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The World on Show,
or Sensibility in Disguise.

Philosophical and Aesthetic Issues
in a Stanza by Abhinavagupta
(Tantraloka 1 332, Locana ad

Dhvanyaloka 113)°

LYNE BANSAT-BOUDON

The stanza I examine here belongs to two texts by Abhinavagupta:
the Tantraloka (henceforth TA) and the Dhvanyalokalocana (hence-
forth Locana). It is amenable to different interpretations according
to the text in which it appears, its context and its exegesis. The stanza
must have been famous, since it is quoted again by Bhaskara, com-

forth IPV) ad Isvarapratyabhijiiakarika (henceforth IPK) 11, 14.!

Jayaratha, the author of the Viveka (henceforth TAV), comments
on the stanza in the TA. In the Locana [ad Dhvanyaloka 1 13], it is
Abhinavagupta who offers a self-exegesis of it. I give here a provi-
sional translation, in conformity with the context in which it is em-
ployed as well as with the analysis of the TAV:?

* T wish to express my deep gratitude to David Shulman whose paper, published
in this volume, has inspired the last section of my contribution and whose care-
ful reading of my first draft has significantly improved its English wording. I
am likewise indebted to Yigal Bronner for his insightful comments on the ques-
tion of the aprastutaprasamsa and to Yves Codet for a thorough discussion on
several points of interpretation. I am also extremely grateful to Christophe Va-
lia-Kollery for his final reading of the English text and, needless to say, to Isa-
belle Ratié for her rigorous and generous work on the final editing.

' Bhaskartad IPV 11, 4; see Appendix-4.

2 See below, § 1, for the detail of Jayaratha’s analysis.
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bhavavrata hathdj janasya hrdayany akramya yan nartayan bhangibhir
vividhabhir atmahrdayam pracchadya samkridase |

yas tvam aha jadam jadah sahrdayammanyatvaduhsiksito manye 'musya
Jjadatmata stutipadam tvatsamyasambhavanat |

O whole of things! Since you play at forcibly* grabbing hold of the hearts
of men, as does an actor with his various costumes, and at hiding your
heart that is the Self, he who calls you unconscious is himself uncons-
cious: wrongly believing that he is endowed with a heart (sahrdaya), he
has not completed his education. Nevertheless, his very unconsciousness,
I think,’ is praiseworthy, since we do imagine him (sambhavana) as iden-
tical to you.

The stanza is explicitly organized by the theatrical metaphor. We
will see how remarkable it is in its complex construction and in the
different levels of meaning that inform it.°

Being an apostrophe to the bhavavrata, the “whole of things,” or
phenomenal diversity, the stanza appears as a drama with three cha-
racters: the bhavavrata, the jana (the ordinary man whom the TAV
turns into a vadin, an “interlocutor,” that is, here an adversary; see
below, p. 38), and the “I”” of the main verb, manye, through which
Abhinavagupta, exponent of the Trika, makes his voice heard. The
“I” of manye thus adresses phenomenal diversity as he would the
deity — this is the interpretation of both the TAV (below, pp. 40, 45-
47) and the Locana (below, p. 60) — and introduces an effect of mise
en abyme with the reported speech attributed to the jana.

The meter is sardilavikridita, frequent in lyrical poetry, and such
is indeed the tone of this address to the bhavavrata, which amounts
to a celebration — a lyricism that again expresses itself through the
“I”” of manye, in which Abhinavagupta manifests himself as the re-
presentative of the Saivas.

3 Sanskrit texts are quoted as they appear in the reference edition — I have not
corrected the sandhi.

4 Note that hathat has the double meaning: “by force” and “invincibly.”

> Compare D. Shulman’s paper in this volume on the use of jane: according to
Abhinavagupta (commenting on a verse quoted in the Dhvanyalokavrtti ad 111
43), jane “is often a marker of the figure utpreksa, ‘tflight of fancy,” but [...] here
[...] its litteral meaning is what matters.”

% For examples of Tantric usages of the theatrical analogy, see J. Toérzsok’s con-
tribution to this volume.
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Moreover, as Jayaratha observes as if in passing, the stanza is
organized by the aprastutaprasamsa figure. This is a remark that
Jayaratha exploits only partially, focussing on the denoted meaning,
which is the aprastuta, or non-pertinent topic, whereas the Locana
gives the aprastutaprasamsa all its meaning and weight, as we shall
see (see below, pp. 48ff.).

Among figures of speech, the aprastutaprasamsa is one of those
in which suggestion is in operation: while something non-pertinent
or irrelevant (aprastuta) to the speaker and the listener is being des-
cribed (prasamsa),” what is really meant, that is, the suggested
meaning, is something pertinent or relevant (prastuta) to them; be-
sides, the relationship between the non-pertinent and the pertinent
can be of three types® (in the case of our stanza, similarity — sari-
pya).

That stanza (as well as its commentaries by Abhinavagupta, Ja-
yaratha or Bhaskara) plays, in particular, on the polysemy of the ad-
jective jada, since jada means, among several equivocations i) in-
sentient, ii) unconscious (Jayaratha glosses it by acetana), iii) de-
void of reason, that is stupid, or even iv) insane (as we shall see
about the Locana’s analysis).

In the light of its commentaries, the stanza appears as a remark-
able illustration of the way Saiva thought merges philosophical and
aesthetic registers within one another. One can see here a move-
ment, a turn of mind, inherent in that system of thought which offers
us the essential lineaments of Indian aesthetic theory.

I would like to show that, in the two occurrences of the stanza,
aesthetics and poetics (to which the Locana explicitly refers) serve
as a speculative paradigm for the doctrine of which Abhinavagupta
is one of the foremost exponents.

Jayaratha goes no further than a philosophical interpretation of
the stanza, which coincides with the expressed meaning alone: eve-
rything is sentient. And in order to establish that fundamental truth
of Kashmirian non-dualist Saivism, Jayaratha develops the dramatic
metaphor of the first hemistich.

7 See GEROW 1971, p. 317: “mention made of a topic irrelevant to the subject”
and INGALLS ET AL. 1990, who understands: “praise by means of the extrane-
ous,” and identifies it as the allegory.

8 The three types of relationship between aprastuta and prastuta being that of
cause and effect, general and particular and similarity; see Dhvanyaloka 1 13
and Locana.
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The Locana proposes the same reading of the stanza: everything
is sentient, including, first and foremost, the object wrongly said to
be insentient, but the Locana goes beyond this statement by hinting
at a second meaning, more esoteric, and for that very reason only
suggested, thus taking the aprastutaprasamsa as an example of
dhvani, specially, vastudhvani (see below, p. 50).

Nevertheless, since Jayaratha identifies the stanza as an aprastu-
taprasamsa, there should be a suggested meaning, which would be
the prastuta. Although Jayaratha does not emphasize it, I propose to
find that suggested meaning in the avataranika to the exegetical pas-
sage and in its conclusion (see below, p. 37). On the basis of an un-
derstanding of that aprastutaprasamsa as organized by similarity (as
shown by the Locana, which gives two examples of the figure and
refers to our stanza as a case of aprastutaprasamsa based on simila-
rity; see below, p. 48), the expressed aprastuta would be, beyond
the apostrophe to the bhavavrata, the postulation of the equal sen-
tience of the subject (here the pasu) and the object (in the form of
all the objects, the bhavavrata). The suggested prastuta would be —
by means of Jayaratha’s rather unexpected identification of the pasu
with the vadin, the “opponent” — the Saivas’ non-dualist attack
against all opponents of their doctrine, with the ultimate intention of
ridiculing all of them and establishing the Saiva non-dualism as su-
preme.

Now, the question remains that, in the TA’s context and accord-
ing to Jayaratha’s exegesis (who cares little, it seems, for the subtle-
ties of Abhinavagupta’s reasonings in the Locana), the aprastuta-
prasamsa is here to be understood as a mere figure of speech, and
not as a case of vastudhvani, as claimed by Abhinavagupta in his
Locana quoting the same verse. If one follows Anandavardhana’s
exposition in the vreti ad 1 13° and Abhinavagupta’s commentary
thereon, this means that, in the context of the TA, the direct express-
ed meaning (the apostrophe to the bhavavrata) is considered pre-
dominant (the criterium for such a distinction being that it is the ex-
pressed meaning that, in this case, creates camatkara, ‘“wonder-
ment”), whereas the suggested meaning (the ridiculing and defeat of
the adversaries) is subordinated. We shall see the whole process in
detail further on (pp. 48ff.).

