realizing ( #45vavan } the bAava in the mind of the poet ( £aver
anrargatam ), [that object] is called pHava.

Because they bring into existence these rasz s which are composed
by various [kinds of] acting,

Therefore, these are to be known as s42vz s by practitioners of
drama.264

Bharaia is speaking of three separate things: a bhZvais so called through
its relation with vibAdve and anubhiva , being carried out {or transported,

gfria) by the former and known by the latter. This may be an emotional

263 a% ch.7, introduction, Nagar ed., voL 1, p. 337. " badvin idanim
VVERAYImES. BIrdba--DLEVE fif £8SmEL. Eim DHEVEnLL DALVES &im Vi bhEVayanliti
DLEVEL. ucysle--VAgangessnvopelin KEvyariiin bAEvVeyantiy bAIvE i "

264 N 7.1-3, Nagar ed., vol. 1, p. 340. " vibbavensbrio yo ribo Ay aoubbEvais tu
LEDyaIeS VELBIgASaIVAD hinayail) 58 DLAVS I samiddial/r Vigangamuk barfeens
sarvepEbhingyens ca/ kaver anlargalam bhivam Bhavayan bhiva ucyste//
DINILLIREYESEMORIALID BLAVAYVEDY rasdn ImAn/ yasmsl [85mad ami bAIvE Vijdeys
nAIyayokIrb L. "
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state in general of a poet, actor, or an audience, or even the character. The
second bAhiva is so called because it realizes the poet's HAzva--emotion or
intention -- which sustains the whole piece, as discussed by Dandin and
Bhamaha 265 And in the third verse, it is so called because it realizes r2sas.
According to Bharata, then, 6£3vas exist in the poet, the actor, the audience,
and probably in the character portrayed as well.

Nayaka has termed the second stage of verbal operation in poetry
bhavana or bhavakarvam , with due regard for Bharata's sense of
bhavayanti rasan i bhavalr . But Nayaka says that the rasz s are "not
perceived, produced, or manifested.” If the rasz which must exist in the
audience is brought into being by 5L2zva without being effected by external
factors, then b4avanz, the second function of language which causes the
realization of rasz, can be equated with 543va -266 Nayaka makes
bhavanz synonymous with his invented bhzvakarvam . So, according to
him, after literally denoting meanings, poetic language is poetic because it is
bhavaka; through its universalizing function it possesses or engenders
bhava s which realize rasz . And within the category of poetic language
Nayaka incorporates and permits contextual and gestural factors--such as
facial expressions, intonation, etc.--as a part of a verbal operation, to a much
greater extent than Ananda, who limits expressiveness of language to only

two factors, literal and suggestive.267 Although Ananda does say that music

2€5 See chater 4, p. 1075

266 ppzvens interpreted in conventional meanings as mental conjuration (as in
meditation, particularly Tantric meditation) or as the inherent power of words to cause
understanding {literal and moral according to Mimamsa theory of language, and
aesthetic in this instance), is nothing new .
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and gestures can suggest sz 268

The operation of bAavanz, possessing or engendering SAava, consists
in universalization ( sfdharanikaranza )--precisely to solve the problem of
one's mind and another's mind ( svaparagataiatve ). if the bhavas are solely
in any one agent, they would have to be perceived, produced, or manifested
in any of the other (among the poet, actor, audience, and perhaps the
character). Poetic language de-objectifies: it removes the character of being
an object of personal emotional perception from poetic objects,
Aavydrthas. It universalizes them: Sita in poetry and drama is not a real
individual or historical person, but poetically described. The poetic language
modulates the reader’s feelings away from normal emotional objectification.
The poetic object, a v/ibAavs whose feelings are known by anubhiva
{emotional affects), is realized in the reader not as a person, i.e., an object of
direct perception or inference, but as and through the s42vs of the reader.

The argument is that if the audience views drama as a direct perception,
the emotions engendered, love, anger, and so on, would interrupt the
aesthetic enjoyment; but if he is indifferent ( zz7as242 ), he would be

completely unemotional 269 The function of AA3vans modulates these

267 This can be seen in Abhinava's discussion of Nayaka's critique of Ananda’s first
two examples of suggestion O22L 1.4b, p. 831.4c, p. 98 (Ingaliset &l, trs.): the
housewives to the monk, and to the traveller. There, Nayaka argues dfvany is not the
soul of poetry because a rass is realized in the audience not through suggestion but
through (1) gesture and intonation, manipulation of the word 'I', (2) through the
contextual knowledge of the monk's timidness and the lion's fierceness that there is an
understanding of prohibition. Abhinava asks, if you are so keen on admitting these
contextual cooperating factors, Why are you so resistant to admitting suggestion with
DraubLg as its cooperating cause?

268 pps Ingalls et sl trs, 3.33e. 3.33L 3.33n, pp. 555, 565-6. 585.
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poles. Poetic language renders a specific cause ( asddiiranaberv in logic)
into a general or universal cause { s7dhzranafery ), so that aesthetic
emotions are neither personal nor impersonal. In this sense, the audience's
emotional state is a kind of 642va like that of the poet's when he composes
or the actor's when he acts. When Nayaka says that rasz is neither
perceived, produced or manifested, he views and solves the problem in the
logical structure of perception: because the sensory objects that are
vibhiva s, known through their znubhiva s, are such, it is impossible that
the kind of aesthetic emotion we have could be the result of a direct
perception. Nayaka is delineating different ways that an ordinary and a
poetic object are perceived. The language function of bhavakarvam puts
the audience in the b42va of the play which in turn removes obstacles from
each viewer's personal, emotional objectification, after which consciousness

attains to the state of rzsz becoming a solid mass of aesthetic bliss.

Other Critics’ views on the nature of rasa

Abhinava has given a short history of conceptions of of rasa

Lollata and others have explained Bharatamuni's statement,

" vibhavadibhip samyogo ribat sthivinas lalo rasanispattih 270 in the
following way: wibhava is the cause in the rise ( vZpaztr ) of a mental
state in the nature of a sZ24yin, and in this [rise] they do not want to say
that anubhivas are produced by rasa. Because [ anubhiva s} ought not
to be counted as the cause of rass, but rather, among the very b44vas,
anubhiava s and vyabhicarin s are mental states, and even if they do not

269 Dbal 2.4, Ingslis et al, trs., p. 221; A4bs 6, Nager ed., p. 275. "Bhatianiyekss
LV ZLE--reso ng praliyale, nolpadyvale NEbLVAIVale. SVELBIZIVADAr8paleIvadi o8
purvevad vikslpyem. "

270 n% 332, Nagar ed., vol. 1, p. 271.
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occur together with a sz42yin, he (Lollata) wants to say they are in this
instance of the nature of vZsani Even in the example, among the
manifestors ( vyadsana ) and so on, the state of being one person'’s
vasand, like the sih4yin, is another's state of amazement, like a
vyabhicarin. Therefore, rasa is accumulated (intensified) by vibhava,
anublhava, and so on, in the szhayin alone. Let the sthayinbe
unintensified: it belongs to both alike, in the object of imitation (Rama,
etc., in a primary way) and in the imitator, from the force of
anusamdhina 271

Abhinava adds that this is an old view found in Dandin who has said that
love becomes the Erotic ( r4s2 ), and anger in the ultimate stage becomes
Fury. Lollata, according to Abhinava, views the problem from the standpoint
of psychology and understands that ‘conjunction’ ( sa@yogs ) means the
conjunction of the bh2va s with the szA2y/n, from which conjunction a rasa
arises. Among these, all hhava s except vibhava s are mental states;
although the szA3y/n mental state is caused by the vibAhiva s, emotional
effects are not produced by rasz: the actor does not reach 7452 in
exhibiting emotional effects. But Lollata also does not want to say that
anubhava s are causes of rasa (in the audience), and whether azubhavas
and vyabhicarin s occur together with szA22yzn or not, they are mental states
and, therefore, are trace impressions. The difference between sz42yzn, and
vyabhicarin is a matter of degree and locus, occurring in the character
(Rama) and the actor. Sz2Zy7n is just the basic emotion which when
intensified becomes rgss, from the force of anusamdbéng, an arrangement

or artifice.272 Lollata assumes that the psychological processes occur in

271 4p4 6, Nagar ed., vol |, p. 271. " airg bAanalolialaprabbrisyes (aved evam
vygcak byulr.. canvsandhinabaldt -1~
272 or it possibly means an intuitive synthesis in Abhinava's epistemology.
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everyone: bhivas (except the vibhava s) are mental states, and

anvbhava s and vyabhicarin s are sthayin s under different circumstances.
Rasa is the heightened form of a s242y7n, which is directly cognized by the
spectator who thus possesses it through direct cognition.

Sankuka2?3 says that this is not so, as reported by Abhinava:

Because without the use of v76/43va s and so on, it is impossible to
perceive ( avagal/) a sihayin because the middle term is absent.
Because it would result that the b643va s have already been defined since
another definition would be pointless when one already exists. Because it
would result in an endless, increasingly weak intermediate state. Because
the Comic rasz will not have six parts, and there will be innumerable
rasas and bhavas in the ten stages of love. Because we see the opposite
lis true], namely that we know grief is severe at first and lessens in time,
and we see that anger, zeal, and love diminish into its opposite, namely,
nonenmity, fortitude, and habitual enjoyment ( sevZ ). Therefore, the
sthayimn is a bhava in the form of an imitation of the sz424yiz in the
original [character] such as Rama, etc. It is perceived through the force.of
a middle term to exist in the imitator (i.e. the actor) through its causes
called wibhava its effects anubhava s, and its cooperating [causes] called
vyabhircdrin s, which being produced with effort, although artificial are
not thought to be so. KAasz is designated by another name exactly
because it is an imitation.

Indeed, the vibhava anvbhava and vyabhicaribhava are synthesized
(anusamdbheya ) according to the poem, learning, and one's own
simulation; a sz4zyin is not synthesized even from the force of poetry.
The words, as denotations, love”, "grief,” etc., turn love and grief, etc, into
denoted objects. But they do not cause understanding as a verbal acting.
Indeed, language is not verbal acting although verbal acting is carried out
by it, in the same way that bodily acting is carried out by the limbs.
Therefore,

"Ripened of itself, even deep and wide and great,

the ocean of grief is drunk up by the fire of the submarine fire.”

273 A celebrated poet in his time, mentioned by Kalhana in M. A. Stein, tr., 27, vol.
1,4704,p. 184, Seech. 4,n 151,
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Likewise,

"Struck dumb by grief he remains so, who is beseeched to move
by friends whose cries are unsteady, struck by a vivid fear in
their hearts.”

In these verses, grief is not an object of acting but rather of denotation.
‘The droplets from the mist of her tears, falling as she writes, show up
like sweat that breaks out now on my body, from a touch of the palm
of her hand.”

But by such a statement as this denoting its own meaning, love in the
form of happiness, in Udayana, a s142yibhava is acted out but not
spoken. Truly, the power to cause understanding which is acting s other
than denotative. For this very reason the word s243yin, being of a
different category, was not mentioned in the sgirz. Therefore, the
Erotic is love being imitated, and thus it is correct to say that the Erotic
consists of it and arises from it.

"Of one running toward the lights of a gem and of a lamp,

thinking they are gem,

Even though the particular is a false knowledge, the particular

results in an effective action.” ( Pramanavartiika 2.57)¢74

And in this connection the perception in regard the actor is not that he
is happy, nor that this is really Rama, nor even that he is not happy, nor
yet whether he is Rama or not. It is not that this is someone like Rama.
But rather, this perception is different from perceptions that are correct,
false, doubtful, or similar; but through the principle of a horse in a
painting, the perception is that this is that Rama who is happy. He
[ Sarfukal says this:

“What one perceives in a flash is not a doubt, nor a truth, nor a

contradiction.

The insight ( @/47), that he is this person and that he is not this one,

is an undiscriminated flood from a mixture of contradictory
awarenesses.

By what logic may a vivid burst of experience be questioned?275

274 rpe Pramanavariirem of Acdrys Dbarmakirti with the Praminavirilikavrili
of Manorathanandin, ed. Dr. Ram Chandra Pandeya (Delhi: Motilal Banarsidass, 1989) p.
76.
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Safikuka's theory is that the audience infers the sz4Zyzn in the actor and
in perceiving imitates it. It is called rasz because it is an imitation of the
sthayin in the actor. The audience directiy cognizes the vib/A4dva and so on,
and logically infers that the actor, as character, is in a certain emotional
state. While the vibhava s, etc, are created artificially, the permanent
emotion is not created but rather it is the emotion of the original character
that the actor is reproducing. What we perceive on stage, words and actions,
are not real words and real actions; but they are acting, i.e., imitation carried
out through words and actions. Safkuka points out the inherent artifice of
dramatic performances: acting is a make-belief that leads to an arzbakriva,
namely, the insight ( d47) on the part of the audience that the actor is and is
not the hero. This perception is a praublz or a dh a sudden flash of
insight, an indiscriminate flood of contradictory feelings, which cannot be
analyzed by logic.276

275 App, Nagar ed, Vol 1, p. 271-272. " elann et Srisaskutat. Vibhividyayoge
SIAZYING.. YURLYE PErYANUYUIVEls Sphurannanidhavelh £ayi/s i

276 Abhinava does not mention any specific texis of Lollata and Sankuka as sources
of these opinions. The rather sketchy report he gives of their views seems to be his own
paraphrase, couched in his own philosophical language with terms such as
anusamdping when he represents Lollala as saying that the sz4Zp/p belongs to both
the original character who is imitated, and the acior who is the imitator, " sz0857 bhavaty
ENUPACIIAk. 58 COBhRYOr 8pL / UkLYayE VrllyE ramaday] anukirye nukariary 8pi
canusandhdnabalir-- /17 " (Nagar ed., p. 271) It is difficult to know exactly what this
means, but it seems that sz24yipexists in everyone through the force of close inspection
or suitable connection, or from the force of a menta! synthesis by which the szb5pip in a
person changes according 1o stimuli, the vdh4ves, etc. This seems to be the preferred
explanation in view of Abhinava’'s following description of the relations between the
bbavas, with the sipZyin as the main one. {Nagar ed., vol. 1, p. 281).

Abhinsva's report of Satkuka's position, likewise, is set in such & way that preludes
what Abhinava will say later on about differences between & normal cognition and an
aesthetic perception, by setting up the notion attributed to Sankuka that an zrihaér/ya
can be gained from a false perception. Abhinava is perhaps not fair to Sankuka who in
fact says, above, that a g2/ is a flood of contradictory awareness that the actor is and is
not R&ma, but Satikuka is mainly treated by Abhinava as saying that the audience in fact
actually believes that Rama is the actor and can therefore infer the szhZyip from the
actor’s acting. But Abhinava is right in seeing that if Safikuka thinks that the audience
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Safnikuka's theory recalls the theory of m/mesis the Greek dramatic
tradition, where the artist is thought to imitate and reproduce ideal forms or
reality of the gods’ handiwork. The basis of an artistic reality consists in the
reality of the original, which is reproduced and taken as a replication of a
real thing by its perceiver. In the Indian case, the theory of imitation is
taken to task and nipped in the bud by Abhinava and his drama teacher
Tauta, who point out the logical and practical impossibilities of “imitation” in
dramatic performance, either by the artist creating the character or by the
audience perceiving the drama. If the actor's mental state is an imitation or
reproduction, and his mental state is perceived as such, no rasz will arise.
If the audience’s knowledge of the actor’s mental state is an inference, one
cannot make a valid inference from a false middle term. Even if the
audience could infer from an invalid middle term, i.e., the actor’s appearance
of being angry, acting, says Abhinava, is not a matter of taking up external
characteristics of another person. As Abhinava says elsewhere,277
emotional identification in an aesthetic context is not like an imitation of a
beloved, i.e., as a person in love takes up the clothings or gestures of his/her
idol. What Sankuka describes as the audience’s conviction of an identity
between the imitated and imitator, is in fact not a cognition which can be

judged true or false about a particular individual since the audience

has a flood of contradictory awarenesses, then it cannot make a valid inference on that
basis. Abhinava, however, likes the concept of 224/ and appropriates by using it as he
gives instances of what an aesthetic perception is not. 464 1, Nagar ed., vol. 1, p. 34,

" tesy ng lanvens dbil. na sadrsyens yamalokaval.. hasia/gglavidimEyavar "

277 Ab#k 6, Nagar, ed., vol. 1, p. 275. "#dntavesdnukBravadati oa
ramscesuiasyEnuk8ral) erae ca pralhsmidhiyéye pi darsitsm asmibfih " “"The imitation
of Rama is not like an imitation of & lover's garments. And [ have shown this already in
the first chapter.”
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entertains the belief in this identity about any other portrayer of the same
character.

Sankuka might say that Rama is a universal form, but according to
Abhinava this is not true because Rama is an individual (because he has to
have particular characteristics to be subject of poetry).2’8 An audience does
not personally become emotional toward the characters as portrayed by the
actors; and if acting is a convincing imitation, and an aesthetic perception is
direct or inferred, then it should be the sz42yin of the actor that is rendered
an object of aesthetic perception, rather than the vzbA2va. In that case, the
audience would perceive the actor as a real person and infer his emotional
state from its affects, rather than being emotionally stimulated by the actor
as a vibhava as described by Bharatamuni.

If Sankuka hopes to establish the theory of "imitation” by logic, Abhinava
points out these logical flaws. If the actor imitates a mental state, love, of
Rama, the spectator perceiving it as an imitation will not have a rasa If
acting is arranged ( anusamdhiyate ) in a manner entirely artificial and
extrinsic to the actor and is so perceived, no rasz will arise. Moreover, a

valid inference cannot be gained from false middle terms; and if this

278 4p4 1, Nagar ed., vol. 1, p. 34. This is to say that we can identify with a
character only as a particular person, with qualities, human feelings, and so on, even if
we emotionally identify with him without having the emotions that he has.

" tralfokyasys.. igvadvisesspudadprp.”,"Of the three worlds. This has been said,
Rama, and so on, of this sort never descend (o the path of knowledge. When they are
described by scripture, then even if a knowledge of his particular [qualities] shines forth
from a great statement, like the £#7mapana, even sc because [particulars], by being in
the present, culminate in an individuality ( syv@/agsanya) consisting in the capacity for a
possible purposeful action, and this sort of knowledge of Rama's particulars [from
scripture] does not lead {to thinking] that they are in the present.”
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inference is a valid knowledge, then there would be a subsequent judgement
whether the actor is really Rama or not, but an audience, in fact, accepts
equally any actor as Rama. Finally, if acting renders vzp/43va s, and so on fit
to be directly perceived, then what the audience should really perceive is
that the sz62yin is in the actor.27°
These arguments amount to the question of believability in dramatic
portrayal, from the perspective of the actor who portrays and the audience
who ought to be convinced, or at least who is willing to be convinced.
Safnkuka's theory of imitation is credible enough--that the actor’s
reproduction of Rama is taken as real--until Abhinava points out that
-——eiievability actually depends as much on the spectator’s knowing that the
actor is not Rama as that he is. The spectator’'s perception cannot take up
imitation simply as a direct cognition. Otherwise, he would either be too
convinced and think this is really Rama, or he would perceive the actor’s

gestures as artificial, which are therefore unable to convey a feeling.28C Not

279 pp 6, Nagared., vol. 1, p.274." yaccoliam ramo Yem ily 8SU pralipsllif..
SAMBRENED prolpaith.”

280 ypp 6, Nagar ed., vol. |, p. 273. "aiha nalggals citlavrilir eVe pratpanns seif
rRIVENLE Brak Srogars Ay UCyale.. Kriimal sanieh Eim friimatvens samajikarh
grhyante na Vi yadi grhyanle (808 18ih Karbam rater avagatih.” "As 1o the statement
that just the mental state of the aclor having been perceived [by the sudience] is an
imitation of love, which is the Erotic [r#s2]. There, 100, it must be pondered, “What is it
perceived as?" [f love, etc, are the cause, an amorous glance, etc, the effect, fortitude,
etc., the concomitant, and this mundane mental state being fit for perception in the form
of a cause, en effect, and a concomitant, is understood a8 the actor’s mental state by
being of the same nature; well, then, the logic of the [of the audience's perception] being
imitation of love, in the saying that it is perceived as love, is far off. [A rebuttal from
Sahkuka's camp follows.] These wibsavas, and so on, are real in the imitated [ie.,
original cheracter], but being a cause is not so in the imitater [ie., the actor]. This is the
remainder. Let it be so. However, inasmuch as these »754£3v4, and 30 on, are really not
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so, says Abhinava: the audience is willing to take any actor to be Rama, on
the one hand, and, on the other, it does not really believe that the actor is
Rama.28! As Sankuka himself says the audience's perception is a d4; an
undiscriminating flood of contradicting awarenesses, but a dA7 is convincing
enough to produce an imitative state of mind of r2sz in the spectator.
Abhinava differs in holding that the audience's conviction in the reality of
the theater is never complete: they retain a detachment which is disbelief:

" tesu na tattvena dhi " 282 "[No one] takes them to be real.” And "4£in tv

its [love's] cause, effect, and concomitant; simulated ( pabalpizz) by the force of poetry,
learning, and s0 on, and being artificial, are they perceived by the audience as artificial,
or noi? If they are perceived [as artificial], then how do they convey [the feeling of]
love?” Abhinava shows in this passage that if the audience merely perceives by direct
cognition and inference the actor's mental state then (1) there is no difference between a
dramatic and an ordinary state of mind, then thece is no imitation on the part of the
audience which would not be able 1o distinguish between a real emotion and a dramatic
emotion; and (2} on the other hand, if the spectator perceives by direct cognition the
vibhaves, elc, which do not affect him/her emotionally, the perception would appear 1o
him only that the actor is ‘pretending,’ or ‘simulating.’ Then, again, a dramatic action
would seem fake and convey no feeling of love. In this case, the speciator would feel
neither love nor the erotic sentiment.

281 4pp 6, Nagar ed.,vol, 1, p. 274, " pac cotlam ramo yanm... narigk&niare pf g
rémo yam it/ prétipatir asu.” " As for | Sadiuka's] statement that the perception is,
‘This is R&me,’ 1hat, too, if it is so determined at that time, in an absence of its negation
by a sublator subsequently, why should it not be a true knowledge? Or, when there is a
sublator, why is it not a false knowledge? 1n fact, even when a suhlator does fiot arise,
it should be just a false knowledge. Therefore, 10 say that {the perception, ‘This is R&ma']
arises from 8 mixture of contradictory cognitions ( viruddhabuddhissmbbeddd) is
incorrect. There is the perception, This is R&ma,’ even in regard to other actors as well."

282 4pp Nagar ed,vol. 1, p. 34. AS 1.107 of Bharata, " paitdniato tra bbavatim
devinipm cAnubhavanan/ lraflok 8y asyssya Sarvasys nalyam bHAVEnukirizoen. "
Abhinava interprels the verse 10 make the distinclion between zoubhivensn  in the
sense of imitation, and anufrrrapsr in the sense of re-creation. The context of the
verse i3 that the demons are angry and concerned with their portraysl as the idea of the
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sarvasya pratyaksasaksalkarakalpa latra na dbir vdeli ~283 “But, rather, in
this situation, an insight, like an immediate experience which is a direct
perception, does not arise in everyone.” This is to say that nobody in the
audience thinks or believes that he is witnessing a scene in real life, like a
direct cogition. Without this disbelief, the audience would think that a real
event is happening. On the other hand, if the audience takes the play to be
an imitation only, then no one will be emotional. The point being made here
is that a direct cognition and inference alone cannot account for the aesthetic
mode of perception, not even if the cognition is an insight that combines in it
contradictory reports of true and faise perceptions. The mind arranges and
makes coherent percepts, not as true or false cognitions, but according to the
goal toward which an experience is directed. Abhinava shows that an
aesthetic experience cannot be a direct cognition that simply overlooks true
and false judgements, but it must be an experience in which direct cognitions
are arranged or apperceived differently from an ordinary experience in real
life.

In this sense and from this deliberation, Abhinava comes to the
conclusion that the cognition in the theater is always underlaid by a dialectic
of belief and disbelief, which makes the ybAividi an extraordinary means

first play was conceived, and Brahmd is telling them that the theater portrays aot onfy
the gods and demons, but conditions of all in the three worlds. Abhinava comments, " o8
cdevisuripin ekinlens nvbbivansn. pai vs le bubbivyante Eens ot prakéress.
1815§ bi lesu na 1s1tvens dhih ™ * Not only the gods and demons will be imitated,
Indeed, they won't be imitated at all, because there is no conviction ( 247) that they are
real. Abhinava then gces on 1o enumerate the ways in which an aesthetic perception is
not a propositional judgement, or any other kind of cognition produced by ordinary
means.

233 4pp, Nagar ed., val. 1, p. 35.
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of knowledge. One cannot arrive at any propositional, true-or-false,
judgemental cognition from seeing a dramatic performance. One does not
perceive the vsbhava s in the way described by traditional logic and
epistemology. And Abhinava therefore calls it yparadjaka, because it does
not lead to a propositional or factual cognition, but it stimulates and
influences the perceivers’ emotional states. Because the aesthetic causes or
stimuli are extraordinary, strange and unusual, the resulting perception
consists in identification and distance--an absorption and a detachmeni. An
aesthetic perception requires a that a spectator become emotionally
entangled and at the same time perceive his emotions as objects to be
savored. . |

While working out the problem of ‘imitation,” Abhinava also comes upon
fundamental differences between ‘imitation’ and ‘imagination.” Imitations
can be made of physical things and characteristics, but not of mental states.
One can reproduce someone’s mental state in one's own mind only by using
one’s own experiences. The psychology of the actor, probably taught to
Abhinava by his drama teacher Tauta, is clearly described, with the
conciusion that the actor who thinks he is reproducing Rama actually has no
idea of a real Rama. The actor must "put himself in between"” in order to
recreate the character.284

Abhinava sets up this series of arguments which culminate in his own
demolishing of Nayaka's theory, as he says, " Zaddusapam anulhanopalialam

eva ."285 The conclusion is by now foregone because we see that Abhinava

284 4ph Nagar ed,vol. |, p. 274. “na oF pi..Jit7 galito pukiryEnubartrobivel "
285 4pp, Negar, ed. p. 276.
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has set down the definition of 7#s# not only in the first chapter of the
Abbinavabharati but also in the Dbvanyilokalocans as well. Safikuka's
theory of rasa as an anwvkara of the sif3yin in the actor replaces Lollata’s
intensification theory, namely that r#sz is an intensified sz6yzn which
exists uniformly in everyone. Abhinava then proceeds to dismantle the
'imitation’ theory and brings up N2yaka's problem of svagalaparagaiaiva,
which has partly contributed to the refutation of Safikuka's "imitation”
theory. In the end, Abhinava also dismantles Nayaka's version of
sadbarapikarapa. He produces his own ‘corrected’ view that rgsz is a real
perception, physically produced, and revealed, and that the process of
universalization by which the audience has an emotional identification and
distance is accomplished by active imagination. In this regard, not only the
function of poetic language is at work, but aléo the entire psychic structure
of the audience is brought into action.

