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Preface

| have_based this monograph on Abhinavagupta mainly on
the writings_ of late Dr. Kami Chandra Pandey, who devoted
his scholarsh|P to provide us with a detailed account of a well
known but little “studied _Phnosophmal system of Monistic
Saivisra of Kashmir and its greatest exponent Abhinavagupta.
Those who are keen on studym% the &ava Monism of Kashmir
or,Abblnava?upta’stheory 0f aesthetics, cannot do so without
?omg critically through the wrmn%s of br. Pandey. | happened,
0 read his Tirst treatise on A hmava?upta about thirty-five
gears ago. It created in'me.a keen Interest In the Pratya |{fta
chool”of Philosophy. His first volume on Indian desthetics
brought about a change in my outlook towards Indian poetics.
His volumes of ‘Bhaskar!” made It easy for me to grasp the
rmuﬁles of the Pratyabhijfla School: Dr. Pandey’s writings
hus_ nave been for me a source of inspiration” to stu 3/
Abhinavagupta, his ph|Ioso?hv and his asthetics. In this mono-
raph, | “have borrowed the material from his writings and at
laces, | bave used his expression also freely, as a student
would' use the thou%ht and ,expre55|%n of his teacher. With a
deep sense of gratitude, 1 dedicate. to his sacred. memory this
small attempt of mine in the spirit of " Tvaclyarii vastu Govinda
tubhyam eva samarpaYe . , ,
am also grateful to other writers on the subje%t whose
works | have Utilised in preparing this monograph. Such works
trF]a,vebse;i(arater been mentioned in the Bibliography attached to
is_.book. ) , .
This essay is an attemFt to acuaint the reader with
Abhinava’s thinking In Aesthetics and Its philosophical basis as
found In Monistic Saivism. | hﬁve alﬁo trleﬂ to show h0v¥] in
whatever he wrote on—whether. philosophy or poetics—there
rt%ns an undercwrenf ofsttuaIlty, culminating into the stage
of oneness with the Ultimate, , ,
“In the third chaﬁter which deals with the philosophy of
Saiva Monism, | have touched upon those points which,



to

according to me, are necessary to understand Abhinava's theory
of Rasa and Dhvani. The tredtment of Rasa and Dhvani fornis
the subject-matter of the fourth and the fifth chaﬁters. These
three chapters together form the_core of this book. TheX are
preceded by ch Fters on Abhinava’s personal history and his
works, and are followed by the chaﬂters showing i “influence
and his contribution to “Indian thought. The reader, | hope,
will get from these pa%,es, a general idea of Abhmava?u ta as a
%e[son, as an aesthetician and as an exponent of Monistic

AIvism.

I have added at the end of this book an appendix, 'Notes
and . References*.  The original Sanskrit . quotations from
Abh|Hava’%var|ous works, ar%gs en there Eo in |catﬁ the sourceé
on which the, discussions In this book arc based. 1have quote
a few Sanskrit verses in the hody of the monograph. Thelr free
English renderm? has been given in the Notes, .

| am thankful to the Sanitya Akademi, for giving me an
opportunlt}/ to place m%/ thoughts about. Abhinavagupta_ to-
ge her, in this monograph and for shouldering the responsibility
f publishing these pages.

o glace, this monogragh in the hands of readers, whatever
its worth Is. | request them to suggest mprovements which will
he considered and utilised in the niext edition.

G.T. Deshpande
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Chapter 1
Life

Abhmavagavpta s not aItog ther silent like Kaliddsa n glvmg
his person account. Kaljdasa does not mention even his nam
in his Mahakavyas. Abhinavagupta, however, notes some facts
of his life as Welt as_about his ancestors in two of his works,
Tantrdloka and Paratrimiikavivarana. At times, he mentions
names of his teachers as well as the subgects he studieq under
th?m In various commentaries of bis. Put g all these éneces of
Information toggther and arranging them in chronological order
Wherever pos le, we are In & position to draw a broad sketch
of bis personal life; which appears to be as follows :

Abhinavagupta mentions_one Atrigupta of Agastyagotra as
his earliest “ancestor. ~Arigupfa lived In Madhyadeia or
Antarvedl  (modern U.P,) and enjoyed the patronage of
Yaiovarman, kmg of Kanoj.

Atriqupta, was a very leamed Brahmin. He had attained
scholarship .in_all the branches of knowledge in general and in
the field of Sava Sastra i particular.. King “Lalitaitya of
Kashmir was very much impressed by Atrigupta’s erudition and
requested the scholar to go with him'to Kashmir,1 The victory
of La |ta itya over Yaiqvarman has been dated af about

e may, therefore, say that the family In which the

Salva thmavag Rta was bor some two centuries Jater,

m|%rtatecde nftrom Madhyadeia to Kashmir in the middle”of the
ur

The km Y_ahtadn\y/a ordered a good house to be built on the
bank of the river Vitasta (Jheldro). on a plot opEosne the
tem eofSI &armumalm (Siva) for Atrl uygta to settle there per-
manently and a big Jagir was granted to him for mamtenance*

Besides Atn upta Abhmava upta mentions his  grandfather
Varaha'gupta he scholastic fradition_was maintained in the
famllg Tom generatmn to é]eneranon This Varahagupta was
also a great Scholar and a devotee of Lord Siva.
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Abhinavaqugta’s father was Narasimhagupta alias Cukhulaka.
Cukhulaka also was a great scholar and"had equal proficiency
in alkhhe Sastras. He also was a PreaiLdevo ee of Siva. The namg
of Abhinava's mother was Vimalakald.4. She was a pious an
religious lady.  Narasimhagupta and Vimalakala made a ham)y
couple and “carried on household duties not for any worldly
attachment but because It was ordained by the Sastras. The
family atmosphere was thoroughlg religious and scholarIX.
Abhinavagupta was borm to this Couple”between . .. 950 and

.0 9).

It is"tra,di[]ionall believed in Kashmir that Abhinavagupta was
Yoginibpu. 1. bon of a Yo?mI. The parents of Abhinavagupta
were sincere devotees of  Lord Siva.  Abhinavagupta "in
[ater life rose to the positign ofA%a,rya of the Saiva sects in
Kashmir by his exposition of Saiva p |Iosoph¥ and pragtice of
the life of 4 Saiva Yogin. It is a helief amongst Sajvas that it Is
only a Yoqlmbhu, who can properly understand and intelligently
EroéPound, he tenets of Saiva monism.  Hence, he is believed o

ea Yoginibhi. According.to Saiva tenets the Earents desirous

of a son of the_status of Yoginibh, should rise above all worldly
desires at the time of meetmp. The mother should identify her-
selfwith Saktiand the father with Siva. According to Jayaratha,
the commentator of Abhinava'’s Tantraloka, the oBuIar idea
of Abhinava’s being a Yoginibbu is based on his (Abhinava’s)
own authority, for, the” opening verse of Tantraloka, as
Jayaratha Interprets it, refers to this fact6 )

Abhinavagupta  has been mentioned bg |ater writers, as
‘Abhinavaguptapada’. The word ‘pada’ Is used here to indicate
hongur.. However, the whole word points out to a hidden
implication. ' The word ‘Guptapada’ means a serpent or Seéa.
Hence the term ‘Abhmav,aqup apada® would mean ‘a new
incarnation of Sesa*. Pataftjall, the author of Vyakarana Maha-
bhasya is said to be an incamation of Sesa. Abhinavagupta was
well versed In grammar. He studied Mahabhafya under his father
Cukhulaka. I his writings also his proficiency in grammar Is
ﬁwdent at every mgt., S0 10 indicate bis mastery in the science,
e was termed a Ahhlnavagluptapada o

Pandit Vamandcarya Jhalkikar refers to anather story in this
respect, - Abhinava was sent to a Pa|haeaE1, when he was Just a
boy. His teachers were highly impressed by his versatile intelli-
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gence and keen memory. His fellow students were very much
afraid of him as; they. would be at the sight of a serpent. ~ Hence
the teachers called him Abhinavaguptapada. Whether we take
the first or the second legend as true, the%/ lead us to hold that
the _name Abhmavagu%ta was probably riot his original name
but it was given to him YhIS teachers. ~ This may be trye and
appears to_have been hinted at by Abhinavagupta” himself, when
he'says in Tantréloka (1.50):

This is the work written by Abhinavagupta,
who was so named by Gurus (elders, teachers)*.

It is necessary for us at this stage to regwember |twhat Fh(i €ajva
Abhinavagupta " about  whom read I the following
ages 1s,a different person from his namesake referred to by
Madhavacarya in his Sahkaradigvijaya, He refers there to an
incident In the life of Sri Sartkaracarya, that Abhinavagupta
was a resident of KamarQpa (Assam). "He was a Sakta” and
had written SAkta Bhasya on the Vedanta Sutras. Sahkaracarya
in the course of his Dlgw aya went to Kémarlipa and defeated
bim in Sastrartha (philosophic discourse). I Is evident from this
that Abhinavagupta spoken, of therein is a different Rerson from
the one whom we are studying. In the first place Abhinavagupta
mentioned in Mudhavaca,R/a's work was a Sakta and lived in
Assam. While this Abh ava%u fa was a contemporary of
Sankaracarya who flourished Detween a.d. 780 and 820; our
Saiva Abhmava?u ta of Kashmir flourished between ... 960
and 1020. So, there is an Interval of two centuries, between
them. It will he a mistake to take them as one hperson simply on
the basis of the name which 1 common to both. )
. Abhinavagupta was born mafamﬂX which had a long tradi-
tion of scholarship and devoutness for Lord Siva. He spen eve,rK
da%/ of his life In"an “atmosphere which was surcharged wit
scholarly and devotiopals pirit. -~ Besides his parents, his family
consisted of an uncle \/amanagupta, a younger brother Manoratha
and five cousins.  His uncle Vamanagupta-was a scholar and a
poet. Abbinava studied under him for some time and he quotes
one of the verses of Vamanagupta in his famous commentary of
Nafyasastra." Later on Abhinavagupta’s cousin became™ his
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disciple.  The whole family was interested in Jearning and
devotion. About the atmosphiere In his family, Abbinava Says :

Al the members of the family rngIarded
material wealth as a straw fnd they set
their hearts on the contemplation on Siva."

Thus the whole family atmosphere was con_?enial for the develop-
ment of a healthy "hrain and spirit so vital for the great work
that he was to do in his later days, , ,

AbhmavaguPta" had an insatiable desire for Iearmngi. He
studied different Sastras under different teachers and went even
out of Kashmir to do so. In his Tantraloka (VII1. 205, 206) he
sa%s that even though one may be lucky enough to get a teacher
who_ has_attained “perfection” himself”and can easily lead his
guﬁ)n to it, yet that does pot mean that one should not approach
Eher teﬁlchers fl(_Jlr obtmﬂm thl_<not\)/vltehd%e of othter Sdﬁ {ras arlld

er path ways. He preached this, both by precept and example
?or, xE/en thgu,gh h% was fully sat|sf|e)<lj,pwnhpthe tenets g,nd
teachings of Saiva Sastras, he, because of his boundless curiosity
and unquenchable thirst for knowledge, studied under teachers
of other sects, such as Buddhism and Jainism.* . .

We get from his writings the following information about bis
teacher; and the subjects e studied under them :

1 Narasimhagupta (his father; : Grammar

2. Vamanatba Dvaita Tantra
3. Bhtiraja BrahmavMYa .
4. Bhutirdjatanaya ~ Dvaitddvaila_Saivdgama

h Laksmanagupta ~ Kramaand Trika Dariana
6. Bhatta Indoraja ~ Dhvanyaloka
7. Bhatta Tauta Dramalurg ,
8. Sambhunatha (from Jalandhare}s Kaulfigama.

Abhina_vaFupta was greatly attached to his mother. Al
svy(fetne%s in [ife was to him centred on her.  But while he was
still 3 boy, the cruel hand of death snatched his mother away
from him. [t was, no doubt, an unfortunate event in bis ife. But
he took it to be the will of God, who prepares men for the
futu(rje work to be accomplished through them.  To quote his
words :
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Mata Vyaylyujadamurh kila bll&a eva
Devo hi"bhaviparikarraagl sariiskaroti Xl 413

After his mother’s death the only centre of attachment for him
was his father, the focus both for"his filial and. pupillary love. But
his father also, soon afterwards, renounced his worldly life and
took to the order of a Sanyasin. These events tufned away
Abhinava’s mind, from all worlaly attachment and he took to
the path of devotion for Lord Siva.” This change was so firm
that he made up his mind never to marry (Dara-suta-prabbrti*
bandhakathamanaptab). - This was a turning point in his life and
If rﬁut,an end o his interest In secular Titerature and his
domestic life. Thenceforth, he went from teacher to teacher
in quest of l@Pamm kuowledge which would advance his spiritual
leanings ~ His %r,eat work Tantraloka bears testimony to the
great zeal with which he pursued the study of Agamic literature
nd the proficiency he attained in It
His study.of Agamas appears to have begun under Lakymapa-
gupta who introduced him to the Krama™ System. Abbinava
Studied all the three brﬁn,%h,es of Agamic lore, Viz rzﬂa, Tntza
and Kula_The Pratyabhijha systen'Is onI}labranc ofthe Trika
system. The earliér date of'his Kramastotra (Sclrca a.qa.990)
[eads us to infer that Abbinava might have tried his experiments
In spiritual realisation i accordance with the Krama system.
The experiment met with %reat amount of success no doubt, but
he was not satisfied with that alone. He, therefore, turned to the
Trika system and then to the Kula system. 1t was from the Kula
system “alone that he %ot full satistaction in his spiritual quest.
IS teacher of Kula system was Sambhunatba from Jfllandhara
Pijha. At more than on% place in Tantraloka, Abbinava Speaks
ver h|%hly of his teacher Sarabhunatha and at one place he
states that’ “the lotus of his heart got fully bloomed by
the rays of light coming from the sun in tfie form of Srl-
Sambhunatha™ 1 ) N
Abhinavagupta had attained spiritual greatness hefore_he
started_ writing his, works like Tantraloka and Pratyabhijha
VimarJM as is evidenced b)<( Yogarfija In his commentary on
Abhinava’s Paramirtha Sera. ngar,aAa says that Abhinavagupta
had attained the stage of onenesswith Mahelvara, 1.e. the “Stage
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of ‘Bhairava’ which is the same as a ‘Jlvanmukta* in Vedantic
lore. 1 The traditional Pandits In Kashmir believe that
Abhinavagupta was Bhairava Incarnate.

Thus equipped, Abhmavagugta wr%te,hls major works on
thosophy, which have been' a contribution of great value to
he philosophical wisdom and literature of India.” Students of
Sanskrit literature take him to be an authont,}/, on Poetics; but
that Is only a small portion of his total writings  His main
contribution has been to the Seiva Monism™ of Kashmir
(alvadvaya-Dariaha) of which he was declared to be an Acarya,
_And” this_contribution of bis is not a product of any mere
jmagination from an_easychair in a cosy place. It Isa record of
his Fersonal experiences gained through continuous  Yogic
practices spread over years. He at times refers to blsexgenences
in the spiritual world, e.g. while introducing the theme of
Tantraloka he says:

Being Prompted by Lord Siva, |am explaining this on the
E%SItsraO my experience, logical argument, and the Saiva
stra.

Or, while concluding his discussion of Kala Tattva, he says :

“| have thus explained the Kalatattva—category. of Time—
on the basis of Agama Sastra and my own experience” .t

Accordm% to him, perfection in spiritual knovyled%e is attained
throught ree successive stages ‘Gurutab’, ‘Sastratah’, ‘Svatah’,
i.e. from the teacher, from" the [ogic of Séstra and self-experi-
ence. It is because of his personal experiences that he is treated
as an authont?/ par excellence on Sivdavaya DarSana.

Asa result of his practices io Yoga, miraculous powers were
manifested n him _ While speaking on the point of Eaktipata.
Abhinava quotes In Tantraloka a text from Sriptirva Sastra which
refers to some Infallible signs found in such a”Yogin. They arc J

() unfailing devotion to Rudra;
Ii) the power of incantation;
i) contrq over elemerlt'
IV) capaclty fo accomE\p

f f |§h desired result:
! Bﬂrgegf { aewﬁloeﬂc

ow,edge of all Sastras; and  sudden
aculty
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Jayaratba, the commentator of Tantraloka states that all these
powers were present in Abhinavagupta and for corroboration
of his statement he quotes a verse from his own teacher which
means;

The people cIearI%/ noted in Abhinavagupta
the five signs %uc | as sudden dawn of knowledge, etc.
mentioned In $ripiirvaiastra

_ We need not douht the presence of such extragrdinary powers
in Abhinavagupta. The presence of such powers In Yogins have
?een described by the Marathi %amt [ooet Jitdneivara in h|?
amous Jnaneivarl. ~ Jftaneivara himself had attained spirifual
perfection through the path of Kuntjalini Yoga when he was just
a hoy. He wrbte Jnaneivari, a famous Marathi exposition of
Bhagavadgilta, when he was only sixteen. While explaining verse
6.43 from the Gild, he says:

Just as the Dawn illumines the world and does not wait for
the sun to rise |I|§j€WIS€ in 2 Yogin omniscience gecome
manifest in boyhood itself and dogs not wait for advance
age, Ashe,acqunes the power of intuition ofa Siddha Yogin,
his heart is filled with poetic and literary power and all the
truths from Sastras just flow from his lips as milk from a
cow’s udder. Even truths which 1re difficult for the intellect
to gene_tratelan can be_learnt only from a Guru, are grasp-
ed by him without any effort.4

Madhurdja, a direct disciple of Abhinava uRta refers to
Abhinava’s miraculous power of Saktipata. He has written a
Stotra named GHrunat aearapﬁna,m praise of Abhinavagupta
which he concludes with the following words 1

Lhave not made any effort to leam Veda or Vedangas. 1 do
not have knowledgé of Tarka nor have 1 praCtised an
Sadhana.  Yet my Guru has removed my ignorance to suc
%n extent that 1 could understand and firmly retain in my
eart the teachings of my Guru,

(How could this happen?)
Even without teaching anything by word of mouth
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the perfect teacher bestows, by some pretext, on
any or every living being, a staté of Siva.“

Here the poet cIearIP( suggests that his Guru Abhinavagupt*
led him to spiritual reafisation through the gower of Saktrpiata

Abhinavagupta had attained the stage of Bhairava or Jlvan-
mukta and in the light of that realrsatron he did_his writing.on
ghrloso hy. In. two of his Stofras, viz. Paramarthadvadaiika
nd_Anubhavanivedanam he himself gives an indication of
having attained that state.”™ Abhinava télls us how he wrote his
biggest work Tantraloka which 15 not onlxadr gest of all the
Agama works but also %ne rfr]osrtre1 n of the t EOX practice and
ritial in that path, In the light of his spiritual realisation.  He
says

While he was stayrn% in the residence of Vatsalrka (his
disciple) for writing this work, i.e. Tantraloka, he went into
the stage of concentration of Buddhi,and then he called back
Eo rlr]rs rrbrnd all "the aastras” which he had” heard*from his
eachers

Taking into consideration that he quotes extensively from a
great number. of works (about 245) and that tog o acCurately,
We are convinced that Abhinava was gifted with extraordinary
mental facultres It must have hap ened thrOL\rPhdrvrne POWer

nly. It 1s because, of this that Madhurdja Yogin says in his
Gurunatha Paramaréa (referred above) that Abhrnavagupta Was
Siva_incamnate.

Similarly, in another group of verses known as_‘Dhyana
Slokah™ written by the same " author, 1. Madhurdja Yogin
Abhinava Is. termed as ‘Abhrnavah Daksr amurtrdevah* 18,
Dakinamirti in a new form of Guru. This divine teacher
Daksinamdrti has been praised in Stotras by all the Acar%as of
Advaita School. Sri Sank%racaryaaso asc? Rose a Daksina-
murli Stotra. One of the peculiarities of this diving teacher
mentioned by SaAkardcarya is that he dispels all doubts of his
disciples wi out utterrn asingle word by mouth, i
Eakfipata to, which Madnhurdja also refers in res ect of his
teacher Abhinava 8Vrde su ra; The litera ex osrtor
gifts of such extraordinary - magnitude and %alrty cannot be



Life 21

found in an ordinary mind and can only be seen in a soul get-
ting immersed in the_divine consciousness of Siva, i.e. one who
is ‘Rudra-iaktisamavista’, as Abhinava calls it, the stage which
reveals extraordinary powers noted above.

On account of fils writing extensive expaositions of various
works on Saiva Monism and also his acqmsmon of spiritual
gowers Abhinava was reco?ntzed asa spiritual head of al| the
alva Sects.  There | |s a re erence to this event in Gurvnatha-
Paramarta written b Ma uraa Yogin, a direct disciple of
Abhinava. Fromw it aj)dpear that ere wasacongregatton
ofgreats iritualists, the Sidahas and Yoginls In Kashmir, Al
thees? tualists had great regar anda miration for Abhinava,
His authoritative exEosmons had convmced them that he was
an incarnation of Srikanfa (Lard Stva Theg/ found that all that
traditional lore which rowed from G urus convergi in him.
Hence they all . recognised him as the Acarya of all the Saiva
sects, viz. Siddhéanta, Vama, Yamala, Bhairava, Kula, Trika and
Ekavira.” We g|ve here the English rendering of Dhyéna Slokh
as given by Dr- K.C. Pandey:

May, the God DakSinamdirti in the form of Abhinava who_is
an “incamation_of Snkantha and has come to Kashmir,
protect us.. His eyes are rolling with spiritual bliss. The
centre of his forehead 15 clearly marked with three lines
drawn with sacred ashes (bhasm n) His ears look beautiful
with Rudrak$a. His luxuriant hair is tied with a garlang of
flowers His beard s long. His hody isrosy. His neck- bIack
because of its beimn» besmeared with paste of camphor, musk
sandal, saffron,”etc. looks splendid. ™ His long sacred thread
fajftopawta is left loose. .He is dressed in silk cloth, white
€ rays, of ‘moon and Is sitting in the Yogic posture caIIed
vira ( wrasana) onasoft cushton overathro eofgold, w
canoY decked with strings of pears mteo en haffulof
crystals beauttful with patntmgs smelling extrem eysweet on
account of garlands and rowers Incense and_ Jamps, per-
fumed with sandal etc. constant| &/ resonant with vcal and
instrumental music and dance and crowded with Yogmts and
Siddhas of recogntzed spiritual powers, in the centré of the
?(rden of grapes. He isattended . by all bis pupils, such s
Semar;ija Wrio are sitfing with their mind concentrated, at
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the foot, and are writing down all that he lays, and by two
female messengers (dut!), who are standing at the sides; each
with aéar full of water _distilled from the” grajn kePt soaked
In water three nights (Siva rasa), and a box full of betels in
the right hand and the fruit of citron and lotus in the left.

His, right hand_ wearing the rosary of the Rudraksas Is

resting on his thigh and ~his hn?,ers are in a position indica-

tive of the grasp of ultimate reality (j&anamudra), and.he is
play,mq upon the Vina which iscapable of producin Qngmal
musical sound S{wad,a) with the tips of the nails of his Totus

like left hand. (Abbi. p. 21).

This pen-picture also refers to the assemblage of Siddhas and
Yoginis, For here also the hall is said to have been crowded_br
thg %lddba?] andAY,o%mw of recognised spiritual merit (Yoginl-
sidd a_san? alh kire). . o

It 15 a traditional Belief both among Kashmiri Pandits and
als%,among the old Muslim fam|I|e? of Kashmir that when
Ab mavagu fa felt that he had completed the mission of his
life, he along with. his disciples one gay visited tfie Bhairava
Cave (modern Bhairava cave), In the Hlmal?jyas,. On his wa hg
was reciting the Bhairava Stava which he had” himself compose
In the_earlier perjod of his literary activity. And there, Ieavmg
h|§ disciples "behind, Abbinava™ entered that cave never t
return.
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Works

In three of hit works Abhinavagupta mentions the dates of
their composition, He says that e composed the Krama Stotra
In the year 66 and the Bhairava Stava In the yﬁar 68. In the con-
cluding verse of Brhati Vimariini he states that he completed
that work in the ninetieth year when 41 1S years of Kahyuga had
elapsed.1 The ninetieth year mentioned here means the 4090th
year of Saptrsi era. Al this leads us to conclude that the Krama
Stotra_was composed in the 4066th and the Vimariini in
the 4090th year of Saptarsi era. Thus_the literary activity of
Abhmava([;up,ta lasted at least twenty five years, it not more.
The Sapfarsi years mentioned above correspond to years
0. 990and ..o %015 re| ecnvel}/.
_ In‘this period he wrote extensively, about forty works. We
give helow the names of the works ard their content: . _

_ (1) Bodhapancadailkd: This isa small poem consisting of
sixteen verses, The fifteen stanzas state the basic principles of
Monistic £aivism and the last verse sfates the gfurpos?_of the
composition. It was composed with the ob#ect, )t enabliog bis
pupils to grasp the fundamental principles of Saivism.

(2) Maiini Vijaya. Virtikam: ™ This work_1s an exposition of
some of the verses of the Malint VuaKa Tantram also called
Eriplirvalastram, It was written at the request of his loviog
Puplls Karnaand Mandra In Pravarapura. It Is unfortunaté
that the complete work is not available to us. What is published
15 his exposition of the first verse only. There is no doubt that
he had written an exposition on somé other verses also, for he
refers to the eighteenth chapter ofth% work.1 The ‘available
ortion co?tams criticism of” some of the Important theories of

aya system,

y&) aratrimiikd Vivarana: This work isa commentary on
the concluding verses of the Rudra¥amala Tantra, which 1S ong
of the sixty-four Advaita Tantras. The title of the work is rather
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misleading.  The real name |s Par&tnukd which means Para,
Ete mtstr 55 offhg three L Knowted eantf Action.
ard |sasocale aras w |c isat a higher plane than
those powers and yet S enttca with them
The text of Pardtrimjiki appears to be very J)opular amongst
thetSatva rgtontsts for it has Seen com(rjnente /ijbt?n many
writers in_the.period between Somananda and Abhinava
Pargtr rlkd |£ also caI Trtka S stra. The text on %ﬁﬁw
Abhtnava writes V|varana is in the form of a dialogue between
Hhairava and Bhairavi. Bhairavl asks a question as to what Is
that thing which is called Anuttara from the knowleage of
which the state equal to Khecari (liberation from Samsara)_ is
attained. _What Bhalrava saKs in reply is the hasis of Trika
system.  This work has in the concluding part, some hiogra-
p ica references to Abbinava
Tantrdloka: Among aII the works of Abhtnava? ?ta
Tantrdloka 15 the biggestin volume. It deals with al
rﬂﬁortat matt 5.0 momsttc hi\gamas hoth in res ect of
g osophy. and ritual. It Is the most aut orttattv work
ecause Itis based on the authontg/ of Satvﬁgamas principally
Malini Vua}/a Tantra as_ tradition |¥| interpreted and also on
the persona experlence of the author himself. 1t Is divided into
thirty-seven chapters (Ahnikas). Tantrdloka has been published
with Jayaratha's commentary, Topics discussed therein are:
1) the cayse of Bondage; (i) the way to Freedom; (|||? Know-
ege as distinct from IFnorance gg the conf pto Moksa;
> what Is ultimate reafity of the objective world; (vi) manifes-
|on ofthe umverse Vil Btmba RrattbtmbaVada (viii) Saiva
ritual; %ra phica touc Bs. T ework is named &s Tantra-
lok afor |t enlightens the reader on the path pointed out by the
Tantras (Alokamasadya Yadlyameiab lokab sukharh safléarita
kriy.ist).  This work'was written at the house of Mandra In
Pravarapura (Eastern part of modern Srinagar), atthe request
of Manoratha, his cousin, and  his pupils Mandra and other
devotees of Siva.
Tanfra Sara and (6) Tantra Vatadhdnikd: These two
zﬁr]c fhe tsummanes of Tantrdloka the second being briefer than
e firs
(7) . Dhvanyloka Locanam. This is the famous commen-
tary "of Abhindva on Anandavardhana’s  Dhvanydlokd.
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Abhinava’s exFosmon of the concept of Dhvani s accepted as
standard b%/ all Tater writers on Alartkara Sastra. The Dhvanya-
loka and the Locana on it have been the basis of the Sahitya-
sastra and has_been accepted by later writers like Mammata and
Jagannatha.. The system it has laid doan has been taken as
ideal for writing their text books . )

Abhinava Bharati: This is Abhinava's masterlg com-
mentary called Nalyaveda-Vivrti on the Natyalastra of Bharata.
For Abhinava’s aegthetic concept of Rasa this commentary has
been the source, This Is the only available commentary on
Natyaiastra. It (]nves the opinions of IErevmus scholars on
varjous pojnts deaft in the Nar(ﬁ/aEastraa d Abhinava’s examl-
nation of those views.  For a modern scholar this commentary
becomes a source hook for gaining knowledge of various
dramatic works which are lost to us today.

(9) Bhagavad |tarthaSan%[aha: This is not a regular com-
mentary on"the Bhagavadgita but a summary. of its subject
matter.”  On select iloKas it gives detailed exposition. The work
is important hecause 1t looks at the Gita from the £aiva point
of view, It contains more verses than the standard text of
the work and at placesit has different readings, The Bhagavad-
%ta has a place in Saiva literature because tradition believes

at Lord Krloa had studied monistic &aivagamas under
Duryasas and other Agamas under Upamanyu. )

(10) Paramarthasara: This is a summary of the essential
princjples of Trika ph||05,oph|¥"anq Abhinava tells us that it Is
an adaptation of the Adbdra“Kérikas of Sesa Muni who also 1S
called as Adhéara Bhagavan or Ananta Natha. _ .

3112, Isvara Pratyabhijila-Vivrti Vimarsini; This work is an
exposition of the vt written by Utpalacérya on bis own
Pratyabhltjj&a karika. It is unfortunate that the text of vivrti
hasnot been available to  the scholars till now %hough the
KArikds on which the vivrti was written by Utpald himself are
available to us with the commentary of Abfiinava. This work is
also known as ‘Brhati Vimarsini'. .. .

(122 Isvara PratyabhijHa Vimarsini: - This is Abhmava%uptais
commentary on the Pra abh?,ftn,Kargka of Utpaladeva. This is
a smaller work than his Vivili-Vimariini and s therefore called
Lagihw Vimarsini.  This work deals with the Pratyabhijfta
philosophy In its details.
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After writing bigger works Abbinava wrote their summaries
also for less intelligent Etu,dents. _ Madhuréja-his disciple refers
to this_practice of Abbinava in his. Gurundtha Paramaria
Verse 6). Abhinava wrote Tantraloka firstand then its summar}/
Tantrasdra.  This s evident from Abhinava’s.own statement, It
is therefore not unlikely that_he wrote Praiyabliijui Vimariin|
@[so called Laghvi Vimariini) after he comipleted his Vivati

imariini (also known as Bfhail Vmarumg nad 1020, We
may say that of all the available works of Abhinava PratyathAUu
Vimariini 1s the last. These twelve works have heen published
by Kashmir Sanskrit Series. . , ,
13) Pa%anta PahcaUkii:  This work of Abhinava was first
ublished by Dr. V. Raﬁhvan in 1951, It is.a summary of the
main_principles of Trika lastra, based mainly on the Kula
system. In it Abhmava?ugt,a mentions the number. ofc%teqones
as thirty-seven (and not thirty-six as In. Pra|yabh|;]nn) the thirty
seventh c_atelgory being that of Bhairava which is also_called

Httara in Kula Wstem, In r%s ect of the means of reag|sat|on
ofthe Ultimate, Me advises the disciples nof to be obstinate
about any particular means.  According to him all the means
after all are themselves the manifestations of the Universal and If
pro erlz used lead to the same Ggoal.* He sfe,ems t0 sa% that the
means are to be adopted  according to the fitness of the person
who follows them., . )

(14) GhafakarRara Kulaka Vivili: - This work is a learned
commentary of Abhinavagupta on a small poem called
‘Ghaaakarﬁara kulaka* consisting of twenty. verses only, attri-
buted to the poet Kalidfisa b¥ Kashmir tradition. In his com-
mentary Abhinava avocates the theory of poetic freedom. For
a student of Kavyaiastra this work 1s worth studying.

In addition to"the above fourteen works Dr. K.C. Pandey
has printed nine small works (%t_otras) of Abhlnava%ugta i0 the
appendix to his volume on Abhinavagupta. ~These are:

15 Anutta[a%aka: . 1% Paramoriha Dvadaiika;
17) Paramariha-carca\ 18) Mahopaderavimsatikam;
9) Kramastotra; 20) Bhairava Slava;

21) Dehastha Devald-cakra (22) Anubhava Nivedana;

fotra;
3) Rahasya Paiicadaiika.
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Thus we have today twenty-three works of Abbinava avail-
able In printed form, )

Apart from the above printed one, the catalogues note three
other works found in manuscript form. They are:

1 Tonlroccaya; 2. Bimba-Pratibimba Vada:
3 \;\r?tuttara attva Vimarsini
I

Abhinavagbpta has written some more works which are
not available “to us toda¥hebut to which he has referred in the

available works of his. They are:

1) Purlrayovjcara: 2) Kramakeli; .

{3? Sivadrslyalocanam; 4) Plrvapancikd:

5) Padartria Praveia Nirmaya- (6) Prakirmaka Vivarana;

Kiivyakautuka Vivarana;
Lagxak Ea\/

i
Yi Prakarana Vivarana; {
VI Praxriya;

9) Kathamukhatilakam: % \ ;
Bhedavua Vidarana; 2) Devi Stotra Vivarang;
13) Tatvadhva Prakaiiku; 4) Xivasaktyavinabhiiva Slotram.

Thus all inall forty works are written by Abhmavag,upta.
There isalso a traditional belief current among the Pandits of
Kashmir that Abhinavagupta had written a ommentarx,,on
Yoga Vésistoa, However, at present [fvara Prathyabhijna
Vimariini 15 to be taken as his last work. W cannot sgy at
this stage as to how many more works have come out of”his

en.

P LLooking at the subject matter of these works it is _clear that
Abhinava Wrote five works on poetics and . Sanskrit kavyas,
eleven stotras and the remaining works deal with Monisfic
Saivism with its philgsophy and fitual. Some stotras are alsp
ghnosophlcal._ Looking dt the chro,nology of the works |t
ppears that his earlier works reveal his Interest in Tantra. It Is
followed t(J]y,hls interest in poetics and kavyda which %ventgally
culminated jo philosophical writings. ~ Thisdivison should not
be taken strictly for it aﬁpears from various references that he
was writing on” more_ than one subject simultaneously. One
gecullanty_ofms wrmng 15 that while he explains the principles
T poetics in the light of his philosophical” thoughts,” he also
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explains philosophy by examples from Kévya. At many Places
he has quoted from dramas, 'the verses ha_vm%a psycho oglcal
bent and he has_ utilised them to explain the pHilosophical
{"ﬁetlﬁﬁ as |sﬂs]eeP, mlhls I%ihrha,t{ Vimariini. {he f&Jaur\]lals of }ﬁashmu
ake him as the final authority In respec ilosophy an
ritual. The students of poetmgtake his wor _topbe f;n% ard-
ing Rasa and Dhvani and the Daranikas &phllo,s,olthc thinkers
ook at him as an ahle exponent of the Pratyabhijffa System. |
we look at his works as one unit It woudaF gar that It was
his huge effort to utilise each activity of his fife as a means of
realising Universal Consciousness. which exri)r_esses itself in every
name and form In life, for to Abhinava.God Is both immanerit
and transcendental -Viivamaya and Viivotlirna.
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Abhinavagupta’s Philosophy

Even though a general reader or Sanskrit literature will
have mterest prlnupally in Abhlnavagupta s exposition of Rasa
%n Dh varh still we qre m%k P na emggt here t acquatR
imwith Abhinava’s philosophicar thoughts first not becatise ne
nas written more Works on philosophy, but for the reason that
his thinking on Aesthetics and Poettcs cannot be fuIIX aprPremated
unless one_has some idea of his ph |osop ical th %t The
students of Dhvanyalokalocana and Abbinava Bharati weI
know how Abhinava’s arguments often go dee? mto philosoph
The terms Samavela, Pratitiviranti, “Camatkara, . Sahf aya
Tanmayibhavana and many others have for Abhinava déep
implications which cannat, be fuII¥ ?rasped unless we know how
he has explained them.in his phifosophical works. Let us then
turn to his phtlosoh first.
The system of philosoph B/ on which. Abhinava wrote is
enerally termed as_Pratyabhijftd DarSana. For example,
adhavacarya in his Sarva- arSana Sangraha at the. end of the
summary of Pratyabhijfta says, “Abhmava%uptadtbhth acaryath
whtlapratanoYamarthah , stggesting that his summary Is hased
on the detaileq exposmonso Abhtnava I tacarya and others
But as e find from Abh mavaswntmg? on‘g ilosophy on the
whole, it Is a synthesis of Pratyabh rama an Kula
Systems. Wem heé efore, call it asS mOntsm Stvadva
arsana avmarsil, Prat Vivrti V|marS|
Tantralo aan ParanmukA V|varana are emam philosophi-
cal works of his, from which we may understand Abhmavas
philoso htca thou hts. Of these the first two are his expositions
of Pratyabhijtta, Paratrimliki agrtves his Kaulika thinking and in
Tantraloka we find a synthesis of these along with Kraméa.
(i) Htstortcal Backﬂround of Abhinava's Philosophy

It wil or us to know about the philosophical and
historical baciground against wh?ch AbhtnavaF\)Nrote ﬁts Works,
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Agama is the main spring of Saiva philosoph){ ang religion, The
A%amas like Vedas, are taken to Fe of etern? _existence, . The
did not on?mate at a particular point of time, according
Saivas tradifional beligf.” Abhinava refers t? the eternjty of
_Agamas and gives a phijosophical explanation lying behind “that
idea. Creation is of the nature of manifestation.” It Is of two
kinds. One relates to the speech (‘Vak’ or “Vacaka’) and the
other to sugs ance gArtha’ or ‘Vacg/a(’). These two are Intrinsi-
cally relate Vacx -Vacaka Sambandha’). Speech also is of two
kinds, divine and human, The Saivagamas are the divine speech
and as such they manifest the stpreme Vimarta, as different
from human speech and human Vimarsa. The speech has eternal
existence In the state of identity with Pard Vak. The Agamas
are divine speech and have “eternal existence, for they are in
identity with Para Vak. Accordingly, there Is nothing ik origin
of Saivagama. _There s only appearance and reappearance of
Agamas at the Divine will, o o

These ,,A%am_ag are of three ,tgpes—%) Dvaita or Dualistic
Agamas; (jt) Dvartacvaita or Dualistic-cum-monistic Agamas: and
) Advaita or Monistic Agamas.. Tr%dmon ha?l that these
gamas numbered In crores. But with the dawn of Kali a%e the
sages who had the knowledge of these Agamas disappeared and
spiritual darkness prevailed. Once Srlkantha (Siva) was roaming
on the mount Kailasa. He was touched Wlth'Pt!Anfor the suffermg
of peaple which resulted from |%norance (AjttAna). He instructe
the sage Durvasas to revive the Agamig eachmgs and spread
them amongst the people. The sage Durvasas divided the whole
Agam_m lore Into three sections—Dvaita, Dvaifadvaita and
Advaifa and imparted their knowledge to his ming-bom_sons
named_ Snnatha, Amardaka and _Trayambaka respectively. Thus
came into existence the three Tantric schools known after their
;%ropounders. Trasyambaka was the prop?under of Advaita
antra. There also arose a fourth school known as Ardha
Trayambaka pecause it was propounded by a descendant of
Trayambaka from his daughters side.

e are here concerned with the Advana,Tantr?, proyound%d

t%y Trayambaka. The last chapter of Sivadrsfi “written by
omananda gives some account of the history of Advaita Tantra
from which™we learn that Somananda, the author of Sivadrsii
was the nineteenth descendant of Trayambaka.
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Somananda does not give the names of the first fourteen
descendants of Trayarhbaka. He only states that those fourteen
generations were ‘Siddhas. But from the fifteenth onwards he
gives names. The line of genealogy In order of succession Is :

15. SaAgaméditya,
16. Varsaditya,
17. AruQaditya,
18. Ananda, and
19. Somananda.

About _Sartgaméditya he sa%/s that he (Sangaméditya) married a
Brahmin girl, came to Kashmir in the course of his wanderings
and settled there.' ]

Somananda was the great grand teacher of Abbinava.
Abhinava lived between a.d. 950 and 1025, W%,may, therefore
say that Somananda lived a century before him, 1. at about
a.a. 850, Now Bhatta Kallafa, who lived in the reign of Avanti
Varman was also a great teacher of Abhinava throu? BhaUendu-
raja. So we may say that Somananda and Kalfa{a were con-
temporaries an% lived at about ..« 850 and that Sangamaditya
settled In Kashmir hy . . 750, a century or more before

omananda.

King Lalitaditya brought Atrigupta from Kanoj to Kashmir
at about ..« 740, Both® Sangamaditya and Atfigupta were
Strita scholars and came to seftle down In Kashmir“practically
In the same period. The great Sank%racar a, who Tlourisheq
hetween ..o 780 and 820 visited Kashmir and was honoured
there. By about - .. 825 to 850 we find Vasugu ta d|scover|,n%
the Siva “Sut f the main WOI’(V} on the S1pand ranch of Saiv
monism. Kallafa. the son and pupil of Vasugupta, writes on
Spanda  system, ~and his contemporary = Somananda writes
Sivadr™ti, a work on Pra abh|1ft%, and his son and dlSCIP|€
Utpala writes Pralyabhijfta Karika by about « .. 900. Thus; the
perjod between . o 750 and 900 appears to be full of activity
in'the field of Saiva monism in Kashmir, Ang the fact that King
LaliMdityu brought Atn%up_ta from Kanoj requesting him 10
settle. and  live permanently in Kashmir su%%ests that probably
the kings of Kashmir were also interested in Tis activity.
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Madhavécarya tells _in his poem Sénkara Dig%{ija}/athat the
%reat Sahkaracarya visited. Ka”mir ([uvmg8 a. final blow to
uddhism in the fest of India 'S.D. XVI. S4- 9& There he was
given great honour as the greatest Acarya of Advaitism. ~ This
appears to he 4 fact, for, we find Sapkaracarya's temple establi-
shed m Kashmir Secondly Sankaracarya’s monistic interpreta-
tion of Vedic Rhllos%)hy and the Saiva monism agree, In conclu-
sion, though the terms used hy them and some steps in Prakriyl
are different. The Tantric phillosophy of Sankaracarya appears
so similar with the Trika_monism 0f Kashmir, that unless we
assume . a touch hetween Safikara and the monistic writers of
Kashmir, _the similarity cannot be properly explained. ~ That
Sahkaracarya believed” in the monistic_Tantras need. not he
doubted; his Saundaryalaharistotra_ s sufficient to testify to his
mastery over it. He’ refers therein to the sixty-four Advaita
Tantra$ (Catuhsas(ya tantraih sakalamabhisandhaya bhuvanam).
The. WOFShIP. of Sricakra in some of the Sankara Pi{has testifies
to hlssRema inclination towards the Tantric rp,ractlces 10 Kashmir
and when we study Sankara’s Dakfinamurtistotra as explained
by his puP|I Suregvaracarya we find that not only Sankara §
conceft Or the " Ultimate " Reality is the same as_that of
Pratyabhijfl but that the technical terms, used in that Stotra are
also” the “same. We can, therefore, definitely say that Sankara
must have given impetus to the philosophical monistic activity in
Kashmir, buil UP on the traditional Agamic literature recognised
and_followed In that land. , .
The time was thus ,nPe to establish and promote the philo-
sophical ,con_cePt of monistic Saivism in Kashmir. The first work
of this kind 1s the Siva Sutra of Vasugupta which appeared soon
after Sankara's visit. . ,
_ Vasuqupta's activity falls between a.d. 825and 850. In his
Siva SOtras we find a Systematic presentation of the philosophi
cal Ideas of the monistic Tantras, This appears to be the first
work in Sutra style which deals systematically with the philo-
sophy. and ritual “in Saiva monism, gust as the Brahmasitra of
tharayeﬁna IS a systematic presentation of the Upanisadic
ilosophy.
P S|vap%tras and Spandakérikd are the main works of the
Spanda branch of Monistic Saivism. They explain the three
traditional paths of salvation, viz. Eombhava, Sakta and Anava.
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Kallata, the pupil of Vasugupta, lived in the reign of Avanti-
varman (855-8 3% as Rajatarahgini informs us. He had attained
the slate of Siddha, He wrote Sgandasandoh , an exposition of
Vasugupta’s Spanda Karika an f )

Spanda SOtras, Somananda, the author of Sivadrfli, was a
contemﬂqra[y of Kallata. _In his Sivadrfti he gave a start to the
Pratyab |{fla branch of Saivism The PratyabhijAd also was
based on the manistic Saiva, Tantras. Both Spanda'and Pratya-
bhijAa agreed in philosophical conceptions of the universe and
its cause, the nature of the individual self and that of the highest
reality. - However, while the Spanda showed the three paths,
referred. above and had a do%manc approach to a degree,
Sivadrsfi showed the fourth path of PratyabhijAa which was an
easler and a new one. ft I for this. reason” that 'In Sivadrét> there
isan attempt to present monistic Saivism not merely as a dogmatic
stattement, but as a systematic philosophical statement  reasoned
out.