° T admit, with Ingalls, that Anandavardhana is as well the author of the vriti; see
INGALLS ET AL. 1990, pp. 25-27.

LIT Verlag 06/09/16



THE WORLD ON SHOW, OR SENSIBILITY IN DISGUISE 37

Thus, in the TA, the aprastutaprasamsa is considered as a mere

figure of speech and mainly serves a polemical purpose.

It is in this way that we can understand Jayaratha’s avataranika:

idanim asya Sastrasya param gambhiryam manyamano granthakrt, etad-
arthasatattvam ajananair api anyair anyathabodhena yatkimcid uttanam
eva anyathd ucyate, tan prati aprastutaprasamsaya upahasitum aha...,

Now, considering the extreme depth of the [preceeding] teaching, [and,
also,] that others, though ignorant of its essential meaning, persist in mak-
ing erroneous and non-sensical pronouncements, as an effect of an under-
standing itself erroneous, the author of the treatise contradicts them, using
the [following] aprastutaprasamsa, for ridiculing them [...],

as well as the conclusion, in which sarcasm intends to denounce any
other system of thought as erroneous, and to reaffirm the infaillibi-
lity of the non-dualist Saiva doctrine:

evam prakrte ’pi asya granthasya yas tattvam na janati ma jiasit, pratyuta
anyathapi yatkimcana vakti ity asav eva jado, na punar asya granthasya
kascid dosah ity arthah |

In order to come back to our subject, such is its meaning: the one who
does not know the truth [expounded] in this treatise — let him not know it!
And even more if he utters nonsense and falsehood, it is he himself who
is the unconscious idiot; this treatise is not at fault in any way. This is the
meaning.

1. THE TANTRALOKAVIVEKA AD TANTRALOKA 1332

I will limit myself to a synthesis of the analysis of the TAV, whose
text I give in Appendix-1.

The reasoning of the stanza is tightly woven and plays with pa-

radox, as so often in this system of thought:

1.
2.

PDF-Muster

Everything is sentient. This is why (yar)...

... the one who says phenomenal diversity is insentient and
stupid is himself insentient and stupid, blinded by his very ig-
norance, that is, by his being unable to recognize the identity
of the subject and the object;

Nevertheless, since we Saivas imagine — by virtue of the prin-
ciple of non-duality — that such an ignorant fool is similar to
you, O bhavavrata, the blame that he puts on you and that we
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have just transferred to him (since he is the fool) turns to
praise.

The entire philosophical point of the stanza lies in this last statement,
the locus of a paradoxical mockery: it is because the jana partakes
of this consciousness which he wrongly believes to be unconscious
that he is really a sahrdaya,' not for the reason he thinks (his sen-
tience contrasting with the insentience of the objects).

The TAV develops this line of thought and makes it clear that the
stanza is a formulation of the non-dualism of the doctrine, which is
precisely the main issue of the first chapter of the TA where our
stanza appears.

The novelty of the TAV’s interpretation consists in reading,
under the jana of the stanza (who appears again in the relative
clause: yas tvam aha...), a vadin, that is, an “interlocutor” and there-
fore an opponent of Trika monism (note that the term vadin appears
three times in the TAV ad I 332; see Appendix-1, in bold). Jayaratha
gives the content of the experience, inner struggles and impotence
of that vadin, through a rather enigmatic (and unidentified'") stanza
showing him doing battle with the dualizing thoughts (vikalpas),
whatever the school in which they have been theorized:

adyasman asatah karisyati satah kim nu dvidha vapy ayam
kim sthasniin uta nasvaran uta mithobhinnan abhinnan uta |
ittham sadvadanavalokanaparair bhavair jagadvartibhir
manye maunaniruddhyamanahrdayair duhkhena taih sthiyate |

Now, will it [dialectics (according to the context of the stanza in the
IPVV)] make us existent or nonexistent, or even both? Will it make us
permanent or destructible, different from each other or nondifferent? In
my view, thus [confronted with such dilemmas], beings remain in pain:
they who live in this world, immersed in contemplating the face of the
Being, have their hearts closed by the silence [to which they are reduced,

10 On this reasoning, see the Locana ad Dhvanyalokavrtti 1 13 quoted below, p.

61. On the notion of sahrdaya(ta) in the aesthetic register, see esp. BANSAT-
BOUDON 1992a, pp. 148-149, 151; also (for its use in both aesthetic and spiritual
registers), 2012a, pp. 225-233; and below, n. 33.

11 Although Abhinavagupta could well be its author, due to the similarity of struc-
ture with TA 1332 (stanza organized by “manye”), as well as to the presence of
the same stanza in another text by Abhinavagupta, namely the Isvarapratyabhi-
Jjiiavivrtivimarsini (henceforth IPVV); see the following §.
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unable as they are to see that the opposition sat-asat is meant to dissolve
in the awareness of the supreme Self (paramatman)'].

Let us note that the IPVV I 1, 1, Abhinavagupta’s commentary
on Utpaladeva’s Vivrti (most of which has been lost), has already
cited this stanza in a condensed form, in an extremely sarcastic pas-
sage denying dialectics (farka) the power of attaining supreme Rea-
lity."* Only “Recognition” (pratyabhijiia) of one’s identity with the
supreme principle or reality can ensure one’s access to it, hence to
liberation.

Thus every dualist doctrine is reduced to the level of inferior
thought, tinged with very ordinary prejudices, characterizing the
common man who knows nothing at all (akimcijjiia), says the TAV,
and who can be shown to be a fool of the first order.'"* And yet one

12 On this implied meaning, see IPVV 1 1, 1 (translated below) and Bhagavadgita
[BhG] II 16 [=1I 17, in the Ka$mir recension] and Abhinavagupta’s commen-
tary thereon (in particular his gloss for antah).

IPVV, vol. I, p. 9: evam paramesvarasvaripe samavisya granthakarah sitra-
vrityartham pirvapaksottarapaksaih samudghdatayisyan tarko ’pratisthah iti
apratisthata, adyasman asatah karisyati satah sthasniin atho nasvaran iti, sva-
Saktipradarsanamatrasarataya gomayapayasiyanyayopahdsena paramarthan-
upayogita | aho dhig vyakhyatrgraham itarahevakabhrtakam aho tarkasyantah
kvacid api na labhyas ca vibudhaih |. “Having thus immersed himself in the
nature of paramesvara and preparing to reveal the meaning of the verse and its
commentary through a series of prima facie views and established conclusions,
the author [Utpaladeva] says: ‘Dialectics has no foundation.” The lack of foun-
dation [of dialectics is explicit in the verse]: ‘Now, will it [dialectics] make us
existent or nonexistent? [...] Will it make us permanent or destructible?’ [Trying
to express] the supreme meaning [through logical terms] is pointless, according
to [the verse]: ‘Alas! The understanding of dialecticians [only] results in an-
other whim [to analyze]! Alas! For scholars, there is no end to dialectics!’ [Here
the emphasis is on] the derisory nature [of dialectics when employed for the
purpose of attaining the supreme meaning; it is as absurd as the reasoning cri-
ticized] in the saying that assimilates ‘the cowpat and the milk’ [on the basis
that they both have a bovine origin], given that the essence [of the supreme
principle can only be perceived] when one sees its energy [at work behind the
products that constitute empiric reality].”

See in particular Abhinavagupta’s Paramarthasara (henceforth PS) 27, which
presents other systems of thought as mere practical and provisional truths (vya-
vaharamatram etat paramarthena tu na santy eva, for which Yogaraja glosses
vyavaharamatram by samvrtyartham) and as such inferior to Abhinavagupta’s
doctrine (see BANSAT-BOUDON AND TRIPATHI 2011, p. 152, n. 656). See also
the famous analogy used by Ksemaraja in his PH 8 (BANSAT-BOUDON AND TRI-
PATHI 2011, pp. 160-161, n. 689), where the different schools are described as
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sees the final pirouette which consists in the reversal of blame into
praise.