The process of universalization, in Abhinava's version, encompasses the
whole theater, which now, owing to a common imaginative enterprise of the
poet, actor, and audience, is a single continuum of consciousness, like a
samvid. The world of the theater is an independent reality, i.e., &lavkika,
not so much by its transcending the world of normal experiences as simply
by being unlike any other mode of knowledge found in the ordinary world.
Abhinava is at pains to show repeatedly what an aesthetic perception is not.

He is able to cite numerous cases.286 As to what it is, Abhinava is not

286 see Ans, Nager ed., p. 3. " Zetra ndtyam nima faukitapadiribavystinikian
Ladaoubirapratibimpifck by astdryropldhyavasiye.. vastyu rasasvabivam iti
vatsydmal” ; p.34 " s sidrsyeps yame/skaval na blarkntatvens ripyssoriplrvata-
SuELE arOpyaval... na yubllr 8I8I8dRbLEsa gy Xoasta/ighavidimiydval
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always so precise, perhaps because Indian philosophy has not given much
room for the validity of imaginative thought. The language and vocabulary
for describing the imaginative process are for the most part those of Kashmir
Saiva philosophy, a fledgling among the established systems which have
provided little means for philsophical treatment of the imagination as a
cognitive process.

It seems that Abhinava borrows from his opponents a great deal and
ends an argument by taking over the opponent's position. This habit can be
seen from another perspective: the formulations of his problems as well as
the answers depend on critical analysis of preceding opinions, and such
opinions that he cites have been crucial to his thoughts. One might say that
he 'learns’ from his opponents, but his final opinions furnish new and critical

insights that provide a more acute perception of the topic under discussion.

Is rasa “perceived, produced, and revealed™?

Abhinava presents Nayaka's theory last because it resofves earlier
theoretical problems and also poses the most crucial question: what kind of
perception is r2s2 ? Abhinava joins a psychological theory (after Lollata and
the old-fashioned views) with dAvan; to refute Nayaka's statement that
"rasa is not perceived, produced, and revealed.” Abhinava's concept of
sadbharapikarapa is in harmony with the theory of dhvan; and brings rasa
into the realm of cognition. This cognition of an aesthetic nature is
extraordinary because it is conditioned by a goal beyond the workaday
purposefulness and because its means befong to the world of drama alone.

Bhattanayaka has progressed beyond an aesthetic "naive realism” to
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recognizing defects in the view that an aesthetic perception is a simple direct
perception of purely poetic and dramatic elements. He also recognizes, in
contradistinction to Lollata’s intensification theory, that ras2 is a leap in
experience: there is no gradual build-up to a high pitch of fervor, and thus
rasa is not an ordinary or personal emotion. He has solved the problem of
one's mind and another’s mind with the second function of psetic language,
whose bhavakatva renders the sadharapikarapa of aesthetic perceptions.

Bhattanayaka's version of s#dhAirapikarapa does not make characters
universal types as much as it modifies a spectator’s emotional attitude:
through its clear perfection and ornamentation, poetry generalizes feelings
into bhava s, poetic rather than personal emotions. Personal feelings which
ordinarily exist in one or another person individually in the aesthetic mode
become bAavas. In traditional Indian theater today, after the dancer/actor
reaches a technical perfection, he/she must seek equally to project the
bhava-- not his/her own personal feelings but the feelings required by plot,
suitable to the harmony of the mood which governs every aspect--music,
dancing, costume, intonation--of the piece, in the same way that an opera
singer would seek to dramatize his/her arias after mastering the techniques.

Sadbarapikarapa also solves the problem of the actor’s imitation of the
character: the emotions portrayed belong to neither. Abhinava says, “of a
universal form, what is the meaning of similarity and with what?"287
Bhattanayaka, then, takes bfoga to be just pure enjoyment of emotions
stripped of the constraints of being personal or directed to a specific object.
He raises rasa to an entity neither perceived, produced, or manifested,

excluding the possibility of its being a cognition, intensification, and

287 Aph 1, Nagar ed., p. 36. “ sidbiranarJpasys kb bens sidreyiribah”
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reproduction.

Likening the savoring of a resg rasdsvadana, to the mystical joy in
Brahman, Srahmasvadana which is a solid mass of bliss, Nayaka elevates
aesthetic emotions 10 a transcendence beyond any means of perception.
Nayaka proposes, in effect, that the third function of language, b4dvans
raises the relisher out of the ordinary world into transcendence, an
experience of the pure zman which is Brabman.

Having accepted many of Nayaka's critical solutions to the probliem of
aesthetic perception, Abhinava's argument with Nayaka over the phrase,

" rasa na pralyale, nopadyale, na vyajyate.” Rasa is not perceived,
produced or revealed.” Abhinava says, " Z2&r2 pOrvapakso yam
bhaltalol/atapaksanabyugamad eva nabhyypagala iti ladddsapam
anuihanopahalam eva praluiyadivyaklriklas ca samsare ko bhoga it na
vidmah. 28 “In that connection, the opponent's view is not accepted simply
because of non-acceptance of Bhattalollata's view. So its fault is struck down
without arising. We do not know what in the transient world is an

enjoyment different from a perception? 289

288 454 6, Nagar, ed., p. 276.

289 This is a puzeling passage, particularly concerning the phrase "non-accepiance
of Bhattaloliata's view." Who does not accept that view, Abhinava or Niyaka? In any
case, why does Abhinava bring in Lollata’s position at this point, of which we know
through Abhinsva's brief comment that he is the author of the ‘intensification theory.’
As reported, Lofiata’s salient opinion is only that the s242yip, permanent emotion, is
intensified into & %22’ and that this condition is universal. Lolfata’s mistake is to think
that an sesthetic cognition is like any ordinary cognition. But he does make a valuable
point that the sz4dyZos basically exist ip all people and become modified and
intensified by various causes, a point that Abkinava incorparates while characteristically
striking down the opponent’s main view, ie, that a rese is an intensified s2h#yzn, and
that a viewer's own s20#yip is beightened simply by watching a play.
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In the Locana of the Dbvanyaloka 2.4, we find Abhinava giving the
same arguments against Bhattanayaka, in much the same sequence, without
mentioning Lollata and Safikuka. It is noteworthy that Abhinava attempts to
establish that the scheme or structure of aesthetic experience is essentially
the same in drama and poetry.2%0 In the Abhinavabbirali he simply states
that poetry and drama are the same, £avyas ca natyam. 281 His arguments
in the Zocana seem not to have been concretized as yet, and he cites the
opponents’ points of argument without the striking and decisive refutation
that one finds in the Abhinavabbiarati But it is clear that Abhinava means
to argue that rasa is perceived, produced, and manifested (or revealed by
suggestion). He appropriates the notion of vasaza# from Samkhya
psychology and uses it as the basis of sympathetic responses to characters
portrayed because, says he, all people have vasanss as the basis of their

memory and experience. 292 At the same time, the audience must

290~ ypgyavellatsspyam eva t#vad airs serapi” D6EL, VSS 97, p. 197.

291 Abh 6., Nagar ed., p. 288-289. " etad upasapharati--tasmdd iti DFy
A udEyardpdd reskh. yadi vEpityam eve rasith. resasamudiyo bi nityem nilys eva
arrasih, Lkxvye pi nydvaming eva rasal, Edvytribavisaye bi

DI alyatsakalpasamvecgpoasye resodeyn... iens nBlys eva rask 0a joks yaribal.
Lidvyas cs n¥tyam eva " “He sums this up. Prom it: from drama in the form of a
collocation are the rases. Or, if the rases are drama itself, [then] drama is a collocation
of the reses. And the rasegs arein drama alone. A s#s# is alsoin the poem being
dramatically porirayed, for 8 rase arises when an experience like & direct perception
arises, whose scope is & poetic objecl... Therefore, the rases are in the theater alone, not
in the world. This is the meaning. And poetry is just drama.” Abhinava makes this
point in a rather insistent manner.,

292 " rimidicariiam L D& arvasys brdayasspvidilf mabalsibasam. oiravasiod-
viGsiarvic ootasal. yad Iha 13sim aodditvam 3550 pityatvll [Sidesekd/avys-
valbifn¥o apy Dogniery s sorisemstirayar cLrropatvil * i lens pratitis tivad
rasesys SIddbk SE ez rasaodrdpd pratilir vipadyate. " Dbil, 2.4, VSS 97, p. 198-9. For
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simultaneously entertain a beliel and disbelief that the actor is the hero.293
Having refuted Lollata’s theory that a sz43yZn when in conjunction with the
vibhavas, anubhivs, and vyabhicaribhava is intensified into a rasain the
original hero and the actor, Abhinava nevertheless takes up the position that

a permanent emotion is caused and intensified by these bshavasina

Abhinava's references 10 the Fagasiira, see Ingalls et al, irs., n. 41, p. 231.

293 * tesmid anjyativasibiimatam sthiyinam vddisya
vibbavinubbivavybhiciriblil samyujyeminair ayam rimal subbiti smriivileksapi
SLLZYin/ prauipocareigyEsvidergps pralpailir 8ok erird/smbana naty et Reamini
raseh. s2cx ns vyslrikism Fdharam spebsate kip tv spukdryabbinoidbhimate
nariake Fsvidayil¥ simijits ity eidvepmalram adeb. 1608 nalys eva
rasabninubkirysdisy i ke ot . Dbl 2.4,VSS 97, p. 195. The attribution of this
passage seems intentionaity ambiguous. Abhinava seems to begin the passage as his
own opinion, and adds at the end e o'd Zbub. 1 think the reason for this is that
Abhinava has been doing research and has collected various opinions cn rass, but has
not quite made up his mind, which he did in the Abbmevebbirsyi The question
whether the audience perceives the actor, as imitator, as the character, the imitator, or
not, comes up in Satkuka's theory of imitation by perception: the actor imitates the
hero. This imitation is & s265p2n inferred--with the wbAive as the cavse, govbliave as
the effect, and the vyeblicirins as the auxiliaries-- by the audience which in turn
obtains rass, which is an imitation of a stbapzn. (See AbH, Nagar ed., vol. 1, p. 271-2)
" LasmEd betubbir viDLEVEENY D L3rysis cioubbivitmabbil sehecirirdpais cs
VyabLiciriblil praystokriiisiays Lririmair api iathinsbbimany s &nsir
zoubartrsibatvens liigabalaiah pratiyaminsl sthidyi bbavo
DUEBY R AmIAGAIsoILEYY IOUERISpRITPRD. ENULRIrEPRITPRIVAD EVE DEDEDIArEQS
vyapadistorssab. " 1t was Sahikuks who forwarded the idea that afthough this inference
is based on a false middie term, the spectator nevertheless has the conviction that the
hero and the actor are one and the same person by means of 5/ 2
virvddbabuddbissmbhedid aviveaciissamplaveph. The specator does not think at all
about the sctor, whether he is happy, or if he is R&ma, or if he is not happy, or whether
he is Rima or not, or that he is Rima's look-alike. But rather the audience's perception
is that that happy Rama is this {actor]. Abhingva subsequentty destroys this theory of
imitation by perception--that there is any kind of imitation at all. But this point of
Safikuka's argument is well 1aken by Abhinava, namety that aithough the logic of
perception is false, for the audience, the actor is Rama.
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mundane situation. To be contrasted with the vb43va s as normal causes of
real emotion, however, are the dramatic vbA4va s which are, not causes
(£#rapa ), but stimvuli ( uparaedjaka). Only when a spectator is so stimulated
and his/her mind given freely to emotive imaginations, a permanent
emotion reaches the staie of a ras2 as a savored rather than intensified
experience.

In this way, Abhinava is able to pinpoint the difference between emotive
causes in mundane emotions and emotive stimuli in aesthetic emotions, and
can thus furnish an explanation of an aesthetic perception alternative to
Safikuka's theory that an imitative state of mind arises in the audience from
direct cognitions and inferences. Abhinava states, on the contrary, that there
is no imitation at all. Processes of direct cognition and inference call up trace
impressions that are the same in normal and .aesthetic responses. In the
former, cognitive objects are causes preducing direct emotional effects; in the
fatter, they are stimuli that evoke emotive imaginations.

Ananda’s thoughts on the nature of res# as the soul of poetry has been
treated in chapter four. Only relevant points concerning its aesthetic status
will be emphasized here. The author of the Dbveanyilofs thinks of an
aesthetic sentiment in the old-fashioned way of Dapdin and Lollata: a
rass, an intensified state of the sz&dyin, 294 is the soul of suggestion

294 Ingalis et al, trs., pp. 16-19, 113 nl1. Ananda ipdeed conceives of an emotional
communication from the poet 1o the audience through poetry. On this matter, Ingalls
writes, "Ananda concelves this r#s# 1o ebide in the character invented by the poet or in
the poet himself, as well as in the audience. As for the first: “The speaker may be the
poet or a character invented by the poet. If the latter, he may be devoid of rase and
boEve, or he may be possessed of rass and bhdve” (3.6g4). Asfor th poet bimself, it
is when he is under such a heightened state of emotion as rese that he becomes capable
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( divanr). Thus, it is stated in 267 2.3:

A rass, bhava, rasabhiasa, bhavabhasa, bhavaprasanli, etc, appearing as
a predominant element and [so] constituting the soul of dAvan; are
assigned to the non-sequential type.

and in the wruu:

For the suggested sense, such as a r4ss, etc, is apprehended nearly at
the same time as we apprehend the literal meaning. When it
predominates, that is the soul of suggestion.293

By extension, rasi being the soul of suggestion which is the soul of
poetry, is the soul of poetry; and since the suggested meaning is perceived
(pratiyamina), by extension, rasa which is the soul of suggestion ought to

be perceived in the same way. This perception is obviously not a sensory

of writing the suggestive poetry that will transfer this reseto his hearers. The process
is illustrated by the story of the first poet, Valmiki who was so saddened by the wailing
of the curiew bird who had lost its mate that Vilmiki's grief ( safs, the basic emotion)
was transformed into the tragic rese of the Rimdyape (A5v. 1.5 Land 4). The notion
of Abhinava that Vaimiki ruminated on the determinants and consequents of the bird's
bereavement and so developed his rese in the scriptural way strikes me as an addition
quite foreign to the view of Ananda.

In most cases, of course, Ananda’s ress is indeed produced in the scriptural way by
the poetic use of determinants and consequents. The examples of this use, as in the
verse of Amaru quoted sbove, are fegion throughout the book. [ wish to emphasize,
however, that Anznda's sense of ras¢ has none of the aesthetic removal, the
impersonalily and generalization, which we shall see Abhinava give to the term.” Ingalis
et al, trs, intro. p. 18-19. That Abhinava also thinks that this is Ananda’s view is shown
in Abb, NS 6.38," tavir bi simdjkstulya eva. 1ais evakism ' Agiri cet bavib" ity
ingodaciryeps” Nagar ed., vol 1, p. 262. The verse is from 267 3.42 comparing the
poet to Prajapati. See also chapter 4 of this dissertation.

295 6 2.34 and vrez; Ingalls et al, trs, p. 214.
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one, for Ananda describes it figuratively: in contrast to the perception of the
body--sound and sense together--of poetry likened to the faultiess limbs,
the perception of the souli is like sensing the charm of a woman over and
above her physical body and ornaments, which charm is nectar in the eye of
the beholder. It is to be thought that a r#sg the soul of dAvazny is
perceived in the same way without another extraordinary mental or
linguistic function. In the fourth vddyofa, Ananda, who has prescribed the
addition of a ninth rasz of peace to Bharata's set of eight, implies that the
highest sublimity of poetry suggests mofsz: poetry in its greatest moment
leads us to intimations of the eternal and divine. By this, of course, he does
not mear that the aesthetic experience itself leads to mzoksg or that it is
mystical, but that the rass s in themselves are extraordinary experiences,
unlike the mundane experiences of ordinary life.2%6

In the saying that ras# is not perceived, produced, or manifested,
Nayaka takes it beyond the realm of ordinary to that of a mystical
experience. Abhinava says no: r#s# is a real experience because it is
perceived, produced, and manifested (not as a potential actualized but as a
mental phenomenon, #544s4 ), but it is far above any normal experience
because of the difference in the means and cooperating cause, as well as the
goal, of its arousal. The older theories of Lollata and Sahkuka, by way of
refutation, are cited so as to show Abhinava's formulation of the problems.

Explanations of the rasz s in the Zocana confirm that of the
Abbinavabharati differing only in the manner in which the texts being
commented allow discussions pertinent to the topics. 1n the Locana, rasa is

296 See Tubb, "Santarasa in the AMzsdbharsis.”
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discussed mainly from the perspective of language theories, and in the
Abbinavabharali in the context of theatrical psychology. In both, Abhinava
states repeatedly that the act of tasting { r2sen#) is physicaily produced
(2ispatts) by the vibbivas and so on. This act of tasting is not an operation
of a valid means of knowledge ( pramipavyipira ) nor of a grammatical
subject ( £arakavyapira ), but rather of a subjective feeling. An aesthetic
sentiment is not an object of cognition. An aesthetic tasting may in the
broadest sense be called a kind of cognition, but not an ordinary cognition
because its means are different and its object, resg is also extraordinary.

Abhinava explains,

[Objection] Thus rasz would be an uncognizable object ( 2orzmeya ). So
it ought to be correct because, consisting solely of being tasted, it is not an
object of cognition in nature. Then how is it that in the sitrg lit is said]

“production ( 2/spart/)?" This [production] is not of a r#sg but rather of
the tasting ( r2san# ) of which a rasz is the object. But by its
‘production,’ if it is said, ‘production of a rasg which has that [tasting] as
its basis,’ there is no fault in that. And this tasting is not an operation of
valid knowledge nor of grammatical case relations. In itself it is not
vnvalid ( 2pramapika ) because it is proven by one's own perception.
Tasting is just awareness in form { bodhardpa ), but only different from
other worldly awarenesses because its means, such as the vzib42va, and
so on, are different from worldly [means]. Therefore, because tasting is
produced from the conjunction with the vibA#va and soon, a ri#sg is an
object beyond the world whose range [of perception] is this kind of
tasting. This is the meaning of the sdtra 297

297 4p4 6, Nagar ed., p. 283. "nanv evanm raso prameyah sydd evan... rasa ili
illperysm s0lrasys ” 1n other words, & rase is what Descartes calls a secondary
quality, not existing in an empirical object but in a person's sensory experience and
subjective judgement of it, like a sweet taste,
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The hero: who is Rama?

A question asked by Abhinava, which Nayaka neglects as a result of his
assumption that poetic language can simply generate 544ves in the
audience, is what is the nature of the original character portrayed; and if the
actor imitates the hero, what sort of sensory perceptions and emotional
experiences occur in a spectator who thereby relishes a r#sg First, in the
consideration of the original hero, the theory of rassdfivans gives scope to
greater vividness through its evocative language. It assumes that poetic
language does not convey universals, nor does it universalize our emotional
attitude. Just the opposite, rasadfvan/ conveys details of personal feelings
in peripheral descriptions that suggest the essence of the matter. Take, for
example, Rima in a verse quoted in 242 2.1, in which the literal meaning is
shifted ( artbantarasaikramitavacya ).

White herons circle against dark clouds

that paint the sky with their wet lustre.

Winds carry the small rain.

The peacocks, friends of the clouds, cry out with joy.
Let all this be: my heart his hard;

I am Rama and can bear it all.

But Vaidehi, how will she live?

Alas, my queen, alas, be brave!|298

Ananda says, "In this verse the [suggestive] word [whose sense is shifted]

is "Rdma.” By this word we understand Rama as developed into various

298 57 2.1, Ingalls et al,, trs., p. 204. VSS 97, p. 177.
" snipdbnasyimalakEnlilipiaviyato veliadbalEE§ ghand/ vildh Skaripal payodesulrdim
Engndakekdh Lalih/ kimat 22nly Grdbam Eatharslrdeyo rimosmi servam sebe/
varcdelss te £atbam bhavisyali bebi bi devi dbid bhava//.”
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suggested qualities, not simply as the possessor of the name."2%% Abhinava
glosses the verse in a wonderfully tender way that shows his thoughts of
Rama as a real person. The hero is overcome by feelings that are in
sympathy with his lover who has shared so many experiences of iove and
separation in exile. Ingalls' translation conveys Abhinava's own vivid and

empathetic visualization of the passage. I quote a long passage,

... the sky is covered by clouds of just such a brilliance. "Clouds that are
veliad-balzkah, " that is, in which the herons, a species of white bird, are
vellat: the word means "conspicuous” ( virmbbamana ), sc., because of

the contrast [of their white bodies with the black clouds], and "flying

about” ( ca/az ), sc., because of their joy [at being with their friends, the
clouds]. And so the sky is painful to loook at [since it reminds one of days
of love]. All the directions are also hard to bear. The use of the plural in

"winds" shows that they blow from all directions; and by their releasing

small drops of water it is suggested that they are blowing very gently

[and thus linger over one's body and make one all the more love-sick].

Well then, perhaps Rama should enter a cave somewhere and stay there

for the duration of the rainy season. With this in mind, the poet says that

the clouds have their friends (or helpers) among whom are the peacocks
who produce out of joy sweet sounds that resemble the szdjz note and
become reminders of that whoie unbearable scene of the clouds. On their
own as well, these sounds are quite unbearabie. This is what is meant.

In this way Rama, whose feeling of love in separation has been aroused

by stimulating factors ( uddjpanavibbiva s), knowing that these

determinants of emotion ( vz644va s) will be shared [by Sita), since love is
based on mutual feeling, from here on in the poem conjures up his
beloved in his heart. First he reports on himself: “Let this be." Jrdbam
means "exceedingly.” The word "hard-hearted" ( £athora-brdaya ) gives
scope to the particular suggestion that is achieved through the word

Rama and its literal sense.... Otherwise, how would the word Rama not

suggest other meanings connected with other qualities, e.g., the fact that

he was born in the family of Dasaratha, that he was the object of

299 [ngalls et al, trs., p. 204.




180

Kausalya's love, the deeds of his childhood, and the acquisition of Sita?
Asmi means: "I am the self-same person [who has undergone all these
sorrowsl." Bhavisyat/ expresses action in general, so the meaning is:
What wiii shie o7 It can also be taken in the sense that "her very being
is impossible” [i.e., she will kill herself, or die of a broken heart]. In this
way by a succession of memory, name [sc., “Vaidehi’], and speculation [sc.,
“what will happen to her?"], he has conjured up his beloved from his
heart into being present before him. To her, as her heart is about to
break, he says with agitation, "Alas, my queen, alas, be brave!" The word
"queen” suggests that fortitude will be the proper response.

By this: that is, by the word Rama, the literal sense of which is not
strictly useful here [to the idea intended]. The suggestions of other
properties, which suggestions form the purpose [for shifting from the
literal to the secondary meaning] are endless; for example, his
banishment from the kingdom, etc. And since these suggestions are
countless, they cannot be conveyed [simuitaneously] by means of the
denotative function of words. Even if these innumerable suggested
properties were to be conveyed [by denotation] one by one, since they
will not be had in single act of cognition, they will not be the source of a
wondrous aesthetic experience and hence they will not give rise to great
beauty. But if these properties are suggested, they will assume countless
forms ( £/m £/m rdpam na sainate ) because in the suggestion their
separateness will not be clearly perceived. In this way they will become
the source of a strikingly beautiful aesthetic pleasure that is analogous to
the flavor of a wonderful drink, or cake, or sweet confection [where the
individual ingredients cannot be separately tasted but yet add to the
flavor of the final product]. 300

This long passage illustrates the force of suggestive ianguage in poetry on
the imagination, of Vaimiki who wrote it, of Ananda in citing it, of Abhinava
in commenting on it, and of Ingalls who translates it. There is no
"universalization” of emotion, in the sense that Nayaka intends, which is to

say that one would be pained if he/she perceived compassion in himself;

300 pngalls et al, trs., p. 205-6.
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that Sita is not a vzbAava relative to oneself; that the stories of the gods are
not suitable to be universal among humans; that no one has ever perceived
Rama so as to remember what he is like; that when peopie perceive Raima
through testimonies (i.e. scripture) and inference, and so on, it is not proper
to say that they possess rasz s, as if [they have gained this experience]
through direct perception.301 Therefore, the emotional stance taken toward
the hero and heroine can only be a generality, but this emotion is
nevertheless aesthetically sublime when relished in the soul through the tri-
partite functions of poetic language.

On the contrary, Abhinava and Ingalls, in commenting and translating,
put themselves in the feelings of a real person, Rama, in spit~ of the fact that
neither has known what Rama was like as a real person. Abhinava describes
Rama's feelings, as an individual's, through Abhinava's own visualization and
imagination. In contrast, he says, no vivid feelings arise about Rama
described by the mabavakya s of scripture which holds him up as a moral
exemplar; but in drama and poetry, being is like a direct perception, we
know from our own imagination and empathy such emotional accounts that
make moral consequences of actions absolutely and brilliantly vivid in our
hearts. It is in this way that drama and poetry penetrate the heart of a
sabrdaya. 302

301 4pp Nagar ed., p.275. " raso ns pravyate. nolpadysie. oRbLIvys/ysle.
SVAgRIRTVEDS Lf pRrifisu Zrrupe dubkbivam sydl. na ca sd praltitlr yukis Sitdcer
aVIDARVEIVEY SvakEnlismriyesamvedenil cevalidsy sEdhiranik ar&piyogyeivat
samudraladghankder asidbirapdl. & ca 18avelo rdmasys sorill. L0Upa/sbdharval,
08 C8 S8OIENUmENELDLY-L IRIpralitay Jokasys serassld prayukis pratyaksid iva.”