Somananda’s son and pupil Utpaladeva (875-925) wrote
Pratyabhijha Karika. He also >Viote Vivrti on those Karikas,
Abbinava’ later on wrote Lﬁgh\u Vimariini and Bfhatl Vimarsini
on these Karikas. Pratyabhijha Karika was a recognised work
on Kashmir Saivism. , . o

Utpalageva’s son and pupil was Laksmaijagupta who initiated
Abhingva In the branches of Pratyabhijha and Krama. = Apart
from Laksmanagupta, Abhinava got Instruction from Bhiltiraja
and his son Helar6ja, who were perhaps the exHonents'ol that
system. In the Kula system propounded by Ardna Trayambaka
school_ Abhinava*s teacher was Sambhunatha, of Jafandhara
Pllha, The traditions In various branches in Saivism, which were
inherited hy Abhinavagupta, may be shown with the help of a
chart on'page no. 34.

Al these branches in monistic Saivism agree to the concept
of the Ultimate, sp,nnm le. They have, however, shown different
methods of realising that Ultimiate. Abhinavagupta havm% read
and nglr_actlsed all these methods was a Pro er per?on to synthesise
them Into one_ common system acceptable to all. He did that in
his famous epitomic Tanfraloka which was a statement based on
Sastra, Yukti and Anubhava and gave him the honour of
being recognised as Acérya of all the Sects.

also a work of his own called
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Branches of Monistic iaivism

Spanda Pratya)f)hijfié ke Kula

Vasugupta ~ Soménanda Bhairava

Bhitiraja
Kallk(ta Utpaladeva Sumatinita
Mukula

Bhafteniuraja Lakfmimagupta Heldrdja  Sambhunétha

Abhina\'/agupta

(/) Monjstic Saiva Philosophy . ,
It will be eas?/ for us to,%et an idea of the ,hllosot?h% of
the Saiva system from Pratyabhijfia literature. ~ Saivism Doth in
theory and grapnce is open’to all without anly restriction of caste.
Na atra Jatyadyapekia kvacit—I.P. V.I1.276). One who has
eendesire for” knowledge and liberation Is free to study and
practise Saivism. However, there isa distinction between one
who desires to practise Saivism and attain |iberation in his [ife,
and the one who'is keen on th$ ?tudy of Saiva ph,|Iosoph¥ with
all its intricacies, For 3 simple follower of Saiva ritual only firm
determination will suffice. But In the case of a person infefested
In Saiva Pmlosoph){ determination alone will not dg._He must
possess the knowledge of the Veda, Vedafigas, six Systems of
3h|Iosopha/. Grammar and Tarka, Then only will he be able to
5?36% ri1,ﬁaaod appreciate the niceties of ‘the arguments In
1
%yhe a{im of all the systems of Indian Philosophy m general
ang. Pr_atyabhHM in particular, is to help the individual n self-
realisation and to. point out the ways and R|eans by, which that
end I to be achieved, 1.2 by removing the veil of ignorance.
All the s%/stems of Indian Philosophy hold that |%norance IS the
cause of hondage (Bandha) and that only knowledge 15 the cause
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of . liberatiop. 8Mokga)._ The hondage according to Saiva
philasophy 15 dug, to |mf)ur|ty M‘ala% which m«fthree types
viz. Anavamala, Karmamala and Maylyamala,

Anavamala : This is innate |r%n?rance. It consists in the loss
of  universality .and consequent forgetfulngss of Its true nature.
It is mere consciousness of supposed” imperfection. It is begin-
mng&ess but 1t s destructible, o
 Kurmamala : It is of the nature of indefinite desire.. The
impurity of Innate Ignorance (Anavamala) is the condition of
indefinite and limitless desire, "It Isa potential desire which as
such has no definite object. Bup when it actualises, it is respon-
sible for countless associations of the self with creations of Maya.

Mayiyamala : It s a psycho-physical limitation. All that the
self is asSociated with because of the said two Impurities, which
[imit the psycho-m/sma,l capacity is technically called May|ya-
mala. [t isconstituted hy five limiting conditions of the individual
subject, viz. Kala, Vidya Karqa iyati and Kala and also by
categorles from Mahan to Prthvl. These will be explained later.
_Ignorance docs not mean ahsence of knowledge. It means
limited knowledge.. This limited knowledge_about_ self and
Universe leads to"misconception about both. ™ For Saiva philo-
sop,h% the self-realisation brings with it an unders,tandm% in
which there Is a_new Interpretation and appreciation ofthe
Unverse.  According to this System, therefore, self-realisation s
selt-recognition (Pratyabhijita), ) ,

‘Pratyabhijha’ Is’ recognition.  What _is the nature of this
recognition? ~We shaII,trY to understand it with the help of an
example, The usual.example taken in this respect in ph|IosoPh|-
cal writings_is—"This is the same Devadatta as | Saw on that
occasion” *(Sah ayam Devadattab).  This is a statement of
experience. What Is the natfure of this exgenenpe? There isa
direct Ferceptmn, (Pratyakﬁag of Devadatta, But It Is not percep-
tion alone.” This perception hecomes the operative cause of
recollection (Smrti) of ‘my previous perception of him In the
form of mental image of thiat object Seen on previgus occasion,
But this is not S,mm_onI)(, There 15 also the experience,of these
two objects being identical. The novelty o .recong1n|t|on li:s
neither"in_the direct Ferceptlon, alone, nor in remembrance
alone, but in the realisation of their identity. When the identity
is realised, we have a new experience aitogéther.
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The above is an illustration of recognition in which the
mental image was the result of previous perception of the object
of recg%nmon However, It IS not necessary th%t mental nnages
should e the result of previous perception.” The roeotal intage
may be formed by hearing the description of the object. For
example, Daraayant| h(?ar the descr|8t|0n of Naja from, the
hards who cameto her father's court, nheann? the qualities
of Naia an Image of Naig, thou%h vaPue, was Tormed In her
mind and that became the ob%ect ofher fove. Later on. Naia
came to her as a messenger of Indra. She did not recognise. him
as the Nftla who had been the object of her love, but taok him to
be only a messenger of Indra. But when at the end of their meet-
|n%she came to know that the messenger was Naia, the King of
Ni ﬁdba himself, the mental |ma%of ala which was the obAect
of her love got Identified with the person standing before her.
In this case, the mental image of Naia was not the result of her
grewous perceRnon 0t Naia hut was formed only on hearing the

escription of his qualities. That mental image was her object of

love and even though Naia Wasstandm% beefore her in person
he was only a stranger to her, till her mental |matge qot identified
with that ﬁerson. So the experience of identify 0f the mental
|ma%e and the actual object of present perception'is the principal
factor in recognition. ~ o )

Likewise though the individual self is identical with the
Supreme yet we cannot experience the jay of the identity  unless
weare conscioys of that ioentity. The aim of Pratyabhijfta is to
make Us consclous in that resP,ct. o i
6 In caﬁe of,trt1e stldf%ﬁka, i lgi,some authon]gatlve person, |be.
Guru, who points. to the qualities necessary for recognition
initiating ﬁwg (ﬂs,uple andaleadmg Hlm in tE/e d[n/lne Batfw. Th%
initiation, Instruction and leading is known in Saiva system by
the term ‘les%’. Dik$a Is not Just a reciting of some Mantra
In the ear _of the disciple as 1s popularly understood, it Is an
act by which the spiritual knowledge™ is im arted and the
bondzge of ignorance removed. DIK? is the traditional path
followed in fne Saiva system. However, according to Pratya-
bhlgla, Diksé is not indispensable for MokSa. Just'as a ward
from an authoritatiye person leads one to recagnition, so also
recognition Is possible if the object of recognition  reveals some
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unmistakable S|gn,ELakf§na) in its respect. Recognition in auch
case Is called Trati manlana’. . The Pratibhajflana leads to self
recognition even without DIksa. o ,
_ Self-realisation, in fact, is the matter of Diving Grace which
is known as “Saktip.ita”. In case of DIk8g, the Saktlpata comes
through the atf;ency of Gury. ~ But 1t may come directly without
géetag%?ngy \o/ il?uﬁé)m which case it is called ‘Nirapeksa Saktl-

Every person knows that it is his soul which knows and acs.
The philosophy tells us that man's soul Is identical with the
Universal Soul.” We are not conscious ot the universal power of
knowled%e, and action_ which is already there in us, because of
the Innaté ignorance (Aj0ana) which works as an impediment In
knowing the real powers of the soul. Unless we are made
consciols of them, we shall never recogglse the nature of the
soul and be conscious of it. It is to make ug conscious of the
%ower of knowledge and acfion that Pratyabhlg&aLs necessary.
Our knowledge ot from the re_adm? of phil %pmcal hooks Is
mteIIe,ctu?I EBaud ha Jaanag. It is not spiritual (Pauruga Jftana).
The intellectual knowledge can only give us an Idea of the
universal power of self. That does not suffice for the liberation,
It s only the spiritual knowledge thai liberates us. The COﬂ?,CI-
ousness of these powers In us, ¢an.change our whole personality
so.much that our attitude of viewing life hecomes altogether
different. ~ This new and different interpretation of the universe
which leads us to extreme happiness Is the result of Pratyabhijfia,
The Pratyabhujhs, therefore, removes our limjted power. of
knowledge and action in_respect of the soul and reveals before
us the same soul, in its universal form, the recognition of which
leads us to happiness and gratification.*
Abha%avéda . . .

The aim of every system of philosophy is to exRIam the wh
the what and the wherefrom of'the knowable. The success |
every system depends upon how far the system satisfactorily
explaing %ese ue%tlons b,asmﬁ, ts st%d%/ Fn the facts .of experi-
ence. Abbinava hases his p |osoi1 iCal thou%hts in the first
place on the facts of experience, followed by | qulcal reasoning
and supported by authority, (vide Ch. |, Note

What is the nature of the world of experience as related to
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the Ultimate? According to NP/éya the world of experience is a
creation of God, who IS simply an active agent. and brm%s this
world into_being from the material cause |ike 'Anu¥. ~ Sahtchya
says thaf It isan evolute of Prakrti. The VijAanayadin says that
it"is of the nature of purely subjective experience and some
Veddntins believe it to ‘be only an illusion as is the |IIu%|on_of
snake on the substratum. of rope.  Abbinava does not subscribe
to any of these explanations as the final explanation.  He holds
that the world of experience is real, because It is the manifesta-
tion of the All-inclusive Universal Consclousness or Self. This
manifestation is of the same nature a% the creation of a Yogin is
a manifestation of the Yogin's self.  But it Is nothmlg but an
experience of the Selfand haS its being in the Self exactly as our
own ideas have their existence within “us. This explanation Is
known_as Abhdsavada which s rendered b%/ Dr. Pandey as
Realistic-Idealism. The Pratyabnijfla system 15an exposition of
this ,Abhasavadfa and ,ShOWf haw thé world of experience Is a
manifestation of the universal self termed as Mahelvara,

What is Abhdsa? Dr. Pandey explains it in the following
words :

Al that appears; all that forms the object of perception or
conception, all that is within the reach of the external senses
or the internal mind:; all that we are conscious of when the
senses and the mind cease to work as.in the case of trance
or deep sleep; all that human consciousness limited as It Is,
cannat ordinarily be conscious.of and, therefore, Is smgly
an object of self realisation in short, all that I, i.e. all that
can be said to exist in any way and with regard to which the
g%e of any kind of lan uael? possible, be 1t thT ubject, the
(

d
t!eqt, the means of knowledge or the knowledge Tiself, Is
Abhasa”.  (Abh. p. 320).

As Abhinava puts it ;
Tivarasvabhftva Atmé prakajate tavat,

tatra ca asya svatantryam iti na kenacid

vapus| na-prakaiate, tatra aprakfi&tmanft
aprrakgigte, prakft&tman pf
(LP.V. 1. 35-36).
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The difficulty before the dualist is how to explain the pheno-
menon of knowledge. The knowing self and the object of know-
Ied%e, the non-self, are com;ileteh{,cut off from iach other. They
being of opposne nature, Iike light and darkness, cannot be
brought to%e her. The Abbasavada, therefore, puts forth_the
theory of the All-inclusive Universal Consciousness or Self. This
All-inclusive Universal - Consciousness which s necessary to
explain the phenomenon of knowledqe is called Anuttara (the
highest reality or Para-Sarhvid). Anuttara means ‘beyond which
there is nothmIgg' (Na Vidyate Uttaram praSna pratlvacanaruRam
yatra, P.T.V. 19). Anuttara cannot he sg(])ken as ‘this* or ‘that*,
nor as ‘not this’ or ‘not that’. It is all but not In the sense in
which all is taken to mean by"jhe limited human mind, The
mind cannot grasp it. It carinot be the obAect of perception or
conception. It ¢an only be realised. It cannot he expressed by a
word or words. In whatever way we try to dehne it, our attempt
isjust like that of the four_blind men” who described the " ele-
phant to he somethm% like a table, a broomstick, a pillar or a
winnowing basket, according to their perception by feelin
various parts of the eIeR,hant, gach man feelmg only one part.
The descriptions of Nighest reality made By alf those who
concelved it are only partly correct. But the Ultimate Reahtey
i1 mych more than what the limited mind can imaging it to b,
The ideas of unity and multiplicity, of time and space, and of
name and form dre based upon cértain ways and forms in which
the. Ultimate appears. The transitory world represents only an
|n5|egn|f|cant part of the manifestatiori4 It s interesting .to note
here that the concept of ‘Anuttara’ fuléyagrees with the con-
cept of ‘Suddha’ Brafiman in Upanisad, Compare, for example,
Tavalakaropanisad (Kenopanisad)—L3

Na tatra caksur gacchati, na va% acchati, "
na mano, na vidmo, na vijanlm A%atha,etad anuiigyat.
anyad%va tad viditad atho ﬁw itad adhi, )

The eye does not reach there, nor speech nor ming.
We know not, we really know not how to teach it. It is
quite different from What is known and even from what Is

not known.
The Ultimate Reality is thus beyond the reach of thought
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and language 0yet the Abhésavada makes an attempt to give its
idea In” words, which_ according to Abhinava expresses the
reality in the best possible way. ,

Accordmg to Abhasavada, the Ultimate has two aspects,
transcendental (Viivottlrma) and immanent (Viévamaya).s The
latter aspect is said to be of the nature of Prakaia-Vimaria.
But what are the meanings of the terms Prakaéa and Vimaria?

Prakdia and Vimaria o

The conception of macrocosm (Brahronda) is based on the
study of microcosm (Pin<Ja). We may, therefore, see the import
of these tFrms, V'é‘ rakaéa and Vimaria used m_resEecto the
individual selfand then go to see what they mean in Tespect of
the Universal, The terms Prakdia_and Vimaria represent an
aspect of the individual self. The Prakaia is conceived to he
very much like a mirror. Just as the external objects cast their
images In a mirror, which shows them as one with itself and yet
does not lose its purlt%orseparate entltx, likewise, the indivi-
dual self hecomes the substratum of the psychic Images which
are merely its own modes Pr forms, caused b%/ th% stimulus
external {as at the time of perception) or InterAal (the received
residual traces as at the time of imagination_or dreamg. There
is. however, difference hetween the Prakdia aspect of mirror
and the individual self. The mirror regunes an external light
to illuminate It (A mirror in darkness does not reflect any
|mageg. But the self shines, independent of any external light,
and does not depend on an illuminator for recetving reflection.
The residual traces are essennaIIY the same as the “substratum.
The reflections also are essentially the same as their substratum.
The psychic images being of the nature of reflections are ag-
mitted obe.essentlaII?/ the same as Prakdéa. Thesde #)sygmi
images existing under a sort of cover, are called residua
|Fr)na gs or Samskdras. They are, therefore, nondifferent from

rakaga.

This Prakaéa aspect is, however, not the distinctive aspect
of the Individual self, because It isalso seen in the case Of a
mirror, a crystal and a Jewel. [T the Individual self had Prakaéa
only, it would ngt be better than any other substance capable
of Teceiving reflection. The term”‘Vimaria” points to” that
distinctive aspect of the self which differentiates it from other
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substances having Prakdia.* The Viraarsa which is a distinctive
aspect of the selfsignifies :

the capacity of the self to know jtself in all its purity in the
state of perfect freedom from all kinds of affections;
analysis of all its states of varying affections due to the
intefnal and external causes; i
retaining these affections In the form of residual traces
Samskaras). . ] ) o
+ taking qut at will, anytime, anythm% out of the exwtmg%
stock”of Samskaras ad bnng back the old affected state 0
itself as in the case of rememBrance; and .
creation of an altogether new state of self-affection b
making a hudlcwus, ?electlon from the existing stock ?n
displaying the material so selected on the hackground of its
Prakada aspect as at the time of free imagination.

The capacity of the self for all this and much more is Vimaria
and It distinguishes the self from other substances capable of
receiving reffection. - Thus when we say that the individual self
is PrakMa-Vimariamaya, it means that the self is luminous and
contaips residua) traces within and that it Is capable of receiv-
ing reflection of . knowing  itself and, others, of controlling what
it Containg within and of %wmg r!s% to a new psychic pheno*
metﬂotrrl] wn?fthe residual traces which are essentially the same
with the self.

Let us now see what the term 'Prakada-Vimarfamaya’
means in_ reference to the Universal Self.  According “to
Pratyabhijfta,. the universe Is the manifestation without what Is
already. within the Universal self on the ,bacl@ﬂgound of itself
(Sa svitmabhittau vilvacitram unmllayati). The manifested
universe 1s onl _aPparentIy separate from the self much as the
reflected object is from the mirror.

Ninnale mukurc yadvat bhinti bh,umilatéda%ah
Amierastadvacekasmin cinnathe vilvavittayah (TA. 1. 3)

It isin its essential nature exactly like the limited manifestation
ofan individual asat the time of a dream, remembrance,
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ima matl?.n or Yogic creation. The substratum of this mani-
festation like dream,” imagination, etc., Is the Prakaia aspect of
the individual self viz., Buddhi. Therefore, the use of the word
‘Prakasa’ In case of the universal self can' be justified because
both _shine ~(Prakaiate). Both are capable of receivin
reflection, of shining as one with the cause of affection, an
of makm([] it one With themselves.. There Is,_however, one
important difference betw%en the indjvidual Prakaia and the
Universal Prakasa. 1he affection of the individual Prakaia is
caused not onIY by internal causes as dream, imagination, etc.
but also by exferral causes as in case of direct perceﬁtlon. But
the Universal self, bemP universal and all-inclusive, there cannot
he any_thln% external fo It and hence its affection by external
cause is out of question, . o ,
Now the manifestation %a systematic action and_requires a
selection to be mage out of the eXisting stock within. Therefore
the action of manifestation_presupposes knowledge, will  ang
self-consciousness or  self-rapture (A_nanda&. ‘Without self-
rapture (Ananda), there can be no will or desire (fccha), and
without “desire no knowledge (JAana) is possible” and there
would be no systematic action gKnya), Unless there is knowledge
of object, the” means and the ways to achieve it. The term
“Viraarsa’ therefore, In case of the Universal self stands for the
pawer which gives rise to self consciousness or self rapture,
will,_knowledge and action in succession. )
~This Vimarsa of Universal self is also called Svitamrya_for
it does not dgp nd upon anything else. All other gowers of the
H!g est Lor fMahesvara) as Isthe Universal self termed |n
ng éls%m,are included 1n this Vimnaria.7 Utpaladeva says In
1ka:

Citfib Pratyavamarigtma Raré vak svarasodita
Svatantryametat mukhyach tat Ailvaryarfi paramétmanah

-(i.py. 9)

We may, therefore, say that referring to the Ultimate Self the
term Prakaia Is used for that asgfecto the, immanent Ultimate,
which serves as the substratum of all that is manifested and the
Vimaria stands for that aspect which Is the power of manifesta-
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tion, g|vm%,r|se to inonda, Icchi jAdna, and kriyi which may he
termed as Qlifferent asspectls(of maIRa. L

_The substratum 15 Prak&ia and the power of manifestation is
Vimarsa. - But what Is the nature of the manifested or manifes-
table? ~Are they something different from both g.e. Prakala
and Vimaria) and hence separate from the Ultimate? The rePIy
given by monistic Saivism is that the manifestable and hence the
manifested also_are of the nature of Praka%a. (Prakbeatroa
Prakasyortho naprakasafca siddhyati). This s%stem holds that
the ménifested Universe is brought about ny the Ultimate
exactly as the objects of the dream’or |maq|nat|0n arc brou?hf
about” by an jndividuals mind. The relation between the
Universé and the Ultimile is the same as that of the objects of
the dream or |mag|nat|on and the dreaming or |mag|n|,n? self,
The objects of the dream or Imagination_are essentially the
same a5 the Prakaga aspect of the “imagining or dreaming self,
Now on the basisof the relation befiveen microcosni and
macrocosm, the  Saiva holds  that the manifestable and mani-
fested arc essentially Prakasa i, whatever IS true in the Cﬁse of
indiviaual self is e,%ually true In the case of Universal self also
for both are identical (yat pintje tat brahman<Je), The selfis of
the same nature ag consciousness (Cattanya or Cit).

How is the Abhasa ](m,anlfTst,ed umv%rse related to the
Universal consciousness? This relation will be properly fqras ed
it we analyse ourconscigusness of imagination. "We. find wo
elements in imagining, the subjiectwe and the objective, The
Imagining ConscioUSNass (sub%ec v aspect) is respansible for the
rise of Images (obgecnve aspect),  The Imagining, consclousness
Is itself both the hackground and the perceiver of images. The
1ma?es themselves have no other basis than the conscioysness
itself, ‘The images are due to_the internal factors, These factors
affect the consciousness. It is necessary that these affecting
factors should rise in a certain order and not In a casual manner
or all at once. | Therefore, they have to be under the control of
some Independent power. It will be easily seen that this control-
ling power Is nathing else than the conisclousness. Itself, which
may he called self (Cit). . Now all these factors rise at our will
from our consclousness independent of any external help. They
appear on the hackground of our c%ns_cstness and a{galn merge
Info the same.  This happens much in the same manner as that
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of the rising.and merging of waves in the ocean. Just as the
waves exist'in the qcean before they rise, so do the images.
The Images which affect the purity of “consclousness at the time
of imagination, exist in the self hefore they apf)ear on the hack-
ground of the Prakasa aspect. . This_ is éxactly what Abbinava
says In regard to the relation of Abhasa with the Universal Self.
His words are: “Tattvantarvni $ag friméat Anaérita Siva-
ar¥anlan| argbhairavanyrupave&sadita tathabhavasiddbani”
EP. VP. 19?. Thus, according to Saiva_system, all that exists
rom Siva down to the earth, exists within'the Ultimate much is
the same way as do our Ideas within ourselves at the time_when
the self is in"the unaffected state. Soall is externallK manifested
at will, independent of external causes. Hence, they are called
Abhasas. It is Abhasa hecause It is. manifested (Abhésyate) by
the Universal selfand also hecause it is manifest (Abhasate).

But why does the self manifest these Abhasas?  According
to Abhinava (the question. is absurd. The nature of a thing
cannot be questioned. It is absurd to ask why fire_burns, To
burn s the _ve,r%/ nature of fire, Likewise to” manifest withou
what lies within Is the very nature of the Self. In fact,
differentiales the self for the non-self, A jar, for example,
cannot change itself independently of external cause, but the
Self can and does.

Asthdsyadekar(ipena vapusa cenmaheévarali
MaheiVaratvarii samvittvam tadatyaksyad ghajadivat#

At this staqe two qlugst|ons naturally come up in our mind.
They are—(1) 1fthe ultimate reahtg ap#ears inall the percep-
tible forms, it hes o be taken as changi ? How  then can vie
say that It is eternal? and (2) If the “ulimate reality contains
within all the Abhasas, how can Ithe said to be one? The
Eava repI%/ to these questions may be summarised as under:

As to the first question, the Saiva says that the change fakes
iJIace in four ways, viz. Agama, Apfiya, Parigama and Vikira,
n the first two i, A?ama and A;luaya, the “change is doe to the
addtion or loss of certain elements In respect of original thing.
For example, when we visit a place after a long interval,_we
find it changed, because. new houses are seen added to it This
change 15 0l to addition (Agama). The same i the case in
respect of change due to loss (Aplya), as In the case where we
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find that the old houses are reduced to ground. The example of
Parinama, i.. transformation Is found in case of milk changing
into cyrd. The fourth type is Vikara, i.e. modification as In the
case ofclaty changln? into a Jar Pr gold ch%ngmg Into an orna-
ment. Out of these Tour tYpeso chan?e,s,t e first three cannot
he reduced to the orlﬁma form. Butin the fourth type, the
original form of the an?ed article can be recovered. The curd
cannot be brought to the form of or|?|nal milk, but an orament
can again recoyer its original form ot a lump of[qold. It will be
clearthat the first three " types of changes involve addition or
[oss of the ems,tmg constituents ofa thing or an irrecoverable
change In ?uaht s In the case of curd.  BUt in the fourth type

there'is gnly a change In the arrangement,of the  constituents
?gettgg r?trégmal thing; It is only a change in the form and not

ts. . The Highest Red |t>{ according to Saiva concept
containg all within {Antabktananta-vifvarupah). = At the stage
of manifestation cerfain things out of the unlimited mass of
things are manitested at will,” as separate from itself. This s
much like our state of dream or imagination in which we ring
forth or project our own Ideas asan object out of ourselves.
The Abhasas are within the Absolute, as waves are within the
ocean. And just as nothing goes out of or comes In the
ocean as a result of the waves, so there is no substantial loss or
9a|n in the . Universal_consciousness, because of the manifesta-
jon of the Abhasa. Thus the change In the absolute, if we
choose to call ita chan?e, is In the appearance and not in the
substance of the Absolute,. .

_As to the second question, the monist says: that only can be
said to exist (Saf) which exists independently of others*  All
the Abhasas ‘shine only on the, back,%round of the Absolute
much the same as do the reflections in the mirror, . So they
cannot be said to have an independent existence. This, system
holds that ‘Anuttara” alone really exists. The Abhasas are
mere,ly{,transnory appearances.  Hence the system is held to be
monistic.

But are the Abhasas real? We may ask here: What would, the.
monistic Saiva say to this question? “Before we ask the monistic
Saiva, let us ask ourselves as to what we mean by ‘Real’.
The sky-flower 15 not real. Why? Because it has no existence
(Sattd)” Isan illusion and dream real? It has existence for me.
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because 1 have experienced it and hence cannot deny iti
%xmtence., But stil|” | have to say ,thTt it 15 not real because It
as o objective existence in practical life (wakeful state?. S0
for us, when we say that a thing Is unreal, we do not mean that
the t,hmr[; has no existence, but that it Is an Individual sutgectlve
manifestation and as such itis of a different kind from the
objective ong, on which all our,worldlg transactions depend. .
The word' ‘Abhusa®, In this systém IS used In a very wide
sense. It denotes all that appears in any way and i any form.
Therefore, in the question "Are AbhaSas real?’ IF by real we
mean existent, i.e. if we enquire about ‘the existentiality’ (Satid)
of the Abhasa, the answer %/ the Saiva raonist would he_ yes”.
But 1T we mean to ask whether the  Abhasas have subjective or
objective existence, the answer would be that this distinction is
Fu,rel){ conyentional and is assumed only for practical purposes.
t 15, therefore, of thg same nature as we find befween the
objects of 3 dream and those of a dream within' another dream
(Mayapadarh hi sarvarii bhrantih tatrapi svaﬁne svapna iva gan<Je
sphota Iva apareyarh bhrantih). At times, whep we dream, We In
that dream_ experience another dream. In this experience we
make the distinction between the objects of the shorter dream
and treat the shotter dream as. purely subjective and those of
longer dream as objective.  This Is Hust the same as when we
d|st|nng|sh between the objects of a dream and those of the
wakeful state (practical I;feg. Hence such a query as to whether
the Abhésas have subjective or obAe_ctlve existence has no_rele-
vance In Abhasavada, for the essential nature of the Abhdsa Is
th? same jn hoth the cases, so that if one iscalled real, the
other isalso real. The object of the phllosoghy and Saivism In
gam,cular, is to_explaif na general way, why there Isa
ognitive changeat all' in the self and what It IS that causes such
a change.

Mahesvara and His Powers , o
There isa state of the All-inclusive . Universal Self in which
the Abhasas have their existence as distinct from the selfand
Y’it theg/ are within the selfas in the state of unity. This is just
ike thé state when we have our thoughts within us when we get
ready to deliver a thoughtful speech. Such a state of the All-
inclusive Universal Self Is termed as ‘Maheivara’ In- Saiva
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termmolo;h;y. The Maheévara is beglmmngless, and endless
because the universe 15 Itself such, It 1s “omnipotentio and
perfectly independent In the use of its powers.u It contains
within, “all that Is ‘entitative and 1lluminable’. 1t forms the
ﬁerman,ent substratum of all that Is objectiye. The obéect cannot
ave existence apart from and independently of Mahélvara than
a reflection can from the mirror.” It is peyond limitations of
time, space and form. [t is a self-shining entity and all the
manifestations are related to it as the Sprea mgi rays to a flame.
Itis perfectIY free and does not require any external material or
instrument to accomplish. its work. It Is spoken as I|gh%
Prhatkam) and 1s the ultimate source of all the sources o
ights. 12

g,ThJs, universal consciousness is pu,relx subjective and no
ob&ectlvkt can beattrhbuted to it, for it is the quersl know?
and no kfower can be assumed in the case of the Eumyersa
koower (VHAataram are kena vijanlyat). And yet itS existence
cannot be denied because the very ?ct of denia r[rJ]res,upgos,esa
canscious beiog.  The Individual Selves are mere manifestations
of jtand their acts of knowledge are wholly dependent on it.
It 1sthis very Universal Self which sees and “knows through the
innumerable individual bodies. The ve knowleg%ean exis-
tence of external objects beip dePende t on It the Universal
self can never be an object ofgroo o denial.  As Utpalécérya
says

Kartari j0atari svdtmanyadisiddhe_ mahesvare
Ajadatmu niyedham va Siddhim va vidadhlta kah
(IP V) 1. 35)

Mahesvara or the Universal Consciousness .expresses jtself
throuqh powers. These powers are Kartftva Eaktiand Jhutr-
Ivalakti, I.e. power of action and power of knowledge. Ac_corde
to Saiva tho,uqht the power and Its possessor are hon-different.
The go;]ver |% he very bem[qwofthe gossessor &akti-£aktimaloh
aphedah). Then again the two powers referred to above are not
different but_ two aspects of the'same one Eower which IS known
as Vimaria Sakti or Svitantrya Sakti.  The difference hetween
the possessor of power gSaktlm"an) and power g&aktl), as also
thatkbetwefen ﬁartftva nd JAaértva I5.only conventional and is
spoken of for discussion and understanding.s
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The manifestation is of two kinds, the external and internal.
The difference hetween these two kinds of manifestation can be
made clear Inthe following way. Let us suppase that the
Universal Selfis like an ocean and the various Abhasas are
currents in It. Each Abhésa is g separate current flowing in the
ocean of the Universal Self. These currents flow throughout
the state of creation undemeath the surface of the ocean. That
aspect of the Svatantrya lakti of the Universal Self which brings
about the Internal separate manifestation of the Abhasas and
also maintains their internal ~ separafions, 15 known as
Kartrtva $akti, omnipotence. At times, however, these currents
are brought over the'surface as waves and they are put in such
a position that the wave which iscapable of receiving reflection,
can be affected by those which cast reflection. This s the work
of omniscience or Jtatftvaiakti, The affection of the wave cap-
able of receiving reflection is the phenomenon of knowledge.
{Abh. p. 344).

The Jflétrtva Saktj has the following three aspects :
1)_The power of knowledge (Jflanagakti).

2) The power of remembrance (Smrtiiakti).

3) The power of differentiation (Apohanafakti).

The power of knowledge is that asPect of the power of Universal
Consc_musn?ss by virtue, of which It takes out for segarate mani-
festation only cetain things from the unlimited mass which lies
mer%ed in it {Svar(ipat unniagnam abhésayati I.P.V.). The subject
in this case Is a manifestation no less than the object, and bioth
are momentary  collocations of a certain number of Abhasas or
manifestations. The henﬁmenon of knowledge is. therefore,
[ike a rise of two waves In the ocean ofthe Univérsal Consclous-
ness. . Of these one hasANalrmaIY,a, 1.8, the capacity {o receive
reflection and Is called, Jivabhasa’ (limited sentient manifestation)
and the other, which is without capacity to receive reflection, 1S
called Jadabhasa, (insentient manifestation). When the rising of
sentient manifestation Is affected by the insentient one which
rses slmultaneouslg with the former, as the mirror is affected by
the objects lFla ed Tfore It, the Ehenomenon of knowledge takes
place,” Thus knowledge Is on y the arfected sentient wave of
consciQusness.  But thepower of knowledge (Jftanagakti) Is that




Abhinavagupta's Philosophy 49

capacity of Universal Consciousness which is responsible for
the rllsedof“both waves, necessary for the phenomenon of
nowledge. o )

But |fqthe sentient and the insentient Abhésas are momentary,
then the knowledge also must be so. How then, can the decisions
in the worldly transaction be expiained?  The Abhasavadin says
that this Is due to another aspect of JAatrtvaiakti called Smrti.
Smrti i that aspect of the pawer of Universal Consciousness by
virtue of which' it manifests itself in the form of such an indivi-
dual selfas can retain the effects of the external stimull received
at the time of perception; and Is able o revive them at the time
of the _subsequent ‘perception of a similar thing so as to make
the uniacation of ,expenences of hoth the present and the Fast
possible. The fact is that the sentient wave Is like a momentary
wave of light emanating from a permanent source. It is this
source that retains i a subconscious state the idea of having
sent.out a wave towards of a certain object and that of having
received a stimulus of a certain kind therefrom.”

But hoth in perception as well os remembrance we presuppose
the existence of the cognisor and the cognised, not only as
separate from the Universal Self but also from each. other. “To
explain this, the Pratyabhijfla postulates the third aspect of
JAdtrtvaiakt). called, ‘APohanalakn; It |%that aspect of Jrtatr-
tvaiakti which manifests each Abhasa, whether subjective, (Jlva
or objective (Ja<la) as completely separated from the, Universa
Consclousness and” from each Other, though In reality even at
the time of such a manifestation thw are OH%WIth their common
substratum.” ~ Thus, It Is that power which Is the cause of the
determinate knowledqe of the limited self . The Bhagavadﬁlta
also recognises these three powers of the Universal Self. (Maftah
smrt|rJAar]amagohanarh C?f (15.15). . o

As said anove the Kartftvalakti of Maheivara is that
aspect of Svatantryaiakti which 15 responsible _for the
innumerable . varietigs of the internal limited manifestation,
These varieties, as revealed by JAatrtvaiaktl, are manifested
in two ways. In ?ne case there |?1 a simultaneous mani-
festation of ' many forms Each of these forms Is anarentIy
separate from the rest eg. when we see a landscape
with all its frees or creepers, we have one scene In which
so many different things are perceived simultaneously as one
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whole.  This is known as Deiakramabhisa due to Mirtivaicitrya
(varigty of forms). The other way IS where there is successive
manifestation of & larger number of forms which so resemble
each other, that they are recognised to be various forms of the
same thing, as.when we see a ‘man walking. This Is known
as _ Kalakramabhasa due to Kriyavaicitrya, 1e. variety of

action.;

The KartrtvaSakti of the Maheévara has two aspects : the
Kriyoiaki and Kala Saktl. Kriya £akti s nothing but the appea-
rance of long series of a closely Similar forms, so quick In
succession as to produce a persistence of vision e g a hero In
drama |na fif of anger. He_ is seen as tearing his hair %rmdmﬁ
his teeth, rushing forward with a r{erk and stopping sudd njz.
will be ‘seen. here that the action of becoming angry consists of
different Abhésas which united together make, Tn reference to the
hero, one action of becoming angry. We may, therefore, say that
the Kr%ae,aktl 15 that %s,pect of Kartrtvadaktr which is responsible
for such_ internal Abhasas,as being externally manifested by the
power of knowledge (JftAnacakti) giving rise to the congept of
action. These Abhasas are connected or"disconnected with one
another exactly as the mental impressions In case of a dream or
various pictures in case of a cinema. show. This power of
Kriya&kti 1s respansible for such manifestations as give rise to
the concepts of canjunction (Sarhbandha), generality (Samanya),
place (Dela), space D|kg, time efc, O

Kalasaktl 15 another aspect of Kartrtvaiakti, We have sgen
that Kr|y|a|akt| unifies a number of Abhasas to make one unified
action. ‘The Kalaiakti separates the constituents of a series of
Abhasas which %0 to make the concept of action. Thus it cuts
off each constityent of an aﬁtlon and places It ?ef_ore Us as a
separate Abhasa In a series. Kalasaktl works exactly in the same
way in resrpect of ICartrtvasakti, as the Aﬁohana.as ect of
JAUIrtvasakti works, when It manifests each constituent of a
block of images formed on the mirror of Buddhi as separate
from thﬁ rest, )

\We have dealt with the nature and powers of MaheSvara or
Universal Self. The  Universal Consciousness _Is tfrmed as
Mahesvara on the analog¥ ofa king. A person is called TSvara
or ,kmg because he has control over a part of the world. The
Universal Consciousness Is called Maheivara because of its
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control, in every wa%/, not onlg on what we all conceive but
also on all that'which is beyond the conception of our limited
power.

Categories of Abhdsavtida ] ] )
[n the last section, we dealt with the Universal Manifestor,
In_ this section we shall deal with an account of the manifested
Universe.
The Saiva system divides the manifested intp 36 categories
see Appendix fo this Chapter?. This division Is based on the
giama. But It should not e freated to be onI?/ as a matter of
beliefand hence arbitrary. It is a result of partly Yogic experi-
ence %nd pa,rtl¥ of minute study_of mind and matter.

The thirty-six Tattvas or categories are as under :
1) Siva 2 Sagti, i 3) Sadésiva
4) Tovara 3) Sadvidya 6) MAYa
7) Kala 8) Vidyd 9) Raga
0) Kala 1) Niyati 12) Purusa
13) Prakrti 14)Buddhi . (15) Ahartkéra
%g tMan2a6s . 7 tod 20 F(|2v7e) JtA|n§BdrF|yas;
0 ive Karmendriyas 0 Ive
Tan |t?as ?32 to (36}, Five MahAbhOtas
Of these the last twenty-five Tattvas (12-36) are common with

Sartkhya cateagor,les; Maya (Tattva ? is common with Vedanta
and the remaining ten “are common to both the monistic and
dualistic Saivism. .
_ These categories or Tattvas are classed as pure Suddha2 or
impure (ra |ya2. This division 1s based on whether they contain
the element ‘of Maya or not,  The first five Tattvas are called
p%re,for_they are manifested bg Slv,ahlmselfb_{ the sheer force
of will, mdepenijint of apy % m tm? cause like Karma or an
material cause like Mdya™ The rémaining Tattvas from Kala tt
Earth are created by Aghora or Ananta with the help of Maya,
They are called impure because they have limitations and
are ‘controlled b}( the law of Karma. ~ The categories are mere
manifestations of the Ultimate and hence they are essent|all¥
the same as their source, They are again broadly divided as self-
[uminous or subjects (Pramétl) and  illuminable or insentient
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gJada) like earth, Hence just aﬁ the Pﬁar?flta is esantlaIIy of the
ame nature as the Ultintate, the earth also is equally so.

Pure creation IS supersensuous creation and It corresponds
to the five powers of the,UmveirsaI Self oy Parama Sl\li’i. hese
five powers are Being (Cit), Self-rapture (Ananda), Will (lccha)
Knowledge (Jndna) and Action ( rlya?. The predominance of
angl of these powers in the absenceof all connections with the
material world_Is possible and results only in a state ofan affec-
tion of the Panty of self. These states cofrespond to the sicces-
sive staqes hrough which aYogm descends from the transcen-
dental state (Turyavastha) to that of worldly experience.

Leaving asice for the . {Jresent, the consideration of purely
supersenstious states, even if we look to the psychological states
£fhat precede the actions of ordinary man we find that an
individua| who is only an epitome or the Universal Self, possesses
all the five powers attributed to Parama Siva.  These powers
come Into Flay, in the same order in which they are supposed to
be manifested’in the pure creation. Let us try fo understand this
by loaking at the activities of an artist. _Let us look at an artist
who IS Sitfing bent at his canvas fo_paint a portrait. At one
time he pickS up is brush, dips it in the paint and takes it so
near the canvas  that we feel Sure that he Is Pwmg vent to hig
artistic perceptions on the canvas, But the next moment we find
that he suddenl¥] stops, thinks a little and puts his brush back in
Its plafe., What nas controlled his activity? 1t I the idea or th
mental image which be tries fo produce (or rather reproduce
on the canvas. And what is this idea or mental image? It Is ng-
thing but an affection of his Self which we call knowledge. So
the “production of a new thmq,p,resugposes Its knowle ?,e, for
that “controls the praductive activity. But why does a particular
1dea arise. In nis_mind to the exclusion of other ideas, and
controls bis action? It Is because of the artist’s will It is.the will
of the artist that maintains a certain idea for a certain time. |t
Is also fO,lfnd that wh%n the control weakens, other ideas rush
in and spoil the work. The knowledge of the artist, therefore, Is
preceded by a will. - But this will also, is not independent. It
depends on the state of consclousness. Alolg of wood ora
person Inan utterly senseless condition can never will.  So will
presu osebs and degends 0N consciousness,  The consciousness
I Inseparably connected with *heing’ and the being (Cit) repre-
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sents the ‘ego* for which the word Aham stands in the expres-
sion Aham asmi. Thus the studR/ of the microcosm shows that
the five powers viz. Cit. Anarida, lcchd, Jiidna and Krlya which
belong to Parama Siva are seen in case of individual alSo. They
are based on facts of experience and need not be treated &
matters of purely religious belief. o

Before we take ug the study of the individual Tattvas, it will
be well for _us to have an idea about the general nature of the
Tattva, . A Tattva is that which Is always present In the effects,
collocations or in the beings marked by certain characteristic
particular to itself. [t is pervasive in so far as it forms the hasis
or chief constituent of all the coIIocatlons,belonFmg to that
Creation.u For example, when we say that this world i which
we live and move [s an earthly world, we do not mean that it Is
made up of earth alone, byt that earth is its chief constituent,
The Sftkhya, for example, believes that every evoIL#e of Prakrti
is made up of three Gunas, and the differénce % one evolute
from the other depends upon the difference of the proportion
of the Gunas in each individual evolute. P,ratyatihHﬁa,aIso holds
that ‘i every manifestation of pure creation all the five powers
of the Universal. Self are essentially present and the difference
of one manifestation from the_ other is dug to the predominance
of one of the powers ina particular manifestation..*

(1) Siva Tattva, ] o ]

_Siva Tattva is the first manifestation and the power of Being
SCLt) predominates it 1t is purely subjective anf,has no predi-
ative or objective reference, The experience of fhis state is pure

_(Aham), Tt the use of such a word Is permissible * It may he
said fo re $r fo that entity, thg idea of which Is conveyed by the
word “self’ In the compound word 'self-onsciousness’, when it
15 not used to refer to a bodg, vital air, mind or buddhi.

As already stated Abhinavagupta under the influence of the
Kaula system, holds Anuttard or Parama Siva to be fhe thirty
seventh cate(r;ory and has also stated that Utpalficarya, the
author of Pra yabhg,fm Kiflrika. took Siva and Paramailva to be
identical. - According to UtpaUcirya, therefore, Siva Tattva Is
not a Ievel in transcendental experience fo be represented as T
or 'self, but itisa metaﬁh sical principle in which powers of
knowledge and action are neld in unity and that it I1s capable of
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manifesting innumerable creations and annjhilations of the entire
mass of Taftvas as mere reflections of itself. It is not of the
nature of Abhasa thou?h In_meditation_ and Instruction It
apFea(s asong.  The first Kfirika of Utpalacar?(a shows that he
held Siva or Parama Siva or Maheivara as idenical.

(2) Sakt] Tattva L
 Sakti is the gec%nd c?te ory and follows Siva in manifesta-
tion. It can har I}/ e called second, for its manifestation takes
place almost simultaneously with the first. ~ Unless there is con-
sciousness. of what is manifested, .how can it be said to have
een manifested at all?  However, it has to he treated second,
or the Consciousness logically presupposes Being, dust as rays
resuppose flame. Just as there can be no_rays wifhout a flane,
0 there can be no consciousness without Being. This manifesta-
tion Is marked by the additjon of the element of, ‘am’ to the ‘1*
as ' am* éAham asmi). In this state of manifestation the Ananda
Sakti predominates.