Already, in the avataranika, as we have seen, the TAV shows
how the stanza partakes of the polemic construction of the Traika
system. Not only does this polemical tone persist throughout the
commentary, but Jayaratha shows a violence which is foreign to the
stanza itself and which culminates in the final condemnation, almost
an imprecation (see above, p. 37).

Thus there is no way out for the cornered adversary. And if, de-
spite everything, he resists — so what! His position, now ruined, is
of no consequence.

I would have liked to show how, in the context of such a general
attack on all dualism, one could read at least a partial refutation of
the Samkhya. But this it is not the place for such a digression, nor
for comparing the way both Trika and Samkhya use the theatrical
metaphor. I shall limit myself to reminding the reader of Samkhya-
karika (henceforth SK) 59, 61, 65-66, where prakrti, unconscious
yet active, is said to be playing before the purusa, conscious yet in-
active — it is indeed an actress (nartakt; SK 59), since the Gaudapa-
diyabhdsya speaks of the rasas she is enacting.

Intent upon his demonstration of non-dualism, Jayaratha unfolds
the dramatic metaphor of the first hemistich, showing how the ana-
logy at work in the stanza poetically condenses the underlying argu-
ment of the passage: objects are sentient (ajada), but the deity which
presides over their manifestation disguises that sentience as make-
believe insentience (jadatva), so much so that it succeeds in deceiv-
ing the insensitive man (ahrdaya): the world displays its splendors
to the finite being who is its deluded and impotent spectator. Thus
Jayaratha unfolds the web of significations associated with the no-
tion of sahrdayata, “sensibility,” understood as an aesthetic notion.

One should observe, however, that Jayaratha forces the meaning
of the stanza by making it serve his exegetic project, infringing on
its morphology and syntax, and even on its metrics.

the many “roles” (as well as “levels” of realization of the ultimate truth, bhii-
mika) taken on by the Supreme Lord as an actor and are seen as hierarchical
levels arranged along the scale of the tatfvas — culminating with the eleventh
and highest bhiimika or sthiti, which is that of Trika philosophers.
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It seems, for instance, that he understands the present participle
nartayan not as a causative, but as a sort of denominative (the equi-
valent of a nartayate), inasmuch as nartayan is glossed by natavat.
Similarly, he dislocates the syntax by making nartayan govern the
group in the instrumental: vividhabhir bhangibhih, when one ex-
pects that an instrumental accompanying pracchdadya might more
naturally express means (unless the instrumental is considered as the
complement of means applied to both gerunds and also to nartayan);
moreover, the expected syntactic order would thus coincide with the
metrical organization of the stanza, namely, with the second pada,
whereas nartayan, at the end of the first pada, would take a direct
object: janasya hrdayani, which is shared with the gerund akra-

mya."”

Jayaratha persists in his bold interpretation, since the syntactic
segment thus reorganized is again glossed by an equivalent one: vi-
vidhabhir bhangibhih nartayan yat samkridase — natavat atattvikena
rilpena samullasasi. Thus, vividhabhir bhangibhih is explained as
atattvikena riipena (“taking on a non-real form”), nartayan as nata-
vat, *“ in the way of an actor,” and samkridase as samullasasi (“he
plays”).'

In the same vein, the term bharigr is to be understood here more
as “costumes” (one of its meanings) than as “twists” or “bends™"” (or
emotional “modes,” as understood in the Locana; see below, p. 61)
— such costumes representing the various roles played by the actor.
Let us remember that the aharyabhinaya — costume and make-up —
although it has “to be borrowed” (@harya) from the external world
before the actor enters the stage, is conceived as a full-fledged reg-
ister of acting (abhinaya)."

This will be the syntactical order of the stanza in Abhinavagupta’s self-exegesis
of the same verse in the Locana; see below, p. 58: hathad eva lokam yatheccham
vikarakaranabhir nartayati.

Lit., “Since (yat) you play (samkridase = samullasasi), in the way of an actor
(nartayan = natavat), with various costumes, i.e. with a form that is not real
(vividhabhir bhangibhih = atattvikena riijpena).”

17 Cf. Padoux’s translation: “O Totalité des choses! De force, Tu t’empares des
ceeurs humains et Tu joues, tel un acteur, a cacher sous de multiples détours
(my emphasis) le cceur du Soi [...]”; transl. SILBURN AND PADOUX 1998, p. 126.

18 On the four registers of abhinaya, see BANSAT-BOUDON 1990; also BANSAT-
BOUDON 1992, pp. 145-155, 341-387.
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The verb itself, samkridase (glossed as samullasasi), is also to be
understood in the sense of dramatic acting, when it evokes the divine
actor, the natardaja — or his sakti, as we shall see.

We should note with what coherence the stanza and its commen-
tary spin out the metaphor, in conformity with the essential linea-
ments of the aesthetic theory defended by Abhinavagupta and the
Saiva tradition, including the key notion of sahrdayata and its anto-
nym, ahrdayata.

Both texts manifest the tension between the two protagonists of
the aesthetic experience as lived out in the theatre, that is, the actor
and the spectator. Nothing is left out of the process. On one side, the
actor, master of himself and of the universe (if I can borrow from
Corneille, Cinna, Vth act!), that is, master of the splendors lucidly
displayed to the spectator’s eyes (since, like the divine actor, he cau-
ses the objective world fo be on stage);'"® master also of that specta-
tor's heart, which he moves “forcibly” (hathat), that is, “at will” (ya-
theccham, as we shall see in the Locana quoted below, p. 61), and
who hides his Self in order to assume the variety of his roles. On the
other side, the spectator, more specifically the unqualified spectator,
the ahrdaya, who sees nothing but the diversity of the world in the
variety of those roles.

Such a spectator — who is a figure of the opponent in the inter-
pretation of the TAV — is, in fact, deceived, unable to discern the
reality beneath appearances. And he is all the more deceived since
he overestimates himself — wrongy believing, due to his presumptu-
ousness (a way of translating the philosophical notion the Trika in-
herits from the Samkhya, namely abhimana,” the sentiment of the
ego, and not of the Self), that he is a sahrdaya.

On the philosophical level, the insensibility (ahrdayata) of that
deceived spectator represents avidya (or ajiiana), metaphysical ig-
norance, as it manifests itself in a double error (bhranti) consisting,
in Saiva reasonings and particularly in Abhinavagupta’s PS (30-31
and 39-40), in taking the Self for the non-Self, that is, in forgetting
the unity of the Self and in placing before itself the object, namely
phenomenal diversity (to which also belong the multiplicity of the

19 On Siva as the unique Agent and Actor and the reasonings on the “beingness”

(astitva) of the phenomenal world, see BANSAT-BOUDON 2014, pp. 64-73.
20 See PS 19 in BANSAT-BOUDON AND TRIPATHI 2011, pp. 138ff.
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pasus®'), before just as wrongly taking the non-Self (the body, the
breath, etc.) as the Self — which amounts to being an error heaped
upon error, “darkness upon darkness” (timirad api timiram idam),
or a ‘“great pustule upon a boil” (gandasyopari mahan ayam spho-
tah), as PS 31 says.”

Incidentally, it is interesting to note that at some point in the

IPVV (ad I 4 19, vol. II1, p. 244)* it is the error itself (bhrama)*
which plays on the stage:

sa ca bhramo natyatulyasya aparamarthasato ’tyaktasvaripavastambha-
nanatakalpena paramesvaraprakasena pratitigocarikrtasya samsarasya
nayakah sitradharah pradhanabhiitah pravartayita itivrtte nayako va,
vallagnam visvetivrttam abhati; tata eva prathamah |

21 On this point, see especially Spandanirpaya 1 1 (quoted and translated in BAN-

SAT-BOUDON AND TRIPATHI 2011, pp. 330-331) which states that Siva takes on
the role of the seven pramatrs and of the objects which they bring into being.

22 On the double error, see BANSAT-BOUDON AND TRIPATHI 2011, pp. 24-25, 161-
169, 191-192 and n. 848; also, below, n. 24.