302 454 1, Nagar ed., vol. 1, p. 35, “£dveyesy ap/ brdays eva Lival
ST AranibhEvD VIDARVEAINAD /I8l [alrdp/ Kaibdmiire sE#dbErapibbAves sambhavati
yady aps (8ib68pf evam ye furvanl/ lesim elsd bhaval it/
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Who is Rama with whom everyone empathizes without having known
him? The topic of the relation between a character and the actor seems to
have been well researched by Abhinava, who mentions z28zydcarya (s)3°3
concerning this topic. If as Safikuka says, he is the character imitated,
Abhinava asks, what does it mean to imitate? If an actor simply follows
someone’s actions, he is miming or caricaturing. If the actor imitates Rama
‘who weeps as I am weeping,” he himself enters in between. The actor is
‘re-creating’ Rama through his own emotions and imaginative construction,
and that involves b43va s as states of mind, aizfavriis 304

In the passage quoted above, Abhinava treats the poem like a drama:

within the scene created by the vddipanavibiavas of clouds, the darkening

VIRV RVEGr20/enaliseyZbbavEn ne oittavriler nirgsysgelg bbevsL ™ "Bven in poems, {0

begin with, the wbsdvs and o on, acquire a universal state in the heart itself. in the
poems as well, even if universalization arises in the telling alone, even 3o, because such a
statement as, “This happens 1o those who do thus,” lacks an excellence of stimulation, the
mind does not become convinced.”

303 454 6,Nagar ed,, vol 1, p. 290. " Sriedbukbas tv @b2.. foke prakriib rasem
DISPEIRYIUY. Oviliyapekso nilyEcEyRbliprelstik sipusareps.. -

304 455 6, Nagar ed., vol. 1, p. 274. “pas cip/ natasyeiibam pratipailil ramam
Lecoiavrilim vioukaromy it sadrsakarzpam Li I8vad aoukarspem
anyprlabdlbaprakriiod na sekyem Lartum. alhe pascitbarananm sanukarspam taf loke
Py aouksrapitmsatitiprasakis, atba na niysiasye £asyscd spukiral api
tintamaprakrieh sokam anukaroli tarki kepeli ciotyam. s tdvac chatens iasys
ladabbavit na citupilidins sof asyioukaral ladvaiaksapyid ityuklan. iyat tu syit-
-ulizmaprakrier ye sokIoubbivih (in anukaromiti alrapi £asyoltamaprakrics
yasya Essys oid ili cet so pr visistatdm ving £atbam buddlhydveropayitum sakyeb. ya
evam roditils cet svitmipl madhye nalasyinupravisia il gelifo aukaryznukerlrbfival,
Kihcs paral Siksivasst svaviblhivasmarapic ollavrilissdbirapibbavens
Lrogyasamvidat kevalem apubbavan pradarsayen. Livyam
upscitak ik uprabliriyupaskireps pstbamscestats ity etivanmiire sy pratitir natv
anukiram vedaysrte, "
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light and brilliant clouds of a stormy sky, the birds fluttering about with
their shrill cries, Rama himself is emotionally affected and effected. Such a
Rama, confused and agitated by the sights, conjures up the feelings of Sita
and becomes all the more distraught. In reading the poem, no reader thinks
that he/she is Rama and feels saddened by the separation, although he/she
must have personally experienced such a sadness. On the other hand,
without a vivid perception that Rama is really experiencing these pains of
separation in this particular way, neither would a reader feel in himself the
beauty and mood conveyed by the poem. The reader can get to the rasg, the
emotional experience, only by feeling what Rama feels, recreating not his
own feelings but Rama's feelings through his own. Here, again, there is no
Rama, no Sita, no herons and rainclouds--just the words and the reader.
Determining the nature of a "dramatic character” is an important step
leading to Abhinava's statement that drama, and poetry, is a re-telling, or a
re-creation, anukirians, and not an imitation, gnukaraps. This statement
implies a categorical distinction between imaginative reconstruction and
imitative reproduction, as well as a genre-distinction between scripture,
historical narrative, and literature. These implications support what
Abhinava seeks to confirm all along regarding rassdhvarn;, namely, that the
suggestive function of language is the necessary and particular means to the
end of literature, namely rasa. Events and personalities in scripture and
history may be construed as 'paradigmatic’ or factual,’ and are to be ‘acted
after,’ but not so in literature. It is a mistake in this case to think of Rama
as a historical or scriptural person. The reality of Rama in literature depends

always on being created, either through the razsz-filled poet who uses his



184

own experiences to portray the character,305 or the actor who acts the role
through the memory of his own emotional stimuli and making his mental
states universal, 306 and the spectators who bring their own emotional and
memory traces into re-creating the feelings of the characters.

The suggestive function of language alone, with its multivalent power to
trigger a flood of images, operating together with the psychological substrata
of consciousness, can arouse this sort of imaginative creations in the
sympathetic audience. In this sense, indeed, the permanent emotions
become rasas ( sthiyino rasatvam gpnuvants). a basic emotion colored by
those sparkling beads of transient emotions, re-constituted after the words
of a poem now come to life in the actors, is the dish with its various spices,
whose flavor is enjoyed by the sa4rdaya Abhinava refutes Loilata but
takes note of the latter’s essential idea that a r2s2 arises from the
conjunction of the wbA4va, etc., with a permanent emotion. 307 In
establishing his own argument for the raszdfvans against Bhattanayaka's

bhavang, to the effect that a rasa is perceived, produced, and revealed,

305 464 6, Nagar ed, vol 1, p.292. " bavigatasidhirandhitasanviomilescs
Livyspurassaro patavyipiral” "The aclor's action, preceded by poetry, is rooted in the
universalized consciousness ( s2237d) in the poet.” See also, p. 300. ” £avir &7
fevkikarativisengnuviddas iathi vibhavidin baral nityam cinvbbivio yaiubs
ratyssviddeal sridgiro bhavaliii” "For the poet pierced by the trace impressions of
worldly fove brings about the »b4#vas, and 30 on, the dramsa, and soubfidvas, so that
the erotic, which is the relishing of fove, comes into being.”

306 454 6, Nagar ed,, Vol. 1, p. 274. "4 ca SsAVAsiL svavibbivasmarapic
OUAVTIUSTABRrapibLRVEns LrasyisemvVEdit Kevalem apubbdvin prederssyan tivyam
Upecilak Zkuprebhrtyupasklrens palbams cesiala ity eldvaomilre sys pralilir ng v
anukirs vedeyate. *

307 4bs 6.23, Nager ed,, vol, |, p. 271. " vibbividibhib samyago Fibit sthdyines
1870 rasanispaiith ©
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Abhinava first demonstrates distinct psychological similarities and
differences between real and aesthetic emotions.

Psychology of aesthetic experience

That Abhinava should entertain any part of Lollata's view seems
incongruous3%8 until one reconsiders the psycholcgical structure of the
bhava s prescribed by Bharata, with which Lollata explains the vzpaiti of

the rasa. The Natyasastra 6.31-33 commence to explain how a rgsg arises:

In that connection we will explain the r#sz s now to begin with,

Because but for a r2sg there is no purpose whatsoever.

In this regard, rasz arises from a conjunction of vbhava,
2oubbava, and vyabbicaribbava.

Just as gourmets, as they eat, savor the food provided with
many spices that are added to ( yuze ) many ingredients,

Just so, wise men mentally savor the permanent emotions which
are connected with the dramatic portrayal of emotions
(bhavablinsya). Therefore they are taught as "dramatic
rasas."309

In the prose section after verse 31, Bharata makes the well-known
comparison between a gracious person's ( sumana purusa ) relishing of food
created by a mixture of various spices ( vyadjana ), to a gracious spectator’s
{sumani preksaka ) relishing of an aesthetic r@sz in which the vib4avs,

308 Actually, it is not glaringly incongruous since we see that Abhinava cites these
views because they are all somehow relevant 10 his own, and because he has devoted
some thought as to how they might have helped 1o furnish a complete and correct
explanation of the psychology of the aesthetic process.

309 AX' Nagar ed., vol 1, p. 271, pp. 270-271.
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anubhiava, and vyabhicarin, are combined. When asked what sort of thing
is a rasa, Bharata is by no means clear. For example, in verse 6.33 he says
that conoisseurs mentally savor stAgyzn s which are connected with acting
out the Ahava s (or which are tied together in acting out the bA4vas), and
therefore they are remembered, or taught, as dramatic r2s2s. A prose
passage asks: "Here, does he say the enjoyment of bshavas comes from the
rasas, or that of rasas from the 5Aavas?"310 The answer is that only the
latter statement is true, and the converse is false, “because it is seen that
from the AAava s there is an enjoyment of the rgsz s, but not from the

rasas [is there an enjoyment of the b44vas] 31!

Verses 6.34-37 state in different ways that "in this way the s42vas
together with [kinds of] acting cause raszs to come into being."312 Verse 37
indicates mutual infuences between rasas and bbavas: "In this way, the
bbivas and the rasas bring one another into being."313 The introductory

passage to the descriptive definitions of the rasas says,

Now we will explain the enumeration of the characteristics of those things
joined with consequents ( 2zubsiva ), causes ( vibAava ), and transient
emotions ( vyabticirin ). And we will lead the permanent emotions up to
becoming the rasss314

310 444 Nagar ed., vol. 1, p. 290. " strihe Lim rasebhya bbivinim abbinirvriti
utdbo bhiveblyo rasindm iti "

311 Ax' 6 intro. 10 6.34-38, Nagar ed., vol. 1, p. 290, GOS 36, p. 293. " areyate &/
bb&Evebbyo rasindm abbipirvrilr na W rasebiye”

312 N%'6.3S, Nagar ed., vol. 1, p 291. " evam bLAVE bLAVEy Lol raskn sbAInSySll
etba "

313 A% 37, Nagar ed, vol. 1, p. 291. " evem bssdvErasims ca bbivayanti
paraspsram.”

314 A% Nagar ed., vol. 1, p. 297." idinim anubhdvavibhivavyabhicirissm-




187

which indicates rather that the suhgyibhava s are led to become rasas.
Another passage contains the same idea that sz43yzn s reach the state of
rasa, " sthayibhivah rasatvam dpnuvants 315

This is the ‘old’ theory of intensification, in fact, that Dapdin knew and
that Lollata used. Abhinava partially accepts that péychologically a main,
permanent emotion, is connected with the 544v2 s, but this connection in
itself is not an aesthetic process leading to a s2s2 An aesthetic sentiment
occurs by means of the suggestive language between the poet, actor, and
audience. Bhattandyaka does not admit the intensification process because,
being a ritualist, he recognizes only a direct causal relation between sensory
stimuli that are productive of knowledge through a mind-soul contact.
Furthermore, Mimamsakas do not admit psychological theories, particularly
of the vasan s that are used by idealist philosophers to explain subjective
factors in thougii-production. In keeping with the language theory in which
sabdibhavand effects a sentence meaning and ZrZebhavana effects a
higher meaning in the form of a desire to perform ritual actions, the poetic
language theory says that upon understanding two levels of meaning, the
audience is transformed into a higher state of consciousness through a verbal
efficacy, the bhavakarva that renders the stimuli--the well-ornamented
abhidha and dramatic portrayals--into universal elements of b42vas.

Abhinava not only subscribes to theories of the various bs42va s but he

makes the sz62yin of the sentiment of peace ( sdntarasa ) the self,

yuktinim laksapanirdersgoiny abbivysLhydsyimal. sthayibbavims ca rasaivam
ypanesyimab,”
315 Ax'7.7, Nagar ed., vol. 1, p. 343.
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dtman. 3'S Commenting on the NVazyas@stra, he follows closely the mutual
influences of HA4Zva s and rasa s as described by Bharata and comes to the
position that s7dharapikarans can be explained only through a theory of
suggestion. A communication by means of suggestion, in Abhinava's
interpretation, implies a psychological structure of common types of
emotions and trace impressions that makes the process of vniversalization
possible. In this sense, when analyzing, after Bhattatauta, the theory that an
actor imitates the sz4dyin of the character, Abhinava says that it is
impossible to imitate a specific emotion but the actor can only retell or re-
create a common type from his own experiences and imagination.3!7 In the
same way Ananda has stated in the fourth chapter of ihe Qbvanyidloka that
the poet, although constrained by generic types of themes, must strive to
create a vividly detailed, individual expressions out of his own imagination.
As mentioned above, Bharata (or, the A at any rate) seems to say that
bhiva s are productive of raszs, and not the reverse. 318 And when he
says that rasas arise from the conjunction of the sthzyins with vibhavas,
anubhiavas, and vyabhiciribhivas319 the first two are well known as

316 455 6, Nagar ed., vol. 1, p. 331. "4as larfy sire sbavi..” tendtmaive
Jizngpandadivisuddhsdharmayogi perikalpriavissyoparigarabilo ira stbayi™
“Therefore, in this [ rase of peacel the s223yin devoid of tinges of constructed sense-
objects, possessing pure gqualities of knowledge, bliss, and so on, is just the seff.”

317 455 1,Nagar ed., val 1, p. 35-36. "4 5/ pato rimasadrsem svitmensh satem
Rarol 22rvetligive tasys IalrdbbiviL... aoubhEvims (v keroli £in Ly SA/RLiy&E0 eve D&
tu lalssdrsin. " "The actor does not effect his own grief, which is like Rima's, because it
[his own grief] is completely absent in him... But he makes a [dramatic] emotional effect,
but they are rather of the same generic type, but not fike it [ie., Rima's grief].”

318 A5 6.46, Nagar ed., vol. 1, p. 297. sdkeim aoubhivavibhivavysbhbiciri-
sapyukidpim 2k sapanirdesaniny sbovy LAy ssyimah, sthayrbhavams cs rasatvam
vopanesyEmal,



189

ordinary conditions in the world and they follow after the ways of the
world.320 The sthdyin, vyabbicarin, and sdttvikas, altogether forty-nine
in number, are mental states ( @Zzavrz£7' ) which are causes of the
manifestations of the poetic rasas 32! The latter two b43vas, according to
Abhinava, are solely inert ( ef#dnzajadasvabhivah ) and ought not to be

designated by the name bA3va 322

319 A% 6.32, Nagar, ed., vol. 1, p. 271. " na ki raséd rie £as oid sribab pravertale.
281r3 VIbARVANUDLEVEVY ADLICArISamyOgad rasenispatitl. "

320 xx7.6, Nagar ed., vol. 1, p. 342, " fokasvabbivassmsiddba
fotayRtranugimnal/ anubhavy vibARVEs ca jieyas v ablimaye budbaib. "

321 w5 76,vol. |,p. 342. " zatrdstau DbAVAD sthayingh. Irayastrimsad-
VVabAICAringl. asisy sAIUVIKE iti bhedalh. evam ele KEvyarassblivyakiibeiava
ekongpadcisadbhival pralyavaganiavyal. ebhyas ca sSEmanyeunsyogens rasé
nispadyante.” According to this passage, and Abhinava's comment (See n. 70 below),
the p4Zvas which Abhinava calls ‘mental states’ are the forty-nine included in three
main divisions, sz8dyin, vyabhicdrin, and sdnviks. Abhinava, in the passage cited
betow (n. 70), following the A% in saying that the wb£Zvgs--such as the seasons and
garlands--and zaub84va s--external [symptoms] such as tears--are known in and follow
the ways of the world, says that these two 5£2v4s ought not 10 be termed L£3v43
because they are absolutely insentient, i.e. not «ZZgvriiis.

322 4p4 7, introduction, Nagar ed., vol. 1, p. 337. "bhavesabdens tivac
QRUAVTIIVISesT eva VIvVaksilah. (8187 ca ekonapadcasals bhavaib iy 3dav Lan
Evopassmbarisyal. lesdm Iu yogyelavesad yatkayogam sib3yisameari-
vibhavanubhavardpals sembhavanti ye v ele flumalyadsyo vibhavi bakyas ca
Daspaprabbriayo nubhEva ekantafadosvabiival e ng Hhavesabdsvyspadesyil”
Abhinava most probably bases this opinion on the introductory prose passage of chapler
seven, (Nagar ed., p. 341-342). " Zatra vibhavanubavay fokaprasiddhay.

SOk 8SVADEVERURALAIVEC CF Layar [aksanam nocyste lprassiganivriyartham. bhavali
cqlra Slok ah--fokasvabpavasamsiddhs lok ayatrangdminall/ anubhava vibhavas ca
/leyas tv gbhinaye budbarh//" “Among them, the vivhavas and aaubhives are well
known in the world, and because they conform to the nature of the world, their
characteristics are not mentioned in order to check prolixity. And in this connection
there is the verse, But the znubhévas and vibhives oubht 10 be known by the wise as
very well known in {their] nature in the world, conforming 1o the ways of the world.” In
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Among the forty-nine bhava s-- sthayin, vyvabhicirin, and sitiviks
which are states of mind ( a#Zavritr)--the permanent emotion is likened to a
king attended by the vibhavae anubbava and vyabhicaribhiava s, existing in
it as qualities.323 Just as men who are like others in having the same limbs
become kings because they are noble, moral, learned, and discerning in
deeds and the arts, just so, because their substratum ( Zsray# ) is great,
sthayin s become rasas. And the vyabhiciriv s are the attendants of the
king (szhdyin ). Bharata speaks of the forty-nine 544va s together as causes
that manifest the poetic ras25.324 In another place, /S’ 6.38, Bharata uses

still another metaphor to explain the relations between rasgs and bhivas:

Just as from a seed a tree should come into existence, a flower from
the tree, and likewise a fruit [from the flower],

Just so all rasas are the root, and on them the b42va s are
arranged ( vyavastbitah ).'325

this prose passage, the divisions of the A5#ves consist of eight szhgpins, thirty-three
vyabhicerin s, and eight s#7zvifas, altogether comprising forty-nine Af#vas which are
the causes of revealing the poetic reses. The rasgs are originated from these through
the use of generic qualities. " Zatrfstay boIvEh stbiyinal Irayalrimsadvysbhicerinsl
RSIAY SEIIVIEE 1t bbedih evem ele Eavyerssibhivyakiibelave ekonspadcesedbhaval
pratyaviganlavyih. eblbyas ci siminysgupayagens rasi nispadyenie.”

323 A% 7,Nagar ed., vol. |, p. 343, " palbi bi seminaleksapds
LUl SpRPIPIAOIRIRIRI L 7Y SRIDANAAZAPIRIVRIZE 308 purusil £ ulsLdavidyikarmasiips-
VicaksapRIvad rajsivam Spnuvenli ISlrave canye pabuddhayas 1esim eViBUCRIE
Dbhavanli (a1ha vibbavRnubhavavyrbhiciripad stbiyibAdvin Upisits bhavanli
DOEvEsraynIvit svamibhOtah sthiyino DAFvES. 180Vl SLARDIYSpUrySaARUNILATLE &nye
Dhivis tan gupatayasrayente sIbIyibAave rasstvem pauvenli perijanebhatd
vyabhfciripo bhiavih "

324 px¢7.6,Nagar ed, vol. 1, p. 342. "evam ele kivyarasibhivyatiibelava
ekongpascisad bOHEvED pratyaviganiavyil. ebliyas ca simiZoyagupRyasens rasi
nispadysie” See 1. 69 above.

325 Ax 6.38, Nagar ed., vol. 1, p. 292. * pazbi bijad bbaved vrkso vrksit puspam
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Abhinava's comment is as follows:

Just as a seed stands as the basis of the tree, just so are the raszs; and
they ought to be explained as a development (or growth) ( vywiparts)
preceded by a joy rooted in it [a r#s2], and so on. An actor’s activity,
preceded by poetry, is rooted in the universalized szmv7d in the poet.
This samvid is in reality ( paramartbato) rasa. And the idea that the
audience, overcome by its [ 7as2 's] joy, perceives the vbA3va, and so on,
through a subsequent analytical knowledge ( pascadapoddbara-
buddbya)326 is for the benefit as regards the theater, poetry, and the
insight of the audience. Thus, in this way, a r#s4 in the poet, standing in
the place of a seed, is the root. For the poet is exactly equal to the
audience. For this very reason, the teacher Anandavardhana has said, “If
a poet has the Erotic (7457 )..." (247 3.42) In this sense, a flower, etc.,
stands for the activities of an actor, such as acting, etc., and the fruit
stands for the audience’s relishing of the ras#s. Therefore, everything
really consists of rasa "327

Abhinava interprets Ananda as saying that in composing a literary work,
if the poet possesses the aesthetic emotion, that rasz is conveyed to the
audience who thus also becomes rasi#2 Ananda views a rasa in the old-

fashioned way, i, that an intensification of a sZ42y/z in bringing about the

phalap yatbi/ ra18& milam rasih sgrve lebfiyo bLEVE vyavastbitah/ /"

326 The term ' apoddbirabuddbyd” seems somewhat out of place and therefore its
meaning difficult to determine, I venture that Abhinava is using Bhartrhari's techninicat
term to imply that the joy of rase is, as Abhinava says, a solid, single mass of bligs. It is
perceived as a whoie in an intuition, like the sentence meaning, v&y&ribs; and its
analytical parts are Iater separated in a critical analysis, just as a septence is later
parsed in a grammatical anafysis.

327 Apt 6, Nagar ed., vol. i, p. 292. * bijem yathi vrksamilarvens SUiita (8167
rasgh..len8 rasemeysn eva visvam,
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rasa in the poet and the character. 328 Lollata's theory of intensification of
the sthdyin proposes that the stimuli, vibfAava, anubhiva and
vyabhicaribhdva, heighten the basic emotion into an aesthetic emotion, and
that this condition occurs in the character and in the actor. The difference
between a rasa and a sZbdyin is a matter of degree, and by extension the
spectator, in experiencing the vzb44va, etc., is emotionally keyed to a higher
pitch of the rzsa According to the passage above, Abhinava also perceives
that Ananda is of the same opinion, namely that r#s2 is a heightened
sthdyin and that it can exist in the poet, character, and the audience.329
The passage shows that Abhinava interprets Ananda's 247 3.42 (that a poet
is god in his domain) to mean exactly that a poet's r2s# is the seed and root
that develops into the actor’s acting and the audience’s aesthetic sentiment:
the poet, the actor, and the audience are the same because they are of the
same emotive substance. This is also the identity he alludes to in 243 1.6,
" yad vklam asmadupadliyiyabhatiataviena niayakasya kavel srotuf
samano nubhavas latal 1t " as he explicates the meaning of pratibhi

Sadharapitarapa

In proposing his own version of s#dfarapiXarapas and solving the
problem of svagalaparagalziva in a different way from Bhattanayaka's,
Abhinava derives a notion of aesthetic psychology from Saiva philosophical
notions of perceptions and knowledge, combined with Bharata's teachings

concerning the art of the theater. The Nztyasasira itself does not consider

328 1ngalts points out that Bhattalollata has added 's263yinas’ which some critics do
not accept since rase can only occur in the audience, but Ananda did not limit rese in
this way. Ingalis et al, 264 trs., p. 16, n23.

329 Ingatls et al, 25 trs., introduction, p. 18.
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psychological factors of visanz memory, etc,339 but Abhinava liberally
bases the structure of aesthtic perception on Samkhya psychology. The
Natyasdsira uses stock imageries in Sanskrit literature, such as of the king
and his retinue or the seed and branches of the tree, Abhinava speaks of
impressions deposited in endless lives that condition mental states, memory
of one’s own experiences, clear crystal or mirror of the mind, chains of
effects of emotion; he makes personal observations about human nature in
describing transitions of one mental state into another.331

In Abhinava's terms, basic emotions are a permanent part of each
person’s emotional life which necessarily colors his perceptions. The
FYogasidtra describes consciousness as a crystal that is highly susceptible to
taking up reflections of objects through sensory perceptions, which
reflections are conditioned by innate trace-impressions in the psychic life.

The yogic meditation is aimed toward a complete reduction of sensory

330 Anhough it makes a distinction between wibbive and aoubhéve which are
material things and qualities in the external world, and szb@yin, vyebbicirio, and
a1 vike which are ofzavrisyab See introduction, A 7, on the bbévaes.