(3) _Sadiiiva Tattva o ,

This, Is the third categﬁ)[y and the power of will i.¢. lcclui
predominates in it.  The will IS not altogether wnhout,ob{ectl\_/e
reference, though the object in this state Is not as distinct as In
the stage of knowledge. Abhinavagupta compares this state with
that of an artist when a desire to produce a masterpece,anses
within h|g1. The obéect may be com %r,ed to the faint outling of
the Intended picture on a Canvas.™ This state of experience may
be conveyed as T am this* (Aham idam) In which the word ‘this’
gdam) represents the universe, which Is very indistinct. B,
owever indistinct it may be, it does affect the'self.  The object
In this state IS not of fimited nature as in the case of ordinary
mortals. ~The whole universe constitutes the object and i
conceived by the Pramata (Subject) as identical with himself
(Sarvasya avyatirekena). The eaperiencer of this state Is termed

3 ‘MaLntra Mahela’ and Ehe object which is the cause of affee-
tion is known as *Anavamala*

(4) livara Tattva
This is the fourth category and. the power of knowledge
predominates in It. In this stte the ‘this’ clement in the Sadaiiva
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Taltva finds predom,man%e. It is but natural, for, knowledge is
nothmg, but . affection of self due to, internal or external causes.
The object in the Sadailva state is indistinct and faint, while
here it is very clear So much s th%t the selfwhich predominates
in the former state Is thrown to the background.” As long as
there isan Indistinct and faint outline of the picture on_canvas
we call it a canvas, but when the outline becomes distinct an
clear, we call it a picture and canvas recedes to the background.
In the state of Tivara the object gets prominence and the Subject
%Ihlﬁh was, prominent in the adaewg sﬁite, |sthrqwn‘t%the

ackground.  This state Is represented hy. the expression “This |
am’ {not = am this’) to_suggest predorinance of the objective
element in experience of T8varalS

(5) Sadvidya Tativa ,

Sadvidya is the fifth category and is marked by the pre-
dominancg of action.  In this, the obHect,lve i N0t S0 scv,re as
in the_Sadasiva_state, nor so prominent as in the livara
state. But it is in the state of perfect equality with the
subjective, like the two pans_of the evenly held halance
(Samadhftatulaputanyayend). The experience’in this state is T
am this’, The distinction between the three states of experience
viz. Sadaiivfi, livara and Sadvidya is shown by Utpalaclrya in
ihe following Karikf :

“Tlvaro bahininmesal

ijeso'nrt]aﬂ sadaiiva .
Samanadhikaranyam hi
Sadvidyahamidaihdbiyob” (LP.V. 1I. 196)

As the manifestation proceeds from Sivafekti state  there
arises the objective consciousness (1darh dhl). But in the state of
Sadaliva, it Is very faint aod Indistinct, so much so, that it Is as
though dominated by the subjective consciousness (aham dhﬁ. It
is the inner rise of the ob%ecnve in ** While in the jévara state
this jnner object as thoug comes out and |s_p[edom|nantI¥ felt,
In the case of Sadvidya hoth are equally distinct and both rest
on the same ground, (Samanddhikarana), Hence whether It IS
expressed as ‘aham 1dam” or ‘Idam abam* both refer to the same

sta . .
L]ehese are the Tattvas of pure creation and are the manifesta-



56 Abhinavagupta

tions of the Universal Self. The objective universe in this
manifestation _is purely ideal and IS realised as such. The ex-
Penencmﬁ entities realise themselves as universal ,bemgs,_ which
hey reafly are, and. their experience is also universal i.. free
from all kinds of limjtations. ~ Therefore, they represent the
sphere of the true knowledge and are called pure creation, This
creation is free from limiitation as opposed to the ‘impure
?_reatu%n’, which 15 the work of Maya and as such Is distinctly
Imited.

Uti),alécéra/a states that there is Simanadhikaranya of the
subjective an ob!)ectlve elements in Sadvidya. The concepts or
ideas are said to be Samanadhikarana, when they point or refer
to the same thlﬂ%‘ for example, “Kalidasa, the paet, is the pride
of India”. In this sentenice the words ‘Kalidasa’and ‘poet’
point or refer to the same Individual. ~ Henge those two words
are Samanadhikarana 1e having the same thing to rest on or to
Eomt to. The same Is the case of experience at the Sadwd%a
fate.  In it, the subjective consciousness %aham dhl) and the
obgecnve consciousness (idam dhl) refer to the same entity Ie.
the Universal Self, But” In our Iimited knowledge (V|dya%$ the
sub{ect is conceived as different from object. They are “always
mutuall echusweconceEts. T (aham) 1s always different from
‘this’ (idam), for °I refers to the imited subject’and ‘this’ refers
to the limited object, ~ This exactlg, oints to the difference
between the Sadvidya %state, 0f expérience In_pure creation of
the Universal Self) and the Vidya (Sfate which is the creation of
Maya).'a In the Sadvidya siate the idea of unity predominates,
but "in_the Vidya staté the duality. or plurality predominates
This is the typical point of distinction between pure and
impure creation.

(6) MayaTatva o

The first manifestation of |mPure creation is Miya. It is this
Taftva which aggarentw breaks the unity of the Unlver?aI,Self.
Maya is the most distiictive power of the Universal Self in its
creative as?ect. It manifests diversity independently_ of any
external help or promptor. Abhinavagupta says in Tantraloka ;

“Mayé ca nama devasya
Sakfaravyaghpggrinﬁ Y
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Bhedavabbésasyatantryam
Tathl hi sa taya kftab™*

So Maya is that aspect of Svatantryaiakti of the Universal Self,
which is responsible for duality or plurality of manifestation,
It operates’ when the Lord “wills to appear in plurality of
manifestation. ]

Maya IS conce|v$d ?s_the ower of obscuration and also as
the primary cayse of all limited manifestations. As the aspect of
qbscuration Jf Is termed as_Moha and as a primary cayse of
imited” manifestations, It is called Paru NiSA " |ts effects also are
spaken as Maya by transference of epithet (Upacdra), Hence
Maya 15 insentient (Ja<Ja), for whatever is manifested as
apparently ~separate from the. Universal Self is necessarily
insentient™ (Jada). It is Ine_rvaswe, because It IS the cause
of a universe of plurality. It is subtle as It passes ordmar)f com-
rehension, As an aspect of SvatantryaSakti and therefore :of

niversal Self, Maya Is eternal according to the principle;
“ftakti Saktimatorabhedah” , ,

. The impure creatjon  cansists.of two Kinds, %t manifesta-
tion, the sentient (Jlvabhasa) and insentient (Jadabhdsa). Maya
as the form of obscuration (Moha) Is resgonSJbIe Jor the dp-
%%arance,ofthe Universal Self as jnnumerable individual ser%s.
The distinguishing feature of these individual selves Is the
ignorance of their real nature (Svar(pakhyati) and the conse-
Uent Imperfection of their knowledge of power and action.

q #rjma,ry cause of %II insentient limited manifestations
?Para, iéa) It contains all the manifestables within and its mani-
estative activities are controlled by Mahegvara’s will. ]

At this stage, one may naturally ask asto the propriety
of recognising"Maya Aa,s,power of dbscuration) as a separate
Tattva In the Pratyabhijfia system. In regly to"this query, we
quote below the words of Dr. K.C. Pandey from his treatise
‘Abhinavagupta’ (2nd Edition, p. 372) :

"If the Ultimate Reality is possessed of all, the five - powers,
Cit, Ananda, Iccha, Jitana, Kriya and so is perfect in every
way, .and the universe Is identical with it, F heng It has to be
explained as to where does the plurality of selves, with all
their limitations come from: and what is the cause of the
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limited creation which forms the object of experience of the
[imited beings? To account for these facts, or rather fo
answer these questions, 1t is that Maya Is supposed to be
the form ofob%curatmn. As such, May? Tattva_hides the
true nature of the Self, so that not only ail Hs five powers
are_obscured but the universe also, which was In relation
of identity with it, disappears Thus there arises the occasion
for the other aspect of Maya viz. as the caulle of the limited
universg, to come into play and to produce the limited uni-
verse In all its parts almost simultaneously much as embljc
nyrobalan _ (émalakT), being forcefully strgck witn a staff,
léts its fruits fall (Sa Maya I%g;obha,mapanna vilvum - slite
samantatah/DandahatevamalakT phalani kila Tyadyae/?

-(T.AV VI 128)

(7) Kalj Tama . . )

_ " Kala 15 the first product of Maya. When the Universal Self
is obscured by the power of Maya, it leads to affection of the
former by the impurity called Anava mala, and there takes
place Inndmerable varieties of forms gust as the. Mahadakaia I1s
reduced to various forms of ghatakafasV Universal Self ap-
pears Jn the form of multifarious |imited selves, The Tattva
named Kala is associated with the self, whose powers of know-
ledge and action have been obscured. Kala partly restores the
power of action In reference to the Individual self. * Kala means
a part (for example sixteenth part of total luminosity of the
moon). It denotesa part of total universal power operative in
humanity. Kala has ‘been admitted as an Independent Tattva
because 1t has the mﬁepe,nd,ent function of bringing limited
Fower of action to the limited self. This function |s%uned|s-
inct and opposite to that of obscuration which IS the” charac-
teristic function of Maya. The knowledge of Kala Tattva as
distinct from Purina brmgs apout the freedom from bondage of
Karma (Karma mala) and raises an individual to the stage of
Vijfianakala, and thus leads him beyond the sphere of Miy&.n

(8) Vidyi Tatva, -

The ‘power of actign in the limited self naturally iJ_res_up 05eS
the power of knowledge so that the action of the limited self
may accomplish  the fangible result towards which the action is
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directed. This power of knowle_dﬁg at this stage is already
obscured b Ma\//a. The_Pratyabhiiffa, therefore, postulates tfie
Tattva called Vidyd. The"Vidya Tativa associated with the
ITImt{tEd self pbarttly rteséorest rEhe power (f)f knowledgte_. This VHyg
attva may be treated as the power of discrimindtion as relate
to Vhe I%ited seI?. The fu%_ction o? Vidya 15 to know the
va(r)lt%ues objects of reflection in Buddhi as”distinct from one
another,

(9). Foga Tattva , .

~"Now the power of action_and knowledge is common to all the
individual, subéects. Why Is it then that each individual subject
chooses his In |y|dual? ject of activity? To answer this question
the Pratyab,hH&a postulates the Tattva called, Raqa Raga Is that
povtve,r mhm is resbpontsmfle f(t)j’ aln |n{1|v,|tdue% 'sthchomelof a
certain thing as an object of particular activity, to the exclusion
ofaTI the regst J%e knovjvs. Thig Raga ma beyca(fled the éleswe
having an objective reference but without reference to any
particular object **

(10)[K||IaTattva ) o . .

he Kola Tattva is another limiting condition of the limited
self. The word Kala Is used In Saiva, phllosoRhy to denote three
different concepts. It s used in relation fo the” Absolute as an
aspect of omquteme Kartrtva Sakti). When so used it. is
termed as Kalaiakti, It 15 used. to dénote one of the Ilmmng
conditions of the limited self and it Js_also used to denote

standard of measure. As Kalasakti it isa power which Is res-
ponsible for suc%essmn Qr %(lmultanelty in th?, manifested . world,
represented by the Pauranika concept’of Kali.3l As a limitin
condition. of the Individual subject, it is called Kala Tattva

is his limited power to experience succession at first in what he
identifies himself with, such as hody, vital air, bud?m efc, and
then n attnbuug,n of chcesrsllon to tthe bexterna hOdeeCéS tof
experience, according as the en to be apprehended to-
ge?her with a ,certeurq ﬁnL Yn t%%pcham of sugf,ecnve conscl-
Qusness, it |§ in this sense that the Kala Tattva Is understood
by the, &alva$. \We may term itas ‘Time’ which is a form of
sensiility, It is a determination_or relation which Is inherent
in the subjective nature of mind. Time as a standard of measure
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is merely a conceptand is based on a construct of unity in
multiplicity.

(11) Niyatl Tattva
It is'that power which limits the causal efficiency of every-
thing. It may_be termed as mechanical cause-effect “relationship
in a certalo_field.3 This also I1s one of the limiting conditions
?hf an individual, because he Is controlled in his activities by
iS_power.
he four Tattvas, thxa Raga, Kéla and NIYatI are the
effects of Kala Tattva.*1The five Tattvas from Kalfl to Niyati
(both, inclusive) are termed as Kaiicukas, 1.e. robes or covers. The
individual self moves in this worldof muitiplicity with these five
Kaficukas on, deprived by Maya of his real nature and un-
limited powers on account of the”obscuration of bis real nature.

(12) Purusa Tattva

Purusa Tattva presents purely the subjective element in the
midst of the body, the senses, the vital airs, the mind and the
buddhi. It isalso referred to as Pumén, Pudgala, or Anu. It
represents the Permanent aspect of the individtial. It retains the
residual traces (Sarhskaras) and passes through mnumerable
cycles of births and  geaths., Purusa awa?1 ves and work
under the influence of Maya covered with the above mentione
five Kaflcukas.” The five Kaficukas with Miya are together
termed as Arava Mala

(13) Prakrti Tattva

In the order of manifestation, while Purusa represents the
subtscttve eI% ment. Prakrti repr senis the concept of causall
Prakrti 1 te |rst pure¥ rjfecttve Vedya oatra eifect of

e state of perfect equilib rtum of the three

uahttes Sallva Ra&as ang aﬁ I may be spoken as a
ENerc_object Q/e asamany atma am). Accordtn to_ Saiva
thlosoph v, Prakiti or Pradhana 15 a3 countless as fhe Purusa,
or eac Purusa has his Prakftt It 15 not one for all Purusas as
Sarikh Ya holds it ST(?t ca pratl-puruSarh niyatatvat anekam/—
Jayaratha). It is stirred Into'productive activity for the sake of
Purusa by the Svatantre4a or Ananta.

(14) Buddni Tattva " .
Buddhi is a product of three qualities. It is capable of
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r,ecelvmgz reflection from_all sides. It receives the reflection of
Ilght of the self from within as also the reflection of the external
objects from without, The obgects which cast their reflection, on
Buiddhi are of two kinds; (a) external, such as a gross object
like a jar, the reflection of which Is received through eyes atthe
fime of Percepnon,and (bg the internal, such as tfie |mages
built out of the reyived ‘residual traces _(Samskaras), The ap
parent chan%e of the mirror-like Buddhi, due to reflection 'is
called Buddhi-Vitti or simple Vftti or Jaana.

(15) Ahankéra Tatlva o ]
. Ahankara is the product of Buddhi, It |s,re5f)o,n5|ble for the
identrfication of the limited self with Buddhi.. It is due to this
identification that the activities of Buddni are attributed to
[imited self. The. main function of Ahankara is to control the
five vital airs within the system and s to control the life itself.
Ahankara_is not the sameas Aharhbhava (self-consclousness), for
the latter is purely sub&e,ctlve ‘SvatroamatrawIranusatattvah ang
therefore, has no"objective references. The former (Ahankara)
IS due to su;f(er imposition of the self on the Buddhi (krtrimah
ahara AhaOkarah—Tantrasra).

(16) Manas Tattva ) ]

Manas (mind) is the JJFOd_UCt of Ahankdra (egoism) and the
element of Sattva Is predominant ip it. Without” the "co opera-
tion of the mind with the senses no sensation of any kind s
Egrs]glatﬁghslt is the mind that carves images out of the groups of

The next fifteen Tattvas are products of Ahankara_with the
predominance of Sattva, Rajas and Tamas respectively. They can
be shown as follows:

Ahahkara

Sdttvika Réjasa Tamasa
Five Jhhnendriyas  Five Ka{rmendriyas Five Tanmatras
2 2-26 2131
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(17-21) Jiidnendriyas

The Jfiunendriyas are the ﬁowers of perception. They are
also called  Buddnindrivas. They are the powers of smiellin
Ghranendny%) tastmg (Rasanay, seeing (Caksu), touch (Sparta
and;{wanr& r(t) raS vilosont [ t

ccording to. "Saiva  philoso riyas are not mere
physwaPorgas They aret%FoweEs%ftH P[mlte d self W|ec
operate through thé ?hysma organs. The Jflanendriyas are of
the nature of Vidya or limited power of knowledge.

(22-26) Karmendriyas
Karmendriyas are_the capacities for agtivity, They are five
viz. capamté/ for restmg and enfo mg Passwely g gastha% reject-
mg or di ardlng visarga), oomo ion (vih 2 andling
adana) and vommg (vacana), They. are the capacities for five
hysical activities and are ditferent” forms of Kala, the limited
power of action residing in the limited self.

(27-31) Tanmélras

These are the five subtle elements formm(I; the objects of
JftAnendriyas, They are the elements of smel Egasdha5 taste
(rasa), form (riipa); touch (Sparga) and sound (sanda)

(32-36) Mahabhutas

These are five gross elements and are the effects of
Tanmatras Theyare garth (prthvl), water (ap). light (tejas), air
vayru and et ef (akdia)

is much should give a fair idea about Abhfisavida and its

cateqories. (Al the_ thirtysix categories are briefly displayed. in
a chart as an appendix to "this chapter). This syStem exi)lams
the real nature of the phienommal exjstence “and enables its
followers to recognise the Ultimate Reality. It 15 meant only
for those who are seeking the truth and who desire to under-
stand the real nature ofthe apparent*. This system IS ot meant
lor those who are onIX interes d in the Word activities of
momentary Interest and seek exR [anation of the ap arent najure
of the apparents. For them, Ab
point and the method of Nyaya Is the best (Naiyayikakra-
masyalva mayapade Paramartmkatvam)

aiva theories of Karma and knowled?e have their own
peculiarities. We need not go Into their details nere. We may,

inavagupta states that the view-
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however sa)(afew words i |n the matter of the EP|stem|c P
proaC| 0f the Abhasavadin.to the phenomenon ot knowledge,
as we shall have to refer to it while dealing with Abbinava*«
thoughts on Aesthetics.

(iii) Epistemic approach of Monistic Eaivism%

The elements in the phenomenon of knowledge are four viz.
i) Means of knowledge (Pramana) 8") sub$ect (Pramatd),
||P knowlede 1tself (Pramiti), and (V] object of knowledge
Prameya Lt us tr to unfderstand” what” the - Abhasavadin

Undes
The means ofknowledge (Praméng): Sankhya and other
e e (Praming): Sankhva. and ot
systems hold”_that the means of knowlgdge Is Buddhi, which Js
ireated to be independent and different from sentient principle
(Cit or Purusa). But Buddhi, by itself Is insentient bem&evolute
?fPrakfn It S only an insentient meetmﬁgro%n of %
rom Purusa coming from within and the reflection of external
object coming from without. According to Abhdsavadin,
however, the means of knowled%e is n?t without self lumino-
sity, For how can that which jtself lacks luminosity illumine
another? Hence he holds that it _is the light of Cit itself, as a
limited manifestation of Universal Consciousness that iljumines
}g?le%%r?t It proceeds towards the object and receives Its
|

(i) Praméta (Subject) : Cit has two aspects. It sends its light
towards the object, and as such, It Is the meaos of knowledge,
But it 15 self-conscious also and therefore 1t Is the subject of
knowledge, .the knower. It is self luminous for it persists even
when ther is N0 cognitive a?tmyor when ther% IS no abjec-
tle wor to cast Its reflection on. It IS h e

which keeps burming |rre]spect|ve of whether there IS

glthmgto |IIum|ne or not. The five Kaflcukas Kala, Réga
are’Its limiting conditions.

(i) Pramiti (Knowledge) : When this steady flame reacts on
the “reflection of an ob%ect Ie. when there arises Inner expres-
5|on |n |t It Is called knowledge (Pramiti).

(iv) rame)(a (Object) : Accor |ng 0 the Abhdsavadin every-
thing, ‘except the Ut|mate is Abhdsa. AU Abhasas are the
mamfestatlons of the Ultimate. The subject, the object the
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means of_knowledpe and the knowledge itself is an Abhau,
Abhasa, is an Isolated manifestation, Tor which, In pr%cncal
life, a single expression is _used. The cognitive activity begins
with the “movement, of light of the limited self towards; an
isolated objlecuve Abhdsa. The light receives the reflection.
The activity terminates with fhe mental reactign, the
rise of Jnner expression (Pratydbhasam P,ramanavyap,arah.?
The. primary cognition Is very much like the “universal
gJatgg Wthch. the’ Va|yAkarnats hold fto ?e thell mteatrjlng
rtha). This primary cognitiop .is free from limjtations
_tlm)e ang, spgce. The. |s%late,J1 _Albhasa is real, for It |s,tHe
object of primary cogrmnve activity, It alone IS the ,obge,ct
of mental. reaction, The, causal efficiency of the ob{ec in
practical life depends on it. Then starts the second step. It
consists in the "unification of the various Abhasas separately
cognised In the primary activity. It results in_configuration of
Abhasas, which s the “object of action (as_ distinguished from
that of mere knowledge{, by the purposive atfitude of the
cognisor. . An object of action is.not an Isolated Abhasa. It isa
configuration of many Abhdsas. The Abhdsa as an obéect_of the
grlm,ary activity Is a%g,ood & universal. But the object, i.. the
configuration of AbRasas, IS related to time and séace, when it
15 desired to be made use of in practical Iife._When there. 1S no
such desire, it Js free from time'and space. Thus each Abhasa
apprehended. 1s_universal. But In practical life there 1sa confi-
;h]uranon of Abhésas. It is, for this reason, that gvery expression
as generic reference.. Even the expression 'this’ stands for
universal “This’ which is common to all that is objective. The
Prameya, therefore, isan Abhdsa, which Is always universal,
Onlg where the configuration 15 bound by time and space, it
becomes particular, But'in that case, It isnot the object of
knowledge but of action. o . .
The Manistic Saivism of Kashmir is termed as Svétantryayvada
for the universe emer%es and merges acco,rdmgr to the, will of
Maheivara,  From. the point of manifestation. it is called
A,bha?;alvada= The Abhasas of various tyges are lying in |dent|tr)]/
with the Ultimate just as all the various colours ofa full grow;
peacock lie in identity with the yolk of a peacock’s egg.” This
analogy is known as MaydrandarasanyAya and s often “Used In
Saivisth to explain the process of manifestation of the universe.



Chapte* IV

Abhinavagupta’s Theory of
Aesthetics (1)

Aesthetic is “The Science and Ph|losophg of Fine Art and
Fing Art is the art which presents the Absolute In Sensyous
garb". (Ind. AE 1%. Aesthetical relation with a work of art
ultimate ?wl leads to the experience of the Absolute. According to
Indian t ought,, only the ear and eye are_the aesthetic Senses.
Indian_Aesthetics 1S mainly concerned with Pogtry (mcludmg
drama), and music. - The highest form of fine art Is"poetry, an
dramais the highest form of poetr%, (Kavyesu natakam ram?/am).
Various situations of life are Riore Successfully presented in
drama than In any other type of art. It is, for this reason, that
the theory of Aesthetics has heen studied in India in the context
of Dramatic art. )

The study of Rasa has been done from different angles—
from the (Eomt of view of the dramatist, viewpoint of the agtor,
and that of the spectator. The study from the viewpoint of the
dramatist and actor is mainly concerned with the presentation
ofa glece of drama, while that from the angle of a spectator Is
concerned. with the analysis of the Psychological  processes
my?]lved in the enjor?/mfe_nt of the drama as a whole, ‘and also
with the interpretation of Its essential nature.

(i) Historical Background o ] ]
. The earliest available work in this respect is the ‘Nfitya
dastra’ of Bharata. The dramatic art appears to have been
Fresent even In the Vedic period. There arc dl,aloque hymns In
he Rgveda and In the Yajurveda there I a direct refefence to
the actor (Nfttaya Sailii§am). There is a reference toa Sutra
work of Silali onthis subject. ~But Silali’s work is not available,
50 we have to start our study from the work of Bharata
Bharata's ‘Natya lastra’ 1s maiuly concerned with the present-
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ation of dramatic work. It isa work of the type of Kriylkalpa.
The. problem before Bharata is that of the technique of” drama.
In fact, Bharata instructs the actor and the stage manager in
regcard t0 thﬁ representlatlon of dha a on the stélge, thﬂu?h
octasionally there are references to philosophical and “psycholo-
gical aspects of the science. i

Rasa I the most Important factor of all the constituents of
drama. A dramatist cannot proceed with effective Situations in
drama unless he fixes his mind on. the Rasa that be wants to
present; the actor cannot make a choice of costumes and make-
up unless he knows what Rasa he has to portray through acting;
and the sPectator fgoes to the theatre only to felish Rasa in the
drama.  All other factors are subordinate to this relish from the
view of the spectator.  Thus, Rasa Is |mR0[tant from  whatever
angle we look at the drama (Afo Vyaknyatrnalasamajikflohi*

r Iyelna t%uva Rasasyaiva pradhanyam%. {Abbinava Bharail
The paesthetlc obAeAct is 3 configuration of (i) situation with
human focus (Vibhava), (i), mimic _changes  (Amibhava),
I11) transient emotions (Vyabhicribhava), and |vr? basic emotion
Sthayibhava). ~ Rasa, acCording to Bharata, I a orgamc unity
f these four elements.  Bharata tries to explain the nature of
this. unity by the,analogly of fu<javarasa. In'sadavarasa the in-
?red|ents or condiment, Tike pepper, cardamom, curds etc., herbs
ke tamarind, crushed wheat, efc. substances such as Guda and
rice, which have each a separate taste of Its own are mixed to-
gether In due proportion and, cooked properly by an experience
ook The cooked mixture givesa new flavodr, and that flavour
Is different from any of the individual taste of each of the
ingredients. ~ This_ new flavour and the drink arc called $ida-
varasa, The same is the case with Rasa presented in drama. It
can arise only when Vibhava, Anubhava, Vyabhicaribhava and
Sthayibhava are so harmoniously united toFe her In due propor-
tion g/the pogtic gemusthattheY present’ something different
from éach one presented separately.

Before we enter Into the explanation, of the concept of Rasa
and its contents, let us note some points stated by Bharata in
the context of his Rasa theory. — The constituents 0f Aesthetic
configuration are not_the products of nature.  They are the
creations of Art, which do not imitate nature but réproduce



Abhinavagvpta's Theory of Aesthetics (/) 6"

oetrc vrsron (Kaverantargatam bbavam bhav ayan hhava lcyate
railo gasya sya sarvas a natyam bhavanukIrtanam), - Even in
historical drama, the theme Is not resentedasahrstorrcal reality.
Hrstorrcal characters playing in the drama are not persons in the
history, but the g are Vibhavas in the drama  Itisnot an
|m|tat|on balta Tauta says, it Isan act of presentin %

partrcu ar tyfoe of character (anusarana).  Thus, Rasa is aesthetic
object which, as a confrduratron is' different from the basic
mental state. Production of Rasa is the chiefconcern of Bharata,

The Aesthetic object as presented by Bharata cannot be
classed with any object that we meet in the world. It cannot be
said as real, firstly because It Is not. created by nature and
secondly, because “its causal efficiency is not the same to all as
In the case of a matTrraI thing.. It cannot be called unreal in the
sense inwhich “sky flower’ (A iSa-puspa) 15 unreal because while
the sku( flower fas no exrs)ence at aI the piece of art has |
own existence. It cannot Dbe called illusory. ~ In its essentia
nature, illusion is not, what it a Fears to b, butan aesthetic
object is essentraIIy and appare Ywhat it appears to be. In
sharg, it a its own mdegenden exrstief in. Its own world,
whrch is different from the world of daily life, and, may be
c\agLed Bttﬁ(e1 Ae)sthetrc world (Evam sarvam Rasamayam Vilvam—

rat]

The problem of Rasa for Bharata is purely practical and is
based uon he fuI | analysis of factors rnp rhp How these
factorsw en unified n drama, result in Rasa has been stated by
Bharata in the Slitra known as Rasa Sutra which is as follows:

" Vibhavanubhava-wabhicari-samyogat Rasa nifpattib”

We find in actual life that an emotion is the main sPrrnfq
a series of actrons drrected towards the achrevemen
end It 1s routed g/ a situation to a focal point. Th ere
fore, the situation | recognrsed as the cause of t hat emotion.
This emotion_ lasts till the end is achieved. The emotion
presses Itself through various hrt/srcal and rnsycholo ical
hanges such as peculiar movements of eyes and eye brow
rangeo colour tenderness in %eneral hehaviour o Ioeetc
hese chan%es therefore, aret e effects oft t emotion. That
persisting emotion Is invariably accompanied by some transient
emotrons such as self disparagement (Nirveda); languor (Glani)

_|nna>
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etc, and are recognised to be actual accompaniments (Sahaciri).
This Is what happens in actual ife. , o

But In the' case of a p,ersmtmg emotion, which is presented
on the stage and 15 experienced By the spectator, the situation
which the actor representing the hero of the drama faces, cannot
be spoken as the cause of the emotion. Likewise, emation which
the “spectator experjences cannot be said to be caused by that
situation  Neither for the actor nor for the sR_ectat,or, IS
tF s(JtuaUn presented in the manner in wnich. it was
related to the original represented. For example. Sita as a
historical person 7is the dau?hter of Janaka, She cannot he
looked at ‘as an object of fove either by the actor or by the
spectator, because the religious agsociation with that histarical
Ferson whose name the focus of situation bears, will prevent
he rise ofany such emotion,  On the contrary, it will'arouse
emotion of a different nature than that of love. The cause, there-
fore. heing abgent, the effect cannot arise. Hence the facial and
other expressions which the actor may exhibit, because of the
p%rncular trammg which he hai taken, cannot be sgokenas
effects of the emotion of love. ~ Likewise, the transient States of
mind, the phgsmal signs and the movements, which the actor
may show, cannot be treated as invariable accompaniments of
the"persisting emotion, It 1s to indicate this, difference in relation
to situation, the physical changes and the invariable accompani-
ments to the emotion as presented by the actor, that they have
not been called as cause, effect and invariable concoritants

EKara,na Karya, Sahacarl). ~ Instead, they have been_given
echnical nanies’ Vibhava, Anubhava an Vyabhicaribhava
respectively. ,

Yo o . .
al Vibhava : The term Vibhava stans for the emotive
s,nuStZon Whgcn is presented on t,lhe stage an whm[] In actuai)
life will be_responsible for the rise of this emotion shown by
the hero. But the relation here is not that of cause and cfTect
but .of amedium to the state of mind, as In the case of a mystic
medium and the_exrg)enence got thr%u%h it ,
How does this nappen? ~ We often see a child nquasuck
and enjoying a horse ride as it were. He shows most, of the
th ica S|gn%and motions of the rider of horse.  He tightens
he bridle, whips and makes it gallop.  The question arises *1s
the horse the cause of his experience ofa horse-ride? and if it
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is not, then how can it he so in its absence?" The experience
therefore, is due to the medium through which the child works
himself o as to expeneng_e a_horse-ride. (Krldatarh mmmayair-
yadvat BAIAAm dviradAdibhih Svotsaha' I svadate. tadvat Irotpta-
marjun idihhi'.—Dasarupa). Similar i :he case with tlu"situation
&resented on the st%]e. It is only the medium through which
e actor works himself upon a’certain emotional gjtch and
consequently shows the sqns which are natural to emotion.
~The word ‘VibhAva* stands for the dramatic Situation which
is.not the cause but only the medium through which emotion
arises i the actor. But'the emotion in the Spectator is due to
identification. with the hero. _Vibhiva is so called because It
arouses emotion Ina manner quite different front that in- which
emation arises in actual life*. = .
_Emotion has always an obllgcnve reference. It can arise only
in the presence of external stimulus. ~ As everythin e,msts,onlg
In place and time, spatial and temporal factorsarc distinguishe
from the olgect 8 such. Acc rdmglx, VibhAva Is represented to
have two aspects (I) Alumbana.'the object which'is primarily
responsible for the arousal of emotion, .on. which “emotion
depends, for its very being and which is its main stay and
(i) Uddipana, the ervironment, the entire surrounding which
enhances. the, emotive effect of the focal point i.c the object
which primarily stimulates the emotion, Let us for example take
%scene from Sakuntalam. Dusgianta IS In the vi |E|tyof anvgs
ermifage.  He sees Sakuntdla, accompanied by two friends
watering the plants of the hermitage garden. Sfe asks one of
her frignds to loosen the. breast cover of hark which, she
complains,  has been too tightly tied bP( the other friend ~ The
other friend immediately retorts in a befitting manner; “Why do
you find fault with me? The fault lies not with me, but with your
ns,mq P{(outh." Here SakuntalA has been brought to focuis by
this tatk and becomes the object of Dusyanta’s love. She 1§
therefore, Alambana VibhAva and_ the entire forest scene and
the beautiful hermitage garden, gentle sunshine, the co,mﬁamons,
all enhancing her bealty and” make it more bewitching are
Uddipana Vibhava, , ,
. Anubhirva ; Al the physical changes which are consequent

on the rise of emotion and “are in actual life looked u?on as
effects of emotion, arc called Anubhava In the context of Rasa



70 Abhinawagupta

to_ distinguish them from the phyilcal effects of emotion which
arise In real lite. They are called Anubhava because they
communicate the basic emotion to the characters present on thie
stage and make known the nature of emotion in the hero and
also because they make the spectator experience identical
emotjon (Anubhtvayati).. ,
. These” Anubhavas again are of two types—(i) voluntary and
(||g involuntary.  There are some movementsorﬁhan €5 which
are wille byaéerson in emotion.  They are wilfu exgresswns
of emotion,"such as changes of eyes and yebrows, They spring
from the will of the person to commdnicate the emotion t0
others. Th,eoy are vquntarcy. But there are others such as blush,
horripulation, change of colour etc. which automatically follow
the rise of emotion, ,Thely are mvoluntar%/._ Voluntary physical
changes are called S|méJyAnubhdyas,b involuntary  changes
are termed as Sattvlka Bhavas.  Sattvika Bhavas are” infallible
signs of ematign. ) ) )
3 Bhiva : The word ‘Bhava’ is used in drama_tur%y inthe
sense’ of mental state ‘Bhdvasabdena tdvad dtfavrttivitest'eva
vivakfitah). The mental states are called Bhavas for two reasons
1) because they bring Rasa into being b)A megns of acting, aod
Ii) because they pervade, mtensﬂelg affect the minds of spectators
anabhinayasambangbat bhavayanti rasanimanyasraattasma-
ami bhava vijfteya na{yayoktrbhlfc, Rasayogyan cittavrtfiviiesan
bhavayanti ﬁ,atnayam buddhiviayan “prapnuvanti, . iman
sftmajikan b avaa/ann lyameva ca Adhivasanatma bhavami)
(AB™ Vol. 1. 307). The first meaning I relevant in case
of the dramatist or the actor and the second meamnp IS
|mR1|ed where the word Is used to explain how the mental states

Bnhavas) affect the spectator.  These Bhd&vas are of two types
(vl afecine SPEEA0. o, pese Ehéw oW

yabhicari Bhdva an ¥ , ,
(@) V)fabhman-Bhdva: hese are transient emotions, They
are 50 céllled hecause the}/ come as it were face tq face with, the
spectator In the course ot aesthetic experiences of various kinds.
gain they are so called because they bring the different Rasas
e L
[ icari
ra%tja anti ti \yyaBb|c5rii1ah). d g. .typ p yog ]
(b) Sthdyi-BRdva : This isa persisting or a hasically_emotive
state ‘of mind. Drama presents a complete action.” The com-
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pleteness of action consists of five stages—(i) fixing upon an
objective, (11) effort to realise it, (iil) reversal, (iv) gvercoming of
0pposition, and (v% achipvement of the objective. The action’. In
Its” physical aspec s_rm?s from a definite state of mind which
IS aroused by ‘a particufar situation in which the aqent finds
himself. 1t is necessary. that this state of mind should persist
throug{? all the stages ofaction. Otherwise, the action would
end af rugtley. Other mental stages also arise hut theay cannot
have independent existence.  In”fact other mental states arise
simply hecause, the basic mental state Is there. They are like
waves which rise from the ocean of the hasic mental state and
subside nto the same. , ,

Now we may pass on to the views of different commentators
on the Rasa Sutra. The original Rasa SOtra as given by Bharata
has heen commented upon by many commentators of Najya
lastra. Their works are not available fq us, The only comment-
ary available is known as Abbinava Bharati written by Abhina-
vagupta. In that commentary, Abhinava refers to his three
gredecessors and give th%lr views aboyt Rasa. These comment-
tors are ,Bha(‘g Lollafa (first or second ﬂuarter 0f 9th century
AD), Sri Sankuka (second or third quarter of the 9th centurx
ad.) and Bbatta Nayaka ﬁecqnd or_ third quarter of IO
century ad.). Ifwe study the views of these commentators we
shall get s%me idea about the development of the aesthetic
thought in the period prior to AbhmavaguRta. Bhalfa Lollata
Was a contemporar?/ of Bhatta Kallata, the author of Spanda-
karika. Bha{(a Lolfata commented on Na/ya Sastra as well as
Spandakurika,  Thus_ he Inherited the dramaturgical as well as
the philosophical tradition from his predecessors. Abhinavagupta
has quoted” his view on the Rasa Sitra In the following words:

“Tena sthayyeva vibhavanubhavadibhil.» upacito rasah/
Sthilyi bhévastu_ anupacitalj/Sa.ca mukhyaya vrttya
Ramiadau anykarye, anukartari ca nate
Ramadirtpatanusanahanabalat”/

Sthdyin when developed by the contact with Vibhava,
Anubhava etc. becomes In_that developed state Rasa, In an
undeveloped state, It |sS;hf|XT Bhtiva only, not Rasa. This Sthayi
resides primarily i Rama_ etc. who IS to be imitated and 1ts
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seen in the actor on account of his getting identified with Rama

etc.

Where does Rasa reside? Bhatta Lollata says in repl to this
question that it resides primarily In the ongmal character. RAmg,
who Is represented on the stage. It resides onl secondanll_)( In
the actor who s impersonafing the onglnalc_ aracter. . How
dogs 1t happen? The reply Is that the actor identifies himself
with the historical characterand. therefore, is able to unify the
elements of his experience S0 as to Iproduc,e mental images which
correspond In every way to that % the ongmal hero, )

This point of "view stated by Bhatta Lodata is essentially
practical ‘for his pur?ose 15 to analyse the aesthetic object into
its constituents and to poinf out "how they combine In the
production of the aesthetic object on the stage. .. ,

Bhatta Lollata’s view Is In eerg with the traditional view
of Rasa (aesthetic object). It Is the same as the view expressed

y Dandin and others, and there is nothing original about it. At
the same time, from the practical point of view, there is noth-
In h%t can he chaIIené;ed init,  However, this view has been
atfacke bR/ Sri Sankuka upon the theoretical considerations.

Sri Sankuka was a younger contemporary of Bhatta Lodata
and ,belon%ed to Kashmir, He commented op Natya Sdstra. He
studied the Rasa SUtra not from the point of view of production
of the aesthetic object on the ?1ta g, but from the conmderaﬂ%n
of the manner in ‘which aesthefic experience arises from the
aesthetic object, ,

According to him, Lollata’s view of Rasa does not hold
good in_regard to Rasa asappearing in the spectator’s conscious-
ness. The basic mental state which is the main- constituent of
Rasa _cannot be directly perceived. How does it then find its
waa/ in _the ﬁpectator's ind? IE)cannot %conveged bgthe
conventional fanguage, and In the absgnce of the basic_emotion
reachin th,%spectator s mind, Ra?asvada_ (aesthetic experlenceg
IS ot gosm le.  The basic mental state IS urelga mental stat
and cannot he directly perceived as other factors such as
Vibhitva efc, can be Kercelv,ed. Therefore, he puts forward the
theory. of inference. According to Sri Sankuka the basic mental
state “is inferred from VibhA"a etc. which are dnectlry eroeived
ust as fire hidden in a cluster of trees Is Inferred ffom smoke.

ut the basic mental state In an actor is a matter of indirect
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|m|tat|ton. Othei c?nsttl)tuetnhts oftan _aestrhenc,tobg,ect can Be
resented very clear e actor i.e. the Situation can be
Bresenteg thr(%,g% wv%j pgenc description, t;le c%anges through
display of training and the transient emotion by somehow revi-
ving one’s own past experience. The basic menfal state can never
be “presented by any of such means, and It has to be inferred
onIP/ and because If js a matter of indirect inference, it IS not
calfed Inference hut it is Tg|ven a different name “Rasa’ to signify
the fact of indirect inference. Sri Mankuka’s theory may be
stated as follows : ]

“The arrangements of scenes etc on the stage together with
successful acti Tg bg/ the actor g¥ves rise to the consciousness of
the identity ofth actor with'the hero, whom_he Impersonates.
This consciousness is not of the nature of illusion, nor of doubt.
[t cannot be said to he true or false. It is similar to one that we
have at the 5|% t of a ife like picture of a particular harse or a
ﬁamcular person when we formulate_the {udgment, it 15 that
0rse or person” (Citraturaganyaya). Thus the spectator takin
the actor to be a particular hero, Infers basic mental state fro
Vibhava etc. as mentioned above. The inferred basic mental state
because it is simply an imitation %f the real mental state of the
real hero such as Rama and because It is assoclated with the
enchanting situation, adds to itselfa peculiar charm and develops
Into an enjoyable conditon of the, spectator’s mind. It is called
Rasa becatise ofthe,engo ab|I|t¥-. , )

According to Sri Sankuka, the basic mental state is known
thr_ouglb inférence onlg. It is for this reason, acgording_to Sri
Sailkika, that Bharata does not make the mention of Sthnyin
in his Sutra. Hence Sri Sankuka jnterprets the Sitra to méan
that the hasic mental state inferred from Vibhava etc. Is Rasa
V|bhavan,%bhavavyabh|c,ar|bhxah stha}/,ma samyogat anumanat
asasya niSpattih “anumangjanya pratitih),  The” omission of
Stha}/m is not without significance. It implies that Sthayin as a
constant canstituent of thie spectator’s consciousness, appears in
cognitive form which is different from that of the Vibhava etc.
The latter 15 known throu?h direct perception” but the former
isa matter of inference on %/ ) , o

Sri Sankuka’s theory aroused _immediate opposition from
Abhinavagupta’s teacher Bhalla Tauta, Sri Sankuka said, ‘Art
is Imitatiom™*" The critic asked: from whose point of view is art
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an imitation? Whether of the spectator or actor or critic? Art
cannot be called imitation from_ the view of any of them, To say
that a particular act isan imitation, we wil| " have to have an
idea of both the acts, act that Is imitated and the act of imita-
tion. For example, ‘when we observe anyone drinking water In
the fashion or manner in which another erson drinks wing, we
can say that the act of drinking water ina Eartlcular case IS an
imitation of the act of drinking wine by another person. But we
cannot say ghat the mental stafte experienced by one éperson |?
imitative of the mental state of another person, "because menta
state cannot be seen as such. The mental state ot the actor may
be Inferred from hjs acting etc, but from that we cannot say that
the mental_state of Rama can be Inferred from an actor’s acting,
Secondly, it cannot be said to be an imitation from the point of
view of the spectator because the spectator does not look at it
as an Imitation of Rama’s mental state. 1 be would look at It
as an Imitation of Rama’s mental state, he will never get identi-
fied with itand will not be able to appreciate his orlgmal mental
state hecause ItIs taken for qranted that what he Is seeing Is
only an imitation. Ifyou say that the actor who shows port-
rayal of anger is not really of in fact angry, but only looks like
an anPrty mfan,then we mag say that h% IS pp,earlnlg like a_man
In a state of anger, but we Cannot say that be'isangry like Rama
or any particular person,  (f only nieans tnat he IS actln? like a
person affected by a particular mental state, and that state being
common for all angry persons, cannot be said to tie an |m|tﬁt|0n
hecause that Is an XP[ESSIOI’] of the actor’s mental state  There-
fore, when we call it imitation, it is neither imitation from the
Pomt of the spectator or the actor, One cannot say that it is
rom the point of view of the original character, bécause no-
hody has ever seen him, o

hatta Tauta, therefore, holds that Rasa is neither enhance-
ment of the Sthayin (as Lollafa holds) nor is it an Inference of
It (as Sri Sankuka holds If). Then what isit |ike, we may ask.
Bhatta fauta says that it is not imitation but jt is Anuvyalasaya
g.e. It is show g| behavior In the fashion of how a person be-
aves in a particular state of mind). It is Anubhvana .. acting in
atypical way soas to show or represent a particular mental slate,
ft 15 for this reason that Bharata has called it Lokavrttonuka-
rana. This Anukarana is here not an imitation of a particular
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person, but it is presenting behavior of a particular t)fpe in life.

Anukarana is really Anuvyavasdya i, Identical reaction
Bhatta Tauta further says that Simile of a picture ofa _particular
horse (Citratyraganyaya) is also not applicable here. Therefore,
the theorsy,of Rasa as n,othmg but imitated basic mental state, as
held by Sri- Sankuka, Is wrong for no Imitation of the mental
state IS possible, ,

 Abbinava Bharati refers summarily to a theory based on the
Srtkhya philosophy. According to that theory, there is a causal
relation between Vibhava etc. and Sthayin. According to it, our
hasic mental state itself iIs Rasa  This érges against not only. the
Eact Qfeg(%enence but also the text of Bharata and hence it'is to
g rejected.