2 Quoted in RATIE 2011, pp. 559; see also J. Torzsok’s contribution to this vol-
ume.

99 ¢

2 Here “bhrama” must be construed as “bhranti,” “error,” and refers to the Traika
conception of a two-levelled error. According to Abhinavagupta and his com-
mentator in the PS, the first level of error is to mistake the Self for the non-Self,
i.e., in forgetting one’s own plenitude and in apprehending oneself as a finite
subject, defined in relation to an object (see PS 25 and 30 in BANSAT-BOUDON
AND TRIPATHI 2011). Thereupon intervenes the second level of error: taking the
non-Self (body, buddhi, etc.) to be the Self, that is, predicating the Self of the
non-Self, so that we assert ‘[ am fat,” ‘I am intelligent,’ etc. (see PS 31 in BAN-
SAT-BOUDON AND TRIPATHI 2011). On the interpretation of bhrama here, in the
IPVV, as an error on two levels — of which the first, more fundamental one is
to mistake the Self for the non-Self — I somewhat differ from Ratié and Torzsok
(see above, n. 23). See, for instance, Yogaraja’s Paramarthasaravivrti (hence-
forth PSV) ad 61: bhrantih dvayariapo bhramah, “the ‘error,’ i.e., the illusion
formed of duality,” and PSV 39, who describes how the dissolution of the sec-
ond level of error is the condition for the vanishing of the first and main grade
of error: yavad anatmani dehadav atmabhimano na galitas tavat svatmapratha-
riipe ’pi jagati bhedaprathamoho na viliyate. “ As long as the conceit that locates
the Self in the non-Self — the body, etc. — does not dissipate, so long does the
delusion not dissolve that consists in valorizing difference (lit. ‘display of dif-
ference’) in this world, [the things of] which are even so but the display of one’s
own Self.” (Transl. BANSAT-BOUDON AND TRIPATHI 2011, p. 192.) Here that
first grade of error is described as bhedaprathamohah, the “delusion that con-
sists in valorizing difference.”
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The drama (ndatya) that the world of transmigration is [i.e. the phenomenal
world subjected to the cycle of rebirth] (samsdm),25 though ultimately
deprived of reality, can only be experienced insofar as it is the manifesta-
tion of the supreme Lord who, like the actor (nata), never gives up his
own, immutable nature. [Metaphysical] error’® is the hero (nciyaka)27 of
the drama; in other words, it is the sitradhara, the leader of the company,
whose preeminent function is both that of instigator of the plot (itivrtta)
and protagonist of the play. It is in its close connection with metaphysical
error that the plot of the universe (visvetivrtta) appears. This is why me-
taphysical error is “primary.”

Error here is nothing but nescience (avidya), namely the mistaking
of the Self for the non-Self which in turn will lead to an even deeper
error, that of mistaking the non-Self for the Self. Like the sitradha-
ra, both the leader and first actor of a theatre group who plays the
main role (nayaka), avidya leads the plot of the universe (visvetivrt-
ta) on the stage of the world of transmigration (samsara). Better than
visva in the alternative analogy, that of the drama of the universe
(visvetivrtta), samsara is able to represent the target in the metaphor
of the “world as a theatre”: in the endless flow of reincarnations,
empirical beings take on one role after another. And although, in
Saiva terms, the play (ndatya) is not ultimately “true” (aparamartha-
sat),”® it has enough power of illusion to fool the spectators, so long
as these remain in the condition of pasu. At the source of this dra-
matic illusion is Parame$vara, the Supreme Agent® and Supreme

2 Lit. “the world of transmigration comparable to a play.”

2% “Error” here is in the sense of nescience (avidya); see below.

27 With a play on the word nayaka, “the one who leads,” which in dramaturgy also
refers to the “hero.” So error leads the dramatic plot of the universe in the same
way as the sitradhara leads it on the stage: it is both its instigator and main
protagonist. For the sitradhara is the character de rigueur in the prologue
which introduces the dramatic fiction as well as the first protagonist of the play
(see LEVI 1890, p. 378 and BANSAT-BOUDON 1992, p. 83 et 219). He is also the
true incarnation of theatricality in that he appears as the very figure of the Actor
in the pirvaranga, the half-ritualistic and half-dramatical “preliminaries” to the
performance of the dramatic fiction which are described in the fifth chapter of
the Natyasastra (see BANSAT-BOUDON 1992, pp. 74-76).

28 Cf. above, p. 41, Jayaratha’s notation: atattvikena rijpena, “‘taking on a non-real
form.”

¥ On é_iva as the Agent par excellence, see BANSAT-BOUDON 2014, pp. 65-71. See
also IPV 114 19 (vol. II, p. 200): iti cidritpasyaiva kartrtvam upapannam abhin-
nasya bhedavesasahisnutvena kriyasaktyavesasambhavat, “Thus, only what is
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actor, who, in disguising himself, plays at being other than himself
without ever being affected by it (atyaktasvariipavastambhanata).™
This is possible because such a change of appearance, far from being
due to particular circumstances, stems from Parame§vara’s power
to hide at will. This ability is one of his Saktis, his tirodhanasakti,
his concealment energy.” Thus the disguisement of the Self is a cor-
relate of its sovereign freedom, its svatantryasakti, the first of its
energies.” The notation “atmahrdayam pracchadya” (TA 1332) is
therefore an essential element of the playful process of self-subju-
gation which can be read between the lines of the stanza.

One can see that the stanza and its commentaries transpose me-
taphysical ignorance to the aesthetic register: thus the TAV concei-
ves of ajiiana as ahrdayata, which implies an imperfect education
(duhsiksita), as opposed to the perfect education that characterizes

undivided consciousness can be an Agent, for, being capable of taking on dif-
ferent forms, it can exercize the power of action.”

30 On the main characteristic of the Lord, i.e. that his essential nature cannot be

altered whatever form he takes on, see in particular PSV 1 quoting Spandaka-
rika (henceforth SpK) I 3 (see BANSAT-BOUDON AND TRIPATHI 2011, pp. 66-67,
and n. 253); also PS 34 (and PSV ad loc.) and PS 36. This is also the case with
ordinary, empirical, actors who never forget that they themselves are not the
characters or at least not fundamentally so. This they never — or should never —
ignore, since they would otherwise risk being possessed by the deity whose role
they are playing or start doing for real what should remain fiction, for example
killing a fellow actor who happens to be playing the part of an enemy (see the
anecdotes in TARABOUT 1998, pp. 296ff.). See also IPV II 4 19 (quoted above,
n. 29) which asserts that, although capable of being many, the Lord (or cons-
ciousness, cif) remains one and unaffected by the multiplicity he himself crea-
tes. It is in this context that the passage of the IPVV (vol. IIL, p. 244) quoted
above, p. 43, uses the metaphor of the error as sitradhara.

31 See HULIN 1978, p. 308, n. 5, who translates by “énergie de célement.” The
tirodhanasakti is one of the paricakrtya, Siva’s five cosmic functions (see BAN-
SAT-BOUDON AND TRIPATHI 2011, p. 100, n. 413).

2 See PSV 5 commenting on “Siva himself, who takes on the condition of a fet-

tered soul”: “Thus, that Lord who has been described above as a uniform mass
of blissful consciousness, and whose nature is freedom (svatantrya), Siva him-
self, whose essence is now the veiling of his own true nature (svaripagopana),
takes on the role (bhitmika) of a cognizer endowed with a body, according to
his own will, as though he were an actor (nata) and, since he is [henceforth] to
be maintained and treated as a domestic animal [that is, as a tethered beast], he
is now distinguished by his existence as a fettered subject (pasu)”’; on svaripa-
gopana, see also also PS 15 (on mayasakti) and PSV ad loc.: BANSAT-BOUDON
AND TRIPATHI 2011, pp. 126-129, and n. 529.
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the sahrdaya, in aesthetics.” The height of ignorance and bewilder-
ment (moha) is to think of oneself as sensible and sensitive, as well
as perfectly educated.