331 See, for example, 454 6, Nagar ed., vol. 1, p. 280, where Abhinava makes the
observation that when they relish the consciousness which is a single mass of sorrow,
women's hearts are reposed. Or, in the paragraph immedietely following, noble
characters are not given to so much faughter as the iowly types. 1n the paragraph below
that (p. 281) Abhinava describes how one emotion is mixed with and give rise to
snother. The most pervasive emotion is sexual pleasure. The separation from the
desired object gives rise 10 anger. When a person is angry but powerless, fear arises. As
he is fearful but desiring still to win, he becomes amazed upon seeing what he should do
and wents 1o flee. Abhinava sums up, “For there exists no living being in whom the
trace impressions of these mental states are completely absent. Only any one person has
more or fess of any mental state.” "0 By slac QULavrILVISROESTOY RS prini bhaval
Kevalam Kasya ot k&Y 8dBik ¥ aitavrilih £#cid tod.”
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experiences in order for the meditator to confront and burn off the ‘seed’
traces of his inner life.332 In the 247 2.4, while describing the nature of
rass, Abhinava quotes the Fogasiira “Latent impressions are endless

because desire is eternal." “Though separated by birth, place and time, the
latent impressions are uninterrupted because of the correspondence of
impressions and memory."333

Abhinava thinks of trace impressions as constituents of emotions, and the
fatter in turn are patterned responses to kinds of causal experiences. These
responses are not categorically distinct but overlap with and give rise to
other emotions. They have been so divided because human feelings, based
on their psychic trace impressions of past experiences, predictably arise in

response to external causes. In a real cognitive experience, a creature is

332 Prsdis/ieyogasiirfn; with the commentary of Vy#isa and the subcommentary
of Vacaspatimisra, Ananddsrama Sanskrit Series {ASS) 47 (Poona: Anandiisrama Press,
1904), 3.55, p. 174. * sattvapurussyah suddbis¥mye kafvelyam it.~ ~ There isolation of
the puruss from sazzve in an equilibrivm of purity.” The s4&sye says "For ope whose
seed of defilements have been burned off has no further any dependence on knowiedge.
Through the purity of the ssz7ve, this power, born from concentration, and knowledge
are attained. But vitimately, from knowledge unseeing ceases, and when this ceases
there are no defilements further on. Prom an absence of defilement, there is an absence
of the ripening of actions.” "nas 47 degdbakliesadlijasys jiine punsr 8peksk £3Qd asli
SEBUIVESUTALIdVE enfiIRISADEALIAD AISVEIYRID /AN copakriniom. peramirilas iy
JOENEC adgrsanam oiVerisre (asmin pivrite 08 sanly ulsre Liesdh, LieBboavat
tarmavipikdbbivah”

333 po# 2.4L, Ingalls et al, trs, p. 225. See also notes 40, 41, p. 231. Ingalis
provides the reference here of the FagesOira 4.10,4.9. Ingallsin n4l, p. 231, also gives
an explanation of a line from Vy#asa's FagebsZsyr (2.4), which Abhinava aiso uses
attributing it to Patafijali, in 4525, Nagar ed., Vol 1, p. 281, "08 &/ callra ekasyim
SLrivED rakia iy aoydsy virakies, “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 humorously, but is
intended to show that beneath the particular emotions which we manifest there liesa
fatent capability of many others.”
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overcome by a variety of feelings334 and reacts to them through the means
of valid of knowledge, direct perception, inference, which means are a part
of the normal cognitive processes. Knowledge and experiences in the past
have occurred through these means and left behind trace impressions in
his/her psyche. In an aesthetic experience, due to its different means and
goal, a spectator’'s sZ43yin, which normally overcomes him/her and through
which he/she thinks and acts without reflection, becomes an object of
perception.335 Abhinava describes how such a sz43yin is influenced by
flickering transient emotions: it is a string on which the beads of auxiliary
feelings impart their colors, a configuration appearing in shifting hues of
passing moods.336
The sthayin becomes a rasaz ( sthayino rasatvam dpnuvants). In a real-
life perception, the szA23yinis an individual's conscious mental state. But in
an aesthetic situation the permanent emotion is again an object of the
aesthetic perception. It becomes the object in the relishing of a rasa
(rasscarvapa ) in which many feelings are combined into a unique taste.
Abhinava, therefore, speaks of the theater, the overall experience, as "an
objectification of a particular, like an apperception,” " lenanuvyavasayaval
visesavisayikaryam natyvam.” 337 He repeats the same idea in the next

paragraph, " Zasmad anuvyavasayaimakah kirtznam rasitavikalpa-

334 see nn. 292 and 331 above.

335 b4 6,Nagar ed., volL 1, p. 282-283. " zs1ra fotavyavabire
RBry sk aroprsslaclr SImAL RILEATRISROC, .. PROAKRIASKSVEGO DI kim gudimarkidisy
arsis [/ saminam ez8L ©

336 A 6, Nagar ed., vol. 1, p. 281. "Zasmat SthiyiripacHiAVTILSTrasy & evimi
Vyabhicirinal... pralibbisenta i vyebhicirins dcyente. "

337 4pp 1, Nager ed., vol. 1, p. 36.
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samvedanam natyam. ladvedanavedyatvat na iv anuk@rapam. 338 This
passage expressed in the language of the /svarapratyabhijpavimarsini puts
Abhinava's aesthetic theory in the framework of his general theory of
knowledge.

The fundamental divergence between Bhattanayaka's explanation of
rasasvadanz and Abhinava's, despite the similarity of their vocabulary, is
clearly shown by structural differences of the perception. In the former,
language, with its Ahavana/ bhavakatva power, effects the experiential leap
from ordinary perception 1o an aesthetic perception: the object in
consciousness, ras4, is a perfected object ( siddbargpa }.23° This awareness
is not perceived through the senses, not physically produced by external
causes, and not manifested or revealed. It is, like Brahman, that which has
always existed and remains only to be known when illusions created by
avidya has been removed. Abhinava reports Bhattanayaka's view in the

following way,

338 4p4 1, Nagar ed, val. L, p. 36.

339 Ingaliset al, trs,, D6 2.4, 1. 18, p. 229. " S/ddbardps: The term and its
implications are taken from Vd#nta philosophy. Safikara argues that kaowledge of
Brahman cannot be learned or produced or manifested or developed in any way, for
knowledge of Brahman is Brahman, which is ot & sy (that which is to be
produced) but a &0z Brahman and Brahman-knowledge are eternally present, the
appearances to the contrary being due to illusjop. Just so Bhattan@yaka would take
sesthetic enjoyment to be an eternal mode of being, which is not produced of
manifesied. In the fast apalysis he puts the relation between the aesthetic efficacy of
the poem and the self-realization of the audience outside the relation of cause-effect
which applies to the phenomenal world. [t would be the same relation as that between
the Upanishads and knowledge of Brahman. Abhinava in what fallows will object to tais

high-flying mysticism."
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Bhattanayaka, however, says, "I will call the theater that which has been
accounted for by Brahma, that which has been made an account in the
mentioning of various unsubstantial things wrought by nescience. For,
just as [the theater] is mere imagination in essence and therefore has no
single, abiding form; it suffers hundreds and thousands of imaginations at
every moment; although [the theater] is different from dreams, etc.; all
the more so ( sustviaram ) being an account of the heart's apprehensions,
constructed by a Brahman-like actor who does not depart from himself as
the substratum, the exploits of Rama and Ravana, etc., being unreal
appear in any unreal and marvellous way whatsoever. Appearing even
in that way, it becomes the means {0 human goals. Just so, this world is
like that exactly. Consisting of an unfolding of unreal names and forms, it
causes to arrive at the highest human goal by force of hearing and
thinking, and so on.” Thus, by hinting at the transcendent, supreme
human goal, he must be implying the rass of peace ( sdntarsss )30

Bhattanayaka makes an analogy that the theater, like the world, is an
illusion. The theater is by this analogy a thing of the imagination, an illusion
that the actor creates out of himself, in the same way that Brahman created
the world. Even if they are false, the world and the theater are wonderful
with all their ramifications of unreal names and forms; and they lead to the
highest goal. This comparison illuminates Bhattanayaka's conceptions of the
function of bhavans and sadharanikaraps The real world and drama are

cognized in essentially the same way, through a direct perception which is

340 454 1, Nagar ed., vol 1, p. 5. " Bbatiendyetes 111 brebmans paramimaod yad
vadZbriam svidyaviracitanissdrrbhedsgrabe yad udiheranikriem 10 DIAYRm 180
Vaksyimi Varhe i kelpeogmairasiran inin evinsvasthilesib eripan £sepens
XR/panZSalasrliasresalhsm SvRpHAVI/2KIRNRD) SPI SUSIUIRrE Lr Ry 8Erabanidinam
LIy AR RSV IIambL0ROrel ek &[pANRIODArSCIIAD rAMAraVEDEdICESLIIAm A%y £UIO Py
#LH01FLbLUIaVYTIyE DLRY, lLalbbLRsamENAD 8Df C8 PULErILOPIYRIZ €l 1albE IRdrg
EVE VISVRD SR RSRIYVRORDRrODEDIPRICRIDLER D RIH8 C8 SrRVEDRANANELVESCOR
DRrEmIpuUmMRriLspripakan U Jok olleraparamapur oS thasicanens SEoIerasopakscpo
yam bhavisyal "
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not erroneous as a perception, but false because of its ontological status as an
illusion.

Bhattanayaka's use of the Vedanta language (as represented by
Abhinava) of Ultimate Brahma and 2v7dy# corroborates his sayings in the
Dha about a generic similarity between raszZsvadana and Drabmasvadana.
A state of consciousness called “a single mass of bliss” ( e£aghandnandz ) is
Safkara's description of the liberating knowledge, pratbfajians a monistic
realization freed from subjective-objective, differentiated, cognition of the
world of multiplicity. The cause of this knowledge is only scripture, as
Safikara has argued in the beginning of his Brafmasdlramahdbhdsyam
Brahman is the source of scripture, and scripture is the cause of [our
knowledge of] Brahman. Scriptural language enjoins rituals which bear
results in the world, and the same scripture enjoins the seeking of Brahmaun
who is without a second, #d¥v/Zya the pure mass of bliss which is to be
attained through means other than rituals. Brahman is known by scripture
and intuition, i.e. sZ&ksalkara or one's own immediate experience, not as an
object but as one's self, #man. 34!

We consider Nayaka's analogy of the rg#sz experience to Brahman-
knowledge in the light of Safikara's theology: the illusory world is likened to
a drama performed by an actor, and the audience which realizes rasg, the
intuitive and liberating knowledge, to //va/man or individual souls. We
further perceive in Nayaka's poetics a parallel between scriptural and poetic

language. Scriptural language has the power, A23vans, 1o enjoin ritual and

341 See Satrkara on knowing Brahman, Jhe Vedipia Sotras with the Commentery af
Sedtaricarys, pert |, George Thibaut, tr., in Sacred Books of the East 34, Max Miiller,
ed. (Oxford: Clarendon Press), 1890, 1.1.1-4, pp. 4-47.
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spiritual actions for those who seek dharma and moksa respectively;
likewise, Nayaka's poetic 642vana has the power to sublimate a literal
expression ( 264/dh7 ) to a higher goal, i.e., a rasa The inherent power of
sabdi- and arebibbavana in poetic as in scriptural language prompts the
realizer to bring about what will come about.342 The aesthetic bbivand
prompts the effectuation of what will come about, namely, the r2ss through
the theatrical s#dfys, sadhana and slikartavyalZz 1t universalizes the
content of a poem/play with respect to the audience so that it is emotionally
stirred while remaining distant. Removing this egoistic frame of mind is the
sublimation instrumental to bringing about of what will come about, namely,
the rasa

In Mimamsa terminology, the soul is the bhoklr, the experiencer or
enjoyer of the fruits of ritual actions. A similar process is seen in Nayaka's
formulation of bfoga, which is not produced, perceived, or revealed by a
cause-effected action. Just as Sankara's scriptural language enjoins a
knowledge transcending graduated stages effected by ritual actions and their
results, Nayaka's poetic language takes the audience beyond graduated
stages of ordinary verbal cognitions that describe things in the world and
actions to be accomplished. Sanderson describes the medieval Kashmiri
Brahmans as follows: because scripture and ritualization "determined them
from without,” Tantrism began to flourish among the orthodoxy, as a way of

restoring a psychic life that had been severely constrained by cast and ritual

342 The Arthasemgraba puis it " b6Fvens ndma bhavitur bhavaninukdto
bbaveyitur vydpiravisesals.” Gajendragadkar, A. B. and R. D. karmarkar, eds. and trs,,
The Arthasemeralha of Levkdksi Bodsters, (Delhi, Motilal Banarsidass: repr. 1984, 1st
ed. 1934),p. 4.
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rules of purity and pollution.343 In Nayaka's theory, an aesthetic perception
is determined by the power of language, context, intonations, dramatic
paraphernalia, but nothing is said about the individual's agency. As it were,
after sucn external instruments of perception have removed all obscurations
and obstructions of the self-existing ( s/iddfargpa ) rasa, the safrdays who
is an agdfkarin, is overtaken by the inevitable relish which is about to come
into being, a Hhavilr.

Abhinava's version of sidharapikarapa. A student of Abhinava's
philosophy wonders why he habitually expresses his ideas in other systems'’
vocabulary and as antitheses to their theses. Without any cogent answer,
this thought moves one to observe that his notion of the perceptual structure
of an aesthetic experience is marked by a uniqueness which perhaps could
never have been conceived in another medieval Indian philosophical system.
Kashmir Saivas' theory of knowledge, beginning with Somananda, grounds
the notion of validity and its criteria in a psychological basis of a
‘precognitive’ impulse on the one hand and on the relativity of correctness
depending on usage, vyavahara on the other. It gives a creditable valuation
of constructed thought as neither absolutely nor provisionally real, without
being an epistemological error and an ontological non-entity. It mediates the
Brahmanic creed that what is created and liable to transformations cannot be
real, and the Buddhist skepticism that what is constantly changing cannot be
a unity describable as a self. The Saiva notion of the self, i.e., the #zman
which is samvid challenges existing notions of reality and validity of

343 Alexis Sanderson, "Purity and Power Among the Brahmans of Kashmir," In

Toe Categary af the Persans: Antbropafogrcal a0d Philosophicaf Perspectives, Steven
Lukes, et al, eds. (Cambridge: Cambridge University Press,1989), entire.
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cognition on both realist and idealist fronts. To the realists for whom the
external world is real and existent, correctness consists in the
correspondence between a cognitive knowledge and its object. Although
Mimamsakas hold that a cognition is valid in itself at the moment of
cognition, it is understood that an error, a cognition sublated by a following
cognition, is misrepresentation of the object through defects in the senses or
circumstances.344 To the idealists, correctness, which is not correspondence
to empirical objects, has as criteria the soteriological notion of effectiveness
or purposiveness: that which is correct leads to knowing and attaining the
ultimate reality.

For Saivas, knowledge is equally based on sease percepts of external
objects as on a subjective and conceptual construction. On the one hand, a
person perceives in his cognition a real and stable thing governed by
physical laws ( 2/7447), and, on the other hand, this cognition is a subjective
manifestation. Validity of knowledge depends on the continuity between a
cognition and the purpose effected by it in this world, which, according to
Abhinava, is real because it is a place where human actions come to pass.

Otherwise, he says, we can call nothing else ‘real.’345 Valid knowledge,

344 Gapganatha Jha, tr,, Sakaviridts 5.207,208, 2111, p. 173. "Sometimes it
happens that Cognitions appear in an incorrect form; but this is due to certain
discrepancies in the cognitions themselves.” 208. "Por “Cognition” too cannot attain 1o i1
character, unless it is possesseed by an external object.” 211. "It is for this reason that
the Cognition to the contrary (of any misconceived Cognition) gives rise to such a
reasoning as that ‘though the object really exists in another form, yet this (faise) form is
imposed upon it by the mind (or Cognition) (under the influences of a certain delusion.”™

345 Arguing for the reality of verbally consteucted, refational concepts which are
the glue of thought-constructs, he says, “Thus even unperceived, other manifestations as
the forms of universals, relations, and 3o on, enter into this manifestation itself.
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indeed, is predicated by being newly manifested by the knower.346

What Abhinava assails in Safkuka's argument of imitation by perception
largely destroys the false logic of perception, in which the traditional
application of inferential middle term, and so on, seems to work until the
experiential components of perception and imitation are closely analyzed.
Abhinava’s talk of intensification ( pgcaye ) and coloration ( uparadjaka ) of
a basic emotional states affirms the notion that an experience, which is
subjective, is also a valid and real response to the world. This position
pointedly subverts Bhattanayvaka's denial of a substantive link between a
worldly provisional reality and the ultimate Sr2émaiman reality
transferred into the theater, so that the progress from seeing a play and
relishing a rasa is a leap in experience, from illusion to reality.

Abhinava's sddbarapikarapa comprises the unique reality of the theater
created by a common imagination, and so he can say that its culmination, the
rass, is perceived, produced and revealed. Being universal means that an
aesthetic perception is a re-creation, and drama an object created
( visayikarya ) in which each part uniquely recreates the whole, all being of
the same type ( sg/dZiya ), rather than alike ( sadrsya ). The theater exists

Otherwise no transaction of the ordinary world is possible, and, thus, if this ordinary
world which is beneficial to humans in all times, places, and aspects, were unreal, we
kaow of nothing else that is real. So one should not err in of thinking [these concepts]
Bre errors. ” " evam o ILESFmAn ASmIn 2SADVEDYEm Bp)... JU 08 ’lrg DArZnll it
bhramitavyam. © 1PV 2.2.7, vol. 2, p. 63.

346 1oy 2.2.3.,vol. 2, p. 138. "yalal prapipam odma pavibhaserJpam pramaiers
prapilinksanin visrinlim vidadbal praminan bAaval, pram8lE chvicchinoIoadsal
22rvEs ca pramilih svilmans anisrmukbardpe bhafale.” “Because a valid knowledge in
the form of a8 new manifestation becomes valid in creating a repose characterized by
valid knowledge (ie. the content) in the cognizer, and the cognizer who is continuously
manifested enjoys all knowledges within himsell inwardly.”
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only in the present: so long as each spectator echoes the poet's imagination,
he recreates drama in himself just as the actor recreates the hero through
his own psychic and emotional experiences. In this sense Abhinava speaks
of a rasa as extraordinary, &/aukika which does not exist in the ordinary
world and which !asts only as long as its stimuli persist. The theater, as a
world of the imagination, creates its own reality apart from the crdinary and
absolute worlds. Through its proper means and goal, the theater is a unity
as constructed by an experience shared by the poet, the actor, and the
audience.

Abhinava speaks of sdharapikarapa in two parallel passages in Ab4,
chapters one and six. In chapter one, he begins with the thought that an
aesthetic experience depends on a mental conditioning that orients direct
cognitions to an aesthetic mode. Conditioning is evinced in the spectator’s
intention, not to do something real, but to enjoy him/herself in being one
with others. Such a consent underlies the cancellation of true-and-false
judgements in ordinary propositional cognitions. This cancellation removes
the time-space framework from dramatic actions, unbridles the imagination
and makes the theater a single timeless and spaceless continuum. Such
initial priming turns the spectator into one whose heart is spotiess mirror--
not preoccupied with worldly matters and not cut off from other minds and
hearts. Abhinava says,

The mind, to begin with, becomes submerged in poetry, whose body
consists of words and meanings that are delightful because of qualities
and orpaments, whose life is an extraordinary r2s3 by force of the
hearts’ sympathy. However, for everyone an insight does not arise



204

toward it ( Zatrz ) like an immediate experience which is a direct
perception. But in the theater, because he has no such intention as,
“Today I must do something real," and from an impression of the
intention that, "I will join in the lofty, extraordinary sights and sounds
whose pervasive relishing ( virasanas ) will end in an essence of joy
common to the whole assembly ( sarvaparsatsidbarapa ), his heart
becomes like a spotless mirror as his worldly being ( s#msarikabhava) is
dazzled in the relish of pleasant songs and dances. He identifies with the
joy and grief that burst forth, to be conveyed in watching the dramatic
actions. By force of hearing a recitation when another actor enters, the
determination of the sense object as Rama, Ravapa and so on arises; the
realm of objectification into knowledge and object of knowledge such as
correct, false, doubt, possibility, and so on, is unembraced by an entrance
( #vesa) of particulars of time and space. [Each spectator in the audience]
has the trace impressions from determining that this is the said Rama,
conforming to and indicated by the trace impressions of experiences of
love and so on and pleasant things--songs and dances--that accompany
[the actor as Rama), with the unfolding ( 2zuvrit/) of his [the actor as
Rama] trace impressions as the cause. For five or six days, his thought is
full of wonder because his own self has been absorbed in the midst of
Rima's exploits...."347

In AbA, chapter six, Abhinava expresses the same idea, having prefacsd
the passage with the remark that a qualified person after hearing scriptural

words, and poetic words, perceives subsequently a higher meaning:

A qualified person, in the case of poetry, is a person whose heart is full of
spotless intuition ( v/ima/lapratibbasalin ). To him who understands
sentence meanings from such sentences, “gracefully bending his neck...."
"Also, Um3 of the black curls...” "But, Siva, somewhat...," now, there arises
a perception of the nature of an immediate mental presentation, whose
divisions of time designated by respective passages are blocked
(apabastita). In this perception, the fawn that appears, because it does

347 458 1, Nagar ed., p. 35. " favye ty gupiiemEiramanolifrasabdiribeserire..
Lalbs pasyan pralyekre simiiika "
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not have the form of a particular, is “fearful.” Because the fright is
unreal, that fear is uitimately just fear, not embraced by time and space.
[This fear] is different from such notions as, “1 am fearful, he is fearful--is
this an enemy, a friend, or a neutral person?” which have many
obstructions because other awarenesses of 1oss, and others, created by joy
and sorrow, necessarily arise. The Fearful rasz# is apprehended as an
unobstructed ( zirvighna ) perception, entering into the heart as if it were
a direct perception, turning about as if it were happening before the eyes.
In this kind of fear, the self is not absolutely suppressed [i.e. hidden], nor
is it described by particular [images]. And so for another (rasz).

For this very reason, sniversality ( sgdfdrapya ) is not at all limited,
but, rather, it spreads out as in the perception of pervasion of smoke by
fire, or, for that matter ( evz ) of trembling by fear. In this case, when
they are acting out [the scene in] immediate perception, the nourishing
collocation, the actors, etc., when from the force of mutual opposition,
causes of restriction ( 2iyamaberv ) such as time, space, cognizers, and so
on--factual realities cast in poems--have disappeared, in that [collocation
of actors, etc.] this very universal condition ( sfdbZranibbava ) thrives
exceedingly. For this reason, as the perception of the whole audience is a
single compact mass, rasa thrives all the more, from sympathetic
communication among all [spectators] whose minds have been made
varied ( citrifrta ) by beginningiess trace impressions. And that
unobstructed full consciousness ( 2vighnd samvit ) is camatkara. 348

The world of the theater is unencumbered by causes of restriction such as
time, space, cognizers, and so on; it is pervaded by the "universal condition”
thriving from the force of a common imagination which, through each
person's own trace impressions, is focused on recreating the drama. Such a
reality, the construct of a collective imagination, is possible because
consciousness is a free and independent manifestor. In fact, the thrust of

Abhinava's refutation of Nayaka's concept of the rgs2-- that it is not

398 455 6, Nager ed., p. 278. " adbikdri citrs vimalapratibhinasilibrdayah... si
cavighos samvit
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perceived, produced, and revealed -- is aimed toward establishing that an
aesthetic experience is a real perception. The vi#san7's, basic components of
mental states, underly emotive and imaginative responses to sensory
perceptions in real life as in the theater. In real life, perceptions of a garden,
an amorous man or woman, sidelong glances, and so on, combined with an
inference based on past experiences of having been in love, engender an
emotion of love, r&Z which is just the person’s state of mind. The goal of a
person in this situation is to obtain the desired object of love.

In the theater, as we have seen above, Bhattanayaka and Abhinava each
has a different explanation for the process of detaching oneself from one's
own emotions. Abhinava's version of the sZdbarapibhiva creates a special
unity in the theatrical space as described above. The goal which is present
in the spectator’s intention as he/she enters this space, which enchants the
audience with its music, dancing, costumes, and so on, is to enjoy oneself and
to relish the r2s2 in common with others. This particular intention removes
the ordinary time-space framework from the imaginative constructs and
erases the egoistic boundaries of the self and others, as the spectators are
commonly focused on sharing an imaginative experience of the same kind.
After ordinary emotions are thus universalized, they can culminate in a
rasz only in being an object of relishing. It is the relishing and savoring of
one's own varied, emotive colorings that Abhinava calls apperception, which
is the theater: " anuvyavasayatmakam kKirtanam rasitavikalpasamvedanam

° 8

natyam " “The theater is a [relcreation in the nature of an apperception,

namely, the perception of colored mental constructs."349

349 456 1, Nager ed., p. 36. * endnuvysvasiyavel viscsavisayikiryem
DELYROL. (83 BT ROUVYSVESTY T DRk 81D LirlRO8D rIVI8VIERIDESAMVEIRNIAM DILYRID.
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Anuvyavaszya

Abhinava describes the process by which a spectator becomes
emotjonally ideatified as follows. The spectator's state of mind conforms to
that of the character, through the acting, dancing, singing, and so on, of the
actor. The spectator does not believe the actor is Rama but suspends the
belief that he is not Rama. Thus, even if the herc Rama is not the real
person on stage, Rama's mental states are re-told through the trace
impressions and mental states of the actor. For this reason, the actor is not a
direct cause of emotions, but a dramatic cause of emotion, i.e., a vbAava,
which is a stimulus, uparagjaka The dramatic, inner states of mind are
communicated through the external characteristics of anuvbbava These
vibhava and anubhiva cause the trace-impressions of the spectator to

conform to those of the heroes. Abhinava describes further,

For five or six days, his thought is full of wonder because his own self has
been absorbed in the midst of Rama's exploits, seeing the world in that
way | za264 as Rama would see it] through himself without a reflection on
temporal and spatial particulars, [only with the awareness] that this
happens to those who do such. This world is delivered up in the manner
of something devoured, being of the same type as a full consciousness
impressions of songs and dances accompanying the relishing of a r#ss,
which is like a lover who is the life-breath of the stimuli of a particular
consciousness. From this alone, he experiences this world which, even as
it is pierced deep in the heart by hundreds of arrows, is not enjoyed as
something stale. Exactly because of the way that the desire to attain
various good things and to abandon evil things are always strung

L8d vedanavedysIvat ng Iv anvEeraparipsm. *
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together, he practices the good and forsakes evil. Now, because a
perception of the means has been acquired, this re-creation
(apukirtana), a particular [kind of] apperception ( 2ouvyavasiya ), is
another synonym of the theater.330

The point of the theater being a re-telling, not an imitation, which is an
anuvyavasdya is so important that Abhinava repeats it several times, with
a specific references to his teacher Tauta's objections to Safkuka's theory of
imitation. The term ‘apperception’ indicates an underlying perception of a
direct perception. As he has described previously, the emotional conditions
of Rama-actor stimulates the audience into like emotions. The stimuli do not
directly cause, but evoke the trace impressions in sympathetic, receptive
audience to conform and form the emotions of each spectator. In this case,
the audience is like the actor, who does not imitate but allows his own
samskdra 1o shape a mental state of the same generic type as the
character's as described by the poet in the poem. The fact that the audience
is able to savor and enjoy this emotional experience with an aesthetic
distance implies an apperceiver who enjoys the pure flavors of feelings. In a

long passage, Abhinava explains why the theater is an 22uvyavasaya,

Therefore, the theater, like an apperception, is that in which a particular
is to be made an object. Accordingly, [at first] there is a belief

( abbiméana ) of directly perceiving a particular actor, Caitra or Maitra, at
that time and place, wearing particular costumes, and so on; and without
using any particular thing, this belief proceeds contrary to a direct
perception: from the use of the word Rama, which literally expresses the
noble deeds because its meaning is well known, and which is an

350 4581, Nagar ed., p. 35. "patlcassir divassil
secemalbiraladiyscaritamadhys.. 180080 AOURIrIANSD ROUVYEVRSTYAVISESO
DALy RpRrEpAryayal.”
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apperception ( azuvyavasiya ) because it denies that the [name Rama] is
a mere supposition, drama, being like a direct perception, is fit for
entering into the heart because it is a place of wonderment, being strung
together by pleasant songs. In drama, there is a concealment of one's
own [ie., actor's] form through four kinds of acting; which concealment is
accompanied by trace impressions born from an actor's knowledge, by
means of the prologue ( prasidvaniding ), and so on. The apperception

( anuvyavasiya ) produced by the performer, who is in the midst of the
collocation of stimuli, accompanied by trace impressions [of the actor],
assisted by trace impressions of ihie sensitive audience, with sympathetic
communication of the hearts as the cooperating cause for [emotional]
identification, consists of the light of an innate bliss of consciousness,
colored by various forms of mental states whose shapes are joy, sorow,
and so on. Thus, its various synonyms are tasting, savoring, wonderment
relishing, etc. The real thing ( vaszv ) that is manifest among these
[names] is drama.35!