Wg have so far studied two theorigs in the matter of cognition
of Sthayin: that of inference which is based on Nyayaand the
Sankhza theory of agsthetics. The common  question that can
be asked about them IS whether the Sthayin is congnised. In the
actor or inthe spectator. Neither of the two positions is Satis-
factory. In the case of Sartkhya It being no different from
ordinary worldly congnition, 1t “will arouse only ordinary attl-
tudes and resporises, which will be an obstruction in the relish
of Rasa. In the case of Nyaya, there would be no appreciation
%/thes ectator, for it will'simply. mean an inference. Therefore

hatta Nayaka rejects these theories and bolds that cognition of
Sthayin s neither'dug to inference nor Is. it verbal Tepresen-
tation. He equally rejects theory that Rasa is suggested as is held
bg/ Anandavarghaoa. He theretore, %doptsanew technique, a
technique which is not applicable to the worldly experience and
can be seen only inart,” . )

Accorde to Bhatta Néyaka, like his predecessors, in the
held, aesthefic experience 1s due to the objective colqmnon of
the presented. But unlike them he maintains and nght y 50, that
both the cognising self and the cognised object are Tree' from all
limitations of individuality The resultqu subjective state ac-
c%rdmg to him isa state of perfect rest of the self within itself.
There 15 In that state, prominence of Sattva and total ,releganon
of Rajas and Tatnas o back?round, Hence that state 15 charac-
terised bY_ the absence of all physical psychological and voli-
tional actjvities and the self is frée from all attachment to and
aversion from all that can enter into the consciousness.



76 Abhinavagupta
He maintains that poetic language has three powers:

(1) Abhidhd; the power to arouse conventional |ma%g associated
with the word in the mind of the hearer; (2) Bhavakatia, a
power which frees the presented aesthetic ‘bject from all
relations In which,a simila obéect,stands in ordlnar% |ife, and
s universalises it; and (3) Bhojakatva, a power which throws
the two, qualities of the reader or”spectator namely Rajas' and
Tamas into the background and brings Sattva to forefront,
Thus the ua,lng 0f Sattva_Is brought to the forefront bry the
operation of Bhjvakatva. Bhavakatva frees the perceiver and
the perceived from all I|m|t|n% conditions and there arises a
state of simple awareness or cansciousness of the presented
which s akin to the mystic ex,P_erlence of Brahman, (2'Al It isa
conscious state free from_volitional, ps¥cholog|cal r physical
activity. Hence It is like Brahmiftnanda. 1t is however, different
from the mystic experience of Brahman because it 15 a_limited
experience and because the universalised object still affects the
waerj?hsed subHect. Itis Bot an ordinary experience ?ot
through perception, remembrance efc, because It 15 not a
determinate cognition. But it is neither indeterminate because
there isa subsequent recollection of the aesthetic experience.
Thus according to Bha(ta Nlyaka, the aesthetic experience Is
the ,exPenen e Of universalised aesthetic object by universalised
subject In the state of perfect bliss doe to'the predominance of

Satfva,
The theory of Bha((a Nayaka tries to solve the problem of
Rasa reso%ing to tﬁ(e con%ept of universalisation Fsgdharan?-
karunaydue to the Bhavakatva power of poetic language and
the consequent rise of the Saftva state In which the bliss
consists, which e called Bhojakatva, This theary Is based on
the Saikhya concegt of Gunas and Vedantic concept of Ananc/a
and Bhogd.. The ordinary life Is in every point quided by the
triad _qualities of Sattva, Rajas and Tamas. They together
constitute Avidya or ignorance (qr Prakrti). At times; however,
one of the three Gunai ets é)redomlnanc,e over the reat Predo-
minance of Sattva Is pleasure, that of Rajas, pain and that of
Tamas, insensibility. Bliss (Ananda) n Its pure state Is not
poss,|btle as long as individuality consisting of the three Gunas
persists.
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The Universal self as_admitted by tbe Vedanta to explain
the creation of the phenominal_ world, is associated with Maya
also called Prakpti with Rredo,mmance, of Sattva (aSattva-pra\dhana
Prakrti). At this stage the universal Is termed as MdYOpadh|ka
caltanya. Maya is constituted of three Guoas. But in hls,staqge,
there 1s predorninance of Sattva. The purity at this stage is due
to the complete inoperation of the Rajas and TamasGUnas, The
Maya with predominance of Sattva_ is Anandamara Koia of
the”soul at "the universal stag\e. Bliss, (Ananda?, herefore, is
distinct from pleasure ?Sukhaz. nanda I related to the univer-
sal stage of Self, while Sukha to the individual stage. .

Bhoga arises from the union of sub%ect and object on the
ground of Buddhi. The subject is. reflected in Buddbi. from
within_ and . the reflection of obéect comes from without.
Anankéra unites them on the ground of Buddor. The result Is
what we call knowledge, which is of the nature “I know this*™,
In fact the reflection of the object mer%ef( into the reflectjon
of the sub*ect, in Buddhi. BUt it Is Taken to he mergmq
of the reflection of the object In the subject and 'no
In its_ reflection. hecause under the influence of Ahaflkira,
the  limited individual (jiva) s not able to realise the
distinction between the real self and its reflection in Buddhi
and the affection of the soul's reflection by the ,ob{ect,
he attributes to the real soul itself. This mistakeén attribution
is. termed as Bhoga. When Bhatia Nayaka says. “Rasah ..
bliogena . . bhujyate", he means to say that the Rasa is ex-
perienced as a ,Bhog,a at the universal level meanmg that the
presented aesthetic object is reflected in the reflection of the
soul n Buddhi Hence even at the universal level the aesthetic
object and the percelver stand in the subject-object relation.

To sum up. from Bharata to Bhatta Lollata, the subject_of
aesthetics was studied from the point of view of the artist, The
task was to show how to present drama, so that the audience
may have aesthetic experience. Sri Sankuka. the younger con-
temporary of Lollata, took to the study of Aesthetic experience
from the' spectator’s point of view.” Influenced by the Nyaya
system e ai)proached the problem from the pojrit of view.of
the individual as understood by Nvaya. This point was criti-
Clsed b{ Bhatta Nuyaka .who was influenced by Vedanta and
the SAnkhya systems 0f philosophy. He rightly understood  that
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Rasa_has to be realised at the universal level and not at the
inarvidual level. He, therefore, resorted to .the process of
Sadharanikarana (universalisation) of the Fresent,ed._ However,
he failed to explain the essential nature, of the subjective and_the
objective asRects of the aesthetic experience and”was required
to assyme the additional powers of Bhavakatva and Bhojakatya.
The Saukbya and the Vedanta could not supply him with- the
necessary point of view and also the mechanism of psycholo?m_al
analysisrequired to explain thde aesthetic experience’ in all’ It
detalls. Abhinavagupta could do it successtully.on the basis of
psychological analysis found In the manistic Saivism.

As we_shall sée [ater on. there 15 no essential difference
between Bhalta Nayaka and Abhinavagupta In resPect of the
concept of aesthetic experience. Abhinavagupta clearly states
that his criticism Is only an improvement upon the the?rr
the old masters. It relates particularly’ to the follo
ng three points: (1) Aesthetic experience’ is not due to the
abjective Presentatlon of .the presented but due to the identi-
fication of the spectator with the human focus of the situation;
(2) Abbinava explains universalisation of the presented throu%h
psychological factors and does not simply explain it away by
assuming” a new power of language” called 'Bhavakatva’;
(32,Abbmava admits that the cognitivi Process leading to the
ultimate aesthetic experience Is different from that Involved in
ordinary _perception, . remembrance efc. He psy%hologma_llg
accounts for It and maintains that the assumption of the™ thir
power as Bhojakatva IS unnecessary. Let us, therefore, turn to
Abhinavagupta now.

(ii) Aesthetic Experience as Explained by Abhinavagupta

of
W.
h

_We have seen the nature of the ph||0§oghg of mooislic
Saivism and also seen the categories of Abbasavada. We have
studied therein that Sakt, the Second category, is of the nature
of the consciousness i.e. capacity of awaréness of the self
Abhjnavagupta puts the aesthetic experience at this level of
£akti. He Says that the esgentlal natu[e of the aesthetic ex-
Fenenc,e is othing but the basic mental state (Sth&yin) which
igures In the cqnsCiousness free from all Impediménts (Vita-
yighnapratftigrahyobhava eva rasab)- He further says that " such
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consciousness which is free from all impediments is_nothing but
‘Camatkara’. Camatkara Is an activity of the s.ubfect which ha?
ot merged Info ‘spanda’, which ‘is essentially a wonderfu
h%]a’. Bh“un]anaska agbhutabhogdtmakaspandavistasya).
‘Camatkara, ‘B o,(lla’and "Spanda* are Important ferms_in
Albb|{1gvagupta's phifosophy. "Let us understand their im-
plication :

Camatkéra : Camatkdra in ordinary life is called Ananda
which consists In the act of experlencé on attaining an- enjoy-
able state. |t is worldly Camatkara. Jt depends on the object
and js not without Impediments Hence it is imperfect. The_lota
of bliss experienced therein, however, is due t0 the conscious-
ness of the self for a moment, For example, a man with a fine
sense of taste relishes a delicious dish. . He does not s,|mpl?/
devour it. He rests gu,rely on,_ the sutHectlve asPect of himself
as affected by the particular flavour and Is therefore harEpy. He
has the experience of ‘Ananda’ fora moment. A person in the
state of rest on bis subjective aspect, Is technically called
‘Bhufgaoa'. Similarly, a ‘man of fine aesthetic susce t|b|||t¥
attains to the rest on self, when he sees a %ood drama presente
on the su?e. The distincion between thesé two sites s that in
ordinary fife the_object of uste 1s related to, the Individual
sub{ect,as identified with |t%,sens|t_|ve aspect, while In the ca%e of
aesthetic experience, the objectivity Is totally lost. The hasic
mental state (Sthayin) which Is only ~subConscious, has no
objectivity. It s not "related to the”hero ofthe drama, It is
sl pyarevwal of “Vasana* which has sunk back Into 1ts back-
?rou d. The experiencing subject also In aesthetic experience 1S
ree from any individuality. ~ . .
Thus the aesthetic experience involves _comé)lete elimination
of objective consclousness and Is characterised by the predomi-
nance of Vimaria, In continuous relation of ugiversalised
consciousness . which is caII%d Rasana, Carvana, Nirvrti,
Pramatryisranti, Camatkara, This Camatkara IS synonymous
with ‘Résa’, ‘Ananda’and ‘Paroma Bhoga’. ] )
. This point of Camatkara, Abhinava discusses in Pra_tgabhl-
Havivrtivimareini, - There he says . “Those who are anxious to
now more about this ma¥ look into the NaXave,davwm of
mine*” This clearly indicates that according to AbhinavagupU,
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Camatkara is Vimaria i, it is the experience at the level of
Sakti and n Inoencs also he uses the word In the same sense.

Bhoga : In the case of an Indiviqual ‘Bh,oga’ means the

experience, of pleasure, pain and insentience which are forms of
Sattva, Ra#as, and. Tamas respectively. This Is due to the consci-
ousness 0T individuality on the part of the_individual subject
technically called Ajndna or Ignorance.  This ignorance consists
of the forgetfulness of his esential nature viz. his identity with
the Supreme Lord (Maheivara). )
_ The Absolute inthe context of ‘Bhoga* is termed as ‘Mahe-
ivara*. Maheivara Is the self-consciousness of all the sentients.
He is not a totality of individual consciousness.  On the other
thand, he is one unbroken sglf-consmousness that exI;Jerlen%e,s,aII
forms of “This” as reflected In himself and therefore, as shiniog
identical with Himself.  His experience is “1am This” (Aham
jdam). His experience of “This™ Is thus not external to Himself
hut his own manifestation. o )

He _manifests within himself all multiplicity that is referred
toas “ This”, and, therefore, he is perfect (Eana); because, the
whole of “This™ is within him and'shines a5 indentical with and
not as external to him.

Eka eva mdétmaAsvétantrZena svdtmani yato
vaUvarlpyam bhasayati tato Maheivaro antarnltdm
idantaro Krtv) para—anunmukha—svatmaviirantirpa
vimariapariptrpal.» (P. V. V. Vol. 11, 251)

The process of manifestation is a process of concrétisation
of the universal. .~ And concrétisation of the universal means of
the rise of distinction, differentiation, and limitation, It means
splitting up of unity into multiplicity, breaking of ‘This" into

hises. When that happens the powers gf Mah?wara which are
of the nature ofjhana, kriya, and mayd get delimited ang they
become sattva, rajas_and “tamas 1e.” the three Gunas In the
individual resulting in Bhoga 1.. experience in the nature of
ﬁleasure, gam and insentience. In the case of the individual, this
as always an objective reference. But in the case of Mahelvara
the “Thi3"-ness has no objective reference as such; the subject
and obgect being identical there (E$a eva hi Bhogo X%t tadatyam
bhoktfbhogyayoh). Therfore, the Bhoga In case of Mahesvara Is
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not of the nature of individual’s and hence it is termed as
Paroma-Bhoga. - ) ]

We are riow in a position to appreciate the difference between
Bhattﬁ Nayaka and Abhinavagupta, ~ According to Bhatta
Nayaka, the 'Aesthetic experience Is due to the Elrvedommance
of Sattva’. But both for the Saivaand Vedfinta, Sattva and other
Gunas are the Products of Maya. Hence, according.to Bhatta
Nayaka, the aesthetic exFerlence falls in the field of Mayd, while
for’ Abbinava,_ it is. a transcendental experience. It does not
bel,on% o the field of Maya, It 1s free from all qualities (glupas).
It Is the experience of ifself by the Universal. It isthe res m? of
one asi)ect of the Absolute on the other, It Is consciousness Tree
from all external references.and resting in its inseparable aspect,
the self, and as such It Is “Ananda”.

Spanda : The term ‘spanda’also refers to the same level of
Sakti. ~ The Saiva writers consider the ‘Svatantrya Sakti’ of the
Ultimate from different angles and refer to it by different names
ie 1t Js called ‘chaitanya® as it has the ﬁow_er of unifying,
seFagitln and deallnrq in"various ways with what ISWIE]IH. Its
calle ’sghuratta’ 0 ,sFanda, in Randa_hterature RCause It
represents that essential nature of the universal consciousness
which is responsible for its apparent change from the state of
absolute unity. It 1s called ‘mahasatta’, because it is the cause of
all that can be said tQexist in any way, Another word which Is
sometimes used s ‘Paravak*, because it represents the speech in
its most subtle form.

Levels of Experience , ,

Aesthetic expfnence, according o Abhin va?upta, belon?s
to the second level of spiritual experience Le. the fevel of Sakti,
Ananda, Vimaria, Spanda. He re ,(}gmzes, broadly speaking, five
I?vels of experience viz. wakeful (jAqrat), dream (svapna), sound
sleep (susupti), transcendental (turya) and pure ,ur>{atlta). The
difference between one stage and ‘another principally defpends
upon the state of the experiencing subject (pramata).”. Of these
five. levels ofexqenence, the first three bel,on? t? the individual
subgct while the fast two belong to the universal subject

f these the first two 1.6 Jagrat and Svapna,are well known
and need no explanation. Incase of Susupti, i.. sound Sleep,
the experience of the limited subject is of the nature as “ | knew
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nothing, | had a good sleep” Asukham -aham asvapsaih, 0*
kihcidavedisam). Abhioava says that the experience referred to
in this statement is two-fold: one is the experience of negation
and there 15 also the experience of rest or sukha. . So the state
of SuSupti indicates two levels of Pramatd. ong in which there
Is total negation of knowledge and the other In which there is
experience of rest I.e. sukha. ~ These two Stages of sound sleep
are termed as apavedya sausupta and Savedya' Sausupta respec-

tively,
) Tyhe difference between ‘Apavedya Sausupta’ and Turyd lies
in the levels which the subject experiences in these two stages.
In the Apavedya Sausupta the " " {aham), 1.e. the Self, identifies
itself with negation (Stinya) and, therefore, does not shine; while
in Turya, the veil of Tamas d.|sanears and the Self shines In
the light of Sattva, . The distinction depends upon the pre-
dominance of objectivity In Susupti, but in Turya, the position is
reversed 1.e, the S,Tbje_c ivity dominates.  In Sudupti, th,f Onava
mala persists while” in Turya It disappears temporarily and
objectivity is subordinated. ~ ,
_TuryatUa : In Turya, the objectivity is subordinated to sub-
jectivity, for the subject realises. its true nature of being eternal,
perfect and  self-luminous, but in the case of Turyatita, he does
not simply, predominate but rises as It were abgve objectivity.
Thus Turyatita 15 again of two types (1) in which objectle(
persists I the sub conscious, and (2) in which therg Is tota
absence of objectivity. The erst is called. vyatlreka-turyatita and
the second i caIIed,av¥at|rek_a turyatita.” The latter Is the
highest sta%e from which there is no descend.

Let us now study the process of aesthetic experience and see
at what level of experience It appears to rest.

From sense level to transcendental level )

In the analysis of Aesthetic experience, Abh,mava%upta starts
from sense level. He says that Aesthetic experience Degins with
direct perception of the pleasant objects of sight and"hearing.
These two senses only are Aesthetic senses according to him, for
dramei, appeals to the eye and the ear of many at’one and the
same time.

DHyam Jravyam ca iti ekavacanena sarvasadhdranataya
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equ ya,dyogyam/t Tgc%a tspraiydiﬁ1r0para nanbgavati//
riyaéravyayostu bahutarasadharanyopaptti
. YORRDuom, B 1. 10

But he regards the Aesthetic gbject to be onlra medium and
not the object of Aesthetic experience.  Aesthetic experience s
not merely a mental picture of the obj?ct of Aesthetic senses
related to” an empirical subject, who wotld evaluate 1t in.terms
of §Ieasure and pain. A layman may be satisfied with the
leasant sensation and m_aI)( identify Aesthetic exp%nenc% with It
ut a real Aesthete wifl never recognise the object beautiful
simply because It hpleases the senses and does nothing more.
A,%sthenc exRene ce Abhinava means the experience of Sahrdaya
gifted with the power of pure Pratibha (adhikrl catra vimafa-
pratibhanaall sahrdayab), , ,

A true Aesthetic object does not simply stimulate the
Aesthetic senses. It nmar|l¥ stimulates the imagination of the
spectator, of course, through the sense perception.  The object
hefore the senseﬁ of the spectator is oTIYabroad oHtIm? OLa
ﬁgct_ure and jt 1s the spectator who completes It in all details by
IS Imaginative power. _ The second level of the Aestetic experi-
ence, therefore, Is Imaginatiye. )

At this  level, pe_rsonalmf of aesthete changes, He is not
concerned with what is sensitily ﬁre_sented, but what s imagina-
fively grasped. At this stagé, he is not In this mundane world
but io a world of his own création. In this world he meets with
the dramatic, per_so_nallt){ whichls the focal point of the whole
There Is nothing in It not to approve. He, therefore, slowly and
?radéially ﬁetSI entified with 1t Thus his personality is substi-
uted by that of the focus, and he views everything and reacts to
the situation exactly as does the hero. ] ]

But the situation in_ which the hero has to act is emotive.
Now, as the spectator is identified with the hero, there is identity
of the emotion also.  This constitutes the emotive level In
Aesthetic experience ,

Now an emotion at a high pitch makes the emotively affected
person completely forget himself, Emotion de-individnalises an
individual, " 1t frees him from those elements which constitute

SF e A T h FAeofunerion CAdhta
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Karaca or Sﬂdbéranlbhavaoag and may be called the “cathartic"
level” in the sense of “de-Individualisation”. At this level the
emotive experience is completely freed from all objective
reference as also from spatial and” temporal relations which are
responsible for individuality.  The emotive exgenence at this
level 15 nothing but an experience of univertalised emotion,
transformed o some,thm(rl else than the pure emotion, hecause
of the harmonious unification of Vibhiva, Anubhava and Saba-
caribhiva with It and accompanied by a definite condition of
heart and mind of the deindividualiaed aesthete
_This Is the stage of aesthetic experience according to BbaAa

NaYaka_ (followed IatT,r on by Dhanafijaya) which consists in the
realisation of the blisstul ‘state by “the” universalised subject
affected hy the universalised basjc nental stage and accompanied
by a corrésponding condition of heart. The Scope of Rasa Sfitra
relates to this stage. , i i )

But Abbmava%upta’s conception of the final stage in Aesthetic
experience does not end here.  He has still to Say something
more In the Abbinava Bh&rati while dwelling on the Rasa Sutra
at one ,Iacg he mentions bis view in clear terms as ‘Asmanmate
tu_sartivedanam eva anandaghanam IsVidyate' (AM. Bha.
P' 269). He holds that aesthetiC experience at its highest level is
he experience of the self itself, as pure and unmixed bliss.  He
names this state as Mafirasa, Regarding the, gosmon of Sthl){m
Init, he maintains that It IS in the subconscious and. it is on the
hasis of this"subconscious element that it is divided into various
fypes such as Sptgara, Kgruna. etc* The function of the drama
IS onlg to awaken this subconscious element, ,

Aphinavagupta admits that there is a stage in the aesthetic
exRerl,ence In which the self-experience itself as affected by the
Sthayin, buf asserts that that is not the final stage, He holds that
the Aesthetic experience which arises from wnne,ssmg a drama or
reading a good poem Is distinct from the experience that we get
from Objective pe,rcegnon,of the pleasant obgfct. The rea?on IS
that the” Aesthetic experience is free from all elements of indi-
viduality, It isan ,exi)enence In which the Prakaia aspect of the
unlversallseii subject Is thrown Into the ba_ck%round and the
aspect of Vimaria, Camatkira, Ananda comes In the front.

Even in the universalised state, there are two levels of
Aesthetic experience. There isa level at which the universalised
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basic mental state is apprehended as it were objectively. This is
due not to the |_nfe_renr(J:reJ of the basic emotion Af the, FYero hut to
the fact that it Is awakened from the.sub-conscious (vasana
samskara) by dramatic_ presentation. It awakens becalse the
aesthete has co,mplete,lg identified himself with the hero. Another
level 15 that In" which_the duality between subject and object
disappears through the intense Introversion and utter disreqard
of the basic state. At this level the hasic mental state sinkvback
into the subconsmousti Thus at the final ﬁa e, Aesthetic experi-
ence, according to Abbinava, Is that In which there Isan experi
enee of Paramflnanda in which even the basic mental slate sinks
into the; s%bfonsuous ThL{S Tat the f|EaI state, the Aesthetic
experience eon?s 10 the level of Vyatireka Turyatlta. i~ which
as said before, al ObJECI_IVI_t%/ merges in the subcanscious and the
subject, the self, shines in ifs Ananda a,erect. .
/e thus see that accordmg to Abhinavagupta, the Aesthetic
experience passes through five stages as shown below:

Sense level;
|maq,|nat|ve |evel:
emotive level:
cathartic level: and
transcendental level

And in the transcendental level, which begins with the universal
supject facing the universal obtj)ect, 1.8, the stage of Turyl, It
advances further, where the object merges info subconstious
and the self rests itself In the stage of Ananda which s the stage
of “Vyatireka Turyitlta®, )
_In Abbinava Bharati, the term ‘Rasa* has been used in two
different senses. At the first stage in the transcendental level
where the universalised object 5 realised by uniyersalised
subject, .Rasa means the ‘Object ofrelish’ (Rasyate 1ti rasah).
Here, 1t is the basic mental stagle that Is relished and hence it s
Rasa. In case of the second level where the basic mental staﬁe
sinks to the_subconscious and there is the Ananda asi)ect of the
self conslstmg of introversion and rest within itself (Niravac-
chiana-syatmaparamaria or svittmaviirinti) Rasa means the act
ofrehshmft]; Rasanam rasab). . , o
Even in the case of the first level, it is not relished in isola-
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tioD, . Hence S$ri-Bartkuka is mistaken when he says that the
Sthayin_as inferred from Vibhlva etc. Is Rasa because of its
relis abllll%. Abhinava cIearI)é states that Rasa Is different from
Sthityin (sih&yivilaksano rasa). The difference is dye to the fact
that"1t s not an Isolated Sthlyin, but one harmoniously mixed
E{p with Vibhava etc. In the same manner as the taste of Panaka
Rasa be\{erage, pleasant drink), is different from the taste of its
ingredients.
gLIkEWI g, in the ¢ %e of Sddhdrwtikarana (universalisation of
sutg,ect and gbject) Abhinava does not find It necessary to assume
ad mon%I ancnons of Phwaﬁ(atva and ngog]akatv:ﬁ,as Bhaga
Nayaka has done. He explains the process of universalisation Dy
rational argument based on the epistemic concept of Abhasa-
vada According to Abhdsavida, particularity consists in the
temporal and spatial relations of Abbésa and the Universal
Abhasa Is free from such relation, The particularity of Abhdsa
Is due to the positive attitude of the cognisor, If the cognisor Is
free from such attitude, his cognitive activity will ternfinate at
the primary stage and will not proceed to relate the anreh_ended
to_spatial “and temporal relauon%. Hence the aesthetic obéect as
It figures in the. consclousness of the aesthete I universal, because
he apgroac_hes it disinterestedly, his attitude being not practical
but aesthetic. Thus Abhinava IS not required to assume additional
functions like B.hahta Nayaka, He holds,that,subgect and the
object have no fixed constituents. ~ They differ in each separate
type of experience. Not only the subject and the object but
gven the reaction of the subhect and consequent form of the
experience are also different. Theyare not worldly and practical
The1y arc simply Aesthetic. ) ] )
he  highest level of Aesthetic experlence,accordm? to
Abhmavaﬂupta isthus pothing but Ananda. This concept of
Rasa recalls to one’s mind the Ugan|$ad|c, statement "Raso_vai
sah’ efc. (TannrRa Upanijad, If. 2). At this level the Self shines
In Its aspect of Ananda or Vimaria or, SPhuratta. Here there
I3 no arfection of even the basic st_atsi in its universality for it is
also sunk in the subconscious. "This level is recognised as Rosa,
not because the aesthetic ob#ecth ures as an affection of the
self but because It emerges from fhe state where the self Is so
affected”. (/. Aesthetics, Vol | ) ] )
We have tried to explain the metaphysical basis of Abbinava-

of
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([;uptastheory of Aesthetics and also referred where necessary
0 the episternic te% nique of €aiva monism. In_the light of this,
let us now turn to his exposition of the Rasa Sltra.

(iif) Abhinavagupta's Exposition of Rasa Sutra

Abhrnavagupta declares at the very qutset that he is not
sayrnga (Yt Ing new but 15 only polishing what has already
been “sal Bharata. He start hrs enqurrr\{ into Rasa on the
basis of the experrence of the Aesthete, who having the power
of imagination, is alone the proper person to enjoy pure aes:
thetic ~ experience  (Adhikari ca " atra vimalapratibbraill
?abtrdayah) Sucha gifted person is termed Sahrdaya in the
astra

Qualities expected of Sahrdaya are put together in the
following statement in Dhvanydloka-locano by Abhinavagupta :

Yecirh kavya$astranu$rlz%navarat viéadibhite i

manomukuire, varnani avanayogyata,

fa eva sval t yasar?t 3151 arax sétr (?ay%t/h/gy
i.e. those who have a Pure reflective capacity of heart as a
result of the study intg the Kavya as well as lastra (poetrcs% ang
hence Eossess the ?ualrty of identifying themselves with what Is
preienﬁ r?}/ are the persoris known as Sahrayas.

0 this definitig ofSaraya A rnava%upta a referred
to three main qualities by the words *Vi&dibhute manomukure’,
‘varnaniyatanmaylbhavanayogyata’ and svahfda%asamvada
bhajah’, It is necessary to Understand the rmport of these terms.
The Sahrdaya should” possess a clean_ heart which would
able to reflect cIearIy as clearly asa mirror, what is presented
ont e stage. Second r¥ emust haveacapau%/to became one
with the 0 nrect prese ted ang trr he ‘must himself exRerr-
ence the emotion in the poet's heart, whrc as been broug tto
him (Sahrdaya) throug hteme ium of IEJJa y or the poem.
What is meantltythese ualities is explaineq by Abhrnavagu pta
In Tantraloka. He defines ‘Nirmalatva’ (Purity or cleanliness) in
the following words:

Nairmalyath catrnrbujasagatryarkasahaatr n%
Svasminnabhedat, bhinnasya’ darsanaksamataiva ya
Atyaktasvaprakaiasya nairmalyam tad GurOditan
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Pyrity consists in the close proximity.of identical elements of a
thlngy T?]e Idea may be madpe Clear %t% ,therhe(ig‘of an example.
A mirror consists ‘of the ‘atoms of light* (Ripa-Paramfmu)
These atoms are in close proximity of one another. But when
the surfage of the mirror is covered with particles of dust, it
cannot reflect our face clearly. Whg? hecause the close proxi-
mity of the atoms of ||I_?ht is disturbed by the particles of dust
coming n between, Hence it Is not clear. When we remove the
dust, the close Rroxlmny of the atoms of light Is aqam restored
and we say that it iSa clear mirror. It IS much the same case
with our heart, When we look at a_dramatic Fresentat,lon or
read a poem, our mind must be filled completely with the
emotion piesented in the drama. Our mind. should not get
disturbed b)( rise of any other idea or the ideas which are
external to the ,objectgesented., For example, a pathetic scene
in the drama will not be appreciated by us If we relate It t0 a
similar incident in our individual life. This rise of an individual
attitude will be treated as Rasavighna (impediment in relish)
to which we shall refer later on. Another nation of purity is
given as the caBacny of the heart fo reflect the objfe}ct as' being
one with it, but at the same fime not %emnga ected by the
object s as to disturt the orginal punt*o the “heart. (THIs Is
the view of his teacher). For examdp g, when we abserve a
scene ﬁresented on the stage or read 3 poem, we get obsorbed
Init. Tnen later on we feel an_inner desire to see it actualised
in our. Individual life. The purity ofthe heart was there when
we relished the dramatic scene, "But the, reflection of the pre-
sented object disturbed our original purity of the heart to such
an extent that we felt_that the dramatic Situation should be
experienced in.our ordinary life also. This clearly shows that the
aesthetic experience and the experience In the ‘Individual's life
aree%dﬁerent Iev?I?, and mu? he keﬁt apart. )

The second qualification of the Sahrdaya is the capacity to
hecome one with_ the dramatic situation, Fvarnanlxatanma)u-
bha,vana}/ogyata). This is possible only when there Is the required
purity ot heart in us. Accordingly as;the heart of the spectator
Is pure, the presented situation 1s reflect%d in his heart, (aste
brdayanairmalyatteaye taratamyatah). The presented situation
consists of twa parts, namely sentieot and the insentient, The
Insentient part “of the situation is grasped by the spectator, as
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one grasps the unity in a picture having manx details, but the
sentient aspect of the situation is grasped by the spectator ool
by being merged in the emotion presented.”As Abbinava puts |E

Jadena yah sam@veiap sa praticchangakékrti
Czﬂtaoy na samgvetaR tgd%tmyam ng parart} ﬁila.

This identity with emotion results in_Svahfdayasarfivada.
Samvada means harmony between two similar things; In poetry
there arises a state of Rarmony between the emotion of the
poet. and that of the reader or spectator, through the
medium of the situation presented In a play or a poem.
Hence the Import of the compound ‘svahfdayasamvadabhak’
points to the spectator to experience in his” own heart the
emotion which™ Is in harmony with that of the poet
through the medium of chardcter or Ssituatign, (Svasroin
kawbr%ayas a samvadam bhar{ate iti). “The experience of the
ogt, tha of the character, and that'of the spectator are of one
pe.* (‘Nayakasya kaveh Srotuh samanonubhavastatah’) as
stated by Bhal(a Tauta. N

We Can now put up the qualities of the Sahfdaya together
as follows:1

L AS,ab,rdaXa must have an inborn taste for literature.
This 1s called rasikatava. S )

2. He should possess a capacity to identify himself with
the situation at the imagynative level. THis Fresupposes
previous  experience Of |ma(T;|nat|ve situation at the
ordinary_ level. This naturally also pr,esup[nose,s, the
%ﬁud}/ f drama and poetry and occasional visit to

galre,

3. He must have the power of visualisation. _The Ian?uage
of drama or poetry is full of ,suggiestmn. The Sahfdaya
must have the c,apautg/ to visualise the situation and
form an aesthetic Image. . . .

4. He rqust have a capacity to identify with the focus of
the situation, This identification “is the result of the
universalisation of the_subject having before him the
universalised object. This’is possible af the cathartic
level. This stage'Is the same as that ol Fivaradafi in
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Saiva metaphysics, where the universal T faces the
umvirsal fiis*, ~ Ja arﬁtha in his_commentary of
Alankdrasarvasva states that the Alartkdra Bhavika™ can
come from the pen of the poet only when he Is in the
state of ‘V|d¥e|var,ada|a* and to”appreciate it the
reader also must attain the same state. o

5. He must possess the contemplative hait (Bhévana or
Carvana). This Is just .Ilkfamysucal rehgmui experi*
enee got’ through contemplation. In” conttmplation a
religious mystic experiences not the idol as Presented.
The mage In that stae Is mostI%/ of the nature of a
construct of Imagination. Though it is subjective,  still
it aeppears heforehim as abject of his worsh|rp. Abbinava
refers to this state in Abbinava Bhoratl where he says.

Na hi tatra sindiradimayo Vasudevah

iti smar@myagrau attih Api tu fadupayadvérena
atisphutibhtitasankalpagocaro devataviieso
dhyayinam phalakrt Tadvannataprakr

yorakriya
e Abbihava Ehorat)

This.contemplation on the part of the aesthetic is called
‘Carvand*. The word ‘Carvand” Is used in_ordinary parlance
i0 Indicate the chewmqofthe cud by an animal, tor,exam[)Ie
that by a cow (Romantha). In Sastra it is used to Indicate the
calling back of the experience which the aesthete has from an
aesthetic object buf _Wh#cl’wW has sunk in_ the subconscious as
vasana. Thus carvand is of the nafure of reflecting over what has
been so called hack to the conscious level (KavKlarthabhuto Yo
arthah tasya bhavana vacyétirekena anavarataca (Ena). 2

—(Locano, p.

When such a Sahrdaya_ goes to a, theatre, he goes W|Fh,ar?
aesthetic amtu&ie. This attittide is differentfrom the ngrachcal
attitude of ordinary life. He does not go there as a mater of
o,bhg%atmn (Kartavyatabuddh|rah|tatval). He goes there just to
live Tor a_short while In the 1deal world of beautiful sights and
sounds. That is why hecan forget his mdmduah%. of the
mundane world as Soon as the “music_starts and his heart
becomes pure to receive the reflection of the presented and is
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ready to get identified with whatever emotion that is presented
tohimonthestagesa )

And there he is facgd with a situation in resroect of which the
elements of time and place, the idea of rea |t¥ and unreality
of the presented, and all that consciousness O nPht, wrong,
dybious or possible are all inhibited from the intelfectual grasp
of the presented.4 , )
_ The object presented for the view of the spectator is a con-
figuration 0f the three constituents viz. Vibhava, Anubhfiva, and
%/ab,hmanbhava, which is meant to suggest the basic
Sthayin. The whole object presented cannot be Called an illusion
nor can it be called a'real object of ordinary experience. The
spectator does not see a real "historical f|giu ¢ there, But at the
same time he jsnot conscious of the real actor in the d|sgu|se
of R3ma. He does not imagine the actor as the historical person
nor does he take what 1 gresen,ted to be the actor in reality.
Then what isit? The answer given by aestheticians is that it 1s
Alaukika (unworldly). This does not mean that it is suﬁernatural
or shadowy. It onIY means that an aesthetic object is sucn as would
not allow to be classed with any of the types accepted In the
daily [ife of the warld. It is the obgect of the aesthetic world and
as stich has aesthetic reality and that too for those who desire to
live 1n that world. It isa World of poetic creation and hence the
constituents of that world are as conceived by the poet. It is for
this reason that they are not_termed even Dy ordinary names.
They are Vibhavas and not Karanas. Vibhava etc. exisf so Ion%
as that poetic world (natya) exists. They have no existence |
the ordinary life. Hence tfiere is Rasa in a%/a only and not in
the ordinary world gNa a eva rasali na fu loke). ©

A Sahidaya entersthe theatre with an aesthetic attitude.
Soon the Stitradhara comes with his wife and paréy. He announ-
ces the play to estaqed and Infroduces a song, dance or music.
This bring$ about a state of self-forgetfulness” in the audience.
The Siitradhara retires announcm&the_entry of the hero or some
other character. Let us take the mtroductopl seene from
Kalidasa’s Sakuntalam. After the actress (Naﬁ) 35 sUNg.a song
to the Gri$ma season, the Sttradhara rem?r 5" M?é mind has
been forcibly carrigd away by your beautiful song like the King
Duxyanta by a swift running"déer.”  When we Rear this, our
mind which'has heen already transformed by Natl’s music is at
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once carried awaY from this ordinary world of ours to the aes-
thetrc Wordcreae TyKrIrdasa T eeffect of this scene on the
audience is obvious. The Siitradhara has prepared us to recejve
what is going to be presented as a work of art: by giving
rise to the necessary attr[]ude by making us ready to” react 0
the situation which {s to be presented; by telling'us what Is to
follow and b}é removing all possible affections of “consciousness
and  thus making our,mind as pure and cIear as mrrror
In this way the mind facesthe presented object. Now the
hero appears eore us in th emr sto an Interesting srtuatron
On account of his mak eu[p bhinaya) etc. th e%ctfo
personality does not come o ourvew T g act raﬂ pears hefore
s as a historical person. But we do not recognise him as a man
ofthe past. Now, we look at ‘nata’ not 3sa ‘naja, nor a
Dusyanta, a person of the past. We ook at him as a focal pornt
in the situation, Our mind at that time, berng affected b%/
beautiful situation, ignores all that is_dull_and conflicti ﬁ
it. “There Is no rose without its thorn. Does it, therefore follow
that there Is no beauty in nature? No. The mind that oves
natural beauty while apprecratrnﬁ the rose ignores_the thorn
though both are o(resented simu aneous * ays Dr. Pandey
I0 this context. Likewise, when an aesthetl srtuatron is resented
before the ming, the mind filled with aesthetic attitude, rejects
all that is conflrctrn([; in the situat ron Thus the conflicting ele-
ments In the Presen d, the time, the place, the erson etc are
inhibited iand he rest iaﬁects the conscro SnEss 0 teau lience.
Thrs rs cal Ied universalisation (sadharaplkarana) of the abject,
5 orﬁe uIness of dthe indivigual selfon tne suB ective
srde an Y ological condition of the hero on the oLectrve
sid get united 1o g 3ether and brrn%ahouﬁastalt] thrch is nown
a5 the stage_of identification, technically called Tanmayaid or
Tadatmya The state gf self- forfgetfulness has been aIread?/
broug about bg the dramatic P Iminaries, the aesthete gefs
himself Adegtrfre with thrf de of the pla 3/ because the
presented object Is universalised, the situation affects the mind
of the audience as it does the hero. This is the stage where the
aesthetic Image starts to develop which™ gradually ‘becomes all

ervasive.*
The rmaoe gets fully developed when the climax is reached,
ie.atthe stage where the basic emotion reaches the highest
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relishable pitch. The_poet, the hero and the spectator have

similar experience. The objective constituents In It are also

similar. Hence as we see the dramatic presentation, the purpose

the mental and ph}(smal attitudes and dispositjon are inspire

dwectlyA thy way ofthe hero and the glven also Is perceived

through his eyes. What Is presented on the stage is only a
i

m.
The gesthete gifted with taste, mteIIectL?I background and
power of visualisation arranges and moulds the situation and
sensations. He unites them with the necessary elements from
H]e unconsgl S %nd builds LW a world of mat{ugziuon in w[yc(;]
e lives and has his being. The aesthetic susceptibility Is evoked,
by which the aesthetic image Is completed. What follows is the
emotn/ee eft. ) ,
Tnen follows the most_important aspect of aesthetic ex-
perience, that of Catharsis, The presented Situation with a focus
and the automatic physical and mental states is developed, into'
a spiritual su%gestlve meaning (Pratlyamandrtha) on a higher
plane. How this hag)pens Is explained by Abhiavagupta™ by
means of an example from the Eskuntala of Kfilidasa, ~
_.The sceneis laid In the precincts, ofa holy forest in the
vicinity of Kapva’s hermitage. The King Du$yanta appears in a
charjot pursuing a hermna%e deer. The deer "is running for Its
Iife from the arfow of the King. It is In very Preat fear. As such
ItIs rePresented 10 be responsible for suggesing the emotion of
terror hrougﬂh the perceiving king to the Spectator. The process
starts with the Intellectual aPpre lension of the presented. The
spectator hears the words of the king which are as follows:
Grtvftbhangabhiramarh muhuranupatati syandane .
s I " baddhadrstili
Pa&érdhena pravita iarapatanabhayéd bhilyasa v
y

Urya
Darbhairardbvalldhaib sramavivrtamukhabhraFr)hsibhih
o mavartma

Pasyodagraplutatvad viyati bahutararh stokumurvyara
prayati.1

The spectator hears the words, He grasps the meaning of the
words as a whole through the conventional (Abhidhd) and
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intentional (tétpar az powers of language. He visualises the
contents as _the effect of fear. The elements of time, place efc.
are alread}y_I inhibited.  The inhibitign of the individual  naturally
follows. He has identified himself emotively with the situation
and because the situation he has gras ed is Universal, what_he Is
conscious  of, Is only what may esgoken as terrified (BnTtah).
The ‘terrified™ presipposes the cause of terror. But there isno
obHecnve cause for _it'and hence It is only ‘terror* ABhayamg of
which he Is conscious. This_terror strikes the heart of  the
SRectator. He feels as though it Is penetrating.him: he visualises
the terror dancing before hi y|3|?n, and being thus visualised,
the suggested content technically called BhayAnaka Rasa
develops on the super normal Iplane.* , )

From where does this terror come? Abhinava says that it
does nof come from outside. The soul is beginningless and the
tendencies of love etc. (Vasana) are innate In It These ten-
dencies manifest themselves in'Such a way as to get clearly
visualised within, when a Sabrdwa finds. himself Ina situation
which Pleases his eye and ear. When this happens, suggested
content (vyarigyartha) of the aesthetic situation efmerges.
Abhinavagupta suPpor s his view by quoting the authority from
KdlidAsa and also from Yoga Sltras; )

Thus when the cathartic level is reached, the. aesthetic
experience 1S the same ag the experience of the unlversah%e,d
object by the unjversalised subject. The objective aspect at this
stage is predominating as in the fourth category of Abbasavada
Tiverg*. The experierice at this level is of the Tature of “This

Abhinava says that this level can be reached only if there are
no Jmpediments'(Vighna). He has mentioned seven Impediments
In the realisation of Rasa (Rasa-Vighna). They are:1

1 SambhAvanAviraha—,lmpossibili_lZ of the presented:
2 Svagatapa/a%atatvam amena delakalaviiefavesa—
subjective and objective limitations

; of fime*and place; .
3. Nijasukhaduhkhadivivaitbhava—Influence of personal joys
and Sorrows; ,
4. PratUyupayavaikalya—lack of clarity to grasp due

fo Insufficient stimuli;
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5. Sphutatvdbhéva—lack of clarity in expression;
6. Apradhanata—subordination of the principal theme;
7. Samtayayoga—lack of obviousness in the presentation;

These factors cause hindrance in the relish (carvand) arising
from the aesthetic object. ,

The aesthetic, level at the highest stage, however, docs not
consist in the t&éecnve cognmon of SthAyIn_ It consists In th
ex,[l)erlence of the self free fromall limitations, as identifie
with the mental state, which has become patent. t_hrough the rise
of Vasanasamskara due_to_ the spectator’s identification with the
f_ricus of the situation. This experience is pot emotive. It Is éust
like ematjon but not "emotion” experienced at the physical level
because the causes for its rise are not worldly, nor is it like an
exi)eHerﬁe of another’s emotion by, ahYogm; [or here In aeathenc
relish, t eobl%ect Is universalised. “The niental state arises due to
Eregence of the Vibhava efc. At this stag,e we do not experience

thayin but_Rasa which is altogether different from it (sthayi-
V|Iak$an? Rasah). It [asts "on!}(,as, "Iong as the Vibhava efc. are
there before the eyes (vibhdva vanava hih). It is for this reason
that Bharata has not mentioned Sthayin In the Rasa Sufra just
to indicate that the basic emotion is nt objectlve!}/ experjenced
At certain places, we find Bharata using the word Sthdyin, All
such references are only as a matter of propriety (Aucityena
gvamucatye) Just to indicate that among all the cdnstituent of
Rasa. Sthayini Is the principal factor. ) ,

DramaIsthe finest ty;?e of poetry, for it leads you directly
to the aesthetic experience through abhinaya of different tyPes.
Other forms of Poetry have only one means to use, namely that
of Ian?uage. Yet according to Abhinava, poetry also can [ead to
agsthefic experience. He says, “Kavyepi natyayamana eva rasa” .
Even In Kavya, the Rasa is dramatised. As we read a poem, we
visualise in our mind the dramatic presentation (vakyarthaprati-
patteranantararh manasi sakatkardtmika pratitirupajayate). Not
only from the Sargabandha (Epic poem) but even from. muktaka
ﬂsolated verse), a ahfd,%ya can experience_an aesthetic relish if

e has aesthetic susceptibility and power of visualisation.*

As Bhafta Tauta States the agsthetic experience of the poet,
the hero and the spectator Is of one tr¥pe._The quality of such
atype of experience is the same. TAis is what Is known as
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‘hrdayasarhvéda’ or vasandsarfwada’. Samvéda means harmony.
Whatyls fett by the poet iscarried through the medium oft)%,e
presented o,blject,to the spectator. Itis for the reason that the
ﬁ,resented Sifuation and characters are only a medium and not
istorical incidents or, Persons that they are called patra
(dramatic person or vehicle or medium) and; not individuals (ata
eva, ﬁatr,amny,ucyate?. Therefore, the universalised emotion
whicn gives Tise"to the expression by the poet Is seen reflected
in the heart of the spectator In the stage of universalisation.. The
universalised emotion of the poet Is the seed manifesting itself
Into a tree_ ofwhich the Rasa experienced by the spectator is the
fruit. Abhinava says:

"Evam mUIabjjasth'anI%ah kavigato rasab/
Tato viksasthaniyarh Kavyam/~
Tatra puspasthaniyab abRinayadivyaparah/
Tatra thalasthanpab sama%ka}rasasvadah/
Tena Rasamayam eva viivam®

—(Abh. bha)

(iv)__ Elnta Rasa ) ) o

The various Rasas Spt?ara etc. are_particular applications
of the Maharasa concept to different StbaX| Bhévas. We need
not, therefore, enter into their discussion. A few words must be
said about Santa Rasa, however, as it isa direct corollary of
Abhinava’s Concept of Rasa. ] . )

_Abhmavag,upta knows two recessions of Nafya Séstra, one
which _reco |ses,e|ﬁ;ht_Rasas only, and the othef which recog-
nises nine Rasas inc _udln(? Santa, Some mogdern scholars thin
the Santa Rasa section to be an Interpolation In the Nafya
Sastra. Whatever that may be, Abhinava gives recognition to
%&nta both In poetry and drama and also treats it as the basic
asa

The section on Santa Rasa in Abhinava Bharati is very long to
be summarised here. \We may, however, give here somie impor-
tant Romts ahout the nature of Santa. . ) ,

There are four main aims of human life (Pur,u$arthas)]y|z.
Dharma, Artha, Kamaand Moksa. Like Smrtiand Itihasa,
Literature also Igresents them throuygh poetry and drama. The
firstthree, 1.e. Dharma, Artha and Kama are presented on the
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stage by turning Rati etc. To be aesthetically relished as 'a,rnqéra,
Vir, efc. “WHy should it not be possible to present simifarly
the mental state gwhatever that may be) responsible for attalmnﬁ
Moksa" asks Abhinava to the %p[zonen,ts of Santa. If we
presented 1t would arouse the_agsthetic relish in such spectators
who possess aesthetic susceptibility, Hence there is no force In
saymgvthat Santa Rasa does not exist. L
“What then is the basic mental state (]gthaym_hava) of Santa”
we may ask. To this Abbinava replies; Realisation of the Ulti-
mate (Tattvajrina) Is the 0n|¥ means for liberation. So that only
Tatt,va{nana 3s 10 he presented as the Sthayin of Sanfa. The
realisazion of the Ultimate s nothing but the realisation of Atman
(AtmajAana). The world Tattvajflana therefore, means the self
Itself as Eure knowledge and [uu.re bliss, and- free from all
determinate expressions, such seff is the Sthayin of Santa.
Bhavas Rati etc. are spoken as Sthayins because they are
comparatively more stable than the transient Bhavas (Vyabhi-
carins) In as much as they affect the selfso long as the Vibhavas
responsible for their rise %ersLst. But'they cannot stand indepen-
dentlg. They are fo the Selfjust what Picture Is to the canvas,
The Self as such isthe  most permanent of all the Sthayins and
relegates all other Sthayins to the position of Vyabhicarins. The
F_erman,ence of the Atman isnatural and real and_not compara-
ve [t1s, therefore, not necessary to mention it separately In
the ljst of Sthayﬁ, Bhavas. For nqbiody includes genius in codnt-
ing the parts wnich are subsumed under It. ]
This Sthayibhéva can be aesthetically ag{)r ciable, not in the
fashion In which Ratl etc. are appreciated, but in quite a
distinct_manner. Rati etc. are relishable even at the empirical
stage. But so_ is not the pure Self? Therefore Bharata calls it
Sama (tranquility) and. not Atman, £ama Is not a distinct state
of {mnd, hut_the'se]f. itself. If refers to the ve Patur? of the
self. Hence Tattvajftna and Sana mean the Self itself, That
‘%ama’ is the very nature of th S%If is made clear hy the fact
that a person who has realised the selfthrough undisturbed
samachi, experiences Sama even after the rise from that Samédhi
in spite of the impurities in the form of mental affections.
he. mental state ‘Nirveda’ which is suggested by some to be
the Sthéyin of &anta, may be caused even'by such Situations as
poverty étc. and cannot be taken as Laksana Kmmwtakable mark)
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of Atmajftdna, Hence Bharata docs not mention itasa substi-
tute of tmraHu,anha like fama, .
Thus Atmajftana is the Sthayin of Santa. All the Anubbévas
coupled with "Yamaand Niyama will form its Anubhavas, as
also those which are termed hy Bharata as Svabhavabhinaya.
They are called Svabbavabhinaya for Santa only is thieir
sphére, Vibhavas are grace of God’etc. Love for humanity etc.
form the Vyabhicarins,
 Foraman who has realised the trug nature of the Self, all
his efforts are for doing_good to others. This is Daya. It is inti-
mately connected with Santa. Therefore, some tefm the Santa
Rasa as Dayavira or Dharraavlra because of the hero's enthu-
siasm (utsnfia) even to sacrifice his pody for others which isa
V/yabhicari in Santa. Abbinava explains this by the example of
Jimita-vahana. o
The spectators and readers who are initjated and have devel-
oped the' Sarnskaras that form the seed of such knowledge of
Atman do experience the state of sympathetic response (rdayasa-
ritvada). Bharata mentions this bg/ saa/l.ng *“Mokse ca;g,wfagmah"
those without passigns are Interested inMoksa). Abbinava states
he nature of aesthetic experience of Santa in the followmg,words:
_ “Justas the white string whereon the gems of different
kinds are loosely and thinly § un%, shines inand through them,
50 does the pure Self through fhe basic mental states” such as
Rati, Utsaha. efc. which affect it. The aestﬂenc ex| e%lence of
Santa consists In the experiences of the Self as free from the
entire sef of gamful experience which are due to the external
expectations, and therefore 1ga blissful state of identity with the
niversal Self. If isthe Fxper,lence of Self n one of the st? gs on
tewa){ to perfect self-realisation, Such a state of Selfwhen
presented either on the stage or in poetr¥ and therefore uni-
versalised. 15 responsible for the arousal ofa mental condition
which brings the transcendental bliss." ,
, (K.C. Pande, Indian Aesthetics, p. 249-502.
Abhinavagupta quotes the Saftgraba Karikas regarding Sanfa
Rasa as follows:;

Moksadhyatmanimittab
Tattva%?t% aarthahetusamyuktah
NiMreyasadharmayutab
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Santa rase ndma vijfleyab
Svam gvam nimittamagraya
Santadytpadyate rasah
Punarnimittapaye tu

Santa eve praltyate

(Santa Rasa is to be known as that which arises from desire to
secure liberation of the Self, which leads to the knowledgf, of
Truth and Is connected with the property of highest bliss.
Various feelings because of their particular” respective causes
arltse Sfrortn)Sam a and when these causes disappear they melt back
into_Santa).

Santa is, thus, the basic Rasa, all other Rasas heing only its
variations due to superimposition of different Stoayibhavas, It Is
interesting to note In this confext that  Abhinava refers in his
Abbinava Bharati to certain old manuscripts of the~Mifjlo Sastra
where Santa Rasa section is found treated first before the Sfngara
Rasa to Indicate that It is the ‘prakrti* of all the Rasas. 1)

This aesthetic universe_should never be confused. with the
ordinary world of ours. This mundane world of ours 'is infested
with pleasure and pain because of its empirical nature, while
the aesthetic world"has nothing of that type. It arises from Bliss
(Ananda), 1t manifests itself in”Bliss and"it merges in Bliss from
»id to end. Abhinava says;

Asmanmate tu Anandagbanameva sarhvedanam &svadyate
T,?tr% Ea duhkh?_l,ahkl% | evalarh tasya|v%

citratakarane ratiiokaql vasanavyapara
Tadudbodahane ca abﬁmayé |v¥%§$ah
Ata eva Anandarlpata sdrvarasanam

—{Abh. Bh))



Charte* V

Abhinavagupta’s Theory of
Aesthetics (1)

(i) Theory of Dhvani ] )

Anciént scholars have recogmsed, from early times. that
i{)eech 15 the only medium of externalisation of poetic vision.
All that we see on the stage is only to make explicit the meaning
intended by the poet. Bharata says:

Vaci yatnastu kartavyah
Na(yasyaifa tanuh smrta
AAgane%at,hyasttvam o
Vakyarthaili janayanti hi

. The lanquage can do this because of its suggestive power, It
is a power that conveys the suggested meaning’ of speech, _the
meaning which forms’the verysoul of the poetic vision, This
meaning as well as the Fower of language giving rise to that
meanms are tec ,mca,llkl, called Dhvani. ~ ) )

Poefics and linguistics ar the two sciences which deal with
the problem_of meaning. The conventional language which Is
the subgec,t of I|n%mst|cs 1§ manél times not capable of conveyin
the Intention of the poet. In such case, the poet takes resort t
fiqures of speech (.. alarhkara), The figures of speech are the
embellishments of the conventional eXpression by using com-
Panson, contrast, causal relation, h gerbole, metaphor, etC. only
0 suggest to the reader or hearer t meanmg Intended to be
conveyed hy the poet. Take lor example thé following verse
from Raméyana:

Akardamamidam tlrtham
Bharadvaja niiamaya/

Ramapiyarh prasarinamby
Sajjananam mano yatha//
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The saqe-poet Vaimiki is going to the river Taroasd for his
hath aonrg with  his pu?| Bhardvaja. At one spot he fm%s the
river waterclear as crystal, without any mud in"it, and hence
very pleasing and calm to look at. Fle expresses his feeling to
his pupil saying *Oh Bharadvéja, look at the current which Is
pI,easm? and calm, without_mud. and crystal clear, as Is the
mind of 3 saln.tIY man." This comparison between the river
water and a sain I%/ mind, at once brings forth to our mind the
ood qualities of the gentle heart and on hearing the words
shall tak n\%dl here nlg/,’ (Idam evava?ahlgye tamas%tfr%ham
uttamam). We (readers) Simultaneously takea dip in the heart
of the saintly man. A saintly heart can be clearly read by only
a saiot like Valralki, whose’mingd is s sym{)a,thetm to get identi-
fied with the pleasure or pain of people.. [t 15 only in such a
heart that an |nLur¥ caused even to a bird and the lament of its
?_?(mpamqn can e Tound reflected asto give rise to a Mahakavya
ke Ramoyana. A

The figures of speech are called Alaakdra, i.. the omaments
of languade. The function of an ornament is fo bring out hidden
charms. Tney are Alahkaras only if they lead to thé suggestive
sense or else they become mere acrobatics of expression. This
suggested sense which is of the nature of infention of the pogt Is
technically called Dhvani. That this Dhvani Is the very soul of
poetic expression is stated in the famous words of Ananda-
vardhana ,K,avklasyatr,aa dhvanih. )

_Dhvani is the %umtessenc_e of poetrg and ‘rasa’ is the
Quintessence of Dhvani. What is Dhvaol? Dhvani is an exclu-
sively Foenc feature concerned with ex?_lomn? the beauty of
every element In the medium of language Tike Afaftkdra, Guna
and Riti to serve the ultimate artisfic end of Rasa. In other
words, Dhvani Is the n%me of the whole poetic Process itself,
which, for want of a better equivalent in Engl sh 15 usually
rendered as “suggestion” (Dr. Krishnamoorty, Dhtart) a xxxi).

Historical Background of thani,Theorfy:

Not that the writers on poetics before  Anandavardhana had
no idea of the element known as Dhvani. But they could not
formulate a cognet theory of Dhvani and base o it the whole
conceEt ?<f poetry. Abhmavagupta says that Bhimaha  included
In Vakroktl, the concept of Dhvani.”While writing about the
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n&lya takfana, Abhinavagupta refers to Bhamaha's famous
Karika: saifa sarvatra vakrokt|[ana¥artho vibhawyate and he
points, out that the word "Vibhavyale' here |nd|c%tes how the
Kavp{artha which |t of course Rata, I brought to the stage of
relish through Vibhava etc. by vakrokti.” Again he shows In
Dhvanyatokd Locano that Bhidmaha and others discussed
Aucitya (gr_opnet a and Cdrutva gch,arm) of individual words.
That'alsy is hased on the_suggestive power of words. Thus
while Bhdmaha included Rasa in ‘Vakrokti*, Vimana included
It In Kantiguua and Udbhaja made the Rasa depend on
Sarltqqhajana. hus the ancient scholars recorI]msed the existence
of Rasa as an element in poetry. However, they did_ not recog-
nise that Rasa was the principal element on which all othr
elements such as Vakrokti, Guna and Sanghajana depend. The
first man to ’Eut the concept of Dhvani in proper shape was
Anandavardhana, the_ author of thamralo d, on which
Abhinavagupta has written a commentary called Locano. While
describing the importance of Dhvanyaloké and Locano, Mahé-
mahopa 56aya Dr. PV, Kane, in his Hlstor%"of Poetics
compared Dhvanyaloké to Panini’s Aftadhydyl or Bédardyana’s
Vedanta Sutras and. he compared Locano_written by Abfiinava-
upta to Patafljali's Mahabhdsya on Grammar or Eahkara-
hafﬁa on Vedanta Sufras respectively. We have, therefore, to
say that the theory of Dhyani wes formiulated for the first time

in"Dhvanyaloka by Anandavardhana. ,

Dhvanyaloka consists of *karikas’ and ‘vrtti* on them. The
‘yriti* 15 written by Anandavardhana. But there Is a difference
of opinion rqurdmg the authorship of the "karikas*, M.M. Dr.
KaHe, Dr. SK. De, Dr. P# Bha%tachar 3, eéc. hgld that tt\e
autnor of the Kérikas is different from Anandavardhana, while

M. Ku%pusvaml, Dr. K.C. Pandey, Dr. Krishnamoorthy and
others hold that the Kérikds and the Vrtti hath are from. the
pen of Anandavardhana. Dr. B R. Ashtikar of Nagpur Univer-
ity Is of the Oleon that Anandavardhana is not the author of
Karikas, but the Kirikas do not agf)ear to he comP,osed by any
particular person. It is quite possible that, the floating Karikas
of Dhvani were in vog#ga among the writers as It appears from
the commenta%of Pratiharendurajaon Udbhala’s Kawalankara.
Some of the Dhvani Karikas quoted and_ criticised In that
commentary are not found among the Dhvani Karikas on which
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Anandavardhana wrote his, Vrtti. It is, therefore, quite possible
that' these floating Karikas of Dhvani commg from. generation
%generaﬂon b?/ oral tr%dnmn were collecte %y Anandavar-
na who ar an%d them In proper qrder ang’ wrote a com-
mentary on them. Whatever may be the fact, it Is certain that
Anandayardhana founded the science of poetics on firm and
Iogi[cal hasis of Dhvani concept In "than?/alok,a. The most
critical writer like Panditaraja Jagannétha calls him as the one
who established on firm footing the theory of poetics (Dhvani-
krtamalartkarikasaranivyavasthapakat vat). ]
It afpears from the Tirst Karika of ‘Dhvanyaloka that the
conce% of Dhvani had become a matter of controversy among
the scholars of pagtics at the time of Anandavardhana Therg
were three ogmmns prevalent about Dhvani amo%theppfo-
nents then: those who denied the very .existence of Dhvani “and
said that Dhvani was only a fancy of its advocates; there were
others who accepted the existence of Dhvani, but said that it
could e included inthe Laksyartha and Laksanasakti: and. there
was a third school who accepted (he existence of Dhvani and
also_the Vyauﬁana_ vyapara; but they said_ that it was not
possible (or rather it was impossible) to describe it, and give its
idea. o words, it could only be felt and experienced,
Anandavardnana himself meets all these obdectlons and
establishes the theory of Dhvani (Asti dhvanih), and shows that
it cannot he included in the Laksana and it (vyafijand) can also
e a _subdect for, scientific treatment, Further e says that his
effort in Dhvanyaloka Is to give a scientific account of it and to
explain_its nature for those having the faculty of sahrdayatva.
In the first chapter, Anandavardhana erects the structure of the
Dhvani concept In poetics on the solid foundation of Sphota-
vada of Vaiyakaranas. And later on, Abhinavagupta explains
in detail thF strength of that foundation in his L%can% by
quating profusely the Karikas from VakyapadTya of Bhartfhari,
In the Second chapter he deals with various types of Dhvani
gn*e$a Iaksana& In the third chapter, he shows how the figures
fspeech, the Gunas and Sartghatana are dependent on Dhvani
and_how they have a place in dpoetr ,only ifthey serve the en
of Dhvani of Rasa. At the end of the third chaBter, he _shows
how the whole poetFryy can be divided on the Dasis of Dhvani
into three classes: (I) Pradhaoa Vyartgya Kavya; (2) Guijibhita
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Vyaftgya Kvya; and (3) Cifra Kévya éwhtch later on were termed
%Mammafa as Uttama Kav 3, c\/ama Kdvya and Avara
awva respecttvel;i) In_the fourth chapter, Anandavardhana
details how the quality of Pratibhé s the very source of poetic
vision and_how even the old sfutlgect% of podtry can be newly
described if ong has the gift of Pratibha (poetic'inspiration).

But even after Anandavardhana the controversy did not
stop. There were some_ scholars # ke BhaUandyaka who eyen
recogntsm Rasa as the soul of poetry, were not prepared to
accet gaftjanav apara There were again some Mimarhsakas
w otrte to show that the “Vyaftjana Vyapara’ was superfluous
as It could be included in the DTrgha Abhidhd or Tatparya or
Arthapatti or Anumana, Jayaratha has mentioned twelve ﬁ
ofop onents of Dhvani ina verseL Ahinava In his Locano has
met all these opPonents on strict logical grounds and finally
establ |shed the th eory of Dhvani on & sound logical basis. In
this work, "he has Improved uPon Anandavardhana In some
respects. We may, therefore, say that the final shape given_ to
Dhvani js found in the Abhinava’s Locano. Even though it js
not possible for us to get acquainted with his arguments in
detail for limitations of Space, we may place here a broad  out-
line of the Dhyani theory as |t was shaped %Abhtnava in is
Locana, For domg this, we shall make use of Dhvani Karikas,
Its ‘Aloka’ KAn ndavardhana and the "Locana* r¥A Inava:
upta together as one unit to present an outt e of Dhvani

eory namtng it as Abhinavagupta's theory of Dhvani.

Dhvani concept summarised:

Poetry possesses two_levels of meaning: direct meaning and
the suggested meaning. This suggested m antn? which a%peals
to an” aesthete Is. reaI the sou of pagtry. It is named.in the
Poettcs & Vyangyarjha or Pratlyamd na Th dtrect meanm%

h ;foettc Iantn]uage IS mthe fornto flqures of speech, such as
simile, meta or etc But th esugg;ste meaning or th epratt A
mana is al ys di erent fromt |rect It can never be stated
in word san can ony{e felt or real |se by the reader possessing
an gesthetic attitude. This meantnr{t is the Soul of poetry.* In the
writings of the %reat pogts, su?ges meanm% has always been
valueo'above the direct embelfishments. This Suggested meaning
is always of the nature of Rasa and while thé heart of the
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reader is affected bg that meaning, the reader s
simultaneously_impressed by the poetic genius (Pratibhd)
of the goet. This Pratlyaroana Is always different from the
direct one. It can. be “grasped only by those who have an
%ttltude for aesthetic refish. It cannot™ be %rasp?d mmgly
gcause one IS acquainted either with science of |anguage
or of reasoning. In the writings of Master poets, we find just
a word or a statement which gives rise to a suggestion like a
flash. Such a word or expression or statement and the meaning
suggested by 1t stand In a relation called Vyangyavyafijaka-
bhava (ST e relation ofsu%?e?(tec-sugrestlvez. I the ;foems of
Masters this Vyartoyavya&jakabhava operates principally.* The
direct meaning of the poem Js always subordinated to it I,
therefore, works as a medium for'suggested sense The Alatl-
karas or embellishments in such a poem are found to enhance
the effect of the suggested sense. Thus, the tg/pe of poetry in
which the denotativé "word and the denoted sense assiime
%ub rdinate Fosmon and work as suggesﬂve medium, is term%d
¥t e experts as Dhvanikavya.* Suc asu%?ested. sense may be
0T three “types: It may sulggesta,thoug or situation; It may
suggiest_some figure of speech;” or It may suﬁgest some_Rasa
(including Bhava). The first two ly[pes are ealled Vastu Dhvani
and Aladkara Dhvani respectively. They are suggested, but they
can also he reduced to a dlirect sfate fnt if ong rrhea s t0,00 S0.
For example, a Koung lady says as follows to her hushand when
he decides to take to'a long journey for earning money—

| have greater love for my life rather than for wealth, It is
forq ){oluftold7eude whethef to go or not. | have told you
what 1 feel.

Here she suggests that if he takes to a IonP journey she will die
of the pangs 0f separation which she could have “said directly
also If she desired to do so. Take also the following example—
A'lover says to his beloved:

Just see how the bees are humming; humming the)ﬁ move
round Us. Humming they go ahead and come Back. Just see
how they go and come back to and from that lake
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Here by describing the movements of the bees, the lover suq'
gests that the autumn Is aﬁproachmp and that the lotuses. will
Very soon start blooming. This he coufd have said dnectlk/ if he
\évalnteddto do so. Also see how the poet addressed to his
eloved:

How beautiful the filaments ook as theg assume the form of
shining rays of your rows of teeth; and also the begs desi«
rous of Roney; as they appear in the costume of locks
of your hair.*

In this verse at the stage of direct meaning, the verse contains
the f|gure of speech APahnuu (concealment).. The speech,
however, leads to suggest another” Apahnuti, Viz. _you are a
[otus creeper (Kamalini).in the disguise of woman. The poet, if
he desired, could have directly saiq so, .

Buj. look at the following “words from the Drama Tépasa-
vatsaroja:

Utkampini bhayapariskbalitimsukanta
Te locane pratidiJarh vidhure kﬁg)antl‘
Krirena daruQataya sahasaiva dagaha
DhOmandhitena dahanena na vikSitasi

When Vatsaraja was informed by his ministers that Vasavadatta
his beloved queen, was burnt tg death in the fire caught by
his Ralace, the king was shocked. While lamenting for the loss
of,ﬁwe (iue%n, e says “Oh beloved You must have run hither and
thither In the palace, not aware In that state of fear, even of the
breast-cover moving aside. And those two eyes of yours, help-
Iessl)( moving I all directions, Even In Such a state that fire,
cruel as he was, burnt you to ashes; Surely, he could not see
you In that state, his sight being blinded by smoke.” Here just
notice the expression'te locane™—"those two eyes of yours”
These two words sug?(e_st to the reader a world of Vvarious
experiences that the King had, Those were the two eyes which
bewitched Udayana and dragged his heart towards her. Those
were the eyes” that carried "so many emqtional messages to
Udayana's heart. The eyes that reflected varigus moods, the eyes
which captured Udayana when he was in Ujjain. While eloping
with him, those very eyes indicated the Mixture of sadness
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at separation from her parents, and the joy of ins,eﬂarable
company of her lover. Such and many other moods might have
been seen by Udayana reflected in those two eyes. And now
those eyes”had become only a matter of memory The eyes
which were the centre of his joy, were now no more.” Such dnd
many other shades of feeling arise in the mind the moment we
hearthe words te Jocane and they directly carry to us the
intensity of the grief felt by the king. ,Sucha_feelmc‘; cannot he
c_onveYJed to our heart simply by deScribing his state I words
like *“Udayana was much grieved™and the like,

Thus we find that the ‘Suggested meaning is of two éypes:
one which can be transformed” Into the direct sense and the
other which cannot be so transformed. The first type is termed
as “Laukika ViyaAgya™. The second type Is called *Alaukika

aAgya”. The Lalkika ViyaAgya again” may he of two IYpes: that
which sugfgestsa thoueght or,ld?a or situation and that sug-
gest_mc‘;a qure of speech, This classification of Dhvani can be
indicated by a chart as follows;

Vyongyértha or Pratiyamana

LaLﬁkika Alaukika

(Rasadi- Dhvani)

avidira vicitra
(Vastu-dhvani)  (Alankira-dhvani)

Let us now read the following statement from Locano :

“PratiyamSnasya tavad dvau bhedau laukikah
Kavw%aﬁaragocar,atea it N

Laukikah yah svaiabdavftcyatam kadicit sahate

Saca V|dh|m,sedhad%anekaprakaro vastusabdena

ucyate/ So'pi dvivianan........ ...

Alank&radhvanih, vastumatraih ca

Yaftu svapne’pi na svat_ab%ava.cr%/ah,

na laukikavyavahgrapatitah, kintu iabdasamarpya-
ménahfdayasamvAdasundaravibhévanubhavasamucita.
pragvinivisjarat>idivésananuragasukumarasvasamvidananda
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carvanavyaparav asaniyariipah rasah,
sa kivyavyaparai gocaro fasadhvanirili/
Sa ca dnvanircva, sa eva mukhyataya atraa iti/

This assaqe from Locano clearly states what we have said
above ot onythat it alsq asserts'that ouf of the three types
of the sug[%este senses, it IS the Rasadhvani only which In
reality Is the soul. of poetry. The other two typés namel;i
Vastidhvani and AIahkaradhvam though treated “as principd
when comﬁared with Vécyartha are not of the status of Rasa-
dhvani as they ultimately get themselves merged Into it. At
another place also, Abbinava clearly states this“when e says,
Rasa eva vastuta dtma vastvalaikaradhvanT tu sarvatha rasati
prati paryavasyete" (Locona).

One “more” thing to note is that in this ve(rjy sentence
Abhinava_states the process through which the reader of taste
Sahrda reaches the IeveI of rehs throu%1 the reaqu(ofthe

van| t| ya. As the reader reasor hears The words of
he ecomes one with the focus of the situation, where the beaut|-
ful Vihava etc. aprg)ear before his mental eye. Asa result, the
Vasanasarhskara In the form of rat] etc. nses in his conscmus-
ness (sarnyid), the Vibhava etc. gettmg np operl g unifed with 1t,
change it mto relishable Rasa resu t|ng| e rvapa Vyapara,
T |sw oe éErocess need not he duplicated here as we have
already I| it while dealin wnhte Rasa theary. This
happens on through the word E wer known as Vyafljanavya
para. The asacarvana is Alaukika an henc&r‘t 5 process’ in
Which it |s relished Is also Alaukika and is realised only In the
writin so Igreat poets, Hence the Vyaftjana Is called kavyatya
pira. asa cannot be  Imagined to'be the efTect of “direct
statements vacyR) even in one?]dream The vdcaka iabd
may refer to the asaalreadg lished; 1t cannot bring it (Rasai
to be experienced, as Anandavardhana puts it “svaiaidena tu s
kevalam aniidyate, na_hi tatkrta" . HencT he adwsTs the gO%ts
not o forget that their wrjtings must ultimately lead to t
relish of Rasa (kavina sarvatha rasaparatantrena bhavifavyam).

While Abhinavagupta impresses us by his sound logic and
dialectical skill in ra|smg the theories of "Dhvani and Rasa on
solid foundations, he equall R/ surprises s by brmgmg to I|8ht
the hidden implications of thie various verses quoted by Anan
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vardhina and at times by himself to illustrate different points in
discussions. In_him, we'come across a unique combination of
scholarship (Pandnya? and literary taste (Valdagdhega). Seg, for
example, hiscomments on the following verse from Dhvanyaloka:

Tenaria goRavmth\/Jllsasuhrdér||
Radha ranahsaksinarh . o X
Kserﬂam hhadra Iiahlgdalallatan atlhe Aatavesma,n .
Vicchinne smaratalpakalpana-mrucche opa?/ogg una
Te jane jarathlbhavanti vigalannilatvisab pallavéh

How do they do_those bower huts, O friend.

n the bank of river Yamuna?
Those companions of the sports of cowherdesses
And those witnesses of Radha's amours?
Now that none will pl&lck them soft
To turn them into beds of love,
| am afraid that all those green' leaves
Do lose their greenness and hecome old) )

(Dr. Krishnamoorty)

This verse.is gwen in Dhvanvaioka to illustrate the point
that though insentient. objects hapPen to, be the themes of
desannnon,_ the attribution of sentient b,ehaw?ur to them results
into Dhvani Kavya (where Rasa I principal element) and do_not
form Rasavad Alamkara Notice how *Abhinavagupta brings
out_in Locano the Implied Rasa as the principal element here.”

These words are uttered by Krsna at far away Dvéraka,
when he meets a cowherd friend coming from Vi a\(ianfa. The
word Tesam suggests that these bower-huts were still fresh in
his mind_for they did serve the cow- herdesses as their love com-
panions in keeping secrecy, and were witnesses of his love-sports
with Radha. At'the sight of the cowherd Krsna was at_once
reminded of the bower-huts on the banks of Yamuna and the
love-sports The memory of Radha and_the situatjon, works here
as Alambana ang Uddipana Vibhava. They sfir his latent emo-
tion of love(Rati-vasana sarnskar%). He sdys to himself, that as
he was not In Vimgavana now, the green foliage would not be
glucked for preparing love-bes and hence it mist be now with-
ring away. This suggests his longing for Vrdavana as Vyabhi-
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i Fhév»‘ Ie1d|n%the whole verse to suggest love is separation
EPro ta-Vipralamblia). )
His appreciative vision penetrates so deep that it touches the
\{en/ care ol the poet's heart. See for example, the Locano on the
olfowing verse:

Y4 vyaparavatl rasén rasayituifa kécit kavindm navé

?rf(ljwya parlntltcn%rtha\-/vjsayonmesa ca val alcmt ;
Ve apyavalambya Viivamaniiam nirvarQiyanto vayar

fr%mta n%a ca Iabg%amabdhuayana tvat?bha%mu?yan){

sukham
That fresh look of pogts .
whose activity succeeds in enjoying sentiments all
And that learned outlook which proceeds
Towards probing the truth of objects verily
Both the outlooks we have tried to utilise
In figuring out the world so long
And we have hecome exhausted I the attempt
0 Lord, reclining on the sea
\We never obtained Inany of these
Happiness comparable to devotion to thee

(Dr. Krishnamoorty)

_Anandavardhana gjves this verse as an exa,mgle of inter-
mingling (Sankara) Of the figure paradox (Virodha) with a
variety of SU%?ESIIOH known as Arthantara-sankramila vacya
(expréssed content merged in the unexpressedg. L

Abhinava’s Locano does not_stop with explaining this
Sankara algne but penetrates deep inthe poet’s heart: \yapara-
vatl ... Dr8Ji—suggests that the poetic vision is instantly engag-
ed In presen mg fhe Vibhitvas and making the Sthayibhivas fit
for being aesthetically. relished. ‘Kacit* won,derousg su'ggests
that the Vision reveals itself (Unmilayantl) and Is quite different
from the ordinary vision, hence Navi 1.¢."evernew ,revealm? the
world at ever%( instant in_varigated forms, Drsfi* therefore,
sug%ests ‘Prafibhd’.  The function of ‘drfti’ is to make objects
visible, But here it is said to be ever engaged in making the
Sthayibhévas enjoyable like ‘Salava' Rasa. Hence there IS
Virodha alaihkara. However, it enriches the beauty of the ever
new vision (navadfftO. Hence ‘Sankara* of the "Dhvani and
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Virodha. Then there is another type of vision called ‘Sastra dr$ti’
stated here by ‘Drsfiryd . . . Vaipaiciti. The expression Tedve-
apyavalamb?/a suggests that the speaker has neither the poetic
vision nor the scientist’s vision but he has borrowed them from
the poets and the philosophers to describe the world. The
exF_ressmn In the Tast line suggests that we have not been success-
ful'in our effort, but on the”other hand we are exhausted. The
word Adhua%ana’ sug%ests that in _your Yo%;anldra you have
known the tme nature 0f the world, Tvadbhakfitulyam"suggests
that you alone know nature of the ,hﬂ?est S%If, the essence of
everything. The import of the line is that we have not obtained
an 10){ comparable to joy arising from devotion to you, let
along the identical %oy. :
The stanza isthe utterance of the poet who began first
by being a devotee of God and then out of cunosn¥l adopted
both the paths, that of poets and that of philosophers, ‘and
ultimately came to realise that the path of devotion alone was
proper for him to follow as it could give him rest. (Does
Abbinava_here hint at Anandavardhana’s personal experience
the verse heing from his i.e. Anandavardhan’s Pen?
At the end of the comment Abbinava states the essence of
the verse in the following words: “The happiness, which results
from understanding of both seen and unseen abjects which are
ascertained by the” means of valid cognition” or even, that
transcendental HO which consists In relishing an_aesthetic ex-
%erlen,ce to both these, the bliss that comes from finding rest in
od 15 far superior and the aesthetic rnleasure IS only the
reflection (avabhasa) of a drop (Viprus) of that mystic hliss.”**
The concept of Dhvan) af formulated an ,evielopfgd y
Anandavardhana and logically advocated and finally firm
established by Abhmav,aguga brou%ht about a completé revolu-
tion in the field of Indian Poetics. Before the rise of the Dhvani
theory, the classification of poetry was formal It was based on
the otter form of literary” works. The literature was divided
firstly as Drtya and Sravya. Drama was treated as ‘Dr,tga* and
the rest of the CFOEII}F 8 “Sravya*. Then Sravya was divided Intg
Gadya and Padya. The Padya was divided &5 Sargabandha and
Muktaka . This division was onl_){ formal. With theestablishment
of Dhvani theor}/ and finally with the concept, of Dhvani gs the
soul of poetry, the classification hecame logical and was hased
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00 the Ran concept The Boetry which had Rasa as the pnnctpal
element, was terme as Dhvani Ka a and Wastreate &
best. That | |nw hich there was Rasa ?2 |n%1a su ordtnate
part, was named as ‘Gunibhiitavyart avZ his second
included the Alahkaras havmg sug sttvesnse The rematntng
part of literature In Whtch Rasa or bava was very thinly felt or
not felt atall and In which the em hasis was_ only” on the
vanetles of expression, wag named as Citra Kavya™and was
treated as the lowest_ class of poetry. This has beeri made clear
by Anandavardhana in the third chapter of than%aloku

In this respect there arises a question as to how  the third
form of poetry_known as "citra kavya, could be recognised as
Klvya’ at all. This question was answered by Anandavardhana
Ey ying that as for him,  he was ot in favourofrecogmstng

itra’Kavya as a form of Poetry But he was obliged to recognis
it because there arose a class of composers of stich poetry who
ot the status of being poets. G|ven this posmon he had tg

ake room for such Writers an tetr poetry .in the genera
scheme of poetics. Here Anan avardhana*! position appearsabt
comp romlsm% (Indological Papers, p. 134). But Abhinavagupta
cIearIy states hatCttra 1S 1ot Kav aatall. It has been Tefer*
red in the sc eme of poetics just fo indicate_that it Isa type of
[JJOGI dyw ich should be abandoned. ﬁAkavyatfa i tat Heyataya
|yate According fo him, there are only two typs
name ‘Dhvani” and Guptbhuta Vyariqya*.

Secondly acceptance of Dhvani theory logically established
the posm?n of Guna. Alankéra and ?an hafana In the scheme
of poetical thinking and also made clear” the_ exact distinction
between Guna and Alankara and the position of Riti and
Sanghafana.

he history of poetics shows an attempt of scholars to
find out as to what was that element which made the expressign
beautiful; in what did the beauty of poetry rest (kavyiobhft-
karadharma). At the time of Dandin and, Bhamaha, the -beauti-
mg element was taken to be Alankra, Daodin divides the
[ankara as S&dharana and Asadhdrana. In the Asadharana
Alankara he includes Guna.. Vdmana led the thought further and
he anaI){sed Dandin's Asadharana Alankara Te. Guna and
showed that among the Gunas It was the Kanti Gupa that was
the principal Guna. He included Rasa Into Kanti™ Guna. But
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Vémana did not _distinguish between Guna and Riti and
Udbhata said that Riti was Ultimately depending on San?hafan_ﬁ.
Udbhata . included . Rasa In_the ‘Alartkdra “Rasavaf; while
Vamana incluced |td mRKarm %urr]la, arg Rudr?fa V\{ho ]cgge af&er
amana recogni sa as Sahaja Guna_ of poetry.10 Ananda-
vardhana, intge,tﬁ?rd cﬁapter of Jthanyﬂlokg, co)rqsidered all
these various opinions together and came to the conclusion that
all these scholars had a faint idea of the P,,hvanl concept, but
they could not ﬂgras the clear idea of Vyal |{ana_and Rasa and,
therefore, could’no %]weaclear picture of the interrelationshi

of all these aspects of poetry. He states it clearly ina Karika as.

Asphula-sphuritaih kdvya—
Tatvametad yathoditam
Asaknuvadbhir vyakartum
Ritayah sarhpravartitab

So the ultimate position is that Rasa is the soul of which Gunas
are qualities. The Riti and anghatana are based on Gupa, the
uah&y of Re}sa. Gunas do ot _create . Rasa. Th%y ?r$ the
Instruments qf suggesting Rasa.  Thus Riti, Gupa and Alafikara
have a place In poetry as suggestive elements of Rasa. Hence
the position of Riti & finally explained by Abhinavagupta is:

Tens Médhuryéda){(o Gundh teséra ca samucitavrttyarpane
adanyonyamelanaksamatvena panaka iva
%ug amarlcadinam saoghataripatagamanam dlpta—
alitamadhyama vamanlyavisayarh tadeva rltirityu t%n
Abh. Bha).

Thus Guna’s Médbyrya etc. in relation to_the presentatjon of
proper Vrtti form themselves into a unified whole (sahghata
rupatagamanam) In what is called Riti. [t is interesting to “note
here that Abbinava, while exRIammq the nafure of Riti, uses
the analogy of Panakarasa—the analogy which he uses also in
explamm%\the. concept of Rasa. (Indolo?mal Papers, p. 117).

Thus Abbinava gavea final touch to the theary of Dhvani
and alsp a definite sfiape and position regarding mt?_r-relatmn-
ship_of the various elements "~ of poetrr as a unified whole.
Abhinava’s view of this concept was followed by his successors
and was carried further in later period by writers on- pogtics.
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OnIy in mtnor detail«, perhaps a point here or there, they added

telrowa eaﬁ
Thirdly, the concePt of the poettc faults Was Iogtcall
é)lalne and based on the concepto Auutg goetlc propne

fore the rise of the “Dhvani theory the poeti faut«wereo
a matter of enumeration. But with the concept onyan% ya avYa
with Rasa as Its souI the theorg of poetic faults,was thorough
revised, As concisely put by Mammana, the  revised positio of
Dosa, Guna and Alarikara was;

Tamarthamavalambante ychginam te Gupab. smrtdb
Ar?&%entad?tva amk%rg m nta%ygnllafakad]
—Kavya Prakaia

The relation of Sabdértha and Rasa is like that of body and
soul. Rasa 1s the soul while aabdartha is the body of paetry.
The Gupas which are of the nature of Druti, Vikfisa and Vistara
are dlrectl related 10 Rasa as its qualities. The Alahkares

ét asa not dtrectI%/ like qualities, t%ut throu%h the

of aabdartha |usas.an omament beautifies the soul
through the mediym of body, The faults are those which stand
as hindrances inthe realisation of Rasa, the general nature of
Do$a or fauIt being ‘absence of propriety”“with Rasa.
oandavard a}r]t us it: Aoau it adrte nao at rasa hari asya
arapam”, Abhin va upta hass nlna ve Se, owt unas
and Dosas are to e treate on their propriety and impro-
pnety inrelation_ to Rasa, After Abhinava, It was K$emendra

(1 wrote an mdegendent work on the ucnxawcara and
explained as to how Guna and DoSa are hased on Auctt

Fourthly, Abbinava cIearIy stated that po ED etr% has | son%n
in (he poetic inspiration called Pratibhd, Even though Pratib
has heen T co ntse% by all the ﬁlankl ﬁas as the r ot cause of
poetic pro ct on teconce to Pran awasforteftrsttlme
made cIear and Was thoroug ly explained by Acandavarghana

3 g/ dL\ inava. I at concept will be Summarised In an
ann nt sectlon ater on.
ﬁn astl ?hlnava S gwed how the Vyéfijand
Vyapara the realisation of Rasa an tewhole poetic activity
|sacont|nuous Frocess from production of poetr to the realj-
sation of its aesthetic effect. At one end of the activity, there Is
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the poet’s mind filled with aesthetic spirit read?]/ to he exgresse_d
inwords, and at the other end, there 'is the Sahrdaya wno s in
readiness t&) reh%h the aesthetic effect of poem. Abhinava calls it
Kavl-sahrdayakhyasarasvatitatva 1.e. the essence of speech re-
vealed and realised in the form of Kavisahrdaya as one unit" for
both of them require Pratipha. Without Pratibha, poet cannot

produce, and without Pratibha the reader cannot realise Rasa.

(ii) Abhinavagupta's Philosophy of Music )
Abhinavagupta has been “mentioned by Sirhgadeva, the
author of Sangiia-Fatnakara, as a great authority on Music.
Madhuraja Yogin depicts him inthe Dhyanaélokas &5 playing on
the Nadavina and giving instrugtions in‘music to his disciples.
It1s, therefore, necessary to write a few words re,%ardmg what he
says about the art of music, as we are dealing with his” Aesthe-
tlc,thought. As a matter of fact | am toot competent enough to
write about Abhinava's contribution to Music as | am totally
ignorant of that Art, However, | may be able to acquaint the
réader with a few philosophical, points about music on'the - basis
of some references to It found I’ Tantriloka, .
~ The music Is concerned with sound, both articulate and
inarticulate. Abhinava writes about both of them on the basis of
what ‘Ealvagamas’ say about the ultimate source of sounéi. The
Salva ?m_losophy says that the entire universe is related to the
Ultimate In the Same’way as the external object s reflected in
the mirror. The Ultimate is unity in maltiplicity. It Is an
insoluple unity of PrakaSa (ellght.of consuous,nessg and Vimarfa
or Svafantryaiakti, The universe is broadly divisible into two viz.
| Vacé/a, and (1) Viacaka, The expressive sound Is Vacaka and
at which the sound stands for Js Vacya. The Vacyaand Vacaka
stand Inan indivisible relation (vacya-vécaka sarhbandna).
The Vécya Is essentially of the nature of Prakaéa and Vécaka Is
of the nature of Vimaéa,, , ,
We nave seen while discussing about aesthetic experience
that when the motive is purely agsthetic, i. e, when the subject
IS freff, fromindiviquality, thé obée,cts are refle%te,d in the Uni-
versalised soul just to produce a stir in it and bring to predo-
minance its Ananda aspect which becomesa matter of relish.
This Is exactly what__happens when an aesthete hears the swet
music. JBven’in ordinary life when a sweet note of a song falli
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on oar ear or our skin experiences a touch of sandalpaste etc.

%n get identified for a moment with th?t exper ene our
art feelS a stir. That stir Is due_to the rise of Anandarakt

IS because of the experience of this stir of Anandalakti that the

subject 15 said to be'a man of taste. As stated by Abhinavagupta;

Tatha hi_ madhure gite
Sparie va candanddike
adh%/asthyav r%;ame yasau
hrdaye spandamanatd
Anandalakttb saivoktd yatab sahrdayo janah (T.A. 1. 200).

The aesthetic experience from music is the experience of bliss
(Anan g a) at the trangcendent [ Jev L

In'thé case of Vacyavacakabhava, the Prakaéa dominates in
the case of Vacya while Vimaréa dominates in the_ case of
Vicaka. As mianifestor of Iletters, the = Vimarigiakti is
termed as ‘Pard Vak* (citib ﬁratyavamartatma Para VK svara-
sodita). This Pard VaK which Isthe same as Vimaria, IS termed
as ‘Para Nada’ In the context, of music.

The Para Vak or Para_Nada Is In the state of identity with
Prakaéa or consciousness. When it manifests itself, 1t does so in
three successive stages, called” PaiyantT, Madhyaméa and Va-
kharl In succession.” In the gross sound, we find the unity of aII
these three stages.