On the one hand, therefore, we have that deceived spectator; on
the other, the sovereign actor. But who is this actor who is the object
of comparison for the bhavavrata? “He” is, in fact, an actress, even
if in veiled terms. Abhinavagupta himself gives this interpretative
key in his IPV ad IPK I 1, 4:* the actor par excellence, that is, the
agent of phenomenal manifestation, is the maydasakti, herself an hy-
postasis of Siva’s Sakti, therefore indissociable from him:*

... tesam “jadabhiitanam” cinmayatve ’'pi mayakhyaya isvaraSaktya ja-
dyam prapitanam jivantam pramataram asritya pratistha... |

[...] Although made of consciousness, the “insentient entities” are made
insentient by the work of the Lord’s Sakti named maya. Their foundation
depends on the living being, that is, on the cognizing subject [...].

It is that maydasakti (who “measures” out the empirical world) that
the Saiva doctrine presents, with the organization of the thirty-six
tattvas, as governing the phenomenal manifestation, called meya — a
derivative of the same root ma, “to measure,” “to construct.”

In this respect, and in this respect only, maya is comparable to
the prakrti of the Samkhya, who shows herself on the stage of the
world?® by assuming, one after the other, those roles that are her
“evolutes” or “products,” the remaining twenty-three rattvas — the
difference consisting in that prakrti is unconscious, whereas mayada,

3 See Abhinavagupta’s famous definition of the sahrdaya in Locana ad Dhvany-

aloka, vrtti ad 11 (CSS ed., pp. 38-39; INGALLS ET AL. 1990, p. 70): yesam ka-
vyanusSilanabhyasavasad visadibhiite manomukure varnaniyatanmayibhavana-
yogyata te svahrdayasamvadabhajah sahrdayah; for the use of sahrdayata in
both aesthetic and spiritual registers, see BANSAT-BOUDON 2012a, pp. 225-233.

3 See the text of the stanza, IPK I 1, 4, in Appendix-3.

35 See, for instance, Abhinavagupta’s marigala to his Locana on Anandavardha-

na’s avataranika to III 1 (CSS ed., p. 288; INGALLS ET AL. 1990, p. 369): sma-
rami smarasamharalilapatavasalinah | prasahya Sambhor dehardham harantim
paramesvarim |. “I remember the Supreme Goddess who stole half of Sambhu’s
body after he had shown his effortless skill in playing at annihilating Smara
himself.”

36 See SK 59 and above, p. 40; also BANSAT-BOUDON AND TRIPATHI 2011, pp. 52-
53.
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Siva’s hypostasis®’ (in other words, the hypostasis of Conscious-
ness), is conscious throughout.

This is the reason why the stanza is a hymn to the deity which
sets in motion the bhdavavrata. Besides, in this non-dualism, it makes
little difference whether it is an actor (Siva) or an actress (mdya).*®

It is worth noting that the passage of the IPV I 1, 4 that offers that
interpretative key to TA 1 332 is precisely the one a propos of which
Bhaskara, commenting on it, in his turn, several centuries later, finds
it appropriate to cite the same stanza, although with a tiny variant
(see Appendix-4). Thus the philosophical point of the stanza, in the
TA, at least, is strengthened by the usage Bhaskara makes of it.

Let us come back to the long-drawn-out metaphor. When it is
said of this actor, or this actress, that he/she hides his/her Self, one
cannot help seeing here a reference to the notion of saksatkarakal-
papratiti (or pratyaksakalpapratiti) a “quasi direct perception,”™ es-
sential to the success of the aesthetic process meant to culminate in
rasa.

In effect, saksatkarakalpapratiti is a way to condense in one term
the complex process that manifests on the stage a person (or a fancy)
who, being neither entirely the actor nor entirely the character, al-
lows the spectator to see everything with impunity, in a distanciated
rapture. As such, the “quasi direct perception” governs the next step
of the aesthetical process when considered from the point of view of
the audience, namely sadharanikarana or *“generalization.” Sadha-
ranikarana, the depersonalization of emotions free of any reference
to a specific ego (and thus their universalization), enables the au-
dience to enjoy a controlled and purified identification (tanmayibha-
va), the source of delight and bliss.*

As for the influence cast over the hearts of men, it is a way of
alluding to rasa, the irresistible aesthetic rapture which, when trans-
posed onto the ontological level, merges with the beatific experience

37 See PS 15 in BANSAT-BOUDON AND TRIPATHI 2011, pp. 126-129, where maya
is described as devi mayasaktih; also BANSAT-BOUDON 2008, pp. 60-62.

38 See TAV VIII 333: deviti devabhinnatvat.

3 The notion is found at several places in the Abhinavabharati ad Natyasastra;
see BANSAT-BOUDON 1992, pp. 150-152; 2012, pp. 224-225.

40 On the stages of the aesthetic process as analyzed by Abhinavagupta in his
Abhinavabharatt, see BANSAT-BOUDON 1992, pp. 152-155, 1992a and 2012, pp.
214-215.
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of “repose in the Self” (armavisranti)*' preliminary to the experience
of “liberation in this life” (jivanmukti). I have shown several times
how the aesthetic experience works as a propaedeutics to the spiritu-
al.*? I shall thus not linger on this question, but we will return to it a
propos the Locana (see below, pp. 50-55).

To conclude this part: phenomenal diversity in the form of the ma-
vasakti plays before the spectator, and plays with him as well, if he
happens not to be a sahrdaya, making him wrongly believe in the
dichotomy subject/object.

2. THE LOCANA* AD DHVANYALOKAVRTTI I 13*

Let us come to the Locana. The broader context is that of the expo-
sition of dhvani; the narrower context, that of the definition of the
aprastutaprasamsa, more precisely, of the third category of apra-
stutaprasamsa, based on the similarity of the expressed (which is, in
this case, aprastuta — what is non-pertinent to the speaker and the
listener) and the suggested (which is prastuta — what is pertinent to
them), in order to establish where and when the figure works as such
or as a case of dhvani.

What Anandavardhana wants to show is that he has discovered
something new, not a new name for categories already recognized,
and so he goes through a number of such well-known categories —
alamkaras that involve an element of suggestion (including the
aprastutaprasamsa) — and shows that they are not at all identical
with his new concept of dhvani. He is thus led to defend his new
theory, namely that the alamkarika register is delimited by the pre-
dominance of the literal meaning, whereas that of the dhvani is de-
fined by the predominance of the suggested meaning. Therefore, ta-
king the aprastutaprasamsa as an example, he concludes (CSS ed.,
pp- 126-129; INGALLS ET AL. 1990, p. 159):

4 On the notion of armavisranti, see below, p. 72 and n. 100; also BANSAT-BOU-
DON AND TRIPATHI 2011, pp. 56, 71, 321.

4 See, esp., BANSAT-BOUDON 2004, pp. 280-283; 2012, pp. 231-233.
43 CSS ed., pp. 127-132; INGALLS ET AL. 1990, pp.160-163, 165-167.
4 CSS ed., pp. 125-132; INGALLS ET AL. 1990, pp. 158-165.
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... yada tu saripyamatravasendaprastutaprasamsayam aprakrtaprakrtayoh
sambandhas tadapy aprastutasya sariipyabhidhiyamanasya pradhanyena-
vivaksayam dhvandav evantarbhavah | itaratha tv alamkarantaratvam eva |
tad ayam atra samksepah —

vyangyasya yatrapradhanyam vacyamatranuyayinah |

samasoktyadayas tatra vacyalankrtayah sphutah ||

vyangyasya pratibhamatre vacarthanugame ’"pi va |

na dhvanir yatra va tasya pradhanyam na prativate ||

tatparav eva Sabdarthau yatra vyangyam prati sthitau |

dhvaneh sa eva visayo mantavyah sankarojjhitah ||

[...]. But when, in an aprastutaprasamsa, the relation of extraneous and
germane is based only on similarity, then, if the extraneous expressed idea
(aprastuta) bearing similarity is not intended to be predominant, the case
falls in the area of dhvani. Otherwise,® it will just be one of the figures.*
Here then is the summary of the matter:

“Wherever the suggested meaning (vyarngya) does not predominate, but is
merely ancillary to the literal sense (vacya), it is clear that such instances
are only figures of the literal sense, such as samasokti and others,”

“In places where there is just a glimmer of the suggested or where the
suggested is just subservient to the expressed, or where its preeminence
is not clearly discernible, there is no dhvani,”

“Only those instances wherein word and meaning are solely directed to-
wards the suggested should be regarded as the area of dhvani — which
admits no admixture of [any figure of speech].”*

In his Locana,” Abhinavagupta goes further (CSS ed., pp. 127-128;
INGALLS ET AL. 1990, pp. 162-163). For some reason, he considers
that the capacity to arouse wonder (camatkarakaritva) in the listener
is the criterion for determining which of the explicit or suggested
meanings prevails. Moreover, he seems to link or even subordinate
the ability to create a sense of wonder in the listener with the plau-
sibility of the meaning, be it literal or suggested.