Abhinava says in fact that aauvyavasgys, apperception, is 7asz and
camatkira. The mode in which the actor effects feelings in the audience is
that which suggestions operate on the sensitive readers. In the same way
that suggestion suppresses or subordinates its literal meanings to the
revealed meaning, the actor suppresses his literal identity in order to reveal
that of Rama. Abhinava's superb comment on the verse, " sngdbasvamala.. "
(Dba 2.1), and Ananda’s w7z that the word Rama’ is suggestive because
the literal meaning is suppressed to reveal the emotional content of what
Rama enjoys and suffers, show that the actor is the suggestor, stimulating
full emotional revelations in the audience who lives out the feelings of Rama
in his own psyche. Oniy in this way can there be an identification with

another's feelings, obviating the problem of one’s mind and another’s mind

351 44 1, Nagar ed., p. 36. " lendouvyavasiyaval viSesavissykirysm n3yam. ©
REmEdis2bdasyslalre yad avablhfsale vasiy o o&tysn. "
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without removing the process of sympathetic identification from the realm
sensory and psychic perceptions.

To say that the theater is an 2avyavasdya, Abhinava also commits
himself to the position that there is an apperceiver, who looks on and enjoys
the inner spectacle of emotions and savors its r@szs. In this sense, Abhinava
speaks of the aesthetic feeling that is an Zmavisranti Mental movements
that chase after effects in the external world, lacking repose in the self, are
not a solid mass of consciousness. They cannot be aesthetic, because the
mind is pained by agitation. Even a woman in grief, when abandoned to its
overwhelming mass, finds solace in that repose. Repose in the self is a self-
absorbed relishing of the drama of the mind. To this effect Abhinava writes
the benedictory verse of chapter seven of the 4bLinavabhirats:

The basic emotion in the heart of the enlightened

is transient emotion in the love-agitated masses.

The great emotional effect, the object of the emotional cause within
is the shape of pure rgsa

Let the three-eyed god be my clear and serene heart.352

The word ‘apperception’ naturally brings up the problem of another and
more basic perception.333 The concept of samwid in Saiva philosophy
accomodates itself extremely to Abhinava's aesthetic theory. Because a
samvid by nature consists of levels in which percepts arranged into

coherent thoughts, it is possible for the Saiva philosopher to postulate that

352 4p4 7., Nagar ed, vol. 1, p. 337. " sbiy7 prabuddbatrdaye
VYRBAFCRribLTIRL/ K EMmER UIRSY JNRIRSYU MRLINUDLIVRL//ROIRIVIDAAVAVISRYO
rasemtrsndrily/ Siminprasanns brdeyo stu mems iripelrah.

353 see discussions of perception and apperception in chapter 4.
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although sensory percepts are the same in ordinary and aesthetic
experiences, thought contents in these situations are quite différent. The
difference lies in the goals that govern the arrangement; percepts as
arranged come to the conscious mind in particular modes of experience.

In fact, as we have seen previously, an apperception is inherent in all
cognitions; it is responsible for modal differences in the creative functions of
the mind. While other Indian philosophical systems have a rudimentary
notion of apperception as, " 2yam ghatah. ghatam aham janami " which
explains in part a self-awareness and a representation of an object in "my
consciousness,” Saiva philosophers suppose that every object-awareness
must be combined with an underlying subject-awareness. The consciousness
of the "I,” as the light of consciousness ( 282m prakasatma prakase }, is ever
present. According to Somananda and his followers, self-awareness is the
innate joy of camaitkira which is the power behind all conscious
awarenesses. Sentience consists precisely in the spirit and will to image an
object as desired. Just so, in the aesthetic context a spectator has the same
joy of being the cause and experiencer of his feelings. Furthermore, as far as
it can be said that in a mental construct, vi€a/ps, pure sensory percepts are
combined with mentally and conventionally constructed concepts to create a
determinate cognition, the Saiva theory of knowledge shows that a process
from an incipient thought to its full development in different modes of
experience is a complex one. Since there is continuity between the initial

vimarsa up to its complete development into an effective action
arthakriyd, as one might say that continuity exists in a potiter’s initial

awareness of a pot (as a desire to make a pot) up to completing the making
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of a pot, a purpose is inherent in the first moment of an object-awareness
and tends to the completion of the initial impulse, i.e., the desire to create. A
samvid is the full consciousness comprehending levels of objectification and
providing such a continuity. An apperception is the mind's ( maza2s)
function of stringing together various percepts as events, so that they cohere
in a purpose through which an action cuiminates in attaining its object.

In this sense, one may say that an aesthetic experience is a kind of
knowledge which is an action. The action is the relishing of the bliss of one’s
own delicate consciousness.334 The theater is the place where samvid''s
imaginative capacity has no boundary or obstruction ( s7 c7vighna samvic
camatkaral ). 1n the theater, the psyche is so disposed that trace
impressions deposited deep in it are stimulated and heightened, into hue-
shifting configurations to be enjoyed with wonderment ( camakara ).
Abhinava describes the stringing of the beads of transient emotions on the
filament of a basic emotion in a way that recalls his description of

apperception. Of apperception, he says:

In our philosophy it has already been established that the cognizer, a
living being, being the self of his own experiences ( samvedana ) is like
the inward string of a garland of cognitions { /AZnamalaya )355

Of the permanent emotion in an aesthetic experience, he says,

354 poaz1.4,VSS 97, p. SO. "Lip 2y febdasamarpysminabrdsys-
SEMVEIRSUNTAraVIbLIVIRUD LBV ASE DU ISPI RGVIDIVISIAr 8Ly ATIVASRORDUr BGASUE UM £S
VASAMVIdRORDIRCRI VRORVY SDRr 81 RSRDIY ArTPO 1858, ~

355 jpy 2.2.3,v0L.2, p. 42. " iba jABnamEIGYE &OLEESTUAkRIpaL SVASEMVETSDFIME
Dramaté [ivitebhiinl iti ypapeditam prak.” The word jiZns tends to indicate sensory
percepts of indeterminate cognitions.
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Therefore, these are transient emotions precisely in being threaded on
the string of mental states that are the sZ47y7n, permanent emotions;
receiving back to itself a hundred and a thousand qualities of rising and
falling colors. Like beads of crystal, glass, iron, topaz, emerald and
sapphires threaded on red and blue strings showing through the gaps in
their midst, although these beads do not permanently give their own
colorful traces to the string, they take up the configuration of a decoration
made by that string. Being themselves multicolored and coloring the
filament of a szbZyin they lead the string of a permanent emotion to a
state of brilliance at different intervals, although it is pure. They are
called transient emotions because they make shine as they inevitably
induce [in a permanent emotion] mottled colors of the gems of preceding
and following transient emotions.356

Of the self which is the great st47yin of the sinzarass, he says,

What is the savoring of the truth of the rese like? It is said: the seif
itself is colored by zeal, love, and so on, that bestow colorings. That very
self appears as a bright, white string that shows through in the intervals
between gems that cover it, shining even as the truth among all the
colorings such as love, and so on, in such a way that the perception "this
is the self” flash out suddenty.357

In sum, it may be said that Abhinava, in describing the structure of the
aesthetic experience, supposes that the theater is an extraordinary place
because it is the expanse of the universal condition, sgdhdrapibhava. An
aesthetic experience begins with a sympathetic susceptibility to the

356 445 6., Nagar ed, p. 281-282. " Jasmit sLbayirGpacitiavr ilisitrasy iii evami
VyRbAKEringl... pratubhasrols il vyeabLicRrips ucyaste.”

357 4ps 6, Nager ed, p. 33S. " Jatvisvido sys kidrsah. vcyste--uparigadiyibbir
UISEBRralyRADLIr Upsrakiem... RYRIL Slmell nyayens bEISRORD.... ”
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suggestive mode of poetic language and dramatic stimuli. In both cases the
mind is prone to imagining because it teems with beginningless trace
impressions. It is in the nature of consciousness to become aware and of the
mind to make images, drawing from the psyche’s store of trace impressions.

Intuition is the source of the imaginative power. As the Saiva
philosophers explain it: the cognizer, who is the Lord, is that intuition which
is colored by various things. Each thought is a new creation by the cognizer,
as traces of past experiences rush in to form new ones.

In an aesthetic experience, the imagination is particularly tantalized by
stimuli in the mode of conveyance that reveals by concealment. The private,
inner feelings of a sympathetic and sensitive audience are intensified
because they balance on a duplicity of the suggestive language as on the
concealed identity of the actor disguised as hero under paints, headgears and
cosiumes. This mode of conveyance which thrives on an opposition--or,
rather, collision--of truth and untruth removes constraints of the straitly
ordinary world; and in the world of the theater, strange and wonderful

colorings of the inner life come into view.

Intuition in aesthetic experience

The statement

lasmad anuvyavasayalmakam kirtanam rasiiavikalpasaz vedzanzm

natyam. 1ad vedanavedyatval na ty anukarapargpam

Therefore, the theater is a [rejtelling of the nature of an apperception
which is a perception of tinged mental constructs. But, because it is to be
perceived by a percepticn, it is not in the form of an imitation.
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furnishes a direct link between Abhinava’s literary criticism and his theory
of knowledge. The /svarapratyabhiii and the Vimarsini describe
conscious thoughts as mental constructs colored by various sensuously
perceived things. Such constructs are synthetic. The intuitive mind draws
on trace impressions and combines them with sense-percepts into a single,
coherent, verbalized thought. Intuition, pratibf3, is taken as the intuitive
faculty and the content of the intuitive mind. In the rasasdira as he says
that the boundless samvid is camatkara, Abhinava elaborates this state of
wonderment with a verse from Act V of Kalidasa's AbAjidanaszkuntalam

And, whether it is of the nature of an immediate experience, a mental
perception, an imagination, or a memory, it flashes out as the truth. Let it
be as [ Kalidasa] says,

"Having seen lovely sights and having heard sweet sounds,

Although a person is delighted, he becomes anxiously longing.

Perhaps he recalls in his mind something he did not realize before

--loves in previous life that are fixed in his feelings.”

In this situation, indeed, the memory which is shown in the statement,
"he remembers,” is not well-known to logicians because its object has not
been experienced before. But, rather, it is of the nature of an immediate

experience whose other synonym is intuition.358

Abhinava uses this episode to describe an intuition as the mind’s capacity
to call upon trace-impressions of which a person is not self-consciously

aware. They have been somehow fixed in past experiences and subliminally

358 454 6, Nagar ed., vol. 1, p. 278. "2 oo SEESBIESraavebSEvo pEneso
dbyavasiyo v saphkalpo v sarir v (8Lhgivens sphursly. &stu yad &ba" remapiyeni
viksya madhurdms ce nidamys L8bdin/ paryvisuko bhavali yel sukbito pif jentub//
LecrolfST smarsly nansm Lbodbepirvam/ bAAvVasthiréns janmeniaresaulrdini. /7 8lra
L7 smeralili Y& sortir UpadarGie i ng lirkikenreeidibs pirvam elrsysrihasyanany-
bOTISIVEL 8pi I DY RUDLENEPAr QPR YEYRLEK STk Arasvabhaveyam i~
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color one’s state of mind in an inexplicable way. It is a process which
logicians cannot explain and therefore do not admit as a valid means of
knowledge. Intuition, nevertheless, is vivid and unerring because it gives
vent to a part of the psychic life that is real and urges itself upon one's
conscious level of awareness. As Indians see it, subliminally each human is
connected through his/her beginningless trace impressions with all times,
places and events that have been experienced in past lives. Knowledge of
the past lies buried in consciousness and, when somehow recalled, brings
with it an inexplicable authoritativeness to bear on a present situation.

Dusyanta’s mental event in this case cannot be called an imaginative or
poetic thought. An anxiety comes into mind uncontrollably, without its
perceiver's knowing the cause or means. The king hears music made by his
beautiful queen, yet he finds no delight and longs for something unknown.
Kalidasa suggests perhaps he recalls some love from another life. Naturally,
the audience knows that the king is troubled bécause. his memory of having
married Sakuntala having been suppressed, he has cruelly banished her and
shamed her before his court. His subconscious memories are plaguing him.
Pupyaradja, in order to iliustrate Bhartrhari's notion of intuition, also cites Act
I, 19, of the same play as an example: the king trusts in his intuitive feeling
that Sakuntald is a woman befitting him in birth because he, being a man of
good conscience, could not have been in love with her otherwise.33°

359 Cited in Iyer, 85, p.87. "Pratibb# includes intelligence of a high order,
intuitive knowledge, the instinct of animals and birds and the spontaneous activities of
newly-born babies. This kind of knowledge is far more refiable. It comes from within.
While speaking about it, Punyar&ja reminds us of Kdliddsa's statement that, when in
doubt, cultured people refy on the voice of their own conscience. [t was an inner
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While king Dusyanta grapples with the emergence and submergence of
his trace-impressions, memories lost and regained, the audience is well
aware that this marriage has been ordained and divinely saactioned so that
the offspring of the union will found a great dynasty. The king knows only
through his subconscious mind, but he cannot consciously pinpoint the
knowledge. Abhinava uses the above verse to exemplify an intuitive
thought, or some mental content intuited. As the Saivas say that viZa/fpa is
narsargika and svairacaripi, the intuitive mind is innate and free, acting at
will, in its synthesis. Thought constructs are conditioned by the
beginningless variety of trace impressions in store in one’s subconsciousness,
combined in unaccountable ways, and emerge in self-consciousness as a
perceptible mental event. But it is because the subjective agency of
consciousness is {ree and sovereign in combining the immediate sense
reports and trace-impressions, that there can be variations to thought and
originality of the imaginative mind. The outcome of mental-event formation
is not determined only extrinsically, through objects of sense and the senses,
but also through the intuitive subjectivity that brings together fiows of
percepts and predispositions into a coherent and unified thought-object.560

In his disagreement with Bhattanayaka, it is evident that Abhinava’s
arguments for the rasz as an object perceived, produced, and revealed rest
on the fact that the process of universalization pervades the whole theater.
A rasa is produced by a conjunction of vibhava, anublbavs, and

vyabhicaribhava with the sthgyin s, and intuition is a necessary

pratibh that told Duhsyanta that Sakutald was fit to be married by a £saznp2” And
0. 20, "See Punyaraja on Vak. 11. 147 and Kdliddsa, SZ¢unte/em, Act 1, 19"

360 spp 1.62-66, KSTS 34, 26-7. IPVV 1.6.10-1.7-3, vol. 1. pp. 338-359.
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cooperating cause in both the poet and the sympathetic reader. Abhinava
concisely states a definite if not well-defined structure of a 7asz perception

in a passage directly following the one quoted above,

To begin with, this is entirely a perception consisting of savoring in which
just love shines out. Precisely because it is not conditioned ( anupafista )
by another sense-object, being something to be savored, it is not a
worldly, not false, not inexpressible, not like a worldly experience, and
not imposed on that [worldly experience]... By all means, a rasz is just a
bhava which is to be perceived by an unobstructed perception consisting
of relishing. In it, the obstructions to v/bA2va, and so on, has been
dispelled.361

The theater is a continuum consisting of the universalized state,
sadhdranibhivs, in which obstructions to experiencing the vibfavas, and
$O on, purely as aesthetic stimuli have been completely removed. Under this
condition, the permanent emotions ( sz43yin ) become aesthetic sentiments
(rasa) which are objects of relishing. The theater is a continuum of an
unobstructed consciousness ( 2vigAnZ samvid) in that it provides room for
freely exercising the imaginative capacity. In one passage describing the
mental activity called anuvyavasiya 362 Abhinava mentions samskdra
three times, and it is evident that a freedom of the imagination consists in
allowing the trace impressions to emerge in profusion in their coloration of

mental constructs.

361 456 6, Nagar ed., vol. 1, p. 273. "servathi levad esisti pratitic Esvideimi
yasyAm ratir eve bAIU 1812 eve vifesnlerdoypaliiialval oF rasaniy & 2ali o8 euEiE7i 08
DALYE nAnirvIcy f 08 Jeukikatulyd oa Laddropddirdps.. Sarvalbg
raseniimabsviisviphnapratilipribyo bEAvE eve resah. I8irs VeAnApasirak s
vibbavapreblrigyalb. "

362 444 1., Nagar ed., val. 1, p. 36.



Thus, according to Abhinava, mental operations are basically the same in
a dramatic as in an ordinary situation. In both instances the active
consciousness, whose function of synthetic thought is intuition, manifests
constructs by means of logical and emotive paraphernalia. In real life where
a thought or a feeling is conditioned by a purposeful activity toward a goal,
the thought is just the state of mind impelling one toward an action. In the
theater, the aesthetic distance consists in a process of ‘apperception’ in which
thoughts and feelings are objects to be viewed and relished.

In Saiva terms, a thought in an ordinary context is colored by samskaras
and governed by rules of rational thinking. It becomes coherent through a
samanveys, logical connection, between the elements in that stream of
thought; the szmanvaya is supplied by cbnventions and vygvahiras a
community of common usage, comprising criteria of validity. In a freely
imaginative thought, whose presentation is immediaie without the
impression of having been perceived before, the mind is innate and willful in
its construction. Abhinava saysin /PV 1.6.10 that no one has seen an
elephant with a thousand tusks and a hundred trunks, but that the mind is
capable of imagining it.363 Even if the elephant does not exist, the mental
image, at least, is real. Intuition, as the synthetic function of consciousness,
is instrumental in the subjective autonomy and sovereignty of the
imagination. In this way, the Prasyably7z philosophy attributes to the
intuitive and constructive consciousness the power to create anew,

apirvanirmapasimartiya. The subject, in the act of knowing, creates.

383 sop 1.6.10, vol. 1, pp. 338-339. " LaLBF Lof aparidrstaplrvam apl.. bhZsaysy.”



Chapter 6

Discussion and conclusion: the creative intuition

Abhinavagupta makes a claim that drama and poetry, considered as one
mode of experience and instruction, are a very excellent means to achieve
human goals. Poetry is a mode of instruction that imparts knowledge
delightfully, in the manner of a wife; drama is vivid, being immediately
present before the eyes like a direct perception, and goes directly to the
heart.364 The structure of an aesthetic perception, as described in the
previous chapter, is complex: although it arises from a basis of direct
cognition and inference, an aesthetic perception is an act of imagination that
is colored by external stimuli but consists in the main in an emotional and
psychic construction of memory and trace impressions. Direct perceptions of
dramatic actions and inferences of emotions arouse the spectators’ feelings to
emerge in their imagination. These, not being caused by external objects do
not end in an outward-oriented action, culminate rather as an object of an
inward-directed action of relishing.

Abhinava deems the s@nfarasa the one great rasz that is the origin of

all others, 365 and maintains that in its savoring the soul itself shines forth

364 4ps 1.1, Nagar, ed., vol. |, p. 6 “LaLbF bi--dbirodBiadbiraleliisdbiroddbels-
GBI aprasenlinin... SEUSEyEcemail Aregocaribilislr Lrdsydnupravesam vidadbad
dbermadicatuskopiyopideysdbiyam sdbar&dibhyas ca olvritim oirvisankam vidhails
11y asmikam adbipalearul/IRIIVInSm 8pl pralyst sasiddbam eva/lsl prasiddby cIsys
nayevedesam/is vidiig"

365 " jtyading rasintersprakriitvam ypssapbriam” Abhch. 6,608 36, p. 341;
Nagar ed., vol. 1, p. 335.
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with a sudden clarity: “This is the soul."366 In accordance with the
teleological structure of Indian philosophies, a means of valid knowledge is
that by which one judges and gains an intermediate correct knowledge in the
world for the sake of reaching the higher and highest knowledge that
justifies all strivings in the interim. An aesthetic experience is productive of
valid knowledge in the ordinary world { vyavebirs } and of higher goals.

In contrast to other critics who judge the reality of the theater as true or
faise in comparison with the reality of everyday life, Abhinava sees an
inherent validity in the structure of aesthetic experience itself. This validity
is implied in the valuation of life in the world and its ordinary transactions
as a real even relative to mo£s%, in the same way that an indeterminate
cognition ( nirvikalpa joina ) is inherent in and continuous with a mentally
constructed and verbally articulated determinate cognition
( vikalpajoina ).367

The primary goal of poetry and drama is an exquisite enjoyment. Beyond
the pleasures of literature, the aesthetic wonderment of camatkara implies
the self's awareness of its own power of imagination. Anandavardhana
suggests that at its great moments, literature has intimations of the divine.
In a different way for Abhinava, the enjoyment of literature nourishes the

spirit. When he speaks of the self, shining out in the midst of imaginings as

366 4p4 6, Nagar ed., vol. 1, p. 335 " auvEsvado sya kidrsep. vcyale--
Uprripaddyibhir vIsEDRralyEdibbir uparakian yad Stmasveardpam 18d eva
viralombrilriaraininlar2anir D SEsam Ko S/IRIRr 2SIl avVadAD LRSSV arTpam sakalesy
raryddisOparadiekesy (albAbLEvendps sakravibbflo Yamitmeli nydyens bhisaminem
DaronmukbaImek ssakaindubbbejdiab losm paraminandel/dblhissamvid ekatvens
Lavyaprayogsprabendhobhyim stdbiranalays nirbbisaminan
antarmukBEvVasLsabSedens fokoltarinandinayanan IRISAVIdAzlirdayan vidhatts il "

367 [PV 1.11-14, 19. See transiation, voL 3, pp. 70-76, 81-83.
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a colorless thread that strings together shimmering beads of feelings,
Abhinava seems to be describing his understanding of an ever present
reality in human nature. The changing images and moods of drama are
made anew with every moment, but its maker, the self that is the cognizer,
is quiescent. Intuitions, tinged by various external sense-objects and
internal trace impressions, are creative of an aesthetic world that each
viewer relishes. Consciousness and its intuitive faculty, like Siva and the
goddess, are two aspects of an individual world-creation that refiects the
universe of all imaginings. Aesthetic enjoyment reposes in the self because,
there, the spectator sees the deepest and permanent basis of all feelings that

otherwise overcome and drive him to actions in the world.

Samvid in the aesthetic context

Having previously argued that intuition is a cooperating cause in
perceiving a r4sa on the part of the audience368 as well as of the poet, in
commenting on verse 1.6 of the /43 Abhinava brings in several opinions
from external sources, namely, of Bhattanayaka and Bhattatauta to support
his attempt to establish that intuition, prawbta is not inferrable on the part
of the audience, and for that reason the experience of the poet, hero/actor,
and the audience is the same.

For the sake of structural uniformity, Abhinava at first makes the poet'’s

368 ppg 1.4, VSS 97, p. 60-61. On the audience’s intuition: " Zsc
DRk LlrRyopsianiiEr LAV AP A m T/ 1818l pralib hELapaVIlr i apr 2L PRl Dpral/-
Db ZephByFribadyolenssak ir dbvanspavySplral; sa £8 prigvriiam vyaparalrRysam
nyskburvan pradbioabhiieh Livydimel/” On the poet's intuition:
" eladebhidbAsyamEnspraliy e mEDZOULr Enrlak VY anir n A0S -
2/punapralibAEOLIRDSIVENLIVE MRDTLRVIVY 8pRLCST bOAVALIL bbavals. "
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creative process one in which a permanent emotion, s243yzz, is turned into a
rasa as a result of the propriety of its stimuli, vib6A32vs and anubhiva This
creative process is exemplified by Valmiki, the first poet. The same process
now occurs in the audience as they listen to a poem or watch a play.
Pratbha exists and functions in the poet and the sympathetic audience.
Through sympathy ( Ardayasamvads ) and identification ( Zanmayibhiva ) on
the part of the audience with the author by means of literature and drama, a
spectator’s emotions, stimulated and colored by appropriate vzbA44va and
anubhiva, become an object of his/her own relishing. Thus, as he closes his

comment on 247 1.4, Abhinava says,

For grief: is the permanent emotion of compassion which is itself the
experience of relishing [a permanent emotion]. For although grief is a
permanent emotion, the v/bAava and anubhiva appropriate Lo it are a
mental state which in being an object of relishing is a r2s2 Thus it is said
that from propriety ( #ucitye ) a permanent emotion becomes a rase;
because a multitude of mental states, previously perceived in oneself and
inferred in others, as they create ( Zd2dh4naz ) a sympathy between ihe
hearts by means of a sequence of trace-impressions, are appropriated for
relishing.369

Commenting on 242 1.6, Abhinava represents Bhattanayaka's view of
the sensitive audience as a calf that effortlessly savors the rasz from the

Cow of Speech, the mother goddess who freely gives her essence out of love

369 npar 1.5, VSS 97, p. 91. "Sako biti karupasys tsccervandgocariimanal
sIhZyibhAvab. soke bi stbiyibbEve ye vibhAvEnubAIVES I8ISERUCIIE IIBvVIIlS
aarvyvanEIndim# rass ity savoilydl sLbEyino rasgiZpeilr i1y ucysle. priksvasepvidilem
parairinumiinm o8 OAVriLfZIem sawskdrakramens braayessmvidam Fdedbiasm
aervapdydm upsyuyele yalab."
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for her young. In contrast, Abhinava's views the aesthetic process as
requiring work on the part of everyone involved. The goddess Speech must
be gently urged into yielding her shining gems, these gems being the ‘sweet
substance of [suggestive] meanings’ ( svaady Zad arthavasty ) spoken of in
Dbha 1.6. The poet's intuition, in the sense of creative imagination, is not
something inferrable by the audience, but it is rather that which the
audience must identify with through his own imaginative power. For this
reason, Bhattatauta says that the experience of the hero (as recreated by the
actor), the poet and the audience is the same.370 Exercising the imaginative,
intuitive power is precisely the process of recreating another’s experience
out of one's own trace impressions, i.e., the anvkirtana as described in the
Abhinavabhbaral; which has been discussed in chapter five.