The Para Viak (or Para Nada) is in the perfect identity with
the expressible idea_ (or expressible sound). In the stage, of
manifestation, there |sagradual rise of distinction. In the first
step of modtftcatton the dlistinction |sver¥subtle 50 that there
IS atnt awareness of the sound as distinct from idea, This stage
is called Pae anti, In the next step, tere is mmply mental

[

awar nes% e distinction. It lscal% hyama orl sastep
stan mg etween Paeyantt and Vaik F ross_sound). . In the
th|r st hysical distinction o sound from the idea or

though ecomesc ear, because the sound |sph)f5|cal asEroduced
through the speech organs in the body. It is called Vaikhar). he
Cause. gross sound_is enerated from the “body (vikbire earire
bbava valkhar Thtsconce of the three stagﬁ)m manif sta
ttono Para Vak applies bo to the origin Of basic speech as
well as music.
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Now the muswal sound i maghculae mgtg)faras it s nat
related to idea or thought. Though produced by passing of air
through different spots in.the organ of articulation, the ‘musical
notes are treated af inarticulate, for they do nof involve clear
pronunciation of letters. The Deauty ot musical sweetness of
dlapa (extension of notes) depends “upon the absence of the
division of sound by letters. . ] ,
~ Each ofthe,staﬁes viz. PaiyantT, Madhyamé and Vaikhar!
incase of music has three forms. The musical note i either
gross (Sthlla), subtle (Stksma) or transcendental (Para). The
musical_notes in_their"extension i.e. ‘Alapa’are of the form of
Sthila PaSyantt. B ) o
The. notes are sweet b(fcause Jhe, are not articulate, for |ﬁ is
the articulation that produces division.13 Hence it Is clear that
musical notes are i’ close reIatlgn With “‘Para Nada’as th g
belong to Palyanti sta[ge. Hence the concentration on musical
notes Taises the hearer fo the transcendental level. At this level
the experience i that of Para Nada. It is for this reason that
music 15 termed as Nadabrahma.. We have already seen in the
context of Rasa that Vimarfa, Ananda and Para” Vak are the
aspects of the Ultimate. The stage of Para Nada is the same
stage as Para Vak. Hence experience of bliss at the stage of
Para Nada is that of Viyatircka Turyétita. X
_The_musical notes coming from the source are Sthila
Paiyanii while the notes coming from the musical Instrument
are Sthila Madhsyama.14 o .
The subtle (Suksma) form of Paiyanti and Madhyamé be-
long to the psychological process invalved in the production of
musical notes. . They belong to the lccha staHe of the Cit (ie.
cidananda icch j(ana kriya)as explained by the Saiva. But the
musical notes in‘their transcendental form are all in the state of
un|t¥ with Siva. , . .
he artistic beauty of a piece of art is essentially the har-
[pomous um%I o%the contents obf,that piece .ofart, wbhagal-
arUpalyam Modnuryam as Abbinava Put it In"drama and
oetry 1t s the harmonious unity of Vibhava, Anubhdva
Vyabhicaribbéva and the s%ggested Sthayin. In the v%cal and
instrumental music, it 15 the” harmonious unity of the_ notes
produced by human organs of speech and the” musical instru-
ment that makes the music beautiful. The power of music to
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attract the human heart sprln%s from_this unity as also the
%ower of poetry ligs In the Saryoga of the contents, of poetry,
he Vimarfos §iikt| manifesting ifself through the music Js calléq
Para Nada while the same manifesting through poetry is called
Pari Vik or Para Vail. )

A,bhmavagupta has pointed out the four stages which the
creative power of the poet passes through, in the four couplets,
each one standing as the closing verse of each of the four
chapters of the” Dhvanyaloka-Lucana respectively. Taken
together, they read as follows;

Yadunmilanaiakfyaiva viivamunmilati kfanAt
Svatmayatanaviérantnm vandctam pratibham pardm1

Prajyam prollasamatram sat bhcdendsUtryate, yaya
Vandebhinavaguptoham pasyantim tamidam jagats
Astritdnim bhedandm sputatdpattidyinim
Trilocanapriyarh vande madhyamarh parameivarlm3
Sphutikftarthavaicitryabahihprasaradayinim .
Tﬁryallm %a[drgma ariwyvanye ;ﬁatyak%tharWdarunlm4
(1) I bow down to Para Praiibha. who is at rest in her own
abode and at whose waking up the whole universe rises up in a
moment; (2) | Abh,mava?upta, bow down to her who arranges
or manifests the distinctions ‘as_they come up and  perceives
them gPaeyantI‘) as one whole called world, ES) |_.bow down fo
that heloved of Siva 1., Sakti (Madhyama) who brmgs to clarity
the different forms which have been Wtf)ven toFeth r to make
one whole; and (4) | bow down to that fourth sage of Pratibha
which_after the Various forms have been heautified shows them
forth in the outer world, as different from herself (Vaikharl),
These four verses spoint to the four stages in the poetic
creation. The poet appears to, mqve along with us in thig
ordinary world™ of ours, experiencing with™ us the joys and
?]orrows of the world] |If§. But ,be_cau?e he ppssess,esagyre
gart 1.6. the mind unaffected by individual considerations of a
worldly man, he s n a position to receive the worldly affec-
tions in an_un-individualised state.. Therefore, those worldly
experiences also appear. to_him as_ in pure state (Sadharani-
bhavana) and they rest in his mind in the form of Saifiskaras.
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This slate of the poet’s mind is transcendental. The impressions
of worldly experiences Ofthlf, stage lie in rest unstirred and
become one with his personality. i

When he desires, to look at ‘them_from this transcendental
stage, that part of bis ﬁ,ersonahty,whlch he desires to look at
becomes the obln,ct of his perception. His pe‘rsonﬁlny (ahanta)
becomes. the object of his pe ceFUQn %danta). Thus the poet’s
Fersonahty has two aspects; namey(|%t at which 1s restful in
he universalised. subject and the other ﬁu) when the same
becomes the object of his perception. Thus the Para Vék, or
Para Pratibhd as it iscalled in” the ‘above verse |, which was
not different from the Self, has now become the object. It should
be remembered that, at this stﬁge, the percejver and the
perceived are the same factually, but conceived as two
viz, subject and object. What had rested.in him as his own
self, now moves before him as his object of- perception.
ThT< Pratibha at the sta%e 0f rest m,one%elf is named as Para
Vak and the same Pratibha viewing. her_ own Self as an
object is termed as Pacant)’. As this i.e, viewing itself as an
object goes on, varjous distinctions or the elements,” which are
arts Of the whole, become clear to her. This IS the level of
Mathama’. [t should, however, be remembered that even at
this stage, the subgect and object are on the same plane
((jsamana h|kar_anal) ven though- the subject views the obﬂ, ct s
Ifferent from Itself. But at the Tourth stage 1.e. 'Vaikharl’, the
speech (Vak) comes out in the form of gross word and s heard
by others as one separate. from the subaect. o

Thus the power which Is terme qi Para Nida in the
context of music is termed as Para Vak in the context of
speech. Abhinavagupta terms the same power as Pratibha In the
context of J)oetlc creation. We_many times hear, such stae-
ments as Praj&a navanavonmesaialinl pratibhd matd', "Pratibha
pUrvajanmoparjitah, saihskarah kaicit*, etc. To grasp the import
of these and ‘similar statements, 1t will be proper for us to go
?eeper Inthe subject of Pratibha. Let us then turn to that
opic.
iti) Pratibha . G
( )Ab%mava has referred to the topic of Pratibhd in various
contexts, such as mystic, religious, metaphysical and aesthetic.
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The discyssion a rg,ears at varigus places in the Tantroloka and
PratyathJFrildvI_maA int. We shall “deal with the metaphysical
aspect of Pratibbd first on which Is based the aesthetl% asgect.

e shall mainly notice It from the point of view of Pratya-

bhijfia.

Lro start, it will be well for us to recall certain impor-
tﬁnt points in monistic €aivism. which we have rfad in the
third _chapter. The monistic Saiva admits the  all-inclusive
consciousness which he calls Maheévara. Maheivara Is free to
unite or separate  various ,co%nmons at will (sv&tantryaiakti
which is characterised, by hg t r,eﬁ powers of perceﬁtlon fiana),
remembrance ?srortl) “and differentiation "(apohana).” These
Bowers rest in the Universal conscIoUSness. he%/_ have their
eing as one with the universal consciousness which is free to
make use of them at will, separately or jointly, or to merge
them in itself, so that they lie In identity with him,

The consciousness. of objectivity™is an un?emable fact,
whether it (the_objectivity) is related to perceptual, or remem-
ered or an jmagined object. What is this consciousness of
objectivity? It has two elemients in it: (1) there 15 a means of
knowledge (pramana) which is really an extrovert light of
consciousness called” Buddhi or Citfa; (2) then there™is its
affection 1.e, the_reflection of the external object Iy case of
Pratyaksa, or reflection of the interal object, In case of memory
or ,ma%math%n- This consciousness of objectivity is technically
called Pratioha. o ] )

_This consciousness of objectivity has no independent being.
It is the mtrovFrt light of cansclousness on which it depends,
This Introvert light 0f consciousness meets the extrovert light
io Buddhi and controls It (extrovert light).  The,Introvert lignt,
which 1s the controlling one, Is the light of Mahesvara wng Tias
a free mind (citih sva_tantral% that manifests the entire abjectivity
mcludmg dreéam and Imagination. This Isthe imaginative mind
of the poet which pictures configuration of the elements which
are presented In a poem. He has'also a free will for he s said
to manifest the universe like that of a Yogm o

The word ‘Pratibha’ comes from the (Pratid-bha). The root
bha means to shine, hut *pratibh’V means ‘to shine to*. The
indeclinable Prati Is here in the sense of ‘Laksana* (indicative
mark or effect) and the word ‘Pratibhd’ which means ‘pratibhati
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indtesfrs thitt the ob#sactshmes to the subject and has not the
mdependenth%hto Its own. Its light is there as related to the
light of the poet’s free mind, This Is supported by a statement
from Kathopanisad also which is ;

“Tameva bhantam aoubhétj sarvam
Tasya blidsa sarv-smidam vibhati”

This whole objective world shines only as related to the
Brahman. It shines by His (I,Brah.man’s%llght. The word used
here Is anubhdti Instead”of ‘pratibhai®, The “indéclinables ‘any
and "prati* stand here In the sense 0f’Laksana’ (indicative mark
or effect) as mentioned by Panini.1LSo according to UPamsad
also_the objectivity does fot shine Lndependentl% and that _its
shining rests on the shining o f’Atma* or "Brahman’ or Reality.

At'this point, a question CFOR.S up., Reality is one. Where-
from does the ﬁlurahty that shines.in the témporal ang spatial
relation come? The replmof Pratyabhl#fla Isthat It the freedom
or Svatantryaigkti of Mahcsvara of Atman with whom it is
identical according to the maxim iaktiiaktimatorabhedah that
manifests the innumerable varieties of object, which differ in
form and action and, therefore, appear in a temporal or spatial
order as separate from himself. Pratibhd, therefore, is. extrovert
light of consciousness affected by variety of objects in a
temporal or spatial order in_ the” same way as the mirror is
affected by the object reflected in it

Now Pratibha in its, manifested form a ?fears, to_ have
temporal or spatial succession (krama), hut in itself it is without
any succession (akrama). Again the, canscigusness of the
objectivity _presupposes the mental activities of organising the
sensatioos into a whole to distinguish them from one another
and to relate these wholes to one another to form a bigger
whole which figures before the mind’seye, These arc the, func-
tions of the infrovert aspect of mind, Called as ‘pramétd* Ie.
the subject. This mind I free (Svatantrah Jarta) and. in itself it
Is pure subjective consciousness free from all’ limitations of
time, space etc. To such a subject, the entire objectivity shines
and to 1t 1s necessarily related ] o
. Abbinava sa%/s that Prafibh*™ as a consciousness ot objecti-
vity Isa fact of every body’s experience. But the Introvert ight
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of con?cmusness in relation to which Pratibha is ‘Prati-bha
enerally nof taken into account while speakiog on_'Pratibha*,
he reason is that the speakers are ignorant of tat. The purpose
of discussion of Pratibha In Pratyabnijaa is primarily to draw
attention of the subﬂecnve basis of objective, consciousness,

. Now, it we take Pratibha not in isolation from pure subjects

1.8 the, introvert |I%ht of consciousness on which it depends
an rests as identical with it, and if we remember that the obj ectl
ve conSCiousness cannot be witho Ht selection, cirgagjn %
|fferent|at|n% sense ata an atteexterna Ject |ty IS
nothin he thought of universal mind and also that the
individual mind is essennally the universal, then Pratibha is in

reality Maheivara, as Utpalacarya says In Pratyabhijhakarika:

Y4 caisg pratibha tattatpadarthakramardsita
Akraméanantacidripah praradta sa Mahe&varah

Accordmg to Pratyabhijfta. Ultimate reality is both-transcen-
dental and immanent. In‘its transcendental (vUvottlma) aspect it
is termed ‘Anuttara*. In its immanent ( wevamaya% aspect It is
MaheJvara from the metap Oysmal Pomt of view.” It bolds _that
the experience which the Individual has, is really the experience
of the’ Universal_and that pratibha is the same as Sa V|d¥a in
graspmg the reality as It Is |e as nondifferent from the Sel

the discussion of the metaphysical aspect of the pranbha*
we have referred to the Svatantryaiaktt (free mind) o
Maheivara. In the aesthetic c%ncept |t |sthie free mind of the
poet, as stated by Anandavardhana in the following verse as:

Apére kftyyasamsdre kavirekab prajapatih
Yathasmai ‘rocate viivam tathedam" parivartate

The Prajapati creates this world of ours. The pogt also
creates his own world for us. For the creation of an effect, we
require material from which a thing is to be created and also an
instrument for creating It. For example: even thoughwehave
the necessary sk|II to’ create an eart hen got We cannot f
unless we ave cla matena cause)_ andthe potterswhee
Se icient cause), ven the Prajapai. |$ Brahm%ievawho ha?
reated the warld requires for creatlono the world the materia
cause In the form ofatoms and the effects of karma as the
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efficient cause. But |ook at the creation of the p%et. He requires
nothmg else than his own_ capacity to create the poetic world,
Such s the unique nature of the creative power of the poet that
fkemanlfests P|ts world OFQ the bshu,bs\tlr]ahum of"r(m{st,%wn Wl|t|. {\s
(semaraja States in Pratyabhinahrdaya: "Citih. svatonra
vuvasﬂdﬂﬁwetuh Svecc‘,hayu svz%%lttgu visesmunmlloyati." In short,
the toe(tj manafes%s himself in tfgﬁ fohr]n of the ;t)oetjc world. tI-,Ie
Isnot dependent upon any ather thing except. his own, poetic
genius, Tﬁ|s mdeperPd%nce svatantryaf%fe ﬁls |Irpower |spterm-
ed as Pratibha In the context ol the poetic world. o
. Inthe context of poetic creatign, the word used is ‘Pratibha’
in the context of Mahevara manifesting himself the word used
In Para Pratibha. This metaﬁhyswal concept of ‘Parr* (i.c, Para
Vik, Para Saktu)fan) ‘P,rba#b a f,eems to havgr Eeerp( the %ngtm ﬁj
oetic copcept of Pratibha (poetic genius). The Kavi Pratibha
ﬁoﬁss W|tR|n F|)tselfz:1|rl the poetic |deag. Parzl Pratlbha%o,ldswn In
itself an enaless variety of the ob’ects of manifestation. The
Kavi Pratibha has a capacity to build up by imagination the con-
structs that are_entirely new; the Para’ Pratibha s recognised to
he able to manlf%st,the umver;e every time In_new f?rm. Both
the poet and Mahcivara manifest their respective worlds accord-
ing to their own will. While Anandavardhana says. * Yathdsmai
rocate vilvam tathedam Ba,rlvartote" Ksemaraja, a Saiva monist
says, “Sdsvecchayl svaphittau visvocitrem unmilayati” Abbinava-

qupta defines Para Pratibha as:

Ananyépeksitacasya viivétmatvam prati prabhoh
Tarn Pararti pratibharh devirh sangirante hyanuttamam

for the rise of this power of Pratibha in the aspjrant. (Tatah
pratipbasamvittyai eastram asmatkrtam tvidam—Abbinava).

, Abhmavasconceg)t of Piatibhi from the aesthetic point ?f
view Is hased on the metaphysical asge_ct, of It, Abhinava calls
the poetic Pratibhd as Naranavollekholalin projha. This power
of new creation arises at the level of [aktl as Jayaratha points
out while commenting on Tantroloka X. 143 Inhis comment-
ary on the ‘Bhavika anﬂ ‘Stiksma’ Alarikaras in Rquaka‘s
Atarikarasarvasva, Jayaratha says that these figures are hased on
vyahgyavyanjakabhava and they’ come out from the poet’s pen

As a matter of fact, the dis%ussion%ﬂn the Thantrﬁlo_ka are meant
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when he is at the stage of Vidyeivara which isthe same as
sndvidyQ. Secondly, we"have seen that metaphysical Pratibba
is the product of‘Svatantr%a Sakti”. Abhinava also refers to
poetic freedom In a verse (See inira, p, 40). These two points
show as to how his aesthetic concept of Pratibba is in keeping
with bis metaphysical conception, , ,
Abhinava has not discussed at one place his aesthetic
concept of Pratibha as he does its metaphysical aspect. He has
explained it at different places in his Locana on_Dhvanyaloka,
and Abhinava. BhOratl, Then algaln he refers to Bhatfa ‘Tauta
his teacher of Natyasastra, on the subject of Pratibha. We %,e
an idea of Abhinava*s concept of Pratibhd from  the aesthetic
Bomt of view by collecting all these statements together. It can
e summarised as follows.™ i .
Pratibha according to \nandavardhana is that power which
Froduces a poetic work throbbmgh; with the suggestive meaning.
t is on account of this power that, the poet IS recognised as a
great poet (Mahakavi), Pratibha is necessary not anly for the
Poet to produce a poetical work, but It is equally necessary for
he aesthete also to grasp the suggested. me mng of the _poem.
It is possible only for the man gifted with Pratibhd to visualise
esuggoeste meamn%. Pratibha Js not sbmepla/ a matter of In-
erence out direct experience. It Is the subjective experience, got
y forgetting one's” Individuality and. en_term? into what Is
presented by the poet; the situation which Is nof to be perceived
objectively, ‘Abbinava following Bhat tanayaka, compares this ex-
perience with cow’s milk whicti flows from the udder on account
of her affection for the calf Pratibha ina poet 15 that type of
inspired cagacny, bugdni) ijcn prod%ces flawlgsg and beaquuI
new aesthetic Sitations' which can be grasped by the aesthete
not by his reasoning power but only by getting Merged into it
through |dent|{|hcat|on W|th| the tf,ocus é)f ts,|tuat_|on. %ncg ttp]e
experience of the power o! poetic pioductipn I§ secure g
aegt%ete not%y mPerence bﬁ by eﬁpenencmg In” himself zvhat
is dwec,tl*,p_resented_ o , )
Pratibhd 1S a poetic power which is responsible for producin
go,etry. [t isalsoa power of imagination whichis capable o
uilding new beautitul constructs. ] o
It 15 the faculty which produces new aesthetic configurations
that would give rie to the aesthetic experience. It manifests itself
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in innumerable forms giving rise to a variety of su&gested
meanings in the presentation” even of familiar themes. Itinro-
duces new sugqestlons in old themes and makes them new just
as the same old trees take new charm with luscious foliage
under the influence of ,sprmr%;. , ,

It s pertinent jn this context to dwell a little on Abhinava-

%upta's c_onceplg of Pratibha an |L? functmnmgl,moiie. Pratibha,
£ says, IS SUCh a capacity of Intellect as_can Visualise new con-
structs (ApQrvavastu nirmanaksama prajrtd). The presence of such
a vision is felt in production of a Kivya brimming with beauty
under the spell of blissful aesthetic spirit (Rasave$ya Vaiyalya
sundara kavya nlrmanaksaraat\,/amg. The poetic visign i> in no
way like an rldlnar){ vision. It is constantly engaged In present-
mg Vibhavas efc. hro%gh proper descrl?tlons and ends In
sentence structure (Sartghatana) which results in suggesting such
a mental state as is aesthetically relished by @ reader of
sympathetic heart. The vision mstantl}/_ flashes in such readers
ieart (an d?es not remain a matter% mference?. It Is because
of the g| of sych a creative faculty that the poet can rise to the
status 0f Mahakav. o ,

The functioning of Pratibha has its start at the blissful state
of the ﬁoet’s mind (Rasavela) and realises its_completion in
filling the reader’s heart with the same kind of bliss (Rasasvada).
Rasa is thus, the first and foremost aesthetic canon. At poet’s
end the Pratibha functions as creative faculty; at reader’s end it
functions as ai)prematlve taste. These two ends meet to form a
complete whole through the life like Varnan (presentation)
termed as Kavg/a. , , ,

We have dealt with the metaphysical and aesthetic concept
of Pratibha somewhat extenswelg/ _However, the study.of the
concept does not. end here. Abbinava deals.also with the
re_I|P| us and mystic concept of it. Our discyssion on Pratibha
willnot he conrwlet,e unless we refer to them also. . .

From the mystical _Fomt of view, Pratibha is a spiritual

ower which makes its possessor rest on Siva, the |?hest
|%ht*, and enables him o realise; the entire objectivity o be
nothing other than Siva This Pratibha (m sﬂc% may. be'dim In
the beginning In some cases. But it becomes bright by instructjon
and Initiationt from  the teacher, performance of ritual; perfor-
mance of Yoga etc. These things make the Pratibha grow bright
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j%st as & puff removes ashes from over the cindere and makes
them shine brightly or just as water and manure bring about the
full development of the seed into a full grown tree.I7 ~
Pratbhd In ,rehgmus context 15 “identical with Svatan-
tryaiaktl. It manifests itself inthe form of twelve goddesses
which are treated to be obgects of worship in the Krama system
and also other forms of godaesses reco#nlsed by other systems
t0 e, worshmped for realisation of different purposes. “These
religious grac 0$ bnngf about manifestation of Pratibha known
as SamsiJdhika-juana. Tt removes the Iimpurity called Mayiya

mala, . . T

Bhartrhari also writes some verses about Pratibhd in Vakya-
padiya. According to him, Prafibha takes different forms at
different levels, Inthe case of living beings ,mcludm% cattle and
hirds, it takes the form of instinctive behaviour. At the human
level, it appears inthe form of the direct grasp of language
meam,n(h; \_/akgartha). ftalso, takes the formof inner voice of
conscience In advanced individuals. Inall these cases it Is the
same &akti that works at different stages of the development of
life and heIPs a ger_son. to reach the goal of realisation of Sakti.
From the stage of instinct to the Siva stage of mystic experience
Pratibha h%Ips the man to enter into higher and " higher i)lan S,
In this path, the poetic, Pratibhd has IS own place.” It helps the
manto relish the same Rasa for which Yogins take to’ hard
penance, while the poet as well as the reader relishes it without
%o_m through the hardships of penance. As Abhinavagupta puts
it inLocanr

“Vigdhenurdugdha ekam bi rasam yad balatnoya/
Tena nasya samah sa Syat duhyate yogibhirhi yah//
(Quotatiori from Bhatla Nayaka)

The .Ma[athi Saint rooet Jftdnesvara also presents the same
thought In a beautiful expression as under:

“Taisa manaca maru na karita/

Ani indriyarh dukkha na deta/

Yeths moksa asc ayité/ o
Sravapacima)l// (Inoneivarl: 4-223)
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(Without putting any curb on the mind, and without_ putting
0rg ans to pain, here in poetr)Q ou, rellsh the bliss of Mok$a,
rea ma e sim ” |vm§
ra| hi ra|e an indivi uaI from the level of _individuality
the state of Sad-vidyd. In that state he is known ds
Sakmattva If the person docs not descend from that_level of
/S_\abdbwdyd (sakti) he is liberated and hecomes Siva. To quote
Inava:

Saeva pratlbha%uktah eaktltattvam mgadyate
Tatpatavesato muktah S|va eva hava nav%tg)



Chapti» VI

Abhinavagupta’s Influence on
Later Writers

A writer of the status of . Abh|oava?upta was bound to
Influence contemporary souetz and_also to be a source of
Inspiration to those who came after him in the field. We have
seen In the first chapter that Abhinava bK his penance and
scholarship had impressed the scholars of the different Saiva
sects of that time so much that he was accepted by everyone
as the Acdrya of all the Saiva sects. His dI_SﬁI les and students
took inspiration from him to write.in the field of ph||0§QPhy,
Tantra and poetics and make his thoughts more explicit by
writing commentaries on bis works, as well as b%/ making therr
own contributions. For getting a broad idea of the attempts of
his pupils and the writerS that followed, we divide this chapter
into two parts:

(A) those who were influenced by him in the field of
Ph|IosoRhy and Tantra, and | ) )

(B) those who"were influenced by him in the field of music
and poetics.

(A) Later writers influenced by Abhinavagvpta in the field of

Philosophy and Tantra: o )

[ Ksemargja : Amon?,the_wmers influenced by Abhinava-
%upta Ksemara+a comes first in chronological ordér. He was a
hlreth d|§C|pJ|el(() Abh&navagu tathe“ha\? been m,et?_tmne? tHn

g aglokas written.hy Madhurdja Yogin, as sitting at the
%eet o%aﬁhfnava 3 on? wn%lother pupﬁs an& taﬁnp dt%/vn, on
ﬁaper every word thaf Abhinava spoke. Abbinava alSo mentions

im as ong of those pupils at, whose request he was inspired
to write Tantraloka. Ksemaraja was perhaps Abhinava’s cousin
also. Accprdmg to Dr. Pandey’s surmise, Ksemaraja was the
son of Vamanagupta, the uncle and one of the teachers of
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Abblnava Kcemardja caIIs hlmself a5 Padapadmopajivin of
A hmava upta s%)esttn g that e was in constant service of
Abh |nava eing ABhinava’s pupil, he was a_younger contem-
Porar ofAbhtnava and we can safely place him in “the first and
he sécond guarters ofthe Ith century a.d.

Dr. Pan h has noted 16 works written by Ksemaraga of

WhIC Pra abhijadhrdaya IS most_pop uIar even today s the
best . and %henttc nmer f Pratyabh #ﬂla phlosophy It
con5|sts ofte 'siitras’ IS own ‘Vitt* on {
‘Svacchando Yota and Netrod ofa* are commentanes on
Svacchandatantra and Netratantra respecttvely Another work
?f his is, Spandanirnaya which is bis commentary of the
amous Spandakarika.” Ksemaraja had written a commentary
on the Locana of Abhinavagu pta called ‘thantéalokaloca
nodyota'. This work, however as not heen avallable so far.
ThuS Ksemardja_ like his teac Br Abbtnava wrote on aIIte
three branches, VIZ Tantra [o llosophy and poetics, He mtﬂ1
have composed Stotras also, as fe Tefers ong of them In the
worgs Yaduktam mayalva Svastotre,

. Madhuraja Yogin : Madhurja_was a devoted disciple of
Abhinavagupta. We have referred to his Curvnahaparamaria
%nd DhY_lanaeIoka In which we get some facts of hls persooal
istory. He mentions that In the ptar$i year 4167 he ‘was 80
}/ears of aPe That means in th e¥earad 1014-15 (the year of
he complefion of TSvarapratyabhijfia VivrtiviraarSim), Madhu
raja was 28 years of age. It IS, therefore, clear that he was
present at thé Preat congregation of spiritualists in which
Abhinava was recognised ‘as. the head of Saiva sects. In_his
Gurunathaparamarsa,” Madhuraja refers to thiscongregation.
His Ren picture of Abhinava which e drew in the, Dhyana-
slokan Is perhaps based on his experience. In his Svatmapara-
marsa he has given some ideg of is life in the last some years,
after he became a Saiva Yogin. The name Madhuraja Yogin
was given to him after he became an ascetic. His earlier name
was, Bhaitakrsna.

He has not mentioned anY commentary of his on Abhinava’s
writings, hut the personal information which he gives |n
%v tma aramaréa’. makes. n%Jtte cl%ar that he took Ab inava’s
philosophy of monistic éaivim to other parts of India as far
as Madura, That is why we find Mabetvarananda alias Gorak"a,
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a rteS|dent ot South, writing Mah{rihamatjori in the 12th
century.

3 y,Yogaréa: He wasa pupil of KsemaréHa who was in
Posse55|on of the tradition. He wrote a Vivrti on the Paramér-
hasara of Abhinavagupta. He belonged to the second half of
the 11th century. Ar'the time when” he was writing _his com-
mentary. he had renounced the world and was I|V|ng as an
ascetic™ at VitastapurT in  Kashmir, This commentary was
written from the point of pure monism.

4, Subhafadatta : He was the first known commentator of
Abhmava%upta's_ Tantralolia iSO ment%r}/ was called Vn/r,n
or Vivarana, It is not available.”We learn this from Jayaratha's
Viveka on Tantraloka. Jayaratha saXs that his initiation in
Saivism was performed bK Ubhatadatta. .

5. Jayaratha : He is the famous commentatqr of Tantraloka,
The name of his commentary 1s ‘Viveka'. Tantraloka along with
Jayaratha’s Viveka IS printed in the Kashmir Sanskrit Series in
twelve volumes. He flourished in the closing years of 12th and
the beginning of 13th century. Atthe end” of his Viveka. he
gives Some “personal information about himself. He'was a
o‘un(rl“e,r contemrpgr%r of the K|n% of Kasp Ir named RaJar%a.

djaraja was probably the same as Jayasirnha (CIrca a o. 1200),
It was because of his ,encgu_rageme,nt that Jagaratha studied
Tantraloka, He was initiated In “Saivism by Subhafadatta. His
teacher in Saivism was one Kalyana. One Sankhadhara was his
teacher In other branches of learning. His, father was &mgara-
ratha who was a Minister of Rajardja. Jayaratha was a
leanrﬂum% ) .
Like Abhinavagupta. Jayaratha also wrote both on Saivism
and poetics In his Alankara Vimariini which IS a_commenta
on Ru>yaka's Alankara Sarvasva, ne explains the Bhayika an
Stkxma’Alankaras on the bagis of Saiva concepts of *Vidyc-
évara’ In Pratyabhijfta! Likewise, he touches many concepts  of
noetics In his Viveka on Tanfraloka. His known works are
(1) Tantraloka-Vivekal (ii) Alankara Vimarsiniand (iif) Alankarod-

d%a an . .

E. &haskarakantha © He is the writer of a commentary called
Blwskari on Pratyabhijftd Vimariini. Bhaskarakantha is a
writer of the 15th century ..« He belonged to the Dhaumyé-
yana Gotra. His father’s name was Avatarakaniha and "his
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randfather was Vatd%/utakantha His teacher’s name was Kaula
aro tama. Apart from Bhfiskari, he wrote the following
works :

(i) Sanskrit translation of Lalla voka, a work written in the
- T4th century in the old Kashmiri language by a woman,
(ii) Acommentary on Yogavasitiha from ‘the” Salva point of

(iii) Haretvarastava—wrttten on the occasion of his visit to
Harefvara temple in Kashmir,

Dr. Pandey has published Pratyabhijid Vimariini alon W|th
Bhuskari an "English  translation™in fhree volumes, with the
History of Saivism in the introdyction. He p?tnfs out the
importance of Bhaskarl in the words: "It is a" learned com-
mentarY and gives a traditional interpretation of Abbinava's
text. Although 1t resuﬁposes sufficient ‘previous stud/ of the
&atvahteratureo Kasnmir, on the part of the reader In order
that he may be able to understand 'it, and needs elaboration,
Yet in view of the fact that the tradition about Pratyabhijfta
terature Is well nigh dead, a I%ro per understa dtng of

bhinavals Vtmarunt |s extremely difficult withol" its hélp."
Abhtnavagt'tﬁta p. 2

a esvarunanda alias Gorakfa : In the countrY of Cola

lived one Gorakfa, a son of Madhava. He was a staunch follower
of Abhinava. He wrote a work called Mahdrthamanjart in
which he frequently ﬂuotes Abhinavagupta. He was_also in-
terested in oettcs and had careuP/studted D vanyalokaand
Locano. His knowledge of self he atfributed to the study of the
Praﬁabht fta. His original name was Goraksa., He was named

alfesva ananda by “his tea% er on account of his_spiritual
attainments. The work, Mahurthamaftjari consists of original
Karikas in Maharastri djalect and. his own Sanskrit commentary
on it. The work quotes from Abhinava’s works and also from
Pratyaqhtljnahr aya of KSemaiaja. Dr, Pandey puts him in the

th' century 2.0, In the MaharthamaUjari, he trtes to make a
%nthesw of the three systems: Krama, Kula and. Pratyabhij Hna

|s book |e Pratyabhij uahrdaya of Ksemaraja, has earned
publicity and po uIarttY amon the students of Saivism.,

Thus It appears that there were writers on' Saivism  not only
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i0 Kashmir, the land where Pratyabhijnn originated, but also
« the distant lands like Cola N Deccan. MahcSvarananda
clearly mentions that the tradition has come to him from the
North Ca||ln(%1lt by the name Auttaramndya.

8. Madnavacarya: Madhavacarya, the author of Sarvadarsana-
sangraha, states that his summary of Pratyabhijfla is based on
the Wntm?s of the &aiva Acdrya Abhlnava%pta. Maghavécirya
Was a contemporary of the km%s of VRa)ﬁa agara So we can
definitely say' that the influence of Abhinavagupta was felt by
the £aiva writers till the middle of the 16th century, not only
|Sn lt<hashm|r, ut even Inother parts of India as fur as Cola in
outh.

_ However, the position today is quite different. So far as the
ritualistic part of Abhinava's writings is concerned, Abhinava’s
Tantraloka is still treated as authority and s, referred to in
respect of the rituals performed in Brahmin families.  However,
the st,udY of Prat¥abhufla philosophy, as Dr. Pandey puts it, Is
practically dead Tor want of powerful exponents of that system,
in the very land of its origin.

Writers on Music and Poetics Influenced by Abhinavagupta

In mu%Lc, the Sahgita R%tnékara of Sémgadeva mentions
that Abbinava was one of the great authorities on [the science
of music.11n poetics, Abhinava is still referred to as the final
authority on the sub!ects of Dhvani and_ Rasa, Except Mahima
Bhatta, "who did_not recognise Dhvani and included it in
ant/mana and Ramcandra “and Gunacandra, the authors of
Nafya Darpana, who treated Rasa as sukhadulikhatmaka, all
the writers on pogtics accepted Abhinava's concept of Dhvani
and Rasa as the final word. And if we find them _differing from
him. that is ,onlg in matter of detail, a point here or a
point there, It is not necessary to give here chronologically the
names of all the writers n goetlcs who %ame after “Abhinava.
We shall just mention here a few of them who hayve tried to
%\ﬁe systematic shape to the Abhinava's theories of Rasa and

vanl.

1 Ksemardja : We have earlier referred to his Uddyota on
the,PE\I/anydIok and Locano. Unfortunately, this work is not
available.
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Abhz" Kszemedndra (1ith century)t: He studi]gngoeticg,un?_{er
inava2and was a younger contemporary of K3emardja. He
rouris%ed in the f?rst%alfgfthe llthPcentl}lry for_he méntions
the date_of his work Samayamatrka as . «. 1050 and that of
thekDesavataracama & a.a. 1060, He has written many
works.

He wrote two works on Foencs, one_is Aucityavicaracarca
and the other Is Kavikanflidbliaranam. The Aucityavicaracarca
deals with the theory of Aucitya In poetics. The concept of
Gunaand Dosa in poetry s based on the concept of Aucitya
Propriety). The glace of "Aucitya was already clearly stated by

nandavaradhana In the Karika:

Anaycityfidrte nanyat
RasabhaAgas%/a karanarh
Aucityaikanjbandhastu
Rasasyopanisat para

There is no cause of hreak in poetic_relish except Anaucn%a
(impropriety). The greatest secret of Rasa lies in observing the
sense of pro net%/

Ksemendra ha
following words;

Kanthe mekhalaya nitambaphalake tdrena hdrena va
Panau nlpurabandhanena carane_keylrapacena va
Sauryena pranate, ripau karunaya n%an,n ke halgatam
Aucityena vina ratirti pratanute"nalaAkfiiro gunab

Who will not he an object of ridicule if he decorates his
neck with ‘mekhala’ Eglrdle and who tl?sa bea%anI necklace
round his waist or one fiesa ‘nuFura* (anklet) on the hand and a
‘keytra* (armlet) round the ankle? Who will not be laughed at If
one ihows valour to_one who_surrenders, and merc to.?ne who
attacks? The truth is that neither the Gunas nor the AlaAkaras
become relishable, if they are not used with r_opnetx.

The oth%r work viz. Kavikahthdpharanam is of the nature of
training to budding poets (Kavieiksa). It agvises the aspirants to
follow “certain modes to sharpen and polish the poetic faculty
possessed by them. It also lays down certain methods of medita

Aucitya) In a poem. o
s explaned the Importance of Aucitya in
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tion on a Mantra to_propitiate the Goddess of Speech. It also
deals with modes of 3tud and practice to make the poetic
expression striking and suggestive, X N
3. Mammola(circa o g 1100?, Mammata’s Kavyaprakai
isa standard textbook of Sanskfit poetics, He isa Stauncl
follower of Abh,mavag,upta aod Anandavardhana. in resp%ct of
Rasa and Dhvani theorjes. He has summarised the Rasa theory
Very precisely by usm? Abhinava’s words from Abhinava-
bhfirati. In his tréatment of Dhvani, he has defended it and
replied to the criticism of those who came after  Abhinava such

as Mahimabhatfa. He has also written a small work called
Sabda\&vaparawqara in_which he establishes Vyafljana as an in*
dependent wyJpara. The main topics of the poetics are system-
atically arranged by him in Kavyaprakaia and the system which

he laid down became standard for the later writers. Kaya-
prakaia gives such an acquaintance of the theories propounded

by Anandavardhana and Abhinava that itsauthor Mammaja was
recognised by the later writers as “Vagdevatavatara (incarnation

of the gsqddegs of speech)". o

4, “Saradatanaya (circa ... 1150). He flourished in the
twelfth century, He has written a work on Drama_tur? known
as BhAvaprakaiana. He follows Abhinavagupta In the treat-
ment of Rasa and EPays high tributes to him n varjous contexts,

b, . Ruyyaka ~(circa AD. 115021. Ruyyaka has —written
Afa 'lkarasarvasva and * Vyktivivekavicara. The "latter work Isa
commentary on the Vyaktiviveka of Mahimabhatta in which
whenever there was occasion, he showed how Mahimabhatfa's
criticism of Dhvani was Incorrect. He defended Anandavar-
dhana and Abhinava in respect of their concepts of Dhvan|.

6, Hemacandra (circa ».a. 1170). He wrote a work on
oetics named Kuvynusésana and alsoa commentary named

iveka o It. In his Ccommentary. he has exten |velal quated from
AbhinavabhArati and has practically reproduced "Abhinava's
treatment of Rasa from It . . )

1. Vivaridtha #mrca, 1300-1350). His SAliityadarpana is
another textbook of poetics. He has express%y stated that there
is no such type of poetry as ‘Citrakavya’. There are 0n|¥ two
Xgﬁs of Kavaya- Pvam and Gunibhitavyongya. He followed

mavagugt\ in all respects ,

8 Prabhakara (16t century): His small work called
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Rasapradipa emphasises the concept of ‘Caroatkdra’ as an
essential element 0f Kavya, ) . ,

9. Maghustdana” Sarasvati 316th centuryg. n 4iis Bhakti-
rasiiyana, Maghusudana has applle the theory”0f Dhvani and
Rasa as explained by Abbinava to the exposition of Bhakti Rasa
by using the same térms as were used by followers of Dhvani,

0 " Pand|taru1[a Jagnnatha _ (Circa 1620-1650): He was a
Pandita, in the Court of Emperor Shabjahan. He wrote a work
on poetics named Rasagahgadhara which is perhaps the last
standard work on Sanskrit poetics. He wasa staunch follower
of Anandavardhana and Abhinava. He paid tribute to Ananda-
vardhana by referring fo him as the leading Alahkarika to be
followed_and he mentions Abhmava%ugt,a,as A great acarya
expoundlrll:g Rasa, At times he shows his originality nRasagan-
gadhara. For example, Anandavardhana held that Rasadhvani
and Bhdvadhvani ‘are of ‘asarhlaksyakrama’ type. Jagannat,ha
shows that they can be ‘saml_aks¥ak ama’ also. ~ He agrees with
Abhinava and Mammafa in the view of Rasa in general.
However, he expresses It In Vedaritic termmology. .

If we go mmuteIX through the works of the writers, who
were influenced by bhmava?upta In respect of the theory of
Rasa, we find tivo lgpes: (1) those who flourished in Kashmir
and had the knowle%g and “training In the Saiva_ philosophy
and termmology; and (2) those who came from outside Kashmir
and were_not"in touch with the Saiva terminology. These
writers of the second type usually interpreted the terms used
t%yAbhmavagupta and Mammata In the light of Vedantic and
arhkhya concepts, It was quite natural because both_the
Vedanfa and monistic Saivism were monistic systems. They
were in agreement with _most of the points, However, there
was a difference in_the import of the “technical terms which
they used in their writing. t, therefore, happened that these
writers of later age or later days undersfood many technical
terms of Saivism In Vedantic sense. Therefore, these differences
in details from Abhinavagupta gccur in their writings. Le{ us,
for gxamﬁle takg the case T(f the very first ling” of Kawya-
prakaia, the standard text book on poetics recognised all over
India. The line is as follows : O

“Niyatik rtaniyamarahitam"
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In this ling, the word ‘Niyati’ has been explained. in his qwn
‘it by Mammaia by the word “NiyatifaktyA niyatarupom”
Mammana means to Say here that the poet’s creation is free
from the laws of Niyati, while, Brahmadeva’s creation is con-
trolled by the laws’ of Niyafi. Now, according. to Kashmir
Saivism Niyati isan aspect of ‘Sakil™ operating in the Mayiya
world, and” Is defined as Niyatiryojanam dbatte visible karyaman-
dale\ It indicates a_chain of causal relation or mechanical
causal law of the emi)mcal world. The poet is nat bound by such
mechanical causal law. Mammana was'a resident of Kashmir
and knower of Saivism. It was quite natural that the terminology
of Saivism_occurred in his writings as is seen in maoy parts 0f
Kavy|prakaia. However, the later writers who were not acquain-
ted “with such technical terms, took the word Niyati to
mean adnfa or asadharana dharma. That nafurally made a
change inthe import of the term used b%the original viriter, This
position, however, did not occur inthe theory of Dhvanrbc-
cause the concepts of Dhvani are based on the ‘Sphotavada’ and
most of the terms in Dhvani theorh/ are taken fr?m Bhartthari's
Vakyapadiya on which was based the concept of 'vacyavacaka-
bhava’ in”the ph||050£hR/" of Grammar, The Vakgapadwaof
Bhartrhari and the Mahabhafya of PatafHall were studiéd through-
out India including Kashmiir and hence even those who lived
outside Kashmir and were not acquainted with the termmolo%y
of the Saivism could fully grasp the Import of the terms uséd
In Dhvanyaloka of Anandavardhana and Locano of Abinavagupta,
Hence wie find these differences of minor nature in details of
Rasa ttheory In the writings of later followers of Abhinavagupta
in poetics.

We can, therefore, conclusively. state that what Abhinava-
?uglta WJOte ahout R%sa ?nd Dbvai gw the flelq(of 0e(§|cswas
inal and remains to be final even today. Manikyacandra, one
of the famoys expounders of Kavyaprakoia says about Abhinava-
gupta as follows

Na yasya vetti gambhirarh %irituhgo’pi Lottatali
Tat tasya rasapathodheh katharh janatu Sartkukah

Bhoge ratyadibhavanam bhogarh svasyocitam pruvan
Sarvatha rasasarvasvamabhafkslt Bhana Nayakah*
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Svadayantu rasarh sarve yathakamarh katharhcana
Sarvasvam tu rasasyAsya Guptapada hi janate

When the depth of the ocean of Rasa could pot be fathom-
ed even b&/ mountain high Lottata, how can It be measured
by Saftkuka (Sri Sahkuka - by pun—cone or spike).

Bhajja Nayaka bas simply damaged the essence of
Rasa by calling it relish of the Bhdvas like Rati etc.

Let all taste Rasa in the manner they like, it is only the
ngvered Abhinavagupta who has grasped the real esserice of
asa.



Chapter VII

Abhinavagupta’s Contribution
to Indian Thought

Abhmavag#gta was a prolific writer and even in his com-
mentaries e has dealt with a number of topics and has contri-
buted some original thoughts to them.  He wasa great Yogin
and had himself gone through the tantric rituals of Karma
and Kula systems. * Whatever be wrote, had the force not only
of the lastra but also of his experience. 1f one wants to have
a comi)lete picture of Abbinava, on% will have to study him
from all those angles. But that would be a specialists job.