45

46

47

48

Le., if it is the aprastuta that is intended to be predominant.
Transl. INGALLS ET AL. 1990, p. 159 (slightly modified).

My translation; see Locana ad loc., where anupravesa comments on sarnkara:
sankarenalankaranupravesasambhavanaya ujjhita ity arthah. Anandavardhana
and his exegete will take up the question again, in Dhvanyalokavrtti ad 111 40
and Locana thereon; see below, § 3.

Locana ad the vrtti (CSS ed., pp. 126ft.): yada tu sariapyamatravasenaprastuta-

prasamsayam...
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Giving the example of a stanza whose protagonist is a vetala,
Abhinavagupta argues that the believability of the literal meaning —
which seems to be the source of the listener’s sense of wonder — is
a factor in the decision to consider it predominant.*’ That first seg-
ment of the passage (see complete text in Appendix-2) reads as fol-
lows:

atra yady api sarupyavasena krtaghnah kascid anyah prastuta aksipyate,
tathapy aprastutasyaiva vetdalavrttantasya camatkdara-karitvam | na hy
acetanopalambhavad asambhavyamano yam artho na ca na hrdya iti va-
cyasydtra pradhanata | ...

Here, although some other ingrate is suggested as the pertinent subject
(prastuta), by the power of similarity, the capacity of causing wonder™
lies in the story of the vetala, which is extraneous. The sense is not im-
possible as would be a reproach against an insentient being, and it is not
without attraction. So the predominance here lies in the literal sense.’!

However, says the second segment of the Locana, if the literal mean-
ing is entirely implausible, that goes hand in hand with a suggested
meaning that is the source of the verse’s main charm — which would
then make it a vastudhvani, namely the “suggestion of some narra-
tive item or ‘content.’” This is where (CSS ed., p. 127; INGALLS ET
AL. 1990, p. 162) Abhinavagupta makes a self-citation of his own
stanza (“bhavavrata hathdj...,” already present in TA I 332):

... yadi punar acetanadinatyantasambhavyamanatadarthavisesanenapra-
stutena varnitena prastutam aksipyamanam camatkarakari tada vastu-
dhvanir asau | yatha mamaiva — “bhavavrata hathaj...”

But if the pertinent subject [of the utterance] (prastuta) [i.e., the speaker’s
intention which he wants to convey to the listener, therefore, the suggested
meaning he has in his mind] is a source of wonder (camatkarakarin), [al-
though] suggested (aksipyamana) by means of [another] that is non-perti-
nent (or irrelevant) (aprastuta) to the speaker and the listener — insofar as
that [other irrelevant subject] is insentient, etc., or described in such a way
that its particularities are entirely unimaginable (atyantasambhavyamana)
for such a result [namely, suggesting the real meaning] — then, we have a

4 The point is further discussed below, Dhvanyalokavrtti 111 40; see below, p. 67,
and n. 91.

Underlined passages are my emphasis.
31 Transl. INGALLS ET AL. 1990, p. 162 (slightly modified).

50
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case of vastudhvani, as in this verse of my own: “O whole of things, for-
cibly...”?

Let us examine these two stanzas, which Abhinavagupta gives as
examples of the category of aprastutaprasamsa based on similari-
ty.3

1. The first one, which shows a verala killing his benefactor, ironi-
cally celebrates the former as the Prince of gratitude. That is the
expressed/explicit meaning. The suggested meaning aims at some
other ingrate, of whom we know nothing in the absence of context,
or at any other ingrate.”* Nevertheless, it is the expressed meaning,
the colourful story of the vetala, which is a cause of wonder (camat-
karakarin), while it is all the more credible (hence convincing) as
vetalas’ stories are a recurrent motive in narrative literature.

Thus, as one may infer from the next passage of the Locana, one
can recognize here an instance of aprastutaprasamsa, since ingrati-
tude is common to the explicit and implicit subjects of the utterance,
but it is an aprastutaprasamsa pertaining to the alamkarika register,
since there is something striking and convincing in the description
of the non-pertinent vetala, which makes that literal meaning pre-
dominant (vacyasyatra pradhanata).

2. The second stanza given as an example, which Abhinavagupta
says that he composed himself, without giving its source, is the stan-
za under examination: “bhavavrata hathaj...” Abhinavagupta ex-
plains that, the expressed meaning being completely impossible, i.e.,
implausible (how to address the mass of the objects and to consider
them as sentient?),” the suggested meaning prevails over it, thus
creating wonder and establishing the stanza as a case of vastudhvani.

52 My translation. See below, p. 57, for an extended translation of the same pas-
sage, which applies to the verse itself (“bhavavrata,” etc.) and shows its impli-
cations once the suggested meaning has been identified.

5 Anandavardhana and Abhinavagupta will take up the question again in III 40;
see below, § 3.

3% The verse, which addresses the vetala (a Sardilavikridita, with two irregulari-
ties: the 8™ syllable is long; there is one syllable too many, at the beginning of
the second pada; it should read “kandhe” instead of “svakandhe”), reads as fol-
lows: prana yena samarpitas tatra balad yena tvam utthapitah svakandhe yasya
ciram sthito ’si vidadhe yas te saparyam api | tasyasya smitamatrakena janayan
pranapaharikriyam bhratah pratyupakarinam dhuri param vetala lilayase |.

35 See the passage of the Locana quoted immediately above, which emphasizes
that the “particularities” ascribed to the aprastuta (the bhavavrata) are “entirely
unimaginable” (atyantasambhavyamana).
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Otherwise, it would indeed be a case of aprastutaprasamsa based on
similarity, but this aprastutaprasamsa would pertain to the rhetori-
cal register alone (as in the stanza of the vetala).

This is what Anandavardhana teaches (CSS ed., pp- 128-129,
quoted above, p. 49). It is, as well, what Abhinavagupta develops
(CSS ed., p. 128; INGALLS ET AL. 1990, p. 163):

“itharatha tv iti”
tvam na vyangyasya katham cid api pradhanya iti bhavah |

itarathaiva punar alankarantaratvam alankaravisesa-

“But, otherwise...” — Otherwise, it will just be another figure of speech,
that is, the particular figure of speech [named aprastutaprasamsal; but
this is not the case when the suggested meaning is prevalent in any way
whatsoever. Such is the deeper meaning.>

Now, what is this suggested meaning? Abhinavagupta reveals it
first, immediately after quoting his stanza: under the description of
the bhavavrata, one should read the detailed and very lively evoca-
tion of a mahapurusa, a “great being” — a “great being” who puzzles
Ingalls (see, below, p. 63), and in whom I propose to recognize the
figure of the jivanmukta, who is “liberated while living.” In effect,
all the epithets qualifying that mahapurusa might apply to the jivan-
mukta.

Here comes the third part of the passage, which deals with the
figure of the jivanmukta, i.e., the unfolding of the suggested mean-
ing:

... kaScin mahapuruso vitarago ’pi saragavad iti nyayena gadhavivekalo-
katiraskrtatimirapratano ’pi lokamadhye svatmanam pracchadayaml lo-
kam ca vacalayann atmany apratibhasam evangikurvams tenaiva lokena
miirkho ’yam iti yad avajiiayate tada tadiyam lokottaram caritam prastu-
tam vyangyataya pradhanyena prakasyate...