In Dbal 3.43, when he glosses Ananda's use of the word ‘sz as
pralibhana Abhinava again speaks of pratibha as a ‘sight’ (or an insight,
‘prafig,’ of Dhal 1.6) associated with the operation, or action, which causes
the relishing of the sz4zyzbhava. This is to say that [the poet's] intuition--
his imagination--makes a permanent emotion, which is in essence something
to be relished, fit for being relished. The commentor explains that ‘intuition’
1s to be understood as a transferred meaning from the literal meaning of
" drstr,’ which signifies an ocular and sensory perception. The poet who has
imagination can string together a new and variegated world at every
moment because even as he is practiced in observing the real world, his
'sight’ of such a world increases imagination. Perceptions of the empirical

world as expressible in the literal use of language are subordinated to the

370 pssand £ 1.6, VSS 97, pp. 92-94; Ingalls et al, trs,, pp. 119-121.
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suggestive function in poetic language. The poet’s intuition is a special sight
which sees literally and suggestively and whose creation always supposes a
mutual cooperation between reality and imagination.371

Viewed in the light the Saiva theory of cognition, poetic intuition
belonging to the poet and the audience, is the same as that which functions
an ordinary, determinate cognition. A determinate cognition ( viéa/ps), is
consciousness’s reflection ( v/marsa ) that blooms forth with all its
ramifications in accordance with the goal in which that cognition achieves its
purposeful activity. As we have seen previously, cognition is an active and
fundamentally imaginative process: because the mind constructs concepts at
will out of trace impressions, cognitive contents depend as much on the
arrangements of their conceptual and psychic constituents as on the pure

sensory percepts of cognized objects.

Pramana

Not surprisingly, Abhinava postulates that the success of a purposeful
action is the criterion of valid knowledge, preamana. A person does not
strive toward a purposeful action out of correct knowledge alone; he/she
strives toward a goal out of a variety of reasons, the most important of
which is the desire to experience something that has been satisfying in the
past, even when he/she knows that the means in the present is doubiful. By

analogy, a play-goer does not aim to produce any real thing but rather to

371 ppar 3.43,VSS 97, p. S41. “rasiin tf : rasysminaldsirin sthAyIbLEviEn
raseyiiun rasyam ZosiapRIliyogpyén £urvaen... apf Ivarihinlare
alpdrivakaviitiodbhyasollasite pralibhinalatsane ribe sambréniem.” See Ingalls et al.
trs, p. 654.
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enjoy himself/herself in being one with others in the audience. The goal is
real, and the experience is real; the theater is neither a false cognition of the
real werld nor an absolute entity beyond the range of perception ordinarily
existing in the world. Abhinava is able to state in a logically rigorous way
that an aesthetic experience, consisting in the relishing of feelings and being
brought about by the suggestive function of language in poetry as in the
theater, is a real and valid experience. The subject of validity is fully
expounded in /PV 2.3. It cannot be treated fully here and is therefore
described briefly as follows.

Since they say that all changes occurring in succession are activities of the
subject who is independent and sovereign in the power to synthesize and
represent inner manifestations at will, the Saivas are averse to saying that
there are errors of cogniiion. All manifestations, as an individual's cognitions
or Mahesvara's manifestations, are created ever anew. Since all are the
synthetic products of the unity of the self, they are existent and valid for the
moment. The fact that some cognitions are proved false at a later time does
not prevent them from being valid when they are perceived. When they are
sublated, this is not an error of cognition. Rather, the continuity of the
cognition has been interrupted because the development of a vimarsa does

not reach its completion in a purposeful action.372

372 spy23.13,vol 3,15, p. 157-159. Vol.2, p. 125. "apareyam bbriotir ucyste,
2OUVIUYUIRSYEDS VI ErSasyASIBRIY AL 8I8S cn pribak Joenlfdydbssesy na kcRos
DBrEnllh, melapdmse [ VioarsZouvriliniro Jianam Vimersodayska/id ave drablhys
DbEdbakens Krivale fif talraive Dbrinlibbival, iif wddbam. " "The mistake is said to be
this other thing, because of the instability of & presentation ( ¥/zars# ) even though it is
piled up in an unfolding (ie., even though the incipient presentation has begun to be
developed into a full cognitive object). Therefore, in regard to each of the appearances
as an object, a ‘this,’ there is no error whatsoever, but in regard to the part of mixing
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This theory of relative knowledge stems from Somananda's doctrine
which has beer. set down in chapter 4 of the S/vadrsti. The earlier Saiva
philosopher is anxious to state that since Siva exists as manifestations in all
things, therefore, nothing that consists of the Lord can be an error.373
Somananda tries to show that validity is relative according to points of view
and usage, as, for example, monetary currencies are different with each
locality according to the king's command.374 In the /P¥, just as Siva is
autonomous in manifesting all things at will, so each individual subject is
autonomous in the creation of their determinate knowledge, inasmuch as
each cognition is a unity, and because a unity of related diverse things can
effect a purpose.375 A purpose is achieved not because of correct knowledge
alone but for many reasons, the most important of which is an intense
desire,376 and it is preceded by our former experiences which are united in
a single determinate perception that relates our past feelings of satisfaction

with a future goal 377

together (i.e., the presentation of one thing is mixed up with that of another thing), there
is an uprooting of a vizarse's development which is made by a subizicr beginning from
the very time that 8 s/zmersy arises.”

373 ¢p 46 <7.p. 128. “ Ja1bF yalira sad ity evep pratitis lad £s81 £5L08m/ yal sat
181 paramAribo bf paramirisas 1818k S/va/ servebhavesu cidvyakieh sibiiaivs
prapfrihatl/ milbygitinavikalpyinim Ss1vam cldvyaklisakiald//” "“Just so wherever
there is the pecception of existence, how can there be non-existence. Whatever exists,
that is absolute reality; for, from that [existence] Siva is absolutety real. It has been
established that the manifestation of consciousness is absolutefy real in respect to ail
existents. The existence of imaginable false knowledges is the state of being manifested
by consciousness.” :

374 ¢p 48-11, pp. 129-130.

375 1pv,239,val 2, p. 113; transiation, val. 3, p. 153.,

376 spy 23.1-2, vol. 3, p. 143-4.

377 1pv227,vol 3, pp. 137-38
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A purposeful action is the goal to be achieved in the purview of a
presentation ( vimarsa ) whose development ( 2auvrit/) is not interrupted,
which is to say that a person has an incipient idea in mind. This idea unfolds
into the fulfiliment of its purpose. A means of valid knowledge consists in
the continuity of this incipient cognition throughout until the completion of
the purpose. If the goal is achieved in accordance with the aim of a
cognition, then the latter is valid. Otherwise, if the goal is not achieved, the
cognition is not valid: it is interrupted and replaced by a new cognition.

Abhinava defines it in this way,

Whatever creates the result of a vimarsa, whose stability ( stbairya) is
not sublated and therefore whose unfolding ( asuvrzir) is not obstructed,
that is a valid means of kowledge in the form of awareness ( bodfz ),
based on the object of awareness and resting in the cognizer himself 378

It is to be noted that the cognition relevant to a purposeful action is an
indeterminate cognition ( vimars# ). According to Abhinava, even the first
presentiment of an idea is accompanied by a subtle verbalization. The
indeterminate, rather than a determinate, cognition is developed in an
‘after-function’ ( 2zuvrezr’) into an action-effective idea, and finally into
action itself. A continuity between an initial awareness, its fully verbalized
thought, and its completed action underlies Abhinava's notion of a valid

means of knowledge. The author says,

The result of a valid means of knowledge is an operation; and ar
operation is established as not different in form, because it is carried out

378 spy23.1-2,vaL 3, p. 144.
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or because it is caused to be carried out, because the cause and the result
of the means of valid knowledge are not different. And because a means
of valid knowledge is vzmarsa which depends on words, and a word
proceeds in respect of only one manifestation unmixed with other
manifestations in the form of time and space, and so on.379

The process of cognition, from indeterminate to determinate, involves an
incipient presentation which, when determined by intuition as what it is and
what it is not, becomes a determinate cognition. Intuitions bring forth trace-
impressions in consciousness which are associable with percepts in
immediate presentation. Abhinava describes in a similar way the unfolding
of an aesthetic imagination. Upon seeing an actor, there is a determination
(a2dhyavasaya ) that the sense-object is Rama. It is the unfolding or
development ( 2auvreti') of Rama/actor’s iraoe impressions in the dramatic
portrayals that stimulates the spectator’s own trace impressions to develop
after Rama’s. The result is that the spectator thus becomes identified with
Rama; for a duration of time he lives in the midst of Rama's exploits and sees
the world through Rama's eyes.380

This unfolding of an initial sensory-perception into a fully detailed
experience can be directly linked with intuition. Inasmuch as various
intuitions afford possibilities for determining a purely sensory perception,
when a determination is made, the intuition of what it is contains within it

the seeds of development provided with all qualifications which can effect

379 oy 2.32,vol 2,p.75. "£im g lba vyEpirardpsm eve phalem VyEparas e
VyEpriyamindi vyEpirysminsl vi ananydkdra eve siddhsb fi--abledal
praminsphalayal vimarsgbalens oo yalah prapinsm. vimersss ca sebdsfivitalh.
S8bdas c8 FOLTsAnIarellh desak FdirOpalr ROZmrSIe cLRIraIVEbAZSAmMALre pErVEriSLE.

380 454 1., Nagar ed, p. 35. See also n. 347 and text, ch. S, p. 203.
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an action. Abhinava expresses the idea that an intuition, as the incipient
thing-concept determination ( so yam ), contains in itself the unfolding of all
later stages of expression. And this intuition, as the initial, noumenous
Speech, is active in the first moment of an indeterminate presentation. He

says,

That which possesses the three limbs, namely, the pasyanl, madhyama,
and vaibari in the form of a triad of objectifications, is the supreme
goddess who embraces the multitude of all differentiated things to be
objectified. Speech bespeaks itself; it is called Speech because, ‘it reflects’
( vakii svargpam vimrsatii vak ) 381

Considered in this way, the validity of a presentation that develops
continuously into an action consists in a non-interruption of a criginal
awareness. The universalized time-space continuum of the theater, assisted
by the pleasures of songs and dances, provides an atmosphere in which the
imaginative re-creation of drama proceeds with no obstruction.
Universalization thus clears the path for the unfolding { asuvreti) of an
original perception, i.e., that this is Rama. An aesthetic imagination then
thrives on the suggestive nature of stimuli. The spectator’'s own mental
states are shaped after the mental states of Rama. This unfolding of the first
perception, “this is Rama," follows the vicissitudes of Rama's pleasures and
pains; it culminates in the act of savoring a r2s2 and thus fulfills the

purpose which the original cognition serves.382 Of the action of savoring,

381 poypy 1.1,vol. 1, p. 15. " Zrayo vayaviah pasysnlimadlysmavalbharili yasyih
27 [rayT pardmarsergps krodikrigbL/opesamasi8perdmarseniysrasil pari bhagavar
vary svardpsm vinyrsaifly vak”

382 (f the aesthetic unfolding in 455, in the paragraph beginning with " £Fvye v
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Abhinava has this to say,

By means of these things composed by the poet and made to be like a
direct perception by the actor, a thorough enjoyment in the nature of an
unobstructed experience which is a r#s2 is produced instantly. For the
action of savoring is not achieved in the termination, like the action of
going, but rather in the very first moment. And it precisely consists in an
immediate perception of the vibhave A rasz is led to the presence of
relishing and so on through skills in feading li.e., acting] ( 2ayenacaturya)
of him who is taken as the range (i.e., object) of relishing in the first
place...383 '

The above passage shows that Abhinava thinks of relishing as an action,
with a rasa as its object, following {rom the first moment of determining
that the actor, as a sense-object, is Rama in content. The act of relishing
arises immediately upon the audience’'s perceiving drama as if it were a real
event and the actor as if he were Rama, but knowing from its original

intention that all this is a play. The success of relishing depends on a true-

Lunisdf Framenobaresabdiridesarire fokolisrarasgprinske Aroayasamvidevesdt
nimapnikEriks (Avad bARVRL cilI8Vril. Eintu sarvesys prolyeksesabssibirabs(ps na
dhir udeli pftye (U pEramartbikam Kificid sady s me Lriyvam bhavisyalily.. idénitm
anukirtansm enuvysvasEyaviseso nElyaparapryeyeh. oioukars il bhramitevyem. "
Abb 1, Nagar ed., vol. 1, p. 35. In the middle Abhinavs says, " samyedmiliyssemsays-
22mbhEvenddiiiZnavijtiey slvapsramersinispade, rémarsvensdivissyIdbyavasiye,
121D K ErINUVT LI Franab BT AI818h 208 851 Ay aVESIUL TDRLTIT DAV AP 8 20RO U LAV ES
2amskErasieiiessmenoRleiscuk (8rIparimadhyavesiyasemskirse eva bbevan...” See
aleo nn. 347, 350 and transiations, pp. 203, 207.

383 454 6, Nager ed., p. 303. " etaib Levinopenibsdbsir natens ca
STX SR Erak oipalie Zoilailh samyse ity eviehnsbhopal ek aseprbbopo ress vipadyste
Jh8L ity evs. 8 bi gamanskriyEval parysnle rasanikriva nispadyele. a7l pralbamse
avavassre. 28 o8 VIDAIVAsTESTIRFriImeks ave. 18syR I prolhnm Rk sEyEm eve
rAS20ZeocRrRIVED LImRIasy s DAY ROSCTUYEOLIDLT raso rassnfdyvabiimukbyam niyste. "
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false dialectic of dramatic reality culminating in savoring.
In this situation, the awareness of an awareness is the apperception,

anuvyavasiya, of which Abhinava speaks. And when he says,

anuvyavasiyavad visesavisayikaryam natyam... lasmad
anuvyavasayatmakam Kirtanam rusitavikalpasamvedanam natyam. tad
vedanavedyatval. na tv anukaranaripam 384

The theater is that of which particulars are to made its objects, like an
apperception.... Therefore, the theater is a [reltelling of the nature of an
apperception which is a perception of tinged mental constructs. But,
because it is to be perceived by a perception, it is not in the form of an
imitation,

the statement means in full that the mind produces and represents

--from direct cognitions of actors and dramatic actions and from the
spectator’s own trace impressions forming memories and inferential
judgémems coloring emotional attitudes in his conscious mind--a series of
mental events which are again objects in a more encompassing level of
consciousness that arranges the whole set of representations into a coherent
whole. The unity of that "apperceiving” consciousness, occurring after
determinate cognitions, is conditioned by a coherence which tends toward
accomplishing the goal, namely the savoring of rasz. It is this end, namely,
the bliss of aesthetic enjoyment that governs the coherence in synthesizing
the series of determinate mental events of the piay into a whole and
meaningful episode.

It is in this sense as well that Abhinava speaks of pramana as the means

384 454 Nagar ed, p. 36; GOS 37, p. 38.
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of valid knowledge, which is continuous, i.e., which comprises the continuity
of a single knowledge up to accomplishing its effect. In this context, the
word " ekgghanasamvid” also gains another meaning-dimension: samv/d is
a compact mass because of its uninterruptedness, which is to say that our
experience of a drama makes sense as an episode or a whole event because
no other thought comes in between to interrupt the continuity. It is this
continuity that fosters the experience of r2sg and because we experience a
rasa that we say an aesthetic experience is a unity. In a more commonplace
illustration, we see that a Walter Mitty-like experience also depends on non-
intrusion of any other reality into a fanciful stretch of the imagination.

The validity of the aesthetic experience, accordingly, can be reconsidered
in the light of the validity of a cognition. If a determinate cognition is valid,
which is a unity persisting without contradiction or sublation throughout and
culminating in a successful action, then the validity of the theater is
precisely this: consciousness becomes an unobstructed, compact and gapless
mass singularly focused on recreating images in drama. This solid mass of
images, tinged with variegated feelings, culminate in a successful action,
namely the bliss of savoring the rasz. The essence of the theater, according
to Abhinavagupta, is a unity of one uninterrupted cognition, a continuum of
samvid, ending in the fullfillment of relishing a rasa.

Other means of knowledge, such as inference, and so on, are effective
for purposes of everyday life; and they are also valid. Reason in vyavahérs,
the rational order, is based on invariability of 2/yaZ; the physical laws which
Siva ordains to regulate the universe. An inquirer asks: but it is known that

some yogis supersede this law, who make at will an object produced in the
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world by natural causes. Can one still trust the validity of inference,
knowing that some things are created through the natural properties of
empirical things and some are created by a yogi's will?

Abhinava says that in each case vyavaldara is a standard of a right
judgement: in the event that njyaZ/ prevails, it forms a criterion for valid
inferences. And in the case of yogic creation, it forms a criterion of common
usage from which supernatural powers may deviate 383 The validity of
reason, inasmuch as it serves certain purposes, is not destroyed because
another set of rules prevails. Abhinava calls his theory of error
apUrpakhyat; or an incomplete knowledge, which can become more
adequate with a subsequent and fuller combination, like a jeweller’s
knowledge that is sharpened by experience.?’86 He is at pains to emphasize
the reality of this world, which follows from the sovereignty and reality of
individual subjects. If the criterion of validity of a cognition lies in being a
unity of diverse things related in one awareness that leads to a succesful
action, the world in which successful actions occur is the domain of valid
cognitions. From the standpoint of utility which is a criterion of validity, the
world is valid.

The ultimate means of valid knowledge is Siva who cannot be measured
by any limiis or criteria. Siva is the unity that continuously manifests the
universe; Siva's own being is the screen on which all phenomena are
projected. Somananda says the Lord exists in all beings from the world of

moving and unmoving creatures down to the lowest hell; the Lord is like a

385 1py 2.4.10-11. See transiation, val 3, 173-178.
386 gee Naviivan Rastogi, "Theory of Brror According to Abhinavagupta” Juros/
a /odian Philosophy 14 (1986) 1-33.
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great king, full of joy and caprice in his creations.387 To say, as Abhinava
does, that the self shines out in an aesthetic experience means in part that
one recognizes oneself in this context as Siva--the poet and the dancer who
creates the three worlds with Himself as the screen. Abhinava says, in
connection with permanent emotion of the peaceful rasz ( sZntarasz ),

” "

" taltvajianam aimajaanam. " "What, then, is a2 permanent emotion in this
connection? Since it is said that the knowledge of the truth alone, to begin
with, is the means of liberation, just its permanence is proper in respect of
liberation. And the knowledge of the self alone is the knowledge of the

truth"388 The liberating knowledge, for Abhinava, is the recognition: "I am

Siva.”

Intuition and self-knowledge

The problem of self-recognition arises through the fact that, in
Abhinava’s philosophy, the subject who manifests cannot be manifested,
which is to say that the self cannot be represented or viewed. The subject
whose nature is full consciousness ( s2zv/d') is an ever-expanding, active
source that assimilates, combines, arranges and projects images. The term
samvid, signifying the basic components of light and its reflection capable of
originating complex mental functions, appears frequently and particularly in
connection with the tasting of the r2sz2 Abhinava's speaks of a sapv/d asa

solid mass of consciousness in which the aesthetic experience is enjoyed.

387 £p 136-38,p.25. See n.6,ch.2,p. 13.

388 4ph 7, Nagared., p.331: " £as 22rhy sirs SIGAVT. ucyste iba LalIvajddnam
&ve Lavan moksasidbanam ii7 18syeive mokse stbEy g yuklR alvajianam ¢s
nAnElmesénsm eva. ”
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The usage of the term connotes not only a subject who unifies and manifests
all mental images, but also the maker ( pirmatr ) who carries out actions in
accordance with his inner designs.

In a curious way, although Abhinava affirms the reality of the world and
imagination, he considers such a reality a reflection rather than the
substance. While everything that exists is a real reflection in the mirror of
the mind, there is no original, inasmuch as the subject who manifests is not
perceptible.339 $iva, when in the pure and withdrawn form, is just a mass of
transcendent and blissful consciousness. If it is said that the mind reflects
the external world, there, again, the world is a reflection of Siva's

consciousness. In the Paramarthasara, Abhinava says,

There, the whole world, whose expanse is multifarious bodies,
senses, and realms, is within. '

And in it, the enjoyer, the embodied one, is just Siva who has
taken to becoming a beast ( pasv ).

Just as pure crystal takes the form of colors of various kinds,
Just so, too, the Lord takes the form of gods, humans, beasts,
and vegetations.

Just as the moon moves oOver moving water and is still over still
water,

Just so is the soul in the assemblage of bodies, actions, and
worlds.

Just as Rahu, although unseen, comes 10 light in the orb of the
moon, just so
the pervading soul shines in the mirror of the mind with the

389 spp 2155, vol 2, p. 19. " andbhdses ca pramfif sa bi ps kasys cit #bhAssLe,
1asyz sarvam EbHTL yalal" "The subject has no manifestation, for he is manifesied to
no one because everything appears from him.”
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senses as its support (ndriyasrayena ie., by means of).

Just as in a clear mirror, {one's] face shines out; just so, this light
shines in the substance of the mind, purified by Siva's power
( sfvasaktinirmale dhitative ).

Because it rests in itself, the perfect, great joy in the form of
light,

it is full of will, consciousness, and the senses; it is full of
endless powers.

Pure and quiescent, devoid of all mental constructs, without rise
and fall,

in Him who is the ultimate substance the world of thirty-six
states shines.

Just as variegated towns and villages are continuous in a
mirror-reflection, and yet appear distinct from each other
and from the mirror as well,

Just so, although not separated from an awakening in the purest
and supreme Bhairava, this world appears divided within
itself and from Him 390

There are several images of the reflections: the soul shines in the mirror
of the mind, the world shines in the mirror which is Bhairava. Abhinava
suggests through the imagery of mirror that an individual does not see the
self or the Lord directly, because neither is evident to the senses; and the
world perceived as separate appearances is in fact a continuity as reflected
through the senses in the homogeneous substance of the mind. The manner

of seeing is like a reflection, and just as the universe is a reflection in the

390 jliane Sitburn ed. and tr., Ze Peramitbesirs, (Paris: E. De Boceard, 1957), p.
S7 (text). My translation.
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mirror of Bhairava, so Bhairava as the self is reflected in the mirror of the
mind. The mirror, the substratum, is clear but holds and unifies images in
itself; it is the conscious substance. Reflections in the mirror are cognitions,
continuous because they are of the same substance and discontinuous
because they appear to consist of disparate and external objects. And yet,
consciousness, which is the agent of the manifesting mind, has no form apart
from its reflection, namely, Speech.

The imagery is an expression of idealism. An existent is that of which
mind is aware, and even the mind does not have direct access to the world,
but perceives it through the medium of the senses. In chapter three of the
Tantrasira, Abhinava speaks of human perceptions of the world through
the senses as a reflection, pratibimba: what I experience as taste is a
mental event consisting of what the sense-organ of taste conveys by being in
contact with an object appropriate to the sense. Experiences of the empirical
world are “reflected” in "my” mind.39!

Abhinava’s idealism is qualified: external objects exist without being
perceived by me, but their existence depends on some consciousness. If one
accepts that there are other consciousnesses besides one's own and that
there is a real, empirical world, then one must admit a unity of

Consciousness by which all things and consciousnesses exist at all times.

All this multitude of existents { b44va/dza ) are merely reflections in the
sky of awareness, because they possess characteristics of reflections. For
this is the characteristic of a reflection: that which is manifested as
divided, which has no power, and which appears to be mixed with others,

391 Abhinavagupta, Japirassra af Abbivavegup: (J¥), edited with notes by
Mukunda Ram Sastri (Repr. Delhi: Bani Prakasham, 1982), ch. 3, entire.
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that is a reflection, like a face in the mirror, a taste in the saliva, scent in
smelling... Thus, just as this [world] appears as something reflected, just
so the universe [appears as refiected] in the light of the Supreme Lord.

[Objection] In this connection, what would the original be? [Answer]
Let it be nothing. [Objection] Then does it have no cause? So, then, it is a
question of the cause--What use is the logic of talking about an original?
The cause will be just the power of the Supreme Lord, which is
synonymous with independence. Because the Lord bears the reflection of
the universe, he is the universe. For the universe, consisting cf [full]
consciousness { samvinmaya ), is the place of the manifestation of
{limited] consciousness ( cz/zany2 ). 1t is for that reason that the universe
is in this case a reflection ( prazipa ). Thus he bears the reflections. And
thus, to begin with, the nature of the lord, the self of the universe, is not
unreflected ( andmrsta ).392

Therefore, to see the universe of diversity as a unity is to perceive that
diversity is held together in the Consciousness of which my consciousness is
areflection. The mirror imagery suggests that the individual minds, when
they perceive the world, reflect Siva who unites all minds and all events,
manifesting them in Himself. This is an interpretation of Abhinava's
imagery of "reflection.”

The passage above proceeds to say that this reflection ( Zzarsz ), in the
form of the Supreme Sound ( paranidz ), is innate to consciousness. The
collection of powers of Siva is the arranger of the world, and the powers
(s2£t/) are the syllables. Arranged in various ways, they are the levels of
awareness ( paramarsa ) which, in the lower stages, are realms of elements

(zatrva ), and worlds { bbuvana ).

392 r¢ 3, repr.of KSTS 17, p. 10-12. “ servam idem bhava/fism bodbagagane..
Paramesvarasys svaripam na andmrsiam bLavel:
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The whole world shines within the self here,
just as various arrangements shine in the mirror.