Now that we are comm% to the close of our “study of
Abhinavagupta, 1t will be well for us to make a resume of
some of “the points that we bave dealt with in previous
chapters. We have_sm%,that Abhinava u?ta had a great thirst
for knowledge; that in this quest for kngwledge, hewent from
place to place in Kashmir and even outside Kashmir jn search
of teachers.  We have already mentioned his teachers who
taught him different subgects., What was the extent of his
knowledge, we naturaII){ eel like askmfg};. The mere mention
of the warks and the authors whom he Ras (}uoted or referred
to inhis writings, will give us some idea of the extent of his
study. Durm? the course of his discussions, he has referred
to a number of authorities In each o his major commentaries,
Dr.K.C. Pandey has given a list of the references which one
finds in the following works of Abhinavagupta :

(A) His Taturika Works :

1 Malinivijayavértika Ikl
2. Pardtrimsikavivarana 79
3 Tantraloka 245
4, Tantrasdra 29
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(B) Writings on Poetics :

- Dhvany.ilokalocana 82
2. Abhinavabharati 159
241

(C) His Writiré%s on PhilosQRhy :
1. Bhagvadgitarihasahgraha . 19
2. Pratyabhijttavivrtivimarsii; 234
3. lsvarapratyabhijflavimarsini &
300

The total authorities come to morg than 900. As,summ? that in
this calculation, there mlqht have heen some repetition of names
the number cannot be Tess than 600. Such was_the extent 0
his reading and study. The authors quoted by him in Loconaand
Abbinava Bhoruti have sgema,l |m#10rtance tothe students of San-
skrit literature and literary history. In'many places, these quota-
tions throw some fresh light on Critical apFrematlonand make
clear the Import of technical terms. For a student of the_ history
of literature, these quotations in man?/ cases compel him to ré-
consider the,chronoloqmal order of writers g|ven,b% the authors
ofhterary history. Just to ([nve an example.“Kirtidhara, a com-
mentator of Bharata is_ faken b}éms,tonans asa. suceessor of
Abhinavagupta, But we find that Klrtidhara’s ogmlon has been
g}uoted by Abhinavagupta on certain points in Abhinavabharatil
his corn %LS usto revise the old view. Again, we find from
Adbinava Bharati many new points regardm? Dramaurgy ; ¢.g.
in the dramas of . Kalidasa and others who Tollow him, e find
that the play begins with a Nandi verse and then there Is (? note
akfout the entry of SUtradhara, We arc surprlseéi to find in the
plays of Bhnsa when t e% begin with a note Nandyante dprovmon
sutradharah and then there is a verse to be Tecited by the
Sutradhara. We wonder why there isno Nandi sloka in the
beginning of the plays of Blusa The editors of Bhasa's dramas
haVe given many Surmises about this absence of Nandi sloka
before” the entry of Sutradhdra. Abhinavagupta refers to a
tradition in this respect saylng Etaduluajh,ancna cirantanah kavayo
nan% nte Sutracharah itipustake [ikimiti sma (Alth, r|BIL2 Vo,
. 26). It 1s, therefore, not necessary to depend on surmises only.
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His Contribution to Uterary Critisism and Others Sciences

The Concept of Pogtic Freedom .
Some modern students of Sanskrit literature feel that Sanskrit
Foeu_cs deals with the details of the theory ofart. However, in
the light of modern trend of literary criticism, they also feel that
itsuffers from the lack of applied criticism, i.e. the theory applied
toa_particular artistic piece for evaluating its literary_ worth.
Abhinava places before us fwo works of such a type. which are
of the nature of applied criticism._ The first work s Purlravo-
vicorah, We know about It from its reference in another work
of Abhinava calleg Ghatakarparakulakavivrti. The work Puniravo-
vicarah s not available to us, buta quotation from it in Abhinava-
upta’s Vivrti of Ghatakarparakulaka ,cleﬁrly paints out that It
ust be a work of applied criticism in the’moder sense. The
character of Pururavas as depicted by Kalidasa in his famous
drama Vikratnonasiya must have been attacked by critics as can
be clearly inferred from Abhinava Bharatior Nafya Sastra. 7,1
Abhinava wrote Pur(ravovicara In defence of Kalidsa to justify
aesthen% propriety in de |ct|n% Par(iravas as he agpears In_the
drama by applying the canon of Poetic freedom (Pratibha
Svatantrya) which he states in the following words :

Na vai dosa dosah na ca khaly guna eva_ca gunah
Nibaddnuh, svatantryam sapadi gunadosan vibhajate
Iyarn sa vaidagah! prakrtimadhurfi tasya sukaveh
Yadatronmadadapati-subhagabhavah pannatali

The faults do not become faults, nor do the qualities become
qualities (simply because of their enumeration " In the_ [astra),
In fact, it is the”poetic freedom that distinguishes qualities and
faults In a poem. It is really that enchantln% ?emus of that great
Boet (Kalidasa), that in this play the beautitul situation has been
rought to effect through the insanity (of Puriravas). = .

e same IS the case with Ghatakarparakulakavivrti The
scholars of Sanskrit literature know that hatakartpara kawya is
a small piece of twenty stanzas and isa lament ofa_|ady over
separation from her” lover in the rainy season. The  poem
contains Vipralambha Spigare Rasa, bit at the same time, I

t
contains the Sabdélatikre called Yamaka. Now, this is a defect
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accordr rrnrto the tenets of poetrcs Anandavardhana clearl states
that Yamak aan such other rureswhrch require special effort
onte part of a poet should not be used i the poems suggest-
%Srh%ara especially inthe poems suggestrng Vrpralambba

ara

poem consisting of such faults, cannot be from the pen
ofaPoet like KaIrdasa and therefore, the commentators hold
that the poem was writien %/ someoneese and they called the
Foet Ghatakarpara on the Dasis of the word “Karpara* used In
he last verse erofthe poem. His purpose in doing So was
E(r aps, 10 compee with Kalidasa b porntrng odit that if
aIrdasas Yaksa could send a message f rourlqh the agency ofa
cloud, here was a poem In which his Wife could send a reply to
him through  the ‘same messenger or 1t may even be to write a
Farod 0f"Kaliddsa’s Meghaduta., Even modern ?cholars there-
ore, hold that the poem” Is not from the pen of Kalidasa and
Ghatakarpara was perhapsa pen name taken by an unknown

Poe A Kashmir tradition took the poem as the work of Kalidasa.
Abhinava u[r)lta says . “We have heard about a tradition that the
ythor of this_poem_ Is Kalr?aa the greatest oft% oets

Krncaatra kartd mahakavih Kalidasa Iti anuérutamasmabhin)
oem from the pen of a poet of the status of Kaliddsa who holds
e oremost osition, “cannot_pe plemished with such faults
which would harm his status Therefore we must presume that
the poem  contains some hidden implications which would
remove all these anarent faults. The marn fault is that the poet
here uses the Alahkdra Yamaka Ina poem sugg sting Vipra-
[ambha Srngara in drsre?ard of the poetic tenet to the contrary.
Now Anandavardhana also said—" fr?ure of speech which can
be used without a separate effort for it while writing a poem
contarnrng Rasa, such an ‘alankara" can be an integral ﬁart the
Dhvanikavya".3 Abhinavagupta in his commentary shows how
the Yamaka In this poem an the 'vipralambba' su gested inthe
Foem come out through the Poetspen in the same effort and
herefore, It does not amount to a fault here, On the other hand
gs offered such word resources as could be by rntergre ation,
ade to augment Rasa Atrac nhraqutaamaparr atva
meva uktena prakarena ama anam). 1tis i this context that
he quotes the verse from ururavovrcara (See Supra) in his Vivrti,
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The name of Abhinava’s commentary is Ghaiakarparakula-
kavivrii. This suggests that according to him, the name of the
poem was Ghatakarparakylaka, Other commentators named the
poem as 'Ghataka arakaVY,a* or only. ‘Ghata aragara*. The
word ‘Kulaka’ found in the Title recognised by Abbinava was
dro%ped b?/ the commentatars, perhaps_because they took the
word ‘Kulaka* in its technical sense. The word Kulaka in the
Kavyasastra 15 applied to a sentence consisting of five or more
verses. It is of the form of one sentence spoken by the poet or
a character in the poem. As one sentence, It has only the predi-
cate or verb. The Ghatakarpara poem consists of 20°verses, but
all the verses together do not make one sentence only. Each
Verse isa separate sentence. A%am,, it is not spoken bg/one
character onlkl.,Therefore this technical 1dea of Kulakd does
not apply to this poem. It s for this reason, perhaps, that the
word “Kulaka’ was dropped b% other commentators.

,Accordm(rq to Dr Pandey however, Kulaka 1s the name of a
variety of Gifikavya meant for dance ‘and music.. By retaining
theword ‘Kulaka* inthe title of the poem Abbinava suggests
that the poem was meant for dance and_ music on the stage.
Thus Abhmava(t]upta has given an effective defence in the case
of two productions of Kalidasa which were attacked by critics.
We thus find that the study of Abhindva'’s works on” poetics
gives Us new ideas of appreciation of the poetry, based on the
concept of poetic freedom or Kavi-Pratibha.

$adanga Yoga ,

Abbinava practised Yoga, according to the paths shown by
Patafljali, Krama system and Kula system. He could, thereforé,
say something original about Yo?a on the strgn%th of his_ own
experience, the experience of his teachers, and the authority of
Sastra*, Asa follower of Krama system, he holds that Prona
?vnal alr%and Mana $m|nd% arc _interdependent, Thfe Prana
ollows the Manas wherever the mind goes, S0 that perfect con-
trol over the mind. means control over the vital airs also. [fan
aspirant of Yoga is able to concentrate his mind on the Self,
the Prana and _Apana stop functioning. Udana automatically
enters Into ‘su$umna* and rises upto ‘Brahma-Randhra*, In_this
way, there arises an experience of Self free from limitations. Thus
Abhinava says that all the eight angas of Rajayoga namely
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Yama, Ni>ama etc. are not direct means of realisation. Of these
er ht Yama, Nrgaroa and Asana are externaI means related to

e/and therefore mdrrecty help the ‘mind to enter into con-
cenfration. Therefore, he says that the Yoga in reality does not
consrejt of eight parts’ (angas), but of six parts only  enumerated
as under :

Préndyamab lathd dbyénam pratyahéro'tha dharana
Tarkaicaiva samadhisca cadango yoga ucyate (T A. 111 101)

Thus removing Yama, Niyama and Asana from the parts of
Yoqa and addrng]Sattarka aa Bart he enumerates Yoga of irx
parts as Pranaya hyana, ratyahara Dh arana Sattar
and Samadhi. a)/s that Sattarka (true logic) is the most im-
portant aspect in }tar 0y o?angam taraara for it only
is the drrect means of realisation of the’ Ultimate.4

Sattarka 15 concerned with what is sFrrrtuaI and not with
what is empirical. It arjses from the intellect which has arisen
above the empirical level and, therefore, 15 capable of uproofin
the apparent distinction between the' subject and the otgec
Sattarka, according to Abhinava is the same;as Sadvidyu and the
capacity. of Satfarka can be had as a divine grace (Sattarkah
suddhavidaiva sa ceccha paramesituh). It 1s through this aspect
of Sattarka that one can reahse the oneness of the world even
Wrthout oing through the fnat of Diksa. This has been clearly
explained In ePra%ab I asystem which has, therefore, been
treated asa new patht (margo riavah)

Grammar and Other Sciences

bhinava was arrrreat scholar of Grammar. He studied ﬁhe
MahabhasrAa of Pataf éah under his father Cukhulaka. He also
mastered the Vokyapadiya of Bhartrhari which Isa masterpiece
on the philosophy of Grammar. Thus he was well versed both
In the matter ofPrammatrcaI technique (Prakriya) as well as in
the philosophical concept of Sabdabrahman. In order to conve
the import of the words, he traces the words to roots (Dhatu
assrli |ated with that word, For examplf he says that the wor

akra’ used In Krama system is so called because—

('; it shines (kasi vikése)
(If) 1t gives spiritual satisfaction (caka trptau)
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(iji% it cuts bondage (krti chedang)
(Iv) 1t possesses the power ofaction (dukrh karane)

He also shows how all these different shades of meaning are
relevant in the s_yst%m and can be realised_by concentration on
various cakras io the body. He gives different imports of the
word 'kula’ by t_racmq it 10 the root KuJa (Kula styane handhusu
ca).as Koiati iti kalam and shows how It is applicable to
various aspects of the Kula system. In the_same way he dissol-
ves the compound "Mahabhaga™ in four different ways to show
all the implications contaifed In the Kula system as well as
Pratyabhijfia. The compound :s dissolved as follows—

() Mahn bhago yasyah ;

i) Mahan (&vah) bha oxasyah; )

jii) Mahan (Buddhyadi) bnago yasyah ;

Iv) Mahasya—sarvato'khan |tapar|,purnan|rar%ala- .
_n|raBeksasvatantrygEgaQanand mayasya a

hagah Sukhalaksacameah ¥atah
(P.T.V. 68-69)

By such methads he shows that the Kauliki Sakti is_(j?, from
mystic point of view; that which leads to the acquisition of
omnipotence, (Ii). metaphysmaIIY, It_is, the origin of thirty-
SIX  cateqories, (u? epistemically. it is that = Which receives
the reflection of external objects, because Buddbi is an aspect of
it, and (iv) psychologically it is the essence of Sattva and,
therefore, of pleasure | inexplicable, Likewise i Locona he de-
rives the term ‘Dhvani’. in five different ways and also shows
how each of the derjvations Is relevant pointing to the five
important aspects of Dhvani Theor%. ,
We have already stated that the concept of Dhvani and

Vg/afuana is hased on the Sphoja conce?t recognised.. in Vakya-
adiya The four stages.of speech namely (1) Para, (ii) Pacant,
i)~ Madhyama, and (iv) Vaikharl are also found Teferred to'in
he aforesaid chapter. We have to add here only one point  that
Bhartrhari recognised ‘Paiyanti’, Madhyama, and “Vaikharl
only. Somé&nanda in his $ivadrs\i proved that ‘pacanti’ is not
the ultimate stage and he added Para’ as the fing| s,tage of Vak.
The concept Para Vak™ was an important addition by the

I1sad
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‘faivas’ to the Philosophy of Grammar. We cannot get complete
idea of the philosophy” of %rammar unle‘sswestug){ monistic
iaivism, especially the works of Somananda, Utpala and
Abhinavagupta. i o

The stiidents of Abhinava’s Locana and of Pratyabhijha are
well acquainted with the dialectical skill of Abbinava when he
deals with the topics from Mimamséa, Nydya, Sahkhya. Ved(nta
and the ghn_osogh}/ of the Bauddhas. “Abhinava was welf
acquainted with all the different schools of &aiva Sastras. In each
of these sciences he has added something new and  contributed
to the thought and the discipline of those sciences.

His Catholic Attitude—Mdstra Sammelanam*

_In Abhinava Bhorati, after Ewmg the views of Bhat(a Lodata,
Sri Sankuka and Bhattanayaka in. respect of rasa, Abhinava
writes four verses before he'starts his own interpretation of the
Rasa-sutra, We guote here two verses out of them, for they
throw light on his attitude towards the Séstras :

QOrdhvordhvam@ruhya yadartbatattvam
Dhih patyati irantimavedayanti
Phalarh tadﬁadglam ankalgltanam
Vivekasopanaparamparanam

Tasmat satdmatra na diisiténj
Maténi tann%eva tu lodhitani
Purvapratisjnapitayojanasu
Mlaprati$jhaphalamamananti

\We give helow the English rendering of these verses from
Agsthetic Rapture b}/ J.L. Masson and M.V. Patwardhan—

ﬁl) The ]‘%c that the mtellectLg?I, c%rlosny climbs higher and
igher without getting tired and is able 10 see more and more
clearly the truth, is due to the ladder of thought constructed
the earlier writers. ,

Therefore, | have not found fault with the_theory of other
good scholars. 1 have only refined upon them. They sdy that the
Ofnmons hased on the old” foundations which have Been there
already are treated as hased on the original support

T=%
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He believed that ever¥ thinker in the lastra’ represents a
step ahead In the process of refinement In ‘lastric’ thought. For
example, he shows in Abhinava Bharati that Eri Sankuka refined
the thoughts presented by Lollaja, Bha"a Tauta |mEr0ved over
the Lh,oughts of Sri Sankka. Fach one 8f them t%o (he ﬁastnc
thinking"to a higher rung In_the ladder. Abhinava Rimself
criticised_ the view of Bhauandyaka, his senjor pontemﬁorar ,
yet admitting with open mind those of his views which he
considered 10 be acceptable. Wherever view stated by him has
bteten gresented by an earlier thinker, he openly acknowledges
It to_pe so.

. This catholic attitude of Abhinava found in Abhinava Bharati
is evident In his ph|IosoP_h|caI wmm%s also  Whatever accept-
able he found in the earlier Sastras, he_ accepted. It with ,ogen
mind and the ﬁomts which he has criticised, are smplal polished
bﬁ/ him. Thus he has bullt up his opinion_on the sound study of
the earlier writers In this respect, " we give here two instances
from Pratyabhijhavivitivimariini,

Parameévaresu tavadagamesu saivavai$navarahasyesu .
vedante punah spassa évokto ayamasmadukforthab
Tadanusarenalya sugatenoktam |,t,tarﬂatram|dam yaduie
traidhatukamiti Tadatra vivaranakarai
dgrabhlnlveSavasena Pratérito #anah

[dameva tu tattvamiti tatparyara

Here Abhinava clearly says that the Saiva and, Vaisijava Agamas
and the V(?danta agree o the point of the Universal. consCious-
ness.. Buddha was also of the same view when be said ‘cittama-
tramidam traidhatukam'. But blinded by the partial attitude,
bis followers b}/ their misinterpretation led the people astray
Another example Is found in his statement :

Agamesu dvaitav ﬁkhgamapésya,.Brahmavéde avjdg/arh

ek Ameharabipt
nir@@g sﬁfj(({hﬁtye ) janr?%/ ayam Atmedvarabbipraye(ia

Here, Abhinava sags verg clearnlx. that if ihe dualistic interpreta-
tion is _given up Dy thé Agamikas, If Maya Istreated by the
Vedantins as the poiver of Brahman, and if the Alaya Vijftédnaand
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Pravytti Vijflana are admitted by the Buddhists as manifestations
of Atman or Mahesvara or Universal Consciousness, the diffe-
rence between the Pratyabhijfia on the one hand and Agamikas,
Vedantins, abd the Buddhas on the other, will dlsagpear., This
and such other statements clearly spomt to the catholicity of
Abhinavagupta’s view about other systems of phll,osophg. )

It was “because of this catholic” attitude which “Abhinava-
gupta_ha,d towards different systems of philosophy that he
ould indicate the staﬁes different Sastras take one'to, on the
path of realisation, 1fe entire process of realisation of the Ulti-
mate, consisting of different stages which different Sastras help
one to reach, has been comprehens,lvelz termed by him as
Sastrasammelana (proper unity of sciencgs). For him, there Is
no piece of thought which isof no use in life, Evew 1h0u?ht
has Its own place In the system of knold*edge. The Nyaya, for
example, may not be of much use for a person seeking realisa-
fion ofthe Ultimate. But it has its_place in the world 0 Ma¥a,
6. the day to daé life of an_individual in the material world.
He clearly says M Y,apode naiyaylkamatasyaivadhikrtatvom'

On the path of Tife which runs from Prthvl to Siva upwards,
there are eight stages of experience. These stages depend upon
the level Of experience which the knower or” the experiencer
i((Prama,t,a .goes through. They are termed as Sakala, Prala%/,a-
ala, Vij&anakala, Mantra, Mantrda Mantramaheivara, Sakiija
and Sambbava. Of these eight gtaPes, ?gkala and‘PrﬁaIaIyaka.a
retatelo thgjmgure creation “(Maylya' Sfji). Vij&anakafa Is In
between Mgk/ly and_Suddha \[|d,ya¥Mag%r ve tuddhavidyachah
santi vijhdnakevaJah). The remaining fiv eIon? to the stages of
experienceyn the field of Pure Creation. The stages sakala and
prala¥akala&rc gx erienced bg/ ordinary man 1n the stags(s of
wakefullness and deep s,IeeFrspecnver. The aspirants 0f"Yoga
or the path{towards realisation bave to gross these two stages and
have tQ enter Into the stagg of ‘vijfidnakala®. The stage of
Vijfidnakalais an intermediary stage” between the Maya™ and
the'Sadvidya. The experience which the Bauddha ph|Iosophg
Safikhya and the Yoga systemsaim  at, fall within ‘the field of

Vufmbakala. . ,
Anbinava sa¥s that the goal_of all the Castras' is to attain
Moksa (release from bondagg), But the concePtlon of Moksa,
according to each system s different. So the systems have to he
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arranged according to their concept of *mok?‘ to form aD
ascending ladder. Bauddhas have understood the teal nature of
Buddhi. Citta ac,cordmg]to Vi)flanavadin is extreme_lly_ pure by
nature But ,owm% to the beginningless ignorance It is covered
with |mpurities, hénce the rise of the momentary phenomenal
world. With the cessation of these Impurities, the phenomenal
world also ceases. Thus Nirvana according to the Bauddbas,
means freedom from these impurities. It IS, attained_ through
constant meditation and other ;?racnc_es enjoined by Buadhism.
Moksa. therefore, according to them Is a stage which rises up to
the. Buddhitattya in the scheme of thirty-six” tattvas of Pratya-
bhijfla., The Sankhya treats ‘moksa; a Stage in which Puru$a Is
recognised as free from all the modiheations. of Prakrti, Once
that Is realised, Prakrti d|saEpears from the sight of Puru$a, and
Puru$a alone shines in the knowledge as Kevala Purusa. This
stage In the Pratyabbijfla s¥stem is beyond the category of
Purusa. Likewise, the stage of ‘moksa’ according to Yoga Is that
of crossing Niyati Tattva. It 15 a step higher than™ that of
Sankhg/a because the Yoga takes resort o the'livarapranidhana

These systems, namely Bauddha, Sankhya and” Yoga, hel
the as%[ransto o up to reahsmg and crossing the bve Kartcukas.
But this according to Pratyabhijftd is oof the real sta%e of
Mok?a. Pratyabhijnd states” that' Moksa Is the staqe of perfect
%urlty, of consciousness, the realisation of the self, the Pure
amvid, or the Supreme Consciousness.

Mokfo hi ndma naivanyah sva[l]pa?rathanam hi tat
Svartpam catmanah samvid, nanya -19

However, t,hes_e_thrTe systems can take nasmrant above the
level of the Individual. They ?et [iberation from the mnylya mala
but cannot be, said to be fully liberated (mukta), hecause the
remaining two impurities namely Karma and Aoava still persist,

The st%ge of Vijftanakala s, therefore, between the' Maya
and the Sadvidya. It Is likely that such Yogis may rise to higher
level of experiénce called Mantra. However, it1s also possible
that they may again fall. into the clutches of 'mayiya* world.
Because’ of the “remaining two bondages called *Karma* and
ijava’, the% may again be dragged towards the emi)mcal world.

Those who have transcended the Mayiya world, enter the
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field of Sadvidyd. At the stage of Sadvidyd, the_consciousness
becomes free ofall the shades of |nd|V|duaI|tP/. The entty into
th|s,sta?e is entry into the world of purity. Tt is here that the
asplr,an starts appreciation.of beauty of the creation by the
Almighty which'iscalled viiva and experiences that. world of
many s really one resting I the Universal, and all its various
fornis are the, expression” of different shades of his ‘Ananda* or
‘Vimaria sakti*. The various Gods. and_Goddesses _described in
the Agamas_and Puranas are the different varieties of this
Vimaria sakti The astant experiences all these deities i one-
ness with  Universal the moment the Mantra arises in his mind.
Mantra is a religious formula which presents a determinate
thought, but that determinate thought which Is of the nature of
name_and form of Saktl, shines as one with Vimarfa and the
same is automatically represented by R]h%/smal movements called
Mudra. The aspirant experiences this a5, non-different from
Vimaria Saktl, The stage of Mantra, therefore, isthat stage of
experience which isentirely free fr%m the objective relations. It
is really the subjective experience, but it aPp,ear,s to the aspirant
as objective. Maheevarfinanda says that tis (j.e. Mantra stage)
has bieen explained by Abhinava in his work called Kramakell*-+

According to Abhinavagupta, the process_ of re_achmgI the
stage of realiSation Is just the reverse of manifestation. Hence
the later stages of expérience, namely, Mantrefa, Mantramaheta,
etc. are the Steps of getting more and more. merged In the staﬁe
of Ananda. th ‘Iastsage Eem that which is |Hd|cated ‘]n the
statement "Cidunandarupah Sivoham S1voham the state which is
common hoth to Vedanta and Pratyabhlhfla.

The above stages of experience and the stages on the path of
Moksa_as conceived by different systems have een fullg/ descri-
bed In Taitraloka under the heading “ Sastrasammelanam”. We
have said that Sakala and P,ral,%y&kala are fuIICy immersed in the
'l\\/lllayfya worlldd. It tlstr{ﬁ \{'Ulf:j na]galsadwréoA an dtranscend th|ds

aylya world, enter the field of Sadvidya and can procee
fur%é/r., He cando it either through Dmfa In which phe %as
been initiated by his teacher, or through Sattarka (true logic)
Ieadmg to Bhavana. o ) , ,

Bhavana Isa mental activity in whnih the idea, which a mystic
attemPts to grasp, .becomes gradually clear on account of his
persistent effort. "Itisi n the beginning hazy and hecomes clear
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gradually. Therefore the actrvrty of Bhavao$S refen to the effort
ofexperrencrn clari XO Idea wh |c in the earlier stage was not
Clear, It occu les an important place in the path of realisation
of identity of the aspirant to the Idea gresented by the mantra
“Kramasphutatvakaranarfa bhavanaih paricaksate™ as Abbrnava
describes it. We may get a clear idea of Bhavana b}l Iookrn%
the effort of an actor while getting identified with the mood 0
the character which he has to enact. His effort is to contemﬁlate
upon the speech of that character and to get identified with the
mood whrch the | mner meanrn%o that speech rev aIs and thus
et identified with the mood that issuggested by the poet
rou%h the speech. Likewise a Saghaka (asprrant)c ncentrates
upon the Mantra gnraﬁuall the inner meanrng of the Mantra
becomes clear to hif: he gets identified with that meaning and
the meanin bern? univérsal, he becomes one with thé Uni-
versal, He ddes not even notice as to when his robe (Kaftouka)
of individuality was cast away.
_ The sattarka or true logic also leads to Bhavan. Bysattarka
is meant that type of qurc Qr reasoning which would %rasp the
identity of the Individual with the Universal, Such a true of%rc
at 1ts highest level penetrates through the veil of ignorance,
?norance responsible for making” what is purer subjecfive in
?true nature apgear aiob ective, By |ercrnthhroueghthrs vell
norance, the Sadhaka éras 5 the' true subjective nature of
wha appears as objective. Thus Sattarka culmrnates Into
iana Sattarka Mantra_and _Bhavang, all go together to
ake what 15 cae Sadvrdyu n Prat?/a bhijfia.

All the methods folloived antras as wel| as  Vedic
Updsanas are meant to_attain thrs level of Sadvidyd. For
example, the Hrranmayai)urusopasana or ‘Daharopasana* des-
cribed in Upanisadsare also hased on the concept of Bhavand.
Abhrnavagu ta has based his discussion of Sattarka, Mantra
and Bhavana on_the_ basis of lantras. esEecraIIy Krama and
Kula Tantra. His discussion has the bac mq ofhis own ex-
Berrence as well as the experience of his preceptors.  Therefore,
is conclusions in the science of Bhavana aré the final autho-

hZ for those who desire to go by the path of Tantra to realise
Ultimate.
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The Path of Tantra

[t will not be out of place to write here a few words about
Tantras,*-6 the Krama and the Kula systems in particular.
The Pratyabhijfta system _gives us the _philosophy of monistic
Eaivism, while, the "Advaita Tantras, (?we usa discipline In the
way of realising the unity of individual and the Ultimate in
actual life, 1.e. t0 attain the status of a perfect Yogin. A perfect
Yogin is he who has realised the Ultimate in both the wa%g des-
cribed as ‘Bahyadantah praveiah* and ‘Abhyantarad va ahﬁa'
svartipanupravciah*, There arc two ways of réalisation ofthe Ul-
timate. One demangds ‘merging of the external into the internal
and the other requires ‘logking up on the external as the gross
form of the Internal®. The first path is followed by the Yogin of
limited power and the other by a perfect Yogin. A perfect
Yogin has the experience of the perfect self even from the experi-
ence of what is abjective, because he looks upon it as himself.*

Eri Ramakptna Paramahamsa had attained this stage of Per-
fect Yogin. When some striking situation presented itself before
_hlie es; hedhwou(lgj at honce att Im astfage of ?lcs,tacy and etnttﬁr
into Samadhi ~ Once he saw a line of cranes flying™ against the
hackground of the b?ue sky. He was so much.%trgcte%b that
beaufiful sight that in & moment he Pot into “Nirvi aIBa
Samadni’. Many such incidents in his life are described by
writers of his b|olgraphy. ) ,

Kramaand Kula Systems which Abhinavagupta followed
are sjster szstems of Advaita Tantra.. Both propound monistic
thought. The concept of twelve Kalis is common to both. There
are, however, some points of difference also. For example, in the
Kula system, the direct meth%d of realisation of the Ultimate |
concentration op AHAM (Aham-paramar”ah), which Is terme
as ‘Eambhavopaya®. The Krama, however, ‘asserts the way to
realisation through successive stages of . purification of ‘the
determinate, Idea (Vikalpa-samskdra). This is' termed as ‘Edkfo-
paya’ in which there are stages through which an idea passes to
attain perfect purity. Krama also dirfers from Pratyabhijta in
some details. While the Pra abhgfta deals with the thirty-six
metaphysical categiones, the Kram pnnmﬁally concerns ‘Ttself
with the mystical categories and holds that Tealisation comes
through ther only. Infact, the system is called ‘Krama’, because
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it admits liberation through stages only. The worship_of the
twelve Kalis is an important aspect of Krama, Hence ritualism
has great Im ?rtance in that system. Kula, on the other hand,
Froh|b|,ts_ its followers from any rituals. The Pratyabhijftd nel-
her eojoins noy prohibits the Tituals. ,

Of these three s¥stems,, Krama appears to be the earlier

wstem of Kﬁshmlr. The, g rlo? from a_d_,rth t%,lzlth centuQ/
as In Kashmir, a period qf intense ph|050ﬁ ical activities.
ManY systems hased on the Agamas arose and the results of the
spiritual_experiments, were bullt Into different systems called
antras in that period. While some systems recogfised Siva as
tl]e, ultimate Erlﬂmple, other Aste&ns reco nIS(id S%kthas the
ultimate. Gradually'a new system known as Kula whicf orTl%r
nated In Kémarlipa gAssam) ng10t introduced in Kashmir. The
fact that there are m n%/ commentaries written on ‘Paratriroéika’
in Kashmir, goes to show that Kula must have been treated as
an important System by Sidahas of Kashmir. -

In‘the Krama s%/stem,ltself, there were_two traditi n?: One
recognised Siva as the ultimate principle while the other held Sakti
under the name of Kali or Kalasahkarsini as the ultimate feality.
The Agamas of the Krama %ystem are revealed by Plrvati or
Bhairava. The branch whichi recognised the Saktr'as the Ulti-
mate. gradually came to be known“as Saktism (Sakta Marga).

Asthe Krama system recognised Sakti or Kali as.the” Ulti-
mate. principle, 1t was also™ referred to as ‘Kalinaya* or
‘Devinaya’. Somdnanda did not accept the female deity as the
ultimate’ on the ground of .a convention of grammarians. In

rammar, a wordl In feminine gender always presug )0Ses It
asculing form as its ongmal source, Somananda Said that It
was only due to the exireme devotion that the followers of
Saktism ‘treated Sakti as the Ultimate, Abhinava, however, did
not agree with Somananda. He identified Kali with Tara
Sarvi™ and said that Para Sarhyid was called Kali on account
of Its performing five agts, mentioned In the Kalinaya,
_There are two ﬁeculla,r tendencies of the Sakta System. Ope
is that It treats the ultimate principle o be female and the
second is that It uses Taftca Makaras' in its _ritual. Both the
Krama and Kula s%stems have these peculiarities. By ‘paiica
makaras* 5 meant the following five words begmnmg with ‘Ma'.
They are (1) Matsya (fish), (2

Mudra (symbolic presentation



Abhinavagupta's Contribution to Indian Thought 153

with hands etc.), %3) Mdmsa G(meat), K}) Madird (wine) and 5g
Maithuna (sex_union). The tradition which accepted Kali as t
ultimate principle, advocated the use of wing, meat and woman
in the performance of ritual,

Saktism has, therefore, been condemned by the old as well
as ,con‘temgorar thinkers, Pecause a?cordmg f0 them, the ritual
using ‘panca makaras® involves moral turpittde. Inthe days of
Abhinavagupta or even before him, this objection was raised
against Krama and Kula systems, For example, in the Karpura-
maojari of Rajaeekhara. “there Is presented a caricature of a
‘kaula sddhaka”who I1s made to describe the Kaula Dharma in
the following words :

Randd, canda, diksita_dharmadara
Marhsam madyam khadyate plyate ca

Abhmavag,upta in his quest for spiritual knowledge had under-
one the discipling of both the Tantrss. He also wrote on them.
et us, therefore, see what he has to say about the use of wine,
meat and woman in this ritugl. o

Abhmavz{;u(Fta says that the use of meat and wine_is com-
mon to the Veaic rituals, so the c,har?e of moral turpitude will
have to be Jevelled agDalnst Vedic rituals also. The basic question
that arises in this Pro lem which is common both to Veda and
Saivism 1s ; “1s a thing by Its nature pure and hOIY (iuddha), or
impure and unholy (aéuddba) ? To put it in ethical terms isan
action by its nature right or wrong?” He says_that_purity oc
impurity is not an, Intrinsic quality or nature "of a thing by It-
self. In act,,éhe Ideas of pyrity and Bmpunlp{_ ave t0.be admit-
ted as the ideas ofa particular subject which are firmly asso-
clated with that thing. This alone can explain er/ what 1 pure
to one person may not be so to another persod. The Idea of
Funty,fone_thm%, and the Impurity of another is inspired by
he scripture in which an indiviqual has faith.

Is an action by its nature right or wrong? We may ask. The
Kula system has two stages of fituals. The external (bahya) ana
secret (rahasya), The qualifications to perform the secret KuU
ritual are as Under 1

(1) Onl%{ ﬂreat souls who have 8rasped the ultimate which
Is essenfiafly of the nature of inleterminacy, whose object :t
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purely spiritual, and not material or social fn the least are
qualified to perform the ritual of Kulag/aga which  requires
wine, meat and woman for its performance.

(2) He must have already attained such a perfection by practis-
mg Rija 0(r1af that he can detach his mind at any stage” of the
most stimulating sensuous situation

(3) He can b){ mere force of will make the yital air (préna) to
eniter into cenitral vein (MadhyanadT, sucumna) and be perfectly
free from the sensuous afTection ;

(4) He must have such a control over himself that while his
senses are.in close contact with the most enjoyabl% obhe_ct, he
can terminate the contact and be at one with the Highest

Bein

&nly persons possessing . these qualities are qualified to per-
form thie Kulaydga or Xdivdga in which the use of meat, wine
and woman 15 necessary. - Hence this secret ritual is meant for
those only who are cagable of rising to the level of ‘Nirvikalpa
Samaahi”at will and can firmly remain there.. )

The aim and purpose of this secret ritual in Kula system is
not to enjoy wine and woman, but to find out whether “the per-
former has %ot such a control over the mind as to withdraw it
from the moSt enjoyable object and to concentrate on the pure

Self, S . .

In Saivism there is no bifurcation of religion from philoso-
th. The religious aspect of it is concerned “with the discipline
hat leads gradually to the highest stage pointed out by
philosophy. The ultimate reality according {0 Indian thought 1
ot a rﬁnonal, ostulatﬁ on(lﬁ/. tisa rational ﬁ)ostulate ?s re<1 'Sﬁd
through discipline. The discipline 1s not the same for all the
followers but different for each different individual at_different
levels. The Kaulism has threg,stages of f?llowers : i) those to
whom the entire objectivity shineS'as ‘self’ even at thie empiri-
cal level ; g| those.. m) have reached the Iower,sta?e ot
indeterminacy, and (|||\$v those who are Incapable of rising to the
level of indeterminacy and.fo whom nothmg shines a5 ‘self*.

0 r

g
The ritual of Kulayaga or Adiyaga Is only for those who have
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reached the highest level and its aim isto find out whether the
follower has truly realised that level. Kalidasa says :

Vik@rahetau sati vikriyante
Yesarh na cetathsi ta eva dhlrah

Thev only are the souls of firm mind who do not get affected
inthe least_even when they move among the most temptm%
situations. The Maharashtrian saint Jfianélvara also says tha
the firmness of the atfitude of Vairagya fdetachment) must be
tested once or twice.l Those only who have successully got
throu(?h this severe test for reachmF? the ultimate stage “of
Siva do not descend. The Iife of Sri Raroakrsna Paramahiamsa
isan example of this stage in modem age  We find him_going
through ail the different disciplines of different r,ellglons.
Under the quidance of Bhairavi  Brahmani, he practised the
Tantrasadhana m,cludmgalso the ritual In which meat, wine and
woman were required.. The Brahman!, his quide or preceptor In
the Tantra, was surprised to see that at the very 5|?ht,of_ these
sensuous things he |mme_d|ateIY got into the state of Nirvikalpa
Samadhi and_femained firmly there, )

This test Js the severest test in the aspirant's life. It has been
compared with Wdalklng on the edﬁe of a sword, hold,lnrq a tiger
by the ear or holding & cobra by hand.8 It Js impossible foran
ordlnarz man even t0 think of It; But the aspirants like Abhinava-
%upta 0 seran% the Kaula Sadhana under the able quidance of

ri Sambhunatha go very successfully through the severe test of
Ad|y%ga and attain the stacTJe of Bhairava, Le. Jivanmukta It
was” dle to this exceptional quality of Abhinava that he was
honoured as the %reatest Acarya of Saivism by all tth Sects.
With great confidence he says that his search of Jaga ananda
was complete under his teacher Sambhunatha (Tadetam Jaga-
danandam asmabhlyam Sambhurticivan). . )

_Itis impossible for an ordinary man to achieve this state. It
|sI hound kto ?e, m|suse({ if it falls |nhh|s hehnds It was Ithe{efotre,
always kept in secret and. was handed over or g
stut?gnts caBable ofeft. Butqike all other things famg ?n tne
hands of Lf]nwprt\rll‘yp rsons, It wa? also. misused and thie whole
Tantrasadhana was brought to- 1gnominy by these unwort
followers._As the dax,s ﬁassed the path was flooded by sucl
persons. The test, which dealt fully with the psychology of
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Sadhand and declared the true and capable aspirants to have
reached the ultimate stage, became a_means for the ‘pseudo-
sadhakas’ to lead themselves as also others tq heH. A ritual that
was once a severe test of Dharmasadhand, turned Into the
means of practising fraud and deceit. Thisisa glaring examﬁle
illustrating the truth of the statement of SaAkara : “Anustha-
tinam kamodbhayat _hiyamanavivekavijn&nahetukena. udharmena
abhibhtyamane dharme™ (A condition .in which the good
rehqlous practices are turned into unreligious means on account
of the selfish desire of the so called” aspirants who cannot
discriminate hetween means and purpose and utilise those very
ﬂungs to achie etEer selfish end?. In such conditions, the
Ivifie power (&aktl) starts manifesting itself through some
worthy ‘medium and revitalises, the life ‘and Sastra. One such
medium was_Abhinavagupta (a.d. 960-10202. He_brought all
the different Tantras in one system. He put the Tantric modes
to test by his, own experience'and gave o the true aspirants a
science anji ritual through his various writings, especially in his
epitome Tontraloka. o )

. Looking to the Furpose and nature of the, Tfintric practices,
it be,cgmes"cl_ear tha the}/ are meant for attaining different levels
of Sadhand 10 the spiritual path. |t Is necessary to remember
that even in our daily prayers like Sandhyfl-Vandana, and
Dev%purlla, we have hotti the Mantra and Tantrd in them. Unless
We g t,rou%h certain Tantric practices, We cannot experience
and'realise the meaning and_purpose of the mantras whether
they are from the Ve?as, P%rapas or the Tantras. For exam%le
the“Krama system tells us that our own"bodgl is a temple (pl] ,ag
where all_the twelve Goddesses (Klis) reside. 1t identifie
Ganega with prana, Batuka with ‘apana and so on (see Dehas-
thadevatastotra of Abhinava), Compare this with the ‘Adgan-
yasa' which the followers of'the Veda have to do at the Time
When they perform the ritual of Laghurudra. The ritualist has
to utter and imagine :

Agnirme véci $ritah, vk hrdaye ,
hrdayam raayi, ahamamfte, amflam Brahmani
Vayurrae prone Qrjta. .o Brahmani,
Suryyo me_caktusl erifah,..... ... Brahmanj

Candrama me manasi eritah Brahmani etc.
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Here the idea it: Brahma has manifested itself in the forms
of Agni, Vayu, Surya, etc. and it is propelling ,through various
organs_ of my body. Hence, all the varjolss functions of mn¥ bodg
aré ultimately related to the Brahmasaktl, It isa Tantric metho
used for grasping the Import of the Mantras. Not only the
methodf hut e¥len the Feme reco| _f(sed in Tantra |have heen
given place In the rituals of the Vaidikas. For examPe, there Is
a ritual called Matrkapujana which Is. Eerformeda the gccas-
!ggSoFO%PO agspluous ceremony. The list of the Sthala matrkAs
I WS :

Brfthmi Mahesvarl caiva Kauméri Vaicnavi tathd
Varaht ca tathendr&ni sadctah Sthatamatarah

The Matrkas mentioned here are : Brahmi, Maheivarl, Kaumarl,
Vaisnavi, Varahl, and Indrani. These are some of theDehastha-
devatas recognised by Krama s%/stem EAbhmava: Dehastha-
devatastotra).” Likewse the concépt of Devata. Sakti, Argala,
Kilaka, Kavaca which are found used with  many stotras (see
the famolls Ramajaksastotra), is also a gift given gthe Tantra
systems. The *Codasopacara FUji* that we perrorm ver)(/ day is
dsa matter of fact, a very happy combination of the Vaiaika,
Pauratuka and Tantrika mantras and methods. )

If we take these facts into consideration, then we shall be in
a position to understand and appreciate the value of what
Abhinavagupta_ has contribyted” to Indian thought. In his
Tantraloka Abhinava has explained the inner |mPort and purpose
of every act that we are expected to do as.a part of a ritual. Let
us take for example, the ritual of PUja which consists of the act
of ofTering various .objects to_the “deity that we worship. Any
deity_that we worship isa manifestation‘of the Ultimate. Now
we 0fTer to the deity such ,thm(l;s as condona (sandal paste),
?uspa (flower), etc. But that is only an overt act which is a gross
orm of the “mental attitude. The Mirtipuja is therefore, the
outward presentation of the Minasa Pija. In Manasa Puja,
the derty EOJ}/a), the worshipper (Pujaka) and the act of wor-
hlp,LuH_a) hough agpearm%, ifferent, are on one plane
iSammad, |kara/;]a). all of them Deing manifestations of mind. But
his also, Is not the final stage In Puja. This ‘manasapuaa’ almost
must ultimately culminate “Iin- the “state where the distinction
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of Pljya, Pljaka and Pﬂ}é disappears io. the state of complete
oneness. ThiS merging of the  individuality. into tjic Universal is
the ‘PUja* in reality. Therefore, the PUJ IS not offering of
flowers etc. fo an idol, but it Is getting oneself humbly merged
into the Universal. Says Abhinavagupta :
P{ja ndma na pucpadyaib
Yef matih kry te?grd%é )
NIrV1k§|ReA Mahavyomni
Sa puja hyadarallayah (TA. IV=24)

The experience of this state of oneness where all the distinctions
d|sanear is the final state which is attained by the religious
mystic. There is noth;ng heyond it that can b spoken of or
thought of. Hence Abhinava térms it as 'Amatore?, ulag),ulaka-
pujya-bhedasaranin keyam kathanuttare). Upaniads poimt to
this state In the famous couplet :

Vatg vaco mvartange
Aprapya manasa saba |
Anandam Brahmano vidvfin
Na bibheti kutaicana*

Conclusion

From what we have studied about Abhinayagupta in the pre-
ceding chapters, we can definitely say thatije was the greatest
acarya of Monjstic Saivism in Kashmir. His place amon? the
expounders of Monistic_ Salvism is the same as that of Sr!
Sankaracarya In ,expoundm? the Advaita Vedanta. For Saivas
in Kashmir, heis the final authority in the matter of Saiva
thought and ritual. In sjhe field of poetics and aesthetic thought,
he has been acknowledged as the final authority by writers in
that field » .

The absolute monistic t,hou\ght of India fl(i(wed thro%%h two
currents, namely the Advaita Vedanta of Sankara and the Saiva
Dariana of Abhinavagupta. One started from Nigama (Veda) and
the other from Agama. But ultimately they met in the Same
EJOInt, in the form of realisation of the Absollte as one. If we
ook_ at them, ke%pmg ,amge any attraction for g,amcular
terminology and the attitude of attachment to special sect,
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we would find that both of them teach us the same principle.
Let us lake for example the following two verses:

Visvam darpanadrsyamAnanagaritulyarh nijantargatarfa,
Paéyannatmani mayaya bahirivodbhitam yatha nidraya
Yali saksatkurute prabodhasamaye svatmanamevadvayam
Tasmal srigurumurtaye nama idarh $MdakSinamurtaye

(In the dream stage the dream world which is really %ne
with the dreaming_ mind appears to be different from it, but
when the same mind _comes to the wakeful state, the dream
world d|sapi)ears. Likewise. the Universe, which is really one
with the soul like the reflection of g city in a mirror appears
different from and outside of the self due, to Maya, but at the
sta?e of self-realisation, the universe disappears leaving the
self algne without second, | bow to that soul (who i5) my
Guru, In the form of Dakginamrtl.)