I summarize the passage, which is given entirely in the Appendix.
The statement that first gives the key to such correspondences is that
the mahapurusa, “although living in this world” (lokamadhye; pre-
cisely what makes the jivanmukta a living oxymoron), has dispelled
the darkness of metaphysical ignorance (gadhavivekalokatiraskrta-
timirapratano ’pi). He nonetheless hides his Self (svatmanam prac-
chddayan), in conformity with the modes of life of a renunciate: al-
though dispassionnate (vitardgo 'pi), he behaves as if still in the grip

5 My translation. Note that the topic will be taken up again by Anandavardhana
and his exegete in III 40, and further clarified (see below, § 3).
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of ordinary passions (sardgavad); by so doing he is the object of
innumerable comments and gossips (lokam ca vacalayan), which he
accepts without trying to deny them (armany apratibhasam evangi-
kurvan). This is why people regard him as a fool or madman (miir-
kha) and despise him (avajiiayate) for it. Such is, Abhinavagupta
concludes, the extraordinary, supra-mundane conduct (lokottaram
caritam) of so extraordinary (kascit)’’ a man.

This is a remarkable text, probably one of the most complete des-
criptions of the jivanmukta, whose main feature is that he is lokotta-
ra. In which way? Although living in this phenomenal world, e sees
through it and accedes to ultimate reality, as taught by Bhagavadgita
(henceforth BHG) II 71 (according to the numbering of the Kashmi-
rian version; see Lakshman Joo’s edition), which Anandavardhana
quotes as an example for Dhvanyalokavrtti ad 111 1 (see below, p.
56):

ya nisa sarvabhiitanam tasyam jagarti sanmyamr |
yasyam jagrati bhittani sa ratrih pasyato muneh ||

That which is night®® for all beings, in that the self-controlled ascetic is
awake. That in which all beings are awake is night for the sage who sees.

In this way, “supramundanity” is associated with supralucidity,”
with the result that the jivanmukta remains indifferent to the ordina-
ry world, its affects, prescriptions and prohibitions. We observe
many ways of referring to the jivanmukta’s alaukika or lokottara
character, besides the use of the term itself, among which are the
recourse to paradox, as in the verse of the BHG just quoted, and such
exclamations as “iti citram,” “how wonderful!”, by which the Gita-
rthasamgraha comments on it — another way of expressing that
everpresent camatkara, “wonder,” “wonderment,” which is also a
criterion, as we have seen, for determining which of the explicit or

57 On this connotation of kascit, see notably D. Shulman’s paper in this volume.

38 “Night” is a metaphor for maya, as explained by the Gitarthasamgraha. See the

entire passage ad loc.

3 See also Locana on Dhvanyalokavrtti ad 111 1 (quoted below, p. 56), comment-

ing on BHG II 71.

Gitarthasamgraha ad BHG 11 71: ... pasyata eva sa ratrir iti citram | vidyayam
cavadhatte yogi yatra sarvo vimiidhah | avidyayam tv abuddhah yatra janah
prabuddhah — ity api citram.

60
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suggested meanings prevails, hence, whether the verse belongs to
the dhvani register or to that of the alamkaras.®*

All similar features specific to the jivanmukta are variously em-
phasized in the texts, especially in Saiva texts.

The way the jivanmukta makes others talk about him (lokam ca
vacalayan), without trying to explain himself — so much so that he
is, for ordinary men, an object of scandal and contempt — is describ-
ed in Gitarthasamgraha ad BHG XIV 26:

yas tu phalam kimcid apy anabhilasyan kim etad altkam anutisthasi iti pa-
ryanuyujyamano ’pi nirantarabhagavadbhaktivedhavidrutantahkaranata-
yva kantakitaromavan vepamanatanur vispharitanayanayugalaparivarta-
manasalilasampatah tiisnimbhavenaivottaram prayacchati |

Harassed by his circle, who cannot bear not to understand him:
“Why such an untrue behaviour?” (which is in some way an echo of
“hiding his Self” — svarmanam pracchdadayan — of the Locana), the
yogin answers through silence to the crowd of the pasus, immersed
as he is in the mystical experience of bhakti, whose symptoms are
thrilling with joy, quivering and an uninterrupted flow of tears from
his wide open eyes.

This is of course more than what the common man can under-
stand and tolerate. Therefore the jivanmukta is harassed, mocked
and despised for being stupid (miirkha), insensible or insentient (ja-
da), or even insane (unmatta).*

Similarly, karika 71 (an arya) in the PS, also a work of Abhinava-
gupta, asserts:

madaharsakopamanmathavisadabhayalobhamohaparivarjr |
nihstotravasatkaro jada iva vicared avadamatih |

Living without self-deception, excitement, anger, infatuation, dejection,
fear, greed, or delusion; uttering neither praises [of the gods] nor ritual
formulae and having no opinions whatever, he should behave as one in-
sensible (jada).

This vision of the jivanmukta is the same as in the Locana and the
Gitarthasamgraha. It is worth noting that the “jada” of the stanza is
glossed by Yogaraja as “unmatta” — “insane” in the eyes of the world

81 On camatkara, see BANSAT-BOUDON ANDTRIPATHI 2011, p. 320.

62 See below.
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— which implies that “having effectively conquered himself, consi-
dering that all is brahman, he should disport himself for purposes of
play.”®

Such a description of the jivanmukta, although marked as Saiva,
is nonetheless shared by other schools, as the Vedantic Agamasastra
(I 36b-37) clearly shows.*

In the same vein, the Balapriya subcommentary of the Locana
cites a stanza, probably a proverb, which describes the way the
world (or the common man) and the jivanmukta (here the “one who
knows the reality” — jiiatatattva) consider each other as a pisaca,
conventionally perceived as insentient (jada) and insane (unmatta):

JjAatatattvasya loko 'yam jadonmattapisacavat |
JjAdatatattvo ’pi lokasya jadonmattapisacavat ||

For the one who knows the reality, this world is like an insentient and
insane pisaca, but, for this world, it is the one who knows the reality who
is like an insentient and insane pisaca.%

6 Commenting on PS 71: jada iva vicared avadamatih, “He should just behave as

one insensible, having no opinions whatever,” Yogaraja observes: pirnatvad
akanksavirahac conmatta ivetikartavyataripe sastrive karmani pramanopapan-
ne va prameyasatattve pramatrbhih sahedam upapannam idam neti vicaraba-
hiskrtabuddhir... iti dantaprayo bhiitva sarvam brahmavalokayan kridartham
vihared eveti jadatvena niriipitah |. “Since he is himself replete, due to the ab-
sence of all expectations, he is like one at a loss (unmatta); his mind has ban-
ished considerations having to do with actions taught in the injunctive treatises,
such as those that specify the manner of accomplishing [rituals, etc.] or [those
that involve] the existence of something to be apprehended in conformity with
some mode of correct apprehension (pramana) and requiring an accompanying
apprehender (pramatr), such as ‘this [conclusion] is proven, this [one] is not’
[...]I. Thus, having effectively conquered himself, considering that all is brah-
man, he should disport himself for purposes of play. For this reason, he has
been described here as insensible (or insane).” On the ascetic seen as unmatta
in Tantric texts, see J. Torzsok’s contribution to this volume.

% Agamasastra Il 36¢d-37: ... advaitam samanuprapya jadaval lokam dacaret || ni-

stutir nirnamaskaro nihsvadhakara eva ca | caldcalaniketas ca yatir yadrcchiko
bhavet ||. “Having realized nonduality, one should behave as a fool among peo-
ple. Giving no praise, paying no homage, nor pronouncing svadha [i.e., not of-
fering libations to the Manes/Ancestors], with an unfixed home, and acting
spontaneously [without willing anything] (yadrcchika), one should become an
ascetic.” (Transl. BHATTACHARYA 1989, modified as to the meaning of yadrc-
chika.)