An awareness ( bodha ), furthermore, through an unfoiding of [one’s]
essence in innate (242 ) vimarsa,

reflects the universe, in the same way that a mirror [reflects]
us.393

Abhinava also speaks of rituals as the mirror of the self:

There, on a pleasant ground, he meditates on his very own form, like a
spotless mirror. Having seen [his very own form), as if a reflected by an
image ( marubimbitam fva ), not different from the circle of deities to
whom one ought to perform sacrifice, he should worship with lovetly
flowers, scents, drinks, libations, eatables, incense, lights ( dipz ),
oblations, songs, music, and dance, and so on; he should recite, and he
should praise--to receive certain identity with Siva ( Zzzmayibhava ).
For, one who looks at his own face in the mirror constantly should soon
know it with certainty. In this case, no particular sequence is important,
except for the identity with [Bhairava). 394

Masson cites an instance where Abhinava compares the actor to the
Paramatman. 395 The passage states that just as the Supreme Soul, even

without leaving the light of his consciousness, mirrors ( Zdarsayatr) his

393 1o 3,p.19. " antarvibbill sebslam jagadiimanthss yadvad viclrarscand
DULUrEnIarEless bodbel param DifavImAarsarasInuvIiy sy visvam pardorssl £o
mukuras 18Lhx 1"

594 r¢ ch. 20,(Dethi: Baniprakashan) 1982, p. 180 " zetra Ardaye sthapdite
vimalematuravaed dbyate svam eve ripam yEvadevalicakribbionem mirlibimbiism
1va drsivd brayspuspepandhésaversrpanavedysdbipadipopahira-
SILeitevEdyanriidding pIjeyerl, japel, sIuvila--1anmsyibLivasankilam sbdhum.
Fdarse £f svemukhan aviraiam avaioksysieh 1a1sverdpaniscitih acirenaiva bhsver-- ns
CRLrs Kasal kramab predbipam--rie 1enmaybhivar *

395 jeffrey Masson, AZ vol 1, p. 36, vol. 2, n. 299, p. 50. Passage cited, 454, vol.
3, p. 124 (Baroda ed., 1954).
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nature which seems to be tinged by mental states appropriate to the bodies
and their sheaths, so, too, the actor, without leaving himself as the support,
appropriately through the use of the dances and songs, and so on, shows
himself to the spectator in such a way that he seems to be embraced

( &lirigiza ) by the nature appropriate to him, through his movements,
costumes, and so on.

The actor is likened to Brahman because both conceal their identities
under disguises as they generate seemingly real events that sway and
beguiie spectators. But again, to Abhinava, the actor is a vessel, a pdira, the
vehicle or vessel for the audience’s enjoyment of a rasa 3% Abhinava does
not mean that a cognition that penetrates theatrics and lays bare the true
identity of the actor would lead us to the knowledge of the truth. He does
not say that one comes face to face with the reality of the self. But the self is
perceived in the midst of phenomena of one's own imagination, never
directly. As the spectator savors the feeling of feelings in imagination, he
retreats from external goals of objectification, drawing the world of Rama
and Sitd into his heart. This experience, enveloped by and contained in a
purely subjective realm, whose aim and activity rest within oneself alone, is
a repose in the self ( szmavisranir).

The term sz vid describes consciousness that is aware of its object and
itself through functions of illuminating and representing things as mental
images. In the context of aesthetics, s#vid is regularly used in connection

with the production and enjoyment of a r2sa Abhinava says the spectator,

39 456 6 , Vol 1, Nagar od., p. 289. " a/# evs cs nale p8 raseh kulrs 1erbi..
FsVAdenop8ygb. 812 eVa C8 pitrap i1y ucysle. ns br pilre medyasvadal. &prlu
18dupdyaksh. ~
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as he puts himself in the exploits and feelings of Rama, experiences a world
delivered up in the manner of something devoured, a world of a generic type
of samvid 397 Speaking of theatrical universality which is not limited but
extended, Abhinava tells us that a rasz tbrives especiaily when the
perception of the whole audience is as a single mass because trace
impressions of all minds, made varied by beginningless impressions, are in
sympathy; and this unobstructed consciousness (i.e. the imaginative
expanse), avighna samvid, is aesthetic wonderment.398 The chief thing in
this regard is the fact that some consciousnesses, £3s ez samvidaly, are the
bases of human goal.399 Or, Abhinava asks, whose consciousness rests in an
unimportant object since an unimportant idea does not rest in itself as it
runs after something else more important? Therefore, the insentient
categories of v/bfava and anubhiive and the passing vyabhicaribbava,
although included in samv/d by nature, are not important. The sza3yin is

different from these. Therefore it is a vessel of relishinig.40¢ Abhinava

97
3 Abb 1, vol. 1, Nagar ed., vol. 1, p. 35. evaokdrinfim iden 1t dbamaksvidhs

SEMRIPALY SAMVIELVAR IMAM SEMVIAViLesaranfak aprinsvaliebhpralims-
LBSESVEGRSARACEr 8rRm Y ACilIOAY S amSkTrarasTvasens.. SUbLam Jcarsly asubhsm

samuyfiherl

398 45 6, vol. 1, Nagar ed., p. 278. ‘evam paro pi 1318 €Ve 08 perimilam €va
SEABErEpyam. 8ps [U VIIBIAN... 818 EVE SRIVESEMAIKENSL CXACHRNIIZYAIVE pralipatie)
SULSrEMm rasspariposiys. Sarvesim snidivasensalrikriscelssam VEsanassmvadsl S8
cavighng ssmvic camaikaral.”

399 454 6, Nagar ed., vol. 1, p. 280. " Lsira purusiribanisthah kst samvids it
pradbianam.”

400 ppiq * apradhine vasiuni kasys samvid Visdmyal. losyaive pralyayasys
pradhininiarsm pralyenvdhivalah sviimany avisréntatval aio pradbinsivanm jade
VIbLEVARULLEVEVArSe VY RbAICIE inicaye o Sapvid Simake pf niyameninyametbs-
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speaks of savoring one's own se2vid in the way that some women finds a
repose in their heart by immersing herself in single mass of grief.40! In
another place, he calls s222v/d the permanent emotions that overpower
creatures. 102

If one interprets the act of savoring rasz merely as an apperception
( 2ouvygavasdya ) which is a mental operation ( mZnasapratyaksa or
manasavydpira ), and the rasz as an object to be realized in one's own
consciousness { svasamvedanasamvedya ), the term szmvid may be
understood simply as a passive consciousness, like Samkhya's crystal
( sphatikamans) or Vedanta's Brahman. Examples above show that szzvid
actively governs objects and activities of theatrical elements, i.e.,
the vibbhava and anuvbhiva, sometimes it denotes particular states of
consciousness. It is, therefore, proper to attribute to the term samv/d that
we find in Abhinava’s literary criticism the same meanings as in his theory
of cognition. In this sense, consciousness in which the rasz is realized is
active. It possesses projecting and reflecting aspects; it is free and
sovereign in its power 1o represent mental images. Consciousness
illuminates its objects. In the process of representation, it combines sense
percepts with elements of memory in the subconscious. The determinate
representation that follows occurs in consciousness's reflective function
( vimarsz) in the form of Speech, through intuition--the power to create

anew--excluding what the object is not and determining what it is.

sapprefsinl sambhavalti tadatirikialh sth3yy eva (albacervenspiran. ~

401 1nid. " 101r8 sarve wr SUEDRPradidndl. SVRSEMVICCRIVERErgpasyalk 3phanssys
DPrakisasygnandarasivar ~

402 445 b, Nagar ed., p. 28 1. " SIBEyIvVar caifdvelim eve. j&le eva b jaolur
1yetibhih samvidbbib perito bhavay. ”
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Of the ultimate rgss, the sth3yin is so permanent and enduring that all
other permanent emotions are transient. 403 Abhinava says that the seff
shines through. The szAzyin of sgntarasa is the soul; and the knowledge of
this szhgyin is the knowledge of the truth, which is the knowledge of the
self. All emotions dissolve in and issue from the self, which is the screen on
which all other emotional states are projected.404 He describes in the

following way how one may have an experience of the soul:

What is the savoring of its truth like? It is said: the self itself is colored
by zeal, love, and so on, that bestow colorings. That very self appears as a
bright, white string that shows through in the intervals between gems
that cover it, shining even as the truth among all the colorings such as
love, and so on, in such a way that the perception "this is the self” flashes
out suddenly. It lacks the web of all miseries in being dependent on
others. Shining forth universally as the result of a2 composition and
performance of poetry, as the unity of szmv/d which is the attainment of
the supreme bliss, [the self] turns the heart to look toward a supra-
mundane bliss without rupture with an inward-fooking state 403

An experiencer of any rasz s tastes the flavors of feelings and sees

colorings of his inner world. But there is no color for the peaceful. T.E.

403 455 6, Nagar ed., vol 1, p. 331. : " attvajdigosm tu
22L8/8bLAVIDI2reb BIILISLAARIY A S2rvRsLARYibAYaD SIyitam.. "

104 455 6, Nagar ed., vol. 1, p. 331. "Zensimaive
JhEnZpendddivisuddhedharmeyoes parik 2/ piiaviseyopariearabilo ire sthgyi "
"Therefore, that self, provided with pure qualities of knowledge and bliss, and so on, and
lacking in colorations of mentalfy constructed objects, is the permanent emation.”

“ 18UV ejORDA LU Sek 2IabDRVEDISrabhiILSIAaNYam SarvasbRyibLyab sthayiinmen. "
“But the knowledge of the truth (i.e., the self) standing for the screen of all other
emolions, is the most permanent of alf permanent emotions.”

405 444 6, Nagar ed,, vol 1, p. 335.
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Lawrence once says of the desert: it has no taste.

Imagination seeks to act on no goal beyond itself: in viewing the workings
of one's own heart and mind, the seer is a creator who takes pleasure in the
independence and sovereignty of his creations. If the Saivas say that Siva is
the dancer who dances out creation on the screen of his own being, the
spectator in his limited way weaves the world of illusions out of the senses
and traces impressions of beginingiess experiences. The Lord dances
according to his will, and in the real world humans act in conformity with
Siva's imaginations that create new images of the world with every moment.
In the theater, the spectators dance to the stimuli in a world created by the
poet and the actor; and for the duration of the drama the audience are bound
together as one mind, or as one universe analogous to that created by Siva.
The world of the theater in its way is like the universe in which all creatures
dance with the dance of Siva.

The self that reflects Siva, i.e., acts as creator of images, is Siva. So the
Saivas mean when they say, "I am Siva.” The self is not an object, and is not
manifested in experience. The repose in the self ( FZmavisrants ) is the
ultimate substratum. To experience the Z/man is just to be in the gzman.
Indeed the Saivas seek the dzmarn as if to catch the fleeting wind. Thinking
that it is, as Abhinava describes, in the interstices of experience, they enjoy
heightened experiences in order to catch the bright white consciousness in
between. The origin of this metaphor can be seen, for example, in the
Spandakdrikd exhorting followers to find and hold on to the zirvikalps
consciousness, riding on the waves ( spandz ) of one’s own volitions and

seeking to be delivered to waves of universal volition, moving the world in
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pulses of consciousness. 406 Words are a bondage: ordinary language is the
fetter that ties cattle to samsara; but pure and subtle language in its original
power, is the link to pure consciousness.407

In the context of the theater, we see that Abhinava's linking of the poetic
fanguage, embodied by the actor's dramatic presentation, to the soul, is
constructed equally on traditions of poetics and dramatics as on Saiva
philosophy.

The situation seems to have been that at the height of the power of

Kashmirian kings and the most culturally and intellectually productive

406 Yallata, Spanda-Karikas The Divine Crestive Pulsstion (SK), with the
Spandenirpsya Commentary of Ksemardja, Jaideva Singh, tr. (Dethi: Motilal Banarsidass,
1980). See verses 1.8, p. S7. “ns biechinodenssyiysm prerekarveps variste/ 8pr v
Flmabalaspearsit purvsss int samo bhavel." "For a person does not impel the urgings of
desire, but rather he may be equal to that [activity] from a touch of the power of the
self.” The following verses in chapter one teaches that when an individual, frustrated
by a desire and an inability to do things, abandons himself to his innate nature and
becomes one with the spands, he will naturally know and do what is desired. (pp. 61-
71) Language can bind and makes a person a beast ( pasw) 3,13, p.153, 3.15-16, pp.
162-164, because it gives rise io constructed thoughts. But when joined with the
spands, he is the master of the sakZs, ie. the phonemes: 3.19, p. 170.

407 Vasugupta. Sive Sdiras: Tbe Yogs o' Supreme ldentity (Ss). Withthe

Vimarsns Commentary of Ksemardja, translated with introduction, notes, exposition,
glossary and index by Jaideva Singh (Repr. Dethi: Motilal Banarsidass, 1982 {1st edition
1979]). See 1.2, p. 16. " jddnam bendhah ™ "Knowledge is bondage.” 1.4, p.25.

" [AEnAdbistbEns matrks" "The Mother (ie., the set of phonemes that are the alphabet) is
the basis of knowledge.” But from the grace of a teacher, there is az awakening 1o the
circle of phonemes, 2.7, p. 104 " midirkdeabrassmbodbat. " The seeker gains mastery
over his worldly condition. 2.9, p. 120. " /ddnsn anpsem. " Knowledge is food.” In the
SK, and S's, scki/ is regularly taken to be the set of phonemes by which ideas are
formed. The Ss also says that the self is the dancer, the mind the theater, and the
senses are the spectators. 3.9-11, pp. 152-156. "pariaks Ziw&” radeo nisréima”

‘prefsakanindriydor”
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period of the kingdom, there were within a period of a few hundred years
flourishing activities among poets and poeticians. Drama and poetry, which
were allied arts and had always treated emotional topics and exploited the
suggestive functions of language, at that time became subjected to schoofs of
literary criticism that sought after a wider explanations for the causes of
beauty in poetry. This intellectual expansion can be accounted for, perhaps,
by the prevailing scholarly and philosophical interests, especially in
grammar at the court of the kings of Kashmir.40% In society, sectarian
groups seemed to be active m propagating and furthering the beliefs of their
sects.409 The question of the soul which had been kept outside the realm of
poetic criticism was brought into it; and from that introduction, various
metaphysical and religious views were annexed in providing a broad, logical
and psychological basis for investigating the causes of poetic beauty.
Bhattanayaka, as quoted by Abhinavagupta, seems to have been intent on
elevating the aesthetic experience to a transcendent level, and
Abhinavagupta, while bringing Nayaka back into the world, asserts that the

soul is manifest in the s@nfarasa An analysis of perceptions would naturally

408 gep R7, fourth book and fifth books. Account of scholars at Jayapida's court,
4.488-499.

409 gee Afexis Sanderson, "Saivism and the Tantric Traditions,” in Jhe Faor/ds
Relipians, Stewart Sutherland, et al, eds (London: Routledge, 1688). Kalhana's in
reporting the loyalty of minister STra 10 king Avantivarman seems to account for their
rapport in part by the fact that they minimired their religious differences. #7 5.43, p.
191. “The king, who conformed to the pleasures of his minister as [if it were that]of a
deity, bore himself [outwardly] as & worshipper of Siva, though he was [in reality] from
childhood a wershipper of Visnu." R7 5.124, p. 202 "Having there become certain of his
[near] death, he disclosed to SiZra, at the end of his life and with folded hands, his
attachment 10 the worship of Visnu, which he had long hidden." This episode seems to
indicate that sectarianism was a significant social and pelitical factor.
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lead to questions of their ultimate basis. It seems inevitable that
aestheticians, in bringing literary criticism under a general discussion of
metaphysics, would describe an aesthetic experience as sublime because it is
enjoyed above and beyond sensory pleasures. Sublimation implies a moral
hierarchy--the placement of values in a vertical order of goodness. This
hierarchy readily exists in the four goals of human life, and a value relative
to liberation is conceived for an aesthetic experience as for other kinds of
knowledge leading to higher moral purposes.

Both Nayaka and Abhinava are fully aware of differences between the
experiences of yogis and those of an aesthetically sensitive audience.
Although an enjoyment of a ras2 is blissful, unlike anything in the world
and comparable only to the bliss of a mystical experience, there is obviously
much less at stake in going to the theater than becoming an ascetic or a
renunciant { szznydsin ). The ease of an enjoyment of a rasz is matched by
its short-lived existence: it is created in the theater only, and although it
may leave trace impressions ( samskdra ), the experience itself does not last
beyond the duration of the theater. The approach toward a larger
metaphysical picture attests to a desire to provide a theoretical continuity
between one kind of elevated, extraordinary perception and another. In the
case of Abhinavagupta, for whom continuity between the most minimal to
the most exalted experiences exists in the unity of saavid there is no
interruption between an ordinary and a transcendent experience. Each
experience is a dialectic of the one and the many, a relation between an
image-forming unity of consciousness and its innate Speech ( vi#c) that gives

consciousness its form of diversity.
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Seeing language as extrinsic as do Mimamsakas, or as intrinsic as do
Bhartrhari and the Tantrikas, effects the ordering of authoritativeness and
hierarchy of objects in experience.4!0 Thus, Sanderson perceives the
phenomenon of the expansion of Tantrism among householder Brahmins as a
conflict of values. This tension occurs between the Mimamsaka ritualism,
rendering a person an object of scriptural injunctions, and Tantric ritualism,
seeking to restore a sense of individual identity and power. Sanderson

writes,

First, the Mimamsaka ritualists, specialists in the interpretation of the
Vedic texts as the sole authority for the duties of the twice-born,
required the orthodox person to recognize as his a world in which all
form is external to consciousness. He was not to view ideas and language
as a field of internal construction, an inner depth coming between him
and the world in itself. For such a formulation would have undermined
his realism, causing him to doubt whether he was in fact in contact with
an external world at atl 411

Of a Tantrika's objective in meditating on sensual images, Sanderson

writes,

His idealism in the Tantric domain was the evocation of an omnipotent,
all-containing identity immune to this self-imposed tyranny of
extrinsicist inhibition.4!2

410 on language and authoritativeness, see in general, Madeleine Biardeau,
Théarie de /2 canpaissance el pbilsophie de /s parale daps le brabmanisme olassigue, Le
Monde d'outre-mer passé et Présent, premigre série, 23 (Paris: Mouton & co,, 1964).

411 Afexis Sanderscn, ‘Purity and power among the Brahmans of Kashmir,” in Jhe
Cetegary af the Persons: Philosophical and Apthropolagics! Perspectives (Steve Lukes
et al, eds, Cambridge: Cambridge University Press, 1989), p. 193.

412 pepis Sanderson, "Purity and Power," p. 200.
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Tantric initiation and meditation, completely guided by the teacher's
instructions, are processes of intense imaginative activity by which,
according to Sanderson, the individual reasserts his absolute agency over his
mental projections. We see a structural similarity between an aesthetic
imagination and a Tantric ritual imagination as described by the same

author:

Daily recreating the mandala in mental worship he summons from within
his consciousness the deities it enthrones, projecting them on to a2 smooth
mirror-like surface to contemplate them there as the reflection of his
internal, Agamic identity.413

Sanderson shows, in fact, that

Possession ( samavesz ) is the absence of this subordination of one's
essence to these projections. It is, says Utpaladeva, the state in which the
pure agency of consciousness reasserts itself within them, revealing their
dependence upon it.4!4

In poetics, the term 2Zvesz is used by Abhinavagupta in a way that
recalls the idea and process of possession. A rasgvess, for example, is a
state of mind overwhelmed by a 7252 and the entrance of r2s2 is an

intense absorption experienced as a gapless unity of consciousness by the

413 Afexis Sanderson, “Mandala and Agamic ldentity in the Trika of Kashmir,”
("Mandala") in Mantras et Digerammes Ritue/s dans [ Hindouisme (Paris: Bditions du
CNRS, 1986), pp. 169-70.

414 pfozie Sanderson, “Mandala,” p. 176.
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subject. Possession is an imagination of certain fixed images, serving the
purpose of seeing the self reflected in the conscious mind.4!5 The single-
pointed experience of r4s2 is an apperception in the sense that imagination,
colored by dramatic stimuli, is enjoyed by and as an innermost awareness.
Resting on this sustratum of szav/d, aesthetic imagination is untouched by
time and space parameters orienting it to any other purpose except bliss,
camatkara or gn2anda.

Abhinava conceives of such a bliss essentially as the wonder and
amazement of self-consciousness ( czmatkdra ), which he represents by the
phrase, "1 am the light in that light," " 262m evam prakisitma prakise "416
In /PVV 1.5.11, he alludes to different kinds of perceptual wonder ment,

(camatkdra) -

But in relishing the taste of honey, and so on, there is an intervention of
the object’s influence. Therefore, even in poetry and drama, and so on,
there is an absence of that [an object’s influence], but there is a piercing
through ( 2nuvedpa ) of trace impressions. But even there [in poetry and
dramal, those whose hearts are intent on dispelling every bit of
intervention arising in that way truly receive the highest bliss.417

The realization of one's own absolute agency, i.e. that "I am Siva," is
founded on the supposition that language is the constant accompaniment of
consciousness, of Siva as of everyman; and that the individual mind which
reflects the seething soul is the refiection of the universe that reflects Siva's

irrepressibly energetic playfulness. If one agrees with Sanderson?!8 that

415 Cf. above, n. 394.
416 spp 151.11, vol. 1, p. 243. Or, "Being light, I iluminate "

417 opy 1.5, vol. 2, p. 179. " madhurddirasisvide .. 1ebhanta eva
paramansndsm. "

418 4lexis Sanderson, "Purity and power among the Brahmans of Kashmir,” p. 191:
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Saiva Tantrikas, such as Utpaladeva and Abhinava, were responsibie for
domesticating radical asceticism and routinizing it among Kashmirian
Brahmanic householders, it will not be an overstatement to say that the
process of making siZfZzz practices meaningful in the Brahmanic worldview
relies in many ways on Bhartrhari's theory of language and metaphysics.
Although the linkage between Bhartrhari to the esoteric and sectarian
traditions remains ambiguous,419 the notion that vac as the consort of
Prajapati is the connecting link between humans to the cosmos through
manirg is a well-known phenomenon of the Hindu and Vedic world-
views.420 Possibilities for feminizing the verbal aspect of consciousness,
making it powerful independently of Brahman, can be seen in Bhartrhari's
statements describing Speech ( viac) as the form and the binder of
consciousness whose essence is Brahman. Such possibilities are especially
marked in passages that institute prazzbha as an ontological real: by
following Speech to its source, one comes upon the ultimate origin

(pardprakrii );421 those who know Speech, by purifying it and cutting the

“Nowhere else at any time did this fundamental element in Indian society find so
articulate a voice, and ag it grows in strength we witness the strategies by which certain
groups within these radical sects were brought in from the visionary fringe to
accommodate areas of orthodox self-representation.” And "Saivism and the Tantric
Tradition,” pp. 661-662.

419 See D. Seyfort Ruegg, Copiributions, entice. It seems, however, that #ézism
predates Bhartrhari, and Ruegg points out possible connections between them.

420 ¢ exposition of the heart as the seat of m2nlrg in Abhinavagupta’'s work, the
Pardirosibalsebuvrrli, is found in Paul Muller-Ortega, Jhe Trisdic Hesr! of Siva: Kauls
Tanlricism of Abblnavagupls fp Lhe Non-dusl Shafvism of Kasbmir (New York: State
University of New York Press, 1589).

121 pp 114, vroz7, DCMS 32, p. 48.
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knots of multiplicity, go to its original source and become one with the selff,
the great soul, who is the Bull of the Word ( szbdavrsabhia ).422 These
passages treat szbdabrabiman and pratibha effectively as two entities that
are ultimate sources of language. And we see in agamic Tantric texts,
viewing the world as composed of the god and his consort, depictions of the
latter as the power ( siz¢#') which is Speech ( vac).

Grammar is the means of purifying defects of Speech, leading to the
original and undivided state of Speech in which thought and words are
inseparable. In V7 1.131, ﬁhartghari describes the process of coming up to
the origin of changes of states as ascending o iniuition, whose cause is
reality ( Zzzzvaprabhava ). a person who understands this Being (i.e.,
intuition) which is provided with the power to achieve an end ( sz/22Zm
sadhyasddlanasaktiyukiam Y423 attains felicitude. In the accompanying
verse, Bhartrhari says that in order to reach the inner light of unity, the knot
of egoity has to be cut. The knot, we recall from FZ1.4, is the knot of
perception in the subjective/objective mode by which the idea of the "1"
arises. Reaching Brahman is simply the cutting of the knots of egoity.424
Bhartrhari associates, if not equates, the knots of subjective-objective
experience with differentiation of the unity into diversity, which is Speech.
He restates the knot-cutting idea, which is an attainment of the original

unity of consciousness, in a supporting verse,

vacalh samskaram adhays vacam jadne nivesya ca

422 pp 1.130-131, DCMS 32, pp. 191-203.

423 pp 1.130-131,DCMS 32, p. 202.

424 pp 1S DCMS 32, p. 22, " amabam ityebiamkiragrantbissmalibramamiiram
brabmanshpriptie. "
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vibhajya bandbandny asyah kriva iam chinnabandbanim
Jyolr dntaram asadya chinnagrantbiparigrabal
parepa Jyotisaikatvam chitva grantbin prapadyate. 425

Having purified Speech, and having placed Speech in knowledge,

Having separated its bindings, and having made its bondage severed,

Having come near the inner light, he who has severed the hold of
knots,

Having cut the knots, becomes one with the highest light.

Passages such as this express ambivalent values of Speech as the form of
diversity, which is the basis of worldly life and communication on the one
hand, and as the binder to that life and to one’s egoity which must be cut off
in order to regain unity. In Abhinavagupta, we find the same sentiment
realized in differentiating vac into the conventional, artificial language and
the real or Tantric language. The first, used in the world, binds humans to
the world of samsara; the subtle language creates the world and leads back

to the ali-powerful subject.

Conclusion: Pratibha and its scope

Abhinava’s concept of pratibf3, in various contexts, possesses shades of
meanings blending philosophy, aesthetics and religion into one another.
When he speaks of intuition in poetry and the theater, it is understood that
the depths of poetic meanings can be realized and savored because humans,
as poets and audience, have a god-like creative capacity. Creative power,
furthermore, is full of desires, feelings and caprice that are characteristically

Siva's way of being. When Abhinava speaks purely of cognition in an

425 pp 1.131,DCMS 32, p. 203.
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epistemological context, he calls the cognitive process an original creation
(i.e., making what has not existed before, gpdrvanirmapa ) and describes
cognitions as tinged and colored by various empirical ( padarisa ) and
psychic ( samskdra ) things. Bringing these ideas into literary criticism, he
sees that the imagination as projected intuitively onto the mirror of the mind
is not different from the imagination by which a seeker looks for the
absolute in the mirror of his ritual experiences. The self that one comes to
see is the same in all cases because the substance, and the matrix, of
experiences is one only: there can be none but one creator who spins the
yarn of realities as of illusions. Everything is illusion, and everything is
reality. One can see, not directly but in reflections of one’s thoughts and
feelings, the self that ordains experiences and which is the source and
criterion of all relative conditions of reality.