Bijasyantarivartkuro {gqadi‘dar,h _Frartn,irvi kalparii punah
Ma ak,algnadm%kala alanavaicitr a?nrtkr am i
Mayav,w vijrm bayatyam mahayoglva yah svecchaya
Tasmai Srlgurumirtaye nama idarh™Sridaksinamurtaye

The erout Is already Iymgi in the seed as one with it. Like-
wise; tis universe haying neither name nor form Is aIread){ in
the self in the state of |dent|1gy. And owing. to the power called
Maya,the same appears forth i a variety of names and

Orm?]- . . . .
These lines and the thoughts contained in them will he
surely taken by us to he those of Abhinavagupta, but the fact
Is that these lings are taken from Sankaracarya’s Doksinamur-
tistotra.  Now look at the following verse ;

Sarasdro’sti na tattvatah tanubhrtarh handhasya vértaiva ka
Bandho yasya na jatu tasya vitatha muktasya muktikriya
MithydmohakrdeSa rajjubhujagacchay@piSacabhrarao

Ma Kincittyaja ma grhana vilasa svastho yathavasthitah

In reality, there is no Samsara for the man. Then why talk
of bondage ? The act of getting free has no meaning In case
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of one whose hondage is only a myth. Al this (the Samsara,
hondage, freedomg s based on the false belief, or delusion
like that of snake on the rope or shadow of a ghost. Hence
m%/ friend, neither leave nor take anything and stay at rest
Where you_ are. , )
These linesare from a stotra_of Abhinavagupta but if one
does not know this, one will surely mistake them for
Sartkaracarya’s verse , o
These twio lines of thought (Advaita Vedanta of Sarikaracarya
and S|vudva%a Daréana “of "Abhinavagupta) as they come
nearer,oeaﬁ oth?f incourse_of time, get mergaed i0to each
other like the confluence of Gartga and”Yamuna at Prayaga.
In the early stage of their meeting, both the currents can be
tﬂstmctly recogngsed for some distance. Likewisg, wghtlrlg hoth
the currents "0 thou%ﬂ meeting each other in Bhaskar  of
Bhéskara kantha and Madhavacarya’s Bhacya on Sltasarhhita.
Here the currents are meeting,”but oneis being called as
'Eantabrahmavada’ and the other as ‘Sphuranabrahmavada’. In the
course of time these both currents become one under. the name
Advaita Darsana as can be clearly found In the writings of the
saint Ploets, in India, The Aavaita thought preached by the saints
like Jrtaneévara, Ekanatha, Tulasidasa and others,” teach one
[ine of thought inwhich the ideas of both the currents of
thought have merg%d into each qther to such an extent that it
Is difficult to say whether the writers hased their ,wrmnPs on. the
basis of Sarikara or of Abhinavagupta. They did nof hesitate
to explain their ideas by whatever means they could. Both the
thought* got completely fused into each other. ~In the writings
of the saint poets while in one place we find the ph,|Iosogh|caI
thou%ht explained through the,termmolo?y of Sarikaracarya,
the stages ,throur%;h which the asgnants rise 10 the ultimate have
been explained in the terms used by Pratyabhij&a. Abhinavagupta
could explain these stages in greatér details than previgus thinkers
of Monism. For example, he analysed four stages of experience
into seven. Analysis of the transcendental stage Info_ various
[ayers has been his greatest contribution In the path of Sédhana,
He could do this, because he was at once a thinker, a Yogi and
one who bad gone throu%] the various (ljy#es of Tantric méthods,
because he leamt under the Gurus of ditferent sects. We may,
therefore, say that If aankaracarya gave momentum to the
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s%/stematlzanon of the Advaita Tantras of Kashmir b% his visit
there n the 9th century, Abhinavagupta of the 1Lth century
repaid that obligation by supplying” to the Advaifa thought
varlos details in_Sadhana and” psychological analysis based on
the discussions in Tantras.

And how was that technique finer, and more developed ?
Abbinava asserted that Maheivara is both Viivottima and ViSve-
maya. Some Vedantins influenced by the Sarikhyayoga system
of sadhana hold that the empirical warld was an Impediment in
their ‘sadhana’ and therefore, they advocated renunciation from
the worldly life or ‘sarfisara*. “But those who look at the
ultimate not only as Viivottirna but Vievamaya also, lived in
‘sa,msar?* with & view that to. |IV? In samsara doing one's du
faithfully, is a means of worsh|i)_ of the Almighty and that there
V\t/aseno antagolnllsm én vgo_reldlyé ife atnd ‘mo_lt<sa|’. Sagnim I’(\)Aoekeg
at every wor XDerience In Its spiritual aspec ne
there w%s no c?a)slh in [zhem as stated ?n tﬁe foﬁowfﬁg VErse ;

Paramérthe tu naikatvarh prthaktvad bhinnalaksanam
Pfthaktvaikatvariipena tattvamekarh prakdSate10

[t was because of this_basic idea of the Ultimate bein
Vjlvamaya as well as Viivottima that Abhinavagupta coul
successfulh{ develop his theory of Aesthetics. The "Indian con-
¢ept of aesthetics holds that a’piece of art presents the Absolute
in'sensuous garb.  That proper appreciation of the sensuyous
form In the Work of art leads to the grasp_of realisation of the
Absolute, If the necessary subjective “conditions are present in
the experiencer. ] S

This concept of Maheévara as being Vijvamaya and
Viévottirpa has also heen the very foundation” of the cancept of
Bhaktiyoga (devotion). Devotional emotion flows from the
en of the %eat thinkers of India such as Sankara, Abbinava,
altanya, Madhusudana, Jftaneivara, Tulasldaaa and others.
They were not only philosophers and Yogins, but were at the
same time ‘bhaktas’ also. As philosophers, they were strict
dialecticians.  But. there has always_ been a sweet nectarlike
flow of their devotional heart In their stotras. To quate only
one example, while Abhinavagupta says that Maheivara is
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Viévottlrca and  Viivamaya at the same time, Tnlastdisa
says :

Sagunahi agunahi na hi_kachu bheft
Gavata munl puranaani veda
Aﬁuna arOpa alakhaajasol |
Bhagatapremabasa saguna so hoi

Jo gunarahita saguna soi kaise
Jald hima upala%naga nahi jaise.
Aﬁuna saguna dui Brahmba sarlipa
Akatha agadha anadi anOpa

Eka darugata dekhiya eku
Pavaka sama jugabrahma viveku"

V\I_emi?ht, therefore, end this monograph on  Abhinavagupta
with a Tew verses from_one of his stotras, wherein ,
a) a philosopher will recogmse the true nature of Maheivara;
h) a Y.O?! will read a stattment of his mystic experience;
¢) an AlaAkarika will find a masterl¥ examPIe of Dhvani;
a devotee will relish the honey ot Bhakii Rasa, and .
e) Abhinava’s student will see”the rays of Para Pratibhd
shining through all these manifestations.

The words of the stona are

Prapaflcotttrar(péya namaste Vifvam?rtaye
SadanandaprakaSaya svatmanenanta*akfaye(’)

Tvam tvamevflharaevaharh tvamevasi na casmyabarh
Ahamtvamityubhau na stah yatra tasmal namg namah(:)

Antardehe maya nityarh tvamatma ca gavecitah
Na dntah tvam na Caivaham yat ca druam tvameva Ut(J)

Bhavadbhaktasya saftjétabhavadn]pas%a me'dhund
Tvamatmaripam sampreksya tubhyam mahyarii namo "
nama

Alam bhedanukathaya tvadbhaktirasacarvanat
Sarvamekamidarh 1antarh iti vaktum ca lajjaief4)
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Tvatsvaripe jfmbhamane tvam caham cakhilam jagat
Jate tasya tirodhéne na tvarh ndham na vai jagat(

Jagratsvapnasusuptyadya dhéralyarhe’ca nijab kalab
Svecchaya bhasi natavan oiskalo'si ca tattvatah(:)

Tvatprabodhat prabodho*sya tvannidrato layo'sya yat
Atastvadatmakarh sarvarh vtévam sadasadatmakarn(®)
—Mahgpadesa Vimfatikam
, ~ (Verses 14 and 811.)
Here is the free rendering of the verses:

(1) Salutation to You which are transcendental (Vidvottira)
and immanent_(VUvamurti), you _ever shing with bliss
and are the self with powers unlimited.

2) Yoy are yourself and | am myself. You alone are,
while 1am not. ~ And the stage where neither you are
nor | am, | bow down to that whatever that be.

(3) Iconstantly tried to search in my heart both you
and (my% soul.  Neither did I find you nar my soul.
And what 1found it was you only.

(4) Becoming your devotee; | became of your form, and
1 found you in the form of my soul. I'salute both you

and me,

5) Enough with this talk of difference (between you and

® me). gExperiencjn constant re?is% o?t%e b?issyin your
devotion (Bhakti Rasa), 1now hesitate even to say that
all this is at rest. ]

(6) In your manifested form, 1find you, me and the waorld ;
when gou get merged into yourself there are neither
ou, nor I, nor the world. )

(7) You appear like an actor in all respects taking the
casts of wakefulness, dream and sound sleep. “Asa
matter of fact You are without_form.

(8) Inyour wakeful state, the aniverse emerges. In your
slegp lies the disappearance of the universe. “The

umverfe consisting of opposites {sat-asat) is filled with
you alone.



Appendix

Notes and References
Chapter |

NiMesaSastrasadanarh loia Madhyadeiah
Tasminnajayata gunabhyadhiko dvijanma
Ko'pyatrigipta iti naroamruktaqotrab

Sastra%dhmﬁrva(pakalo gada as n%/a otrah
Tamatha Lalita svd ramanayat

0 ra
Pranayarabhasat I¥a<mjlrakhyam Himala amurdhagan|1

. Tasmin Kuberapuracarusitarhéumauli- ’
Sammukhyadarsana- vnudhagavnrabhave

Vaitastarodhasi nivasamamusya carke )

Raja dvijasya parikalpitabhlfisampat ‘(Ibid.)

. Tasxanva%% mahati ko'pi varabaguptanama

babhiiva Bhagavao svayamantakal

GIrvaR(asmdhuIahanka itagramiiraha

Yasyakarot paramanugrahamagrahena (Ibid.)

. Vmalakalaerayabhmavag EtamahagananIbhar|tatanu|ca
Rla camukhaguptarumq( ah/Asya hi gradthakitab

arasitfahaguplavimalakhyau pitarau iti %urav ab

. Slvalaktyatmakam rlipam hhavayecca parasparam
Na kuryiomepavirn bugddhirh ragamghadisamyutarh
thanat%avanaya sarvarf] kartavyarh sadhakottamaip
Evarhvidhasiddhayoginiprayapitrmelakasamuttbaya
TadrAmelakakalikakalitataouryo, bbaved garbbe
Uktah sayQ |n|bhub svayameva jrtaoabhajanam hbaktah//
uktanT svatmam n|ruttarapadadvayajflanapatrama
bhidadhata raothakrta nikhilasadardbadistrasarm-
sangrahabh egranthakarane Dl adhlkag éalifk”ab
t guru

B uaRbsyg

| 144)

. Abhinavaguptasya krtih seyam yasyodi
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7. Tatra hasyabhaso yatha asmatpitrvyasya
Vamanaguptasya—Lokottarani_ caritani na loka csa
sammanyate yadi kimartga vaddma nama
Yattvatra hasarauknatatvamamusya tcna .

aHvogapTdamma kona jahdsatifi ~ (Abh. B, 1.29)

8. Ye sarhpadam trnamamamsata éambhusevasampdritain
svanfdayam brdi bhavayantah ~~ {T.A, XI

9 () AhamapKata cvdhah sastradfsfikutialat

Nastikar atabauddhadmupadhyayanasmﬂsarh, ,
(TA, Vili. 206

(b) Sri candra candravara bhakti vildsa yogananda
Abhinanda-éivabhakti vicitranathah ~ =
Anzc’m Dharmagivavamanaka udbhaia Sribhitisa
Bhaskaramukhapramukha mahantah

. N (TA, XIl. 415)
10. (@) Sri Sambhunétha—bhAskaracarananipéta
prabhapagatasankocam
Abhinavaguptahrdambujam (TA. 151)

() _Bodhanyapasaw%anuftadu asanotthahodho-

gvalohhmavagyp a Idam Karoti éT.A., 13)

Abhioavaguptena maya Sivacaranasmaranadipteoa

Sivasya parasreyahsvabhavasya svatmasthasya
Cidanandaikamurteh yani cdrandnj cidrasniayah tesam
smaranam £abdadivi$ayagrananakale nibhalanam
pratiksanam svanubhavapramosah lena diptah
Ear@nandacam}karabh %\Larah i EP e
amavistamane$varasvabhayo anena uktah syat
(Quoted from Abf. p. 16, 17)

)

12 (a) Dariyatc tat Jivagfla

i
Maya svasarhvit attgrkapati&tra trikakramét
S . . (LA, 1149
(b) Iti klatattvamugitam iastramukhégama
3 Ta ngatmtjbr}g%ﬁasrlgdr%arcnhnarh Rudr bhalEtT'hAs"nwé %6(1)2
. | ih sini
Dvsl iyaﬁw F?nan,t,raséilddhilh syat saléyzﬁwpratyayad%yﬁ(&lijl
Sarvagattvavaiitvar ca tflfyarh tasya lakSanam

Prarabdhaka amsgatt,lh cihnamafin caturthakam
Kavitvarh pafteamarn | cgarh salankaramanoharam
Sarvalastrarthavettrivamakasmat fasya jayatc
Samastam ccdarn cihnajatam asminngva grantbakare
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E{radurbhutam iti prasiddhif).
ad guravan-akasmaisarvaedstrarthajftatrtvadyam
IaksmaR aflcakarh
Yasmin 4ripiirvatéstroktarh adrtyata ]]anam SF uta3r6nl37)
14 Mojakl dehakrii umaJe Ani Lrtanacl ‘pahata phutc
Suryapuclhe prakaic ra 36U jaisa
Taig! da|c0| vata 3 pihaa Iyasecwa gava na yeta
Balap anlca sarva#t ala
T| c 5| dha ra ceeni Iabhe Manam srasvate dubhe
éal%aha |s re svayambhe Nighatl mukhe . 454
Tale urbheda Je abh |B/raya K5 urugamya hana jhaya
Tethe saurasevma Jaya "Buddhi ayam , 4
{( Oneivari, Ch. 6.)
15, Na vedavedangapariéramo me Na tarkagiksa na [

Tathapi tavat parimartp méndyam Gurupadelapnvaynpatn
dardhyam
Yesam ke$am kurvan anullvatarh Slvatvarn
Vicl bino vyajena mtyaﬁurna sa deiikah
6. (a) Sabdah kaicana yo mukhadudayate
ntrﬁh %a lokottarah ...
Saktarh dhfima pararti mamanubhavatah
kim aima nab rajate (Anubhavanivedanam)
(b) So’hara nirvyA Aa nifya rat|hatakaIananantasatyasvatantra

Dhvastdvalécvayariveyeyna Xﬁtlr%l ADATEHO gvaHaSIko

17, Ittham grhe vatsalikévatime
sthitah samadha){a matim bah(ni
PurvaSrutan akalayan svabudd%
Estramte X samavap g/as am

18 nmanab Inavaguptaciryah
Srlkapthanatha eveti
Pratipadyatamitaratha
Vyakbyatrtvarh katham bhavedittham

(JA, X1

Chapter Il

1 Iti navatitame'smin vatsare'ntye yugArhie
T|th|aa||1alad%|sthe MargaSw}gva)s/gg
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Jagati viditabodham|ivarapratyabhijAdm
Vgavfr]uta par?p[]rnglm r%r?t b Sam.b upfidaib
Efadasjédasc tattvam adhikére bhaviyyati
Upaye nagrahah karyah upeya Bairavl sthitih
Yasau samvit timeva sarvopayam samaviiet

Charter Il

... Siddha eVarii caturdaia

Yavat paAcadaiah putrah sarvalastraviiaradah

Tena yah sa ca kalena Ka|m|rejya?ato bhraman

%lamoa sab Egﬁgargﬁdltyaho\i\arladé )t/O'pI taﬁult(am

asyapyabhit sa bhagavao Arunadityasamjftakal

Ana%hagamjAaiastas at udba%huvaytgtﬁé\;idhah

Tasmadasmi samudbhiitah Somanandakhya Idriah
. . §Svladn|t. )

. Satiastravid YO vedasya sadartgajAaica vedavit
Sa ova Irlpratyabhijftadhyayancdhikrto bbavet

S Translation

&aken,f,rom Sarvadarian» SaAgraha).

. Kartari jAatari svatamanyidisiddhe “Mahdvare
Ajadatma niSedham va siddbim va wdh?_hlta kah.
Kintu_ mobavaeadasmin jftatep%/anupalak, Ite

Saktyaviskaraneneyarh pratyabhijAopadilyate

, , L.PK, 129

. Nawdr\éate uttaram adhikam yatap............ (A N )

Uttaram ca 1abdanam tat sarvatha ldrara taddam iti
vyavacchedam kuryat.  Tad yatra na bbavati
avyavacchinnam idam Anuttargm A&P.,T.V, 9.21)
. Uktarh ca Kamike devah sarvaktir oird ft|hTA 1104
Sarvakrtir viévaraayab nirakrtir vrivottimah
—_— N (TA. 1105)
. Tatha ga,ramauanameva adjad ?Jﬂwnam
antarb h|gkaranasv,atantryarupya {LP.V, 42-43%
. The.concept of Svatantrya 1S very well denoted bﬁte

Paninian Sutra : "Svatantrab Karta", = Vimaria-Sakti
includes all other aspects as sgid by, AbhhmavaEupta,—
“Sarvalakt, kartrtva*aktih. aievaryattna samaksipati
Sa eva Vimariartpd iti yuktamasya eva prftdhAnyam”.
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9

10,

1L
12,

13.

14

15

16.

1.

Abhinavagupta clearly states that it is the
svatantryajakti which éjervades all other gowers.,
Refer : "Eka evas?(/a dharmosau, sarvaksepena ,wdyate
Tena svtantryalaktyaiva yukta ityanjaso v (%h}\h 07
Also Jayaratha—Vasiutah punarapyahampratyavamar-
gatma svatantryaiaktirevasyasti AL
F MaheSvara remains” In one form only, then he
would leave his Maheivaraness as well as his conscious-
Eess Ilkﬁ,ghatta etc. dawal ——
gva hi Svatma san vaktavyah yasya anyanupahitam
rgpam caf(éstﬁn ] My .y y ?I¥’Vp 1-42-43}
Ana[lkasasya vasino desakalakrtikramah
niyatanena'sa vibhurnityo viiyakftih Sivah
Vibhutvat sarvago, nityabhavadady utavarAltah
Vivakrtitvat cidacit, tadvaicitryavabhasakal

) C o (TA., 19899
Tena sarvakriyflsvatantre sarvaiaktike iti . .
yavaduktarh Bhavet, tflvadeva kartari jftatari iti

A o / pY! 1'32)
Tameva bhantamanubhati sarvam
Tasya bhasi sarvamidam vibhati  (Kafha, V. 1025}
Sakije anaﬁna devasya ﬁvam rl aLu matrkalpitam
Tenadvayah sa evapl taktimatparikalpane
Matrklpte hi devasya latra tatra vapusyalam
Ko bhedo vastuto vahnerdagdhfpaktrtvayoriva

, o A, 110910
Svar(i ,énta[bru<J|tamar1hara$|maﬁarama L§\hmna gran%
Etmani parigrhya kamcidevartharh svaripadunmagnam
abhasayati ityapatitam Saisa jflftnasaktin
Unmagnabhasasambhinnam ca citsvar(iparh
bahirmykhatvit .

tacchayanuragat navarh navarh jrtdnamukfam 119

Evamapi navanavabhésah pratikSanamudayavyayabhajah
itl saiva vyayaharanivanahanih
Tena kvamdabhaseA?rhltapurve yat samvedanarh
bahirmukham abhf, tasya yadantarmukharh

. , 7 citsvarpam
tat kalantare'pi avasthasnu svatmagatam tat
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VI>?%{&VIIG$E bahirmukbatvam pardmré&dti iti eB

»mititektih (Mayaprarnatar tadetat smaranamucyate

tat tathavidbarhpraroatradioirmanasamarthyarh tat

Bhagavatah smftiéaktih iti bhavah) (IP.V., 1109)

Yat kila &bhasyate tat samvido na vicchidyate samvit

ca fatab, sarvit ca samvidantardt, sarhvcdyarh ca
. samyedyantarat

Na ca vicchedanarh vastUtah sambbavati

o It vicchedanasya

avabhdsamatram. . .esa ca paritah ]

chedanam paricched

ucyate Tadavabhasanasémarthyam Apohanasaktih
(Tatha ca yaya Bagavatah svatantryasaktya

ma¥]| apramatuh wk,alparuR m vijnanarb s
aponana&ktinti phalitartha ? (LPV., 1110)
Mirtjvaicitryatao %gsqkrﬁmamébhésazagasa
Kriyavaicitryanirbhasat kalakramamap va(rIaPV L3
Yo yavati it karth ca sa tavati iivaro r‘aééva o
ADisvarasya |flatrtyakartrtve svabhavaviryddhe yatah
Atma ca sarvatra fiata karta ca, iti Siddha (Firgt\//abhfjﬁ

Tatsvatantryayasgt punah sivapadat bhede vibhate parant
Yaargpam %a%u&ﬂonug?w tagﬂ?am tattvam vﬂ)ﬁ(ﬁw
iasanc
o o (TAVLY)
Ekdikatrapi tattve'smin sarvaiaktisunirbhare
Tattatpradhanyayogena sa sa bhedo nirlpyatc
T - o (TAL VY
Nirdiarbsat pirnadahamitj pura bhdsayati yat
J.P'V Introductary Verse 11)
Tasya ca prathamasfstau asméakamantahkaranaikavedy-
amiva
dhyamalaprayam unmilitacitramétrakalpam, yad
yamaaprey p%hé%;acakram

tasya caitanyavargasya tadrsi bhavarasay_yat
przt%anarh){]émagya)(li visesatvarh tat Saé;tixlg/altx%

Yy
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.
2.

2.

2.

0.

Q.

3L

w

2.

Bahirbhévaparatve tu paratah paramelvaram

o . A{iVp, b 190
The stage in which conscigusness;is eager to manifest as
object IS called Tivara, while that in which the objectivity
Is mainly merggng in the subject js that of Saddilva. At
the stade of Sadvidya, the'subjective and the objective
aspects 0f consCIOUSress are on par. L
Ya ete ahamiti idamiti dhiyau tayormayapramhatidrl

rthalc
adhikaranatvam, ahamiti grahake, idamiti ca g%hye
Tannirasanena ekasm|nneva adhikarane yat sanﬁgmanam
sambandharupataYa prathanam _tat safi iuddha vidya
ato aeuddhavidyato mayapramatrgatayaf; Fgr\ya (ﬂ/a "

Méyd is the name of the Power of Gog constantly
assoclated with him. It Is of the nature of freedom to
appear as many and it is because of this power that ho
appears as many. N
Sdjada bhedaripatvat, kéryam tasya jadam yatah
Vyapinl Vidvahetutvat, sikima karyalkakalganat
Sivalaktyavioabhavat nityaika mula aran(::leA Vi 117
Mayasvikaraparatantrayat S T
saryajratvasarvakartftyamavopi
hodhah, sarvajftatvédigunéipjahastanena aﬁy&%rﬂparﬁ
Anavamalam “apannah, yena ghaiakalavat plrgarupat-

_— cidakasat

avacchedyaparimitikrtah san tadeva pumstvam  ucyate
—(Paramarthasara, commentary ;
o ug;e(z fromd Or. Pand?(, {\b i)
umvjveke vijgate pradhanapurufantare
AE|pna kﬁnah@m{% syﬁ ﬁanaly%tﬁ tad n| sambhavet
Ekakartrkarakibhdtatvena Jaksyantaratvepi,
_BhaPavadgnugrabaL kasyacid yada anaxorvwekajfjanam
ja,y% e Lid?say mayapumvivekab sarvakarmaksayat
vijftanakalata ca bhavet, yenayam puman m{i)/adho
na samsaret— Ja¥aratpa) i (TALVI. 143-44)
Kiftcit tu kurute tasmat. ninamastyaparadi u tat
Ragatattvamiti proktadi yattatraivoparahjakam
(TA. V1. 151)



&

&,
%

3.
3.

Appendix 171

Kali nama gara eakn?( saiva devasya givate

Yannama parasya prakaeasya kalena yogah sasya
Saktih svecchavabhas|tapramatrpraraeyadyatmaoo B%?t
tattadripataya kalane samarthyam

Niyatiryojanam dhatte viiisje karyamantjale
Vidyarago'thaniyatih kalascaitat catusjayam kalakar)iam

Dehapuryastakadyesu vedgegu kila vcdanam
Etat salkasasarfikocam ya avedyamasavanuh Vi, 18
Vedyamatrarh sphutam bhinnam pradhan@ Xuyatc kalei

For the detailed exposition of this secuon we refer the
readers to study “Theory of Knowl ed%e of the Salv 27)

Chapter |V

atra_lokayyavahér karyakaraﬁasahacara akalm
arjanc st \g{yatraa aparaciftavittyanumana Vasaﬁ
fw(\(at agh %a ta|reva u anﬁka ahﬁadlbhlb ykikim
aranatvad uvam _atik ra fal avaganub avana
samuparafjak atvaﬁranal ata eva alaukikavibhavadi-
v*a adeSabhagtt)Jhl pracyakaranadnupasarhskaropa
Khyapandya vibhavadinamadheyavyapade ya|h

V|bhava hi kavyabaladanusandheyah anub havah

|| sata V}éa |car|nah krtrimani Aanubhava FJanabalat
B/ fu kayyahalad aﬁ| nanusand atlioketya-

d|sa dah ra ad|kamab |dheay|kurvan abh|dhaoatvena

na, ca_vacakadirlp aaya av ?ama anti. Kintu_samyail-

mithyasarhiayasadHyadipratitibhyo  vilakcand  citra-

turagadinyayena yah khalu sukhi Ramah as?a\llﬁgerl Satﬁn:g

% daha—Pratibhéti na sandeho na tattvam rﬁ)a viparyayah
Dhirasavayamityasti nasavevayamityapi

V|ruddbabuddh|sarhbhedadavwccnasalanavah

Yuktya paryanuyujyeta sphurannanubhavah kaB/a
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(2—A)“ Tasroat kavtyena dosabhavaguna-alai*»kéra-lakSanena
ena—ca urvidbaohinaya- rupenanlbld&nua moha
sar @latd-nivararja-karind  vibhavad |% haranl-
karaijatmaod abbidhato dviti enaalbanab aval atva
vyaparena bhavyamano raso anubhavasmrtyadivi-
[gksanena rajﬁstamo ‘nuvedha-vaicitryabaldt” bydl
vistara-vikésalak&anena . sattvodreka-prakaeananda-
maya asamw dvierantivi akgancna parabrabmatva-
dasavidnena bhogcna, Pararu hujyate Iti".

3. Tatah ca mukhyabhitat Maharasat Sphojadrtiva
asatyani va, anvitabhidnénad™lva upayatmakam
satyam va_ abhihitanvayadHlva tatsamudayarupam V4,
rasantarani bhavabhiniveSadr?tani dre ante L)

Bha.

4. Natye tu paramarthikarfi kimcidadya me krt
bhavisyati Ityevambhutobhisandhisamskarab avat
sarvapansatsadharanapramodasvadaparyantam

btfét%“%hata”ttj'th%‘éﬁh‘tét A thta”°ﬂatfa8namdya
anawsmrt arh sarl %avat%yda l(ma amukurakal-
i h h yao

utahrdayah, sutradya may anat,
udbhmnapramodamka itanmaylh ava
M. Bha. I. 37)

) Path}iakarnanapatrantaraprave|at samutpanne
(efa aIavuefave analiagini
Samyart-mith Xa sam|ayasambhavanad| Jnanavuflcyatva*
aramarsa naspade &bd
. mtu Iauk|kena kar akarananuménadina sarfaskrtabp
Xah vibhavadikarh grahgadryamana eva, na tatasthyena
ratipadyate, apitu_hfd %/sa |vadaparaparyaya
sahrdayatvaparavankrta aya plmibhavicyad
ra%asvadartkurlbhavena anumanasmaranadjsaranimand-
ruhya eva tanmayTbhavanoc|tacarvanaprapataya

7. Look at that eer, beautlfuII%/ turnln% back |ts neck
it has fixed its_eye on_the chasing charigt and with
the hind Fart of itshody it is as though entenn% its fore-
part for the fear from the falling arrow And strew-
Ing its path with the half cewed rass g ropgmg from
its'mouth gasping due to exhaustion, It is moving more
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inthe sky and less on the earth because of its constant
long | ukr)?] ps. b . ot
8. “Grivabhartgabhirdmam” ityadjvi ah, vakyartba-
Frau patteranantarar mmas¥sg satféearg?,mma %asna
attadvakyopattakattatkalad|V|bhaga tavat pratmru

asKam mrgapotakadm bhltah, tasya viteSatvabhavat
“Bhltah |t| rasa as ga a;faramar thikafvat ‘Bhayam’
eva, pararh delak aayana|rtg|tam tadeva nirvighna-
pratlugrahyam sag diva hrdaye niviSamanam,
caksusoriva viparivartamfinarn, Bhayar}akghrasalg 250)

9. Tena ye kivyabhyasabalddatisahrdayah tefarh
parimitavibhavadyunmilanena parisphuta eva
sakgitkarakalpah™ kavyarthah sphurati

(Abh. Bha. 1.283)

10. We %we below in one place the original quotations on
which our discussion on Santa Rasa Is based
(a) Kah tarhi atra sthayi Ucyate tha
Tattvajfianameva tavat mokcasadhanamit] tasyaiva
mok3e sthayita yuktfi Tattvajfianam ca nama
Atmajflanamevd. . .Tena Atmaiva jrtananandadi
Etlnrsélljdsqﬁadharmayog| parikalpita Viaayopabhogarahito
b) Upara ada ibhih utsaharatyadibhih uparaktarh
o p at asv(ia/ru am tat?eva \%a ombﬁng ratnantaraa
hasam nasnatarasutravat yadahita tat tat
svarupam sakalesu ratyadicu uparaftjakesu,
tathabhavcnap| “sakrgvibbato'yamatma” itj nya%ena
bhasamaoarh aranmukha atmakasakaladuh hajila
Inam paramanan abhasamw ekatvena kavyaprayoga-
gra and a byam %a haranataya nirbhasamaram
ntarmuk avast a edena [okottaranandanayanam
tatbavidhahrdayam vidhatte
(c) Atha sarvaprakrtitvabhidhanaya gurvamabb|dhanam
Tatba ca cirantana pustakesu * Stbftyibhavan
rasatvamupanegyamah” ityanantararh “Santo—nama
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Abhifiavagupta
ama sthiyibpavatmakah” itdydi idnta
ia[psanamyﬂapw \Qte ! )
gaken rom Santa Rasa Text given by
rof. Masson & Prof Patvardian)

hhhhhh

Tét%aryaiaktirabhidhé lak*apanumitih tridhd
Arthapaitih kvacittantrm samasoktySdyalaAkftih
Rasasya karyata bhogab vyaparantarabadhanam
Dvadafettharii Dhvanerasya sthitd wranpattayah
Jayaratha, guote,dA In Dr."Raghavan’s Sp*igaraprakéia).
0'rah sanr ayquel,,aq:]yah kavgatmetl,,vyavasthltah

Vacyapratlyamanakhyau tasK bhedavubhau smrtau
Tatra vachyah prasiddbo yah prakarairupamftdibhih
(Bahudha vyakriah somyaistato neba prapaficyate).

Pratiyamanarf) punaranyadeva

Vastvasti vau:]%u roahdkavindm

Yat tat prasiddhftvayavitiriktam

Vibhati Tavanyamivartganasu

) (Dhtanyaloka)
Sarasvaél svadu ta%art avastu
Nisyandamana mahatfim kavInam
Alokasamanyamabbivyanakti ,
Parisphuranfarh_ pratibhavieesarn (Ibid.)
Sabdanusasana_iftanamatrenalva na vedyate ]
Vedyate sa tu kavyarthatattvaj&aireva kevalam (Ibid.)
At astadvyaknsam?rth&/ayom iahdaica kaecan?<
Yatnatah praryabhijfleyau tat febdarthau mana a\llgrgj
[

Yatrarthah iabdo va tamarthamupasarjanlkrtasvartha
Viankian Kavyavilosah ss DIvanIrL riont ka(tpbiitg)i

Jivitasa balavat! dhandia durbald mama =~
Gaccha va tistha va_kanta svavastha tu nivedita
Gurtjanti maflju gantah %g,tva dbavanti sammukham
Avariante nivartante sarasicu madhuvratah =~
Dayite vadanatvisarh misat Ayi te'mi vilasanti kesarah
Ag| calakavesadharing Makarandasprhayalavolayah
S tkalell( Wamunapannucna dretadrsje visaya vuesacjlarh
yat su

arn yadapi va lokottaram rasa carvanatmakam
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tata ubhayato’pi Parame*vara viirémtyénaodaahr "
rakrs
Tadananda viprupmétrévabhaso hi rasélsv%dah—y
(Locano)
Atha alaokéramadbye eva rasah api kim noktah
Ucyate kavyasya iabdarthau tavat éariram )
Tadya ca vakroktivfistavadyah kafakakundaladaya iva
krtrima alarfiknrah Rasasti saundaryadaya iva
tahajah gunah Iti thHHah tatﬁraé@raﬂaraq\bh h
Namisadhu on Rudratakavyalartkara).
Apurvam yadvastu prathayati vina_karariakaladi
{% ad gravaprakhyam nijarasabharat sarayatica
ramat prakhyo akhyagrasaraaﬂbhagarh,,bhasayatl yat
sarasvatyastaitvam kavisahrdayakhyam Vijayate
. (Openm% verse of Locano), .
Tatra ya svarasandarbbasubbaga nadaruglm
Sa sthuld khalu paiyantl varnadyapravibhagatah -

Avibhagaikariipatvam méadhuryam saktirucyatc

SthanavadyadighoSotthasphulataiva ca paras!  (T.A.)

Ya tu carmavanaddhadi Kifleit tatraiva yo_bhavet’

Sa sphu{asphularipatvét madhyama shularupm(|T 0

Laksanetthambhiitakhyanabhagavipsasu

pratiparyanavah

. ) (Pamm,oAstadhga i)

Given helow are the quotations referrm% to Pratibha,

collected front Dhvanydloka, Bhatfa Tauifa, Locano

and Abbinava Bharati ;. . o

Prajfta navanavonmesaéalinl Pratibhé mata,

Tadanuprananat |ivadvarnananipunah kavih

Tasya karma smftarh kavyam (Bhatta Tanta)

Sarasvati svadu tadarthavastu

N|s¥andam,ana mabatarh kavinam

Alg asamanyamabh!vxgnakn .

Parisphurantam pratibhdvisecam  (Dhvanyaloka)

Tacchaktitrayopa anl,tathavagqm%m Ia{atatat ratibha-

vicltritapratiatrpratiohasahayarthadyotanasaktir
Dbvananavyaparah (Locano)
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i

Prat|patrpratlbhésahakér\zvaraeva aimabhir
dyotanasya pranatvena uktam— {TLocano),
Pratibha apirvavastunirmanakcama prajfi, tasya viieco
rasveSavaivaiyasundarakavyanirmanakSamatvam

0cano)
Pratipatrn prati sa pratibhd nanumlyamfnd apj tu
tada\PeicoanhasarO%né Ityarthah Y p{Lccana)
Saktih pratibhanam
varnanl)&avastuwsayAanutanollckha_eal|tvam {Locano)
Ksang ‘ksanc yannltanairvaicitraih
%%ann asltrayatt " {éLocuna)
vancryah sa gunibhitavyartgyasyatma prakaiitah
Ancnanantyamayail yadi syat pratibbagunah
Tena vaniriam ka avakxaoam tavat odnatvamayftti
Tacca pratibhaogo Xe saflUpapadyate
.. {Dhvanyaloka andLocano).
Vyaparosti ca tadvidam tadabhyasaparanadi ca
tarhahh(tavicayatmakakavyavafokane Jhautycvr:%l fbhit
ibhati
A e
Paramérthatastu parak|yapr0tsabanataratanaygl?rlﬁa-

bhénapratyayena va svatah pratibhéoaméhm%cré%élg

Parasvadanecchaviratamanso vastu sukaveh
Sarasvatycvaisa ghafayati yathesjarh bhagavati
Ycsam sukavinam praktariapunyabhyasa
paripakavaiena pravfttih tesam .
Earoparacna[thagangrahan|sprhanarh svayyaparo na
vacldupayujyate Salva bhagavatl sarasvatl svayam
abbimatamartham avirbhavayati 0cano)
Bhasmacchaonagnivat sphaujyarh pratibbe =
o o ?aur@vagamat
Bljam kalgpasiktam_hi yathd vardheta taitath
Yogayagajapairuktaih gurupa pratibbam sphuret {T.A.)

Chapter VI

. Vyakhyataro bhératiyc Lollatodbhataiartkukih

hajtabbinavaguptaica srimatkirtidharo’parah
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2. Acaryaiekharamanervidyavivrtikarinah
Srutvabhinavaguptakhyat sahityarh bodhavéridheh

Chapter VII

L@ DaéarUPakabhegavatAtasyaA téntfavaprayogo ndjyabhcda
eva ca atra purnanukara Tlpatvat . . . najyaraeva
. ldam 1t kw_ndharacawah_ (Abh. Bha, Vol. I, p. 208)
() Yat tat kirtidharena_Nandikesvaramatam agamikatvena
dariitam tadasmabhih na detain tatpra\l}/ayat tu
likhyate , Abh. Bha. Vol. IV&p. 120)
(c) Twa more quotations bave been given by Dr. Raghavan
|{13£1i313%00k Abhinavagupta and His Works pages

2 thanyétmabbilte, Sfogare yamakadinibandbanam
Saktavapi pramaditvam vipralambhe vtBers]ataha )
nydloka
3. Rasakciptataya yasya hendhah éakyakn‘\/o \tﬁa ot )
Aprthagyatnanirvartyab so’lankard dhvanau matah

(Dhvanya)
3A. We refer the readers to Chapter IV of Abhlnava%upta
an historical and _ philosophical study) by Dr. K.'C.
andeY for a detajled expasitjon of this point,
4. Yenartgata yamadestu samadhyantasya varnyate
SvapQrvaplrvopayatvat antya arkopayzg(at/a\ 010
5 Bauddhah ekameva samvidripam har aV|,$adf|d¥aneka-
prakaravivartam pagyan ityadyuktya buddhwrttga,makarh
jUnameva ftattvam pratipannah _iti buddhitattva-
&ptireva tesain moksah......um.n. Sankbyaica sukha*
duykhadyatmakaprakrti prthagbbavena "purhsa eva
svarQpcndvasthanam tattvam pratipannah iti pumstva-
prﬁEtireva te$dm  moksah  Sadkbyapatafijalayob
prakrtipfthagbhdvena pumjflanasya samye’pi sankhye-
bhyab ~ Hvarapranidhanat tad viSisyate iti tesarli
purhstvatvordhvavartini niyatitattvaﬁpréptih
N . (T. A. Com. I, 689*70).
SA. Yanubhitib sahrdaymkasamvedg,a vimariaigktih saiva
‘mantrab’ ityasya Sabdasya abhidheyatavyanibhilyate
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Kramakelau ca......... "Seyamevaibvidhd bhagavatl
samviddevl cva mantrah iti"—(Mahdrtha Matljarl).
SB. Tantra Is derived from the Toot “Tanu vistare" by
addmgoxﬂe ,,Upaw affixfran, )
Tatra bahyat grhyamanat visayagramftt antah parasyarh
Cittabhmau ~ grasanakramena ", praveiah ~samaveeab

(=2

bhavati ~ {Kjemaraja quoted in Mahartha MaHjarl)
Pari niicayéce baia Rahave gkadonl vela =~
maga tulave ani cokna}a mananaverl (IJuanewarl 5.280)
Krpahadbaragamanat “vyaghrakamavalarfibanat
Bhujangadbaranannunam agamyarh kulasevanam
The'bliss of Branman (is suchg as the speech along with
mind_ have to 'return ‘from, Both heing unable to"reach
it. One who has experienced that bliss of the Brahman
has nothing to be afraid of, o , ,
10, Inthe ultimate position, the glurahrt%/ is not different in
essence from oneness, Whether as many or as one, the
reality that shines is the same. ,
Sages, the Puranas and_the Vedas declare that there is
nodifference  between Sa,?,upa and Nirguna Brahman,
That which has no qualities, form 5|8n or origin (1.8,
nguna Brahma) becomes Saguna_due to the love
(bhakti) of the devotees. “How Can that which is with-
out qualities become Sagui)a?’ (one may ask) 'In the
same way, as the snow, bail stone and water are not
different” (s the repl%). The Nirguna and the Sa uPa
Brahman, hoth are the same, Both are indescribable,
unfathomable, having no origin and uncomparable. The
« dlifference between Nirguna Brahma and Saguna Brahma
is like fire In the wood (unmanifested) one Is hidden
inthe logand the other (manifested) Is as can be seen.

—_
—



Bibliography

AbUnaragapta’s works in original

Abhinava-Bhératl, (SGaukwad Qriental Series).
Bhagavac-gltartha-Sangraha (Lakshman Raina

Ition).
livara- PratyathjUaVImarum (Kashmir ~ Sanskrit

Itvara- Pratyabhifi- V|vrt| VImarUm
(Kashmir Sanskrit Series).
Dhvanyaloka Locano (Chaukhamba Sanskrit Series).
Ghafakar ara Kulaka Vivrfi %Kashmw anskrit Series).
Afallnl m]a}:a Vartika (Kashmir Sanskrit Series).
Para Tri anarana Kashmir Sanskrit Series).
Paryanta PaAcliika (Pub ished by Dr. V. Raghavan
bhinavag uFta and sWorks”
Stotras of Abhlnavagupt% (Published X\
In_“Abhinavagupta," ppend|xC
. Tantraloka (Kashm|r Sanskrit Series).

OIS B o P

—_ =
- O

. Other works in Sanskrit

Bhartrhari : Vd@apad Jyam
Bhaskara Kanthd - Bhaskart (Saraswati Bhawan

5).
Jagannatha : Rasagahgddhara (N|rnaya Sagar Edmong
cmarfua Pratyabhijha Hfd a%

ashmir Sanskrit Series

Madhavicarya : Eahkara- D|gvuayam )
Mftdhavacarya : Sanadariana Satqrana (B.O.R.I., Pune)
P)/Iahewarmanda Mahartha Mahjarl (Kashi Edition).
anini

Sartkaracarya . Mkfman \Urti-Stotra.

Soma anda E%a ritl (Kashmir Sanskrit Series).
Upanifat Sahgraha

_'LQ

PS50~



180 Abhinavagupta
[1I. Works ib English

L Deshpande G. T. : Indolqgical Papers, Vol. 1, published
by Vidarbba "Samshodan = Mandal,

agpur,
2. Krishnamoorth :thgﬁyéloka (Kamatak - University).
3. Masson & Patvardhan:“Aesthetic Rapture, ~published
by Deccan College Research
[nstitute, Pune.
4, Masson & Patvardhan: Santa Rasa and Abhmavagugta’*
Philosaphy of Aesthetics, (B.C.
_ R.. Pyblication, Poona)
5. Pandey K. C: Abhinavagupta (2nd Edition)
6. Pandey K. C %haukha{nba S/;\an%ﬁr{t Serl\e/s.l [ (Indi
. Pandey K. C: Comparative Aesthetics, Val. / (Indian
y Aesttﬁ’etics _Publslshed by Chauk am%a
Sanskrit Series.
7. Raghavan V.. Abhinavagupta and His Works .
(Chaukhamba Edition).

IV. Works in Hindi and Marathi

1. Deshpande G. T. : Bhdratiya Sdhltya Eastra,
2 DeshBande G.T. :\Eilggthlyya Sdhltyya Sdstrd%il Soundarya
cdra.
3. Deshpande G, T. : Spanda Karika.

4, Jaftadcva : Judnenvari,

5. TulasTdasa : Rama Carita Manasa.

V. Paper*

1 “S%n,kara Advaita Ani_ Kaémir Sivﬁd\/a a Daréana”
F()Rll I|srtlhd in Dr. S.D. Pendse Felicitation Volume
arathi).
2! "Camatk%ra : Eka Sahitya Sastriya_Samjna"—
published n Dr. R. S.” Valirabg Fehmgauon Volume
(Marathi).



Abhinavagupta (A.D. 940-1015), authority on Indian
theatre, literary criticism and aesthetics, belonged to the
Pratyabhijna School of Kashmir Shaivism. In the interpreta-
tion of Rasasutra, Abhinavagupta followed the theory of
D vanl or suggestion as propounded by Anandavardhana
but also accepted the concept of Sadharanikarana or
universalization from Bhattanayaka.

It is on the basis on Abhinavagupta's commentaries that
we get a clear idea about the theories propounded in the
Dhvanyaloka and Natya Shastra. His commentaries written
in a fluent and ornate style have a place as pure literature
itself.

G.T. Deshpande (b. 1910), the author of this book, retired
in 1972 as Professor and Head ofthe Department of Sanskrit
in Nagpur University. A recipient of the Sahitya Akademi
Award, Dr. Deshpande has made notable contributions to
the study of the Vedas, Alankarashastra, Grammar and
Indian  Philosophy. His numerous publications include
Eha&anya Sahnya Shastra Alankar Pradeep, and Sankhya
arika.

Cover depicts Abhlnavagupla teaching

the Na aS

From a painting by Asit Kumar Haidar
based on the description attributed to
Madhuraja Yogin, Abhinavagupta's disciple.
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