In several major works of Abhinavagupta, pra&ib£4 is prominently
mentioned in the beginning. We find it in the 7antralota 1.2, 3.66, 10.78-79,
and expounded in a detailed hierarchical classification in chapter thirteen.
In the fsvarapratyabhijgavimarsini and the Vivrtivimarsini it appears in
verse 1.1.426 His works on poetics contain references to intuition early on:
it appears in the Locana at 1.1, although Ananda does not mention it until
verse 1.6, and in the concluding verse of the first vdadyora In the
Abhinavabhirari Abhinava alludes to it in chapter 1. In the
Pardirmsikavivarapa, praZibha appears in the commentary of verses 5-9 as

nirvikalpasamvid .

426 ppay 1.1, VSS 97, p. 28. “ vagvikalpih Vagpravrtlibelupralibbavyapara-
Prakard i v
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The thread running through the concept of intuition in all these works is,
first, a glorification of the creative power of Mahes§vara, which power is the
goddess, God's constant companion: she encompasses all creations that are
the Lord's imaginations.427 She is par7 va# devi, who herself radiates into
potent sounds; she is the real and uncreated Speech, independent of
convention. In the multivalent senses of the word, the fecund Mother
(£aulik7) is not separable from the ordinary intuitions: every insight seems
imbued with this original empowering.

In Abhinava's conception, pratbha is valid knowledge, or the means of
valid knowledge, because it is unerring, and creative. Harold Coward likens
the authoritativeness in Bhartrhari's notion of intuition to Kalidasa's
exemplification of the same concept in the S2funta/7 : King Dusyanta has
certain intuition that the young ascetic ( Zzpasvin/) is a fitting wife for
him.428 Abhinava takes prat/bh7 in its highest degree of sotereological
efficacy to be the great knowledge that the self is bondage and liberation;
this intuition occurs to one without scholarly or preceptorial instruction. It is

said in chapter thirteen of the 7aniraloka:

427 Ahinavagupta, Janir&lo£s, vols i-8, with the commentary of Jayaratha, edited
by R. C. Dwived and Navjivan Rastogi (Enlarged ed., Delhi: Motilal Benarsidass, 1987 {ist
ed., KSTS, 1918-1938)). Javaraths in the commentary of 74 1.2, vol 2, p. 17, calls her
“desireness of [the Lord] who desires to create.

428 (oward, Harold G. Spfots Theory of Langusge (Sphota). Repr. Delhi: Motilal
Banarsidass, 1986 [1st edition, 1980}, p. 124. "Not only is it the source of all popular
word usage, but, according 1o K&lidasa, preazbA# is all that function of the mind that
provides the strong guiding principle when one finds oneself in the midst of doubis as to
the right course of action to follow.” After an explanation of prazbhz by P.K.
Chakeavali, Jse Linguistic Speculatians of the Hindus. (Calcutta: University of Calcutta,
1933), pp. 113-115.
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Because, just in and by himself, he knows that the self is bondage
and liberation,

that is the great, intuitive knowledge, which does not depend
oa book-learning ( s#str2 ) and teachers.429

Unlike Safikara's sudden and undifferentiated prazibhisikajiinam,
Abhinava allows that there are gradations of intuition and that it can be
taught:

That light of gradation consists of the intense, medium, and slow
states.

These very states of grace each abide in three ways. The very intense
fall of grace from the force of the fall of one's own body (i.e. death).

Or, that which bestows liberation at that time or at another time by
degree. Because it is middling intense, still, it checks ignorance.

The moon of a teacher, whose rays of intuition calms the night,
destroys ignorance and pain, causing to shine forth a sight full of
joy 430

Its sirength can increase with attention and practice, and it is useful for

life in the world:

The more the [phoneme's] uncreated form is discerned,
the higher gradations of self-wonderment are brought forth.

429 r113.132,vol S, p. 2287. " svayam eva yalo verl/
bandbamok satsyIimaidm/ 18LprdliD B2 mehf/iEnsm/ SSlr&arydbapekss yat.”

430 17 13.120-249, vol 5, pp. 2283-2354. These verses contain a discussion of
kinds of liberating intuition, which Abhinava also calls saf#pszs, and the teachers.
13.129 taraiemysprakaso yas tivramedyamamandsrab// 13.130 15 eva Saklipatasys
pratyekam traidbam astbitah// 13.131 maksapradas ladaivinys/ kile va
Laralamysisl/ madbysIivrEl punal sarvem sioanam vinivariate. 13.133.
pratbhicandrik AsEntladbvanlas cacaryacendramal/ tamesiapey henli drsam
Vispharyinsndanirbiaram.
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Conventional language being inwardly [i.e. psychicallv] submerged
further and further back in the first, non-dual phonemes,

those who have a variety of inttuitions in the conventional
language, steeped in its more and more primordial portions,

who rest on intuition itself, abounding in its original power,
quickly become skilled as poets and speakers in every way.£31

This trust in the intuitive is founded on Bhartrhari's thought that
intuition supersedes other kinds of knowledge as a means of valid
knowledge. It has been shown previously that for the grammarian, intuition
is an apprehension of the sentence-meaning, going beyond the grammatical
relations of expressor and expressed to link a linguistic meaning with reality.
And because the use of language in the world has arisen in two ways, from
the Veda on the one hand and with the linguistic principle inherent in
consciousness on the other, all knowledge deen on the fabric of language as
used to communicate ideas in an individual's mind, is intertwined with the
Veda as its origin.

If language structures thought, it does so not only through its main
grammatical efficiencies ( s244') of form ( z24rz/) and action ( £r7pZ ) that
order time, space and relations in thought; but also through the way that
scripture, and the arts and sciences that have developed around and in

consequence of it, has conditioned the content of thought. Every form of

431 14 11.76-79, Vol S, pp. 2152-2154. * paths yathi cikriskam/ tadrdpam
BLIICYRIES// I8LLT IBLOF COmMAIREra-/ I RIS MY am VIDLEVY_le//
FdyamEyiyavarpaplarnimagne coligrollere// semkete parveplrvamsa-/ majjane
praubbibhidal/ favodrekemabalive prpralibhdimeni nisteitEh/ s dbruvay
Xavivavekiriva-/salilim ykol sarvalalh,” These verses are found in aimost exactly
repeated in the MEnivigyorteraviritits 1.1031-1032, Madhusudan Kaul Shastri, ed.,
KSTS 32 (Srinagar: Jamu and Kashmir State), p.94.
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conduct and way of thinking, even seemingly immediate and fresh, is
inevitably colored by traces of tradition. Tradition [ Zgamaz i.e., scripture and
its major and minor limbs] is continuous as consciousness itself.432

The value of an intuition that appears original and new is rooted in and
co-extensive with the value of tradition that is beginningless. The intuitive,
in the narrowest sense of an apprehension of a vakyartha apprehends a
meaning which is an idea of an external object ( prazyaya 433 as well as an
object ( vastv ).434 Although the primary Brahman-world may be
homogeneous, the use and apprehension of a linguistic expression in
ordinary reality --precisely the fact that language is the form of
knowledge435--entail a complex of factors: the material world on which
word-meanings are imposed, the fact that it is perceptibie to the senses with
which they are in a relation of fitness, the nature of determinate and

indeterminate cognitions, psychic factors such as trace impressions, memory

432 pp 1.42,DCMS 32, p. 98.

433 pp 1.23 wrze: " indriyavisaysvad Vi preékésysprak Isakebhivena
samayopadhir yogysls sabdartbayob ssmbandhali. arlbesardpipralyavabhisznim
Pratysyanim bERYesv rifiesu pratyeslanim sEseranimIliksarak 8/panivad arihavaed
evaikavisayaive DAYUDALamYsmane Nilysm SvicchinnapEramparyal
Karyakdrapabhival sebdirifisyoh sambandhsl. " "Or, like a sense and its object, the
relation of & word and its meaning is a fitness by being a light and the illuminated, on
which [fitness] time is superimposed. It being accepted that ideas, manifesting together
with the forms of things cast upon external things, have one object, like a meaning
{ arupg) which is caused by the letters and mentally composed through letters, the
relation between a word and its meaning is eternal, being a cause and effect relation
having an uninterrupted continuity.”

434 VP1.123 " vastvilma joZnRougslo vyskigrapsprelyavabhaso jo8yeLs ity
abhidbivare.” "1t is said that the thing itself , conforming to knowledge and appearing
in a clear form, is known.

435 yp 1.124, DCMS p. 190.
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and feelings, the body of knowledge based communication ( vyavahira )
which is bounded and increased by language, and, finally, conventions which
are made of language and based on language.

Bhartrhari says that a sentence-meaning is an intuition: the efficiencies
residing in words and binding the whole [expressor-expressed
relationship]436 are eyes through which an intuition arises. The sentence
meaning in this case is not a derivation of a series of word meanings, which
may be gained in a translation ( 2ouvZdz ) or a paraphrase ( samakhyeya),
by substituting synonyms for terms in the original sentence.437 In fact,
Bhartrhari says that a meaning cannot be repeated, which is to say that it
cannot be restated in another way without the use of another, similar
sentence. An intuition of the meaning encompasses a complex of factors
mentioned above, entailed by the use of language of which a sentence is a
complete unit of communication.

To reconsider VP 1.118, ‘sabdesv evasrila sakiir visvasyasya
nibandhani/ yanneilrah pralibhitmayvam bhedardpak praliyate, " the
efficiencies, eyes of intuition, are the binders, therefore, not of word
meanings alone but of the whole, ¥isviz-- the complex of accountable and
unaccountable elements in the active consciousness and its activities, a unity

that becomes diverse in the form of language through the binding

436 gee Raghunath Sarma’s commentary of §2 118. Raghunath Sarma,
Vetyspadiyem, with the Amb&eariri commentary, Sarasvati Bhavan Sanskrit Series
91, {(Varanasi: Sampurnanand Sanskrit Vishvavidyalaya, 1976), p. 170-72)

437 gee Jobn Brough, “Some Indian Theories of Meaning," p. 420. “If on this analogy
we proceed to explain the sentence on the basis of an analysis into words, we are in fact
merely giving the commentary on it in what are vltimately other words, not words of
the sentence itself."
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efficiencies of words. The unity of intuition is perceived, whose appearance
consists of differences, precisely through the binding efficiencies of words.
Efficiencies combined are a complex, a whole that is understcod at once. And
an intuition coming to mind in a moment branches out in different images in
awareness, through the efficiencies of words that communicate and expand it
in a sequential linguistic form.

Intuition, although a flash of understanding, is not empty. Just as the
seers’ insight into unity is divided into many and proliferates into all
learnings, and just as prakri/ evolves into the world, a flash of insight
becomes diverse in form. Every insight is based on every other insight
before it, of which scripture is the most continuous, original and basic. The
superiority of scripture as the means of knowledge of dfarma rests on the
spiritual excellence of their tsachers who have direct intuitions of reality.

Bhartrhari describes intuition in #2nda 2 of the VP:

Just as in ordinary discourse people cannot repeat meanings,
S0 a wise person should not think to repeat them.

Another intuition of meanings arises in grasping a discrete thing.
They call it a sentence-meaning created by word-meanings.

[The intuition,] "It is this,” can in no way be paraphrased by others.
Functioning in each soul, it occurs to the knower and even he
cannot describe it.

It is not thought out and seems to associate meanings.
Becoming as if the whole, it exists as the object.

Produced by a direct word or by following an instinct,
N0 one gainsays it as the way to act.
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The whole world agrees that it is a valid means of knowledge.
It is known that even animals behave under its power.

Just as qualities of matter arise effortlessly whern they ripen, just
so intuitions of those who have it are seen to be slow and so on.

For, who makes the male cuckoo warble in spring?
Who taught creatures to build their nests?

Who urges wild animals to take joy in food, to fight or swim--
behaviors known at birth by their offsprings?

This arises from tradition, accompanied by a natural disposition,
but tradition is distinguished by proximity or remoteness.

They know that by applying practice in one's natural walk of life,
intuition is visibly perfected and brought to excellence.438

The larger sense of intuition is founded on revelation,439 which is an
imitation, anukara, of Brahman. The Veda ramified in remote and
proximate relations to various humans propels them to right actions in
varying degrees, as opposed to natural disposition such as Speech and the
instinct of animals that impei them to behave instinctively. The Veda is the
intuition of sages who perceived ss775. Each individual's insight
approximates this reality, and other, lesser seers increase learning through
their insights.440

438 pp 2.142-152, Abhyankar and Limaye, eds., 0. 28

439 There is the revelation of Brahman in the intuition of the r¢/3, and the
rendition of intuition by them into sequential Speech for the sake of revelation,
abbivyatlinimite&l, 10 oiner humans who do not see dharmas directly. See /2 1.5,
DCMS 32, p. 25 " 22 maharsibhir bhedenrbhedasys pralipdayivm asalyavad
abhivyaklinimittal lebdbskrame vagsimaripe prépis..."
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In this sense, Bhartrhari intimates that knowledge is cumulative, and
similarly one's perception becomes more acute with experience and
practice.44! The fruition of one's insights may seem slow at first, but it is
certain, like instincts. Perhaps Bhartrhari equates innateness with
inevitability, in the manifestation of Brahman, or transformations in prafri;
and ripening of substances: all proceeds from an original nature and takes
its course. Like instinctive behavior, or scripture with the traditions based
on it, intuition is a natural outcome that proceeds from accountable and
unaccountable factors of things that are intertwined with and underlaid by
the Word. Its sources are pervasive but invisible. Intuition, with world-
binding efficiencies of words as its eyes is perceived in an appearance of
differences: founded on the most traditional but fundamenial substrata of
the mind and society, it produces anew.

Abhinava likes to introduce pratib/z early in his works, perhaps in an
act of devotion to dev/ who holds the birth of creations within herself. In

74 1.2 ke honors the goddess,

I bow to the Supreme Goddess, the intuition which is consciousness,
the companion of Bhairava,
making her abode on the lotus-trident whose parts are the

cognizer, cognizing and cognition. 442

440 pp 1137, DCMS 32, pp. 226-227.

441 pp 135 DOMS 35, D. 93. " paresim asamikhyeyam abhydsid eva jiyaie/
menirapyaiviiiinam taovidim pReuminiEsm. * “Not explainable to others, it arises
from practice; the knowlede of gems and gold coins, and 30 on, of those who know them,
is not inferential.”

442 rg12,vol 1, p. 16.
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In 74 3.66 he describes her:

She who is his independence from others ( 2nanyipeksit7),
the Lord's immanence ( visvaimatva ),

they call her Goddess, the supreme intuition

The Unsurpassable 443

Abhinavagupta provides a psychological explanation for the Tantric

quest:

Indeterminate consciousness ( zirvika/pa samvid ) is that which by its
efficacy ( samartfiya ) brings something within comprehension which by
its subsequent suitabiliiy for a particular purpose { arzbakrivi-
yogyaladivasa ) finally acquires confirmation as a state of the Self and
thus receives firm concurrence which precedes all successive determinate
perceptions like blue etc., which are considered to be mutually
incompatible ( virodhavabhisisammatakramikavikalpyamananilidinista-
vikalpa-purva-bhavi) and pervades undivided all those blue, yellow
perceptions etc. which are admitted incompatible

( 222tadvikalpaniyaviruddhibhbimata-nilapitadyabhasavibhigi bhavailr),
as for example in the integral perception of a picture (in which the
difference of the various parts is not marked), or in the integral
perception of one standing on top of a hill ( siébarastha ) or the integral
perception of a peacock's tail. 444

Determinate perceptions, however, rise and fall in the continuous
substratum of indeterminate consciousness which has the power, the
freedom to engender thoughts, and possess the store of conventional signs

that compose conscious awarenesses. Abhinava continues:

443 17 3.66,vol. 2, p. 423.
444 Jaideva Singh, tr., Abkinavagupts:. Pardlrmsikavivarans: fhe Searet of Tantric
Mysticism (Benares: Motifal Banarsidass, 1988), pp. 92-93
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Thus the one divine indeterminate consciousness ( prazib/47 ) defined by
my weighty statement is of this kind i.e. of unlimited nature, the very
Self of all. Not only in the beginning and the end but in the intervening
state also, she is the origin of the emergence of the other present, past
and future determinate apprehensions. Those who are adept in
discrimination have experienced Z/2ya-vijiana ie. unified or integral
knowledge in this very way (i.e. in the way of indeterminate
consciousness.).443

In the introductory verse of the /PV , Abhinava explains prazbha as

follows:

Reflection by means of one's own words is reasonable because it benefits
all people; for it goes instantly into the heart of everyone. But an implied
meaning [goes to the heart] of some people only, because [others] lack the
reflection of the essence of Speech rising up from his intuition, and
because light, being empty of the reflection of the essence of Speech, does
not illuminate 446

In the /PVV, approximately at the same place among the introductory
passages, Abhinava praises praubha as the Gayaur -

And in [Speech], this: just as the observable universe consisting of
Speech, whose single body is verbalization in virtue of being pierced by
experiences ( samvedana ) in the form of object-awareness ( pardmarsa )
characterized by a cognitive content ( pramsz/ ), blooms forth in stages,
namely, an expectancy to opening up in the pasyan# state, the
blossoming forth in the madhyama state, the expansion (i.e., full bloom)
in the vaikhars state as that which is being distinctively ( pratbatiays)

445 Ibid, p. 94.
446 PV, vol. 1, 1.1, p. 23.
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objectified; just so, the Gayalri which is set above as the impeller in the
form of intuition is the sunlight of knowledge ever arising in one's own
heart, skilled in creations....

Therefore, at the time of performing a ritual action, the triad,
characterized by the Ag FYajur, and Sama, and their ensemble, bloom
forth in a state in which the priestliness of the Hotr, Adhvaryu, Udgatr
and Brahman is to be made vivid. Thus, its cause--a variety of things
that are ordinary and fruitful, and scriptural--is stated as the
substantiating example. Or, indeed, the GZyalr7 shines forth in the triad
consisting of internal things and so on, and beyond in the triad consisting
of pasyanti and soon. Or, the inward Oz which consists in an
injunction of the syllable Oz in our mind is the triad, the £¢ and so on.

By this sight, which is the same as the syllable Om,

"Unaccompanied by Om, it proceeds at first and wastes away
afterward,” ( Manusmrii 2.74).

and this,

“All the Veda..," (K@sikavreei 2.15)

in [these passages], lit is said stated] that the GZyazr7 in the form of
intuition at the beginning of an undertaking is the blooming forth in
stages. For, this intuition becoming the sound itself in the SZma s, whose
form is music; becoming the string in the form of purpose, namely, the
praising of the actions, the guza and the gods; it becomes vividly
manifested in the Fzsur, as the duty. The Veda is an instruction because
it causes one to know what should be known, whose means are dfarma
and so on, with certainty. In the same way, the Recognition of the Lord,
which is the heart made manifest ( sphurstabirdaya ) will be revealed in
this Vivrii ...

This has been stated: Just as the world exists without differentiation
in the ultimate Speech substance, differentiation being strung together in
pasyanl; differentiation being revealed in madfyama: and an
appearance of differentiation becoming vivid as diifferent objectified
forms in Vakhari just so, it ordains different purposeful activities for
different qualified people. Just 50, in the place of the ultimate Speech
substance, the perception of the author who is one with Siva is the
ultimate substance, being seif-same with [Sival; it is expressed by the
word "heart" because it is the substance ( sgrarvar ). 1t exists in the
suira by the stringing together of different parts whose vibrant
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manifestation is characterized by a fitness to become the highest object to
be achieved by people....

But those of erroneous views arising from frequenting other shores,
their delusions of such sort dispelled, their hearts at rest in the meaning
of the verses and their commentary through the subcommentary in the
form of a v/vrs/. Gradually, through a repose in a constant meditation
of the meanings of the verses, just as they succeed in being of an essence
not different from the supreme heart in the form of the author's
perceptions ( séstrakdrasamvedanaripaparabrdayavibhaktalattvatays ),
just so, in intuition itself the bundle of duties realized in the
commencement and termination of an action in stages, is the cause of
success of all worldly activities. Thus, the awakening to the self, which
rests in the heart of the teacher and becomes manifest gradually in the
verses, and so on, comes into manifestation by accomplishing without a
doubt or an argument what ought to be accomplished. 447

Abhinava puts this sentiment to words with respect to his own
commentarial work, the Zocana which he must have conceived as an
unfolding of an intuition that proceeds to its culmination in a clearly and
vividly manifested form. Each vddyorz ends with a concluding verse
dedicated to praubha, pasyanti, madhyama, and vaikhari

respectively 448 He praises pratibha with the following verse:

I praise the goddess Siva,

God's blessed szt of understanding,
who resides within her own self and who,
by the power which awakens within her
wakes instantly the universe.449

447 ropy 1.1, p. 15-16. " Lasydm ca e18t° it peridrsysménam vadmaysm... 18t
Darspralpaayajanavisayalgpailycey al&lak sSanasphuransimek ab bedisiiranays sibitem
sgrre”

448 gee transtation in Ingalls, et al., trs., 2027, pp. 199. 366, 674, 725.

449 DOhiL, Ingalls, et al, trs., p. 199. These four benedictory verses are found in
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When we look again to his works in poetics, it seems to have been an
especially fortuitous coincidence that Anandavardhana began speaking of
poetry as a communication of hearts, and that the poet’s intuition and
imagination are fullfilled in the heart of the sensitive audience. There is
little doubt that many of Abhinava's reflections on an aesthetic experience
and the unity of the audience’s imagination coiored his perceptions of ritual
and philosophy: we see that Abhinava’s conceptions in poetics and religious
philosophy, of the £av/i-sahrdaya bond linked by their creative imagination
(pratibhi) and of Siva-iiva (pati-pasv ) bond linked by the goddess
( prazibhi devr), are mutually and equally influencing. A unique turn of
mind into the philosophy of reflection, bimbapratibimba, and the ubiquitous
use of the mirror imagery, may well have developed from the reciprocity
between the poet and actor as the creator, who is re-created in turn by the

members of the audience.450 The devotional fervor which in Saivism, and

VSS 97. pp. 172, 310, 603, 556. "I praise intuition, the goddess S/v4, reposing on the
basis of herself; by whose power of awakening alone, instantfy the world awakens.” "I,
Abhinavagupta, praise her who beholds this world, by whom abundant reality is strung
differentiatedly as it blossoms forth.” “I praise the supreme goddess, the Middle One,
beloved of the Three-eyed, who grants that the divisions strung become vividly clear.”
“[ praise the fourth power who sees objects of direct perception, granting that the
flowing outwardly into a marvellous variety of things is made vivid." (my transiations)
Cf. n. 448 and text. Abhinava's descriptions and schema of the four goddesses,
representing levels of speech (Speech), is the same in the Laczag and /PVV.

450 The commingling of philosophy and poetics in the notion of pratdis clearty

seen in the first pages of the 4464, as Abhinavagupta glosses the first verse of the A3,

Taver 8pr svabrasy Ay alanssalalodlapralibLab hiaRINEparayVagdevalanygr ahollhlg-
Vicilrpldrvanir manessk Usilinsh prafgpaier iva Famafapitafagatalh " Abb 7, Nager ed., p.
4. "even of the poet whose great power to create original and wonderful things arises
from the grace of the supreme deity of speech called intuition ( prazb55) ever arising
from the basis of his own heart, as of Prajapati by whom the world is created at will.”
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Tantrism in general, is expressible as an identity ( 2207t mya, samivesa ) with
the Lord, in Abhinava extols human agency and purpose equally. Whatever
the world may be, it is seen in a reflection and through the reflection of the
individuals' soul. Whatever has been taught comes to fruition in the
vividness of the individuals’ contemplation of the foundations of one's
thoughts and feelings.

In Bhartrhari's thought, intuition is placed above polemical and logical
reasoning as the means of knowledge because of its connections with
language which reaches deeply into individual's conscious and sub-conscious
mind, widely into the roots that are tradition, and transcendently into an
underlying reality of Brahman. On this foundation, Abhinava richly adds
ideas of creativity and mastery that arise out of the intuitive. Pratibhsd is
luminous as the becoming that unfolds in varied and marvelious stages to its
completion. The endless universe is born from devs pratibhi who is the
fullfillment of the Lord's desires, " scchgtvam asya sa b7 sisrksof
prapadyate. "45! And endless universes are born from the intuition of the
poet who is god in his world, and from the sympathetic spectators and
readers who are also creators in their own right. Each human, being the
illuminator like Siva, is the author of his/her world of thought and
imagination.

The theater is a universe in itself, and conversely the universe is a
theater of countless spectators enacting it each from his/her own
perspective. And from that perspective, as the lord and master of his own

thought and imagination, an individual's surest counsel is the heart's

S rig2 commentary, Dwivedi and Rastogi, eds., vol. 2., p. 16.
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prescience that guides him in thought, speech, and action, as the Gayatrs
unfolds in the ensemble and performance of the Kg Sama and FYzjur, and
the poet’s intuition is carried out in the mental, vocal, and bodily
performance of the actor, ending in the audience’s empathetic reception.
Abhinava's concept of this noumenon. which makes an aesthetic experience
intense, sublime, joyful and finally purifying, also makes the theater the
proper means of right and purposeful action. His persistent concern that it
should be a place of delightful instruction is heard in the Abhinavabharati
“Does it teach in the manner of a teacher? No, he says. But, rather, it
increases the intellect. It bestows one's own intuition of this kind. This is
the meaning. And intuition is not wrong, he says. The good: because it
begets intuitions of the good. He states the cause in this regard: because it

does not depart from dbarma. 452

452 454 1, Nagar ed., vol. 1, p. 39. " nany ki guruved Upsdessm Lero’s aety ibs.
Kinty buddhim viverdbaysli svapralibhim eva lLadrsitm vileratity arthah. na ca s§
dustd pratibhety abs--bilam-- Litapralibhgjanakalvil. alra betum £ba--yalo
dbharmsd enapelsm.
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