% Same quote in Jiianasrimitranibandhavali, pariccheda 3, p. 419.
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Nevertheless, that so-called insentience and stupidity of the jivan-
mukta, as he appears in the eyes of the uncomprehending common
man, is but the corollary of the “supramundanity” (lokottaratva/
alaukikatva) that is the very mark of the accomplished yogin, the
Jjivanmukta. This runs like a red thread in Abhinavagupta’s works.
In his Gitarthasamgraha, he interprets BHG II 66-70 (according to
the numbering of the Kashmirian version) as referring to the sthita-
prajiia, himself portrayed as the jivanmukta, as made obvious by the
quotation (from an unidentified source): “yogi ca sarvavyavaharan
kurvano ’pi lokottarah™ — “Extraordinary is the yogin, even when he
attends to worldly transactions” —, which qualifies such a yogin as
lokottara, as is the case in the passage of the Locana we are dealing
with.%

That “supramundanity” (lokottaratva/alaukikatva) appears again
in the Locana commenting on Dhvanyalokavrtti ad 111 1. In his vrtti,
Anandavardhana deals with the type of dhvani where the literal
sense is not intended (avivaksitavacya) — that is, where it is entirely
set aside,”” and cites precisely the same BHG II 71 which Abhinava-
gupta comments upon in his Gitarthasamgraha (see above, p. 53,
and n. 60). Anandavardhana’s vrtti (CSS ed., p. 294; INGALLS ET
AL. 1990, p. 376) reads as follows:

anena hi vakyena nisartho na ca jagaranarthah kascid vivaksitah | kim tar-
hi? tattvajiianavahitatvam atattvaparanmukhatvam ca muneh pratipadya-
ta iti tiraskrtavacyasyasya vyaijakatvam |

For in this sentence the meanings “night” and “waking” are not at all in-
tended. What then? What is communicated is rather the attention of the
sage to the knowledge of ultimate reality and his disregard for what is not

% Grtarthasamgraha ad BHG 11 66-70: [ragadvesetyadi pratisthitety antam) yas tu
manaso niyamakah sa visayan sevamano ’pi na krodhadikallolair abhibhiiyate
iti sa eva sthitaprajiio yogiti tatparyam | “yogi ca sarvavyavaharan kurvano ’pi
lokottarah” — iti niripayata paramesvarena samksipyasya svariipam kathyate.
“He who controls his mind is not thrown about by the waves of wrath, etc., even
when he perceives the sense-objects; hence he alone is a yogin, a man-of-stabi-
lized-intellect; such is the intended meaning. As has been said: ‘Extraordinary
is the yogin, even when he attends to worldly transactions.’”

7 See also, in this volume, D. Shulman’s paper, examining Dhvanyaloka 111 40
and IIT 43.
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that reality. Thus the subjective force is of [the sub-type where] the literal
meaning is entirely set aside.%

Here is another opportunity for Abhinavagupta to comment again
on BHG II 71, this time in the context of the dhvani exposition, and
to focus on the same lokottarata to which he refers in his Gitartha-
samgraha on this verse. His Locana on Dhvanyalokavrtti ad 111 1
thus reads (CSS ed., p. 294; INGALLS ET AL. 1990, p. 376):

tasmad badhitasvartham etad vakyam samyamino lokottaratalaksanena
nimittena tattvadrstav avadhanam mithyadrstau ca paranmukhatvam
dhvanati |

Therefore this sentence, its primary meaning being obstructed,” suggests
that the self-controlled ascetic, because of his extraordinary nature, is at-
tentive to the perception [lit. “vision”] of ultimate reality and disregards
false perception.”

Let us come back to Locana ad I 13, which cites our stanza: “bha-
vavrata, etc.” It is that extraordinary conduct of the yogin which is
a source of wonder (see also the use of kascit qualifying mahapuru-
sa), and it is why the suggested meaning (the jivanmukta) prevails
over the expressed one (the bhavavrata), thus making the aprastu-
taprasamsa a case of dhvani. Such is the meaning of Abhinava-
gupta’s avataranika to his exegesis of his own stanza (“bhavavrata,
etc.”), as we have seen.”!

Although the passage has already been quoted (above, p. 50), I
come back to its interpretation, whose implications may be further
developed now that the suggested meaning has been identified:

But if the true subject [of the utterance] (prastuta) [i.e., the speaker’s in-
tention which he wants to convey to the listener, therefore, the suggested
meaning he has in his mind, namely, the evocation of the jivanmukta] is a
source of wonder, [although] suggested (aksipyamana) by means of [an-
other subject] that is non-pertinent or irrelevant (aprastuta) [to the speaker

% Transl. INGALLS ET AL. 1990, p. 376 (slightly modified). A similar eviction of
the litteral meaning, in order to establish a suggestion based on metaphoric
usage, is found in Meghadita 31, quoted by the vr#ti ad III 43, in which the
word maitrt, “friendship,” applied to the breeze, must be taken metaphorically,
since no breeze is ever literally “friendly” (see, in the volume, D. Shulman’s
analysis of the verse).

% Since “night” and “waking” must not be taken literally here.
70 Transl. INGALLS ET AL. 1990, p. 376 (slightly modified).

71 Note a variant, pada c: sa tvam aha jadam tatah...
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and the listener, namely, the bhavavrata] — that other subject being insen-
tient, etc., or described in such a way that its particularities are entirely
unimaginable for such a result [namely, suggesting the real meaning and
thus arousing a sense of wonder, as does the prastuta, i.e., the portrayal
of the jivanmukta] — then, we have a case of vastudhvani.

Now that the mahapurusa is identified as a jivanmukta, let us come
to the functioning of the figure, based on the similarity of the “sug-
gested” meaning, pertinent or relevant (prastuta) to the speaker and
listener, and the “suggesting” (or “expressed’”’) meaning that is not
pertinent to them (aprastuta), and to the examination of the express-
ed meaning, which consists in the description of the bhavavrata.

The next segment of the Locana reads as follows:

... jado ’yam iti hy udyanendiidayadir bhavo lokenavajiiayate, sa ca pra-
tyuta kasyacid virahina autsukyacintadityamanamanasatam anyasya pra-
harsaparavasatam karotiti hathad eva lokam yatheccham vikarakarana-
bhir nartayati | ...

In Jayaratha’s TAV (and in Abhinavagupta’s IPV ad I 1, 4, as we
have seen, p. 46), the bhavas of the bhavavrata denote the objects of
experience (apparently external and internal) that are “blue” (and
“pleasure,” according to the pan-Indian definition).”” Hence, the so-
called materiality of the empirical world is at stake — which is the
point of departure for Jayaratha’s demonstration of what is, in Saiva
doctrine, the ultimate reality: the non-duality of the subject and the
object.

For its part (see the Sanskrit text quoted immediately above), the
Locana limits the notion of bhava(s) to the class of entities, appa-
rently insentient, which are called vibhavas, “determinants” or “sti-
mulants” in aesthetic theory. The examples given by Abhinava-
gupta, the garden (udyana) or moonrise (indiidaya), belong to the
subcategory named uddipanavibhavas, “inflaming causes.” The ud-
dipanavibhavas arouse such and such vyabhicaribhavas, “transitory

2 See (Appendix-1) TAV 1 332: he bhavavrata niladyarthalh]. “Blue* [or “yel-
low” (pita), etc.] is the standard example of the external form grasped by the
sense-organs, whereas sukha, “pleasure,” is that of the internal, grasped by the
antahkarana. Therefore, the syntagm nilasukhadi represents the ‘“knowable”
(vedya), or “objectivity” insofar as it is an object of consciousness, whether
external or internal. Such reasonings are common to Buddhist idealists and to
the Trika, even though the latter (see SPK I 4) reaches the opposite conclusion:
the existence of a permanent Subject, a substratum for the impermanent, inci-
dental experiences of pleasure and pain, etc.
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affects.” In other words, as taught in the rasasiitra (Natyasastra
VI),” a given combination of vibhavas (or “determinants”), anubha-
vas (or “consequents’) and vyabhicaribhavas (“transitory affects”),
constitutive of a given sthayibhava, “permanent affect” (although
the sthayibhava is not mentioned in the rasasiitra), culminates in the
advent of a given rasa.™

For this very reason, not all vibhavas are a source of delight, as
Abhinavagupta underlines it (here and at other places),” since the
same garden and the same moonrise are capable of arousing two
opposite emotions, nostalgia or exultation, according to the condi-
tion of the lover who contemplates them, that is, according to the
emotional status of the alambanavibhava, the ‘“substantial cause”
that is the hero himself — whether he is sepatated from (virahin) his

73 Natyasastra V1, rasasitra, vol. 1, pp. 2711f.: vibhavanubhavavyabhicarisamyo-

gad rasanispattih, “rasa is the result of the combination of ‘determinants,” ‘con-
sequents’ and ‘transitory affects.””

74 On all these categories and the way they contribute to the whole of the aesthetic

process, see BANSAT-BOUDON 1992, pp. 109-117; 1992a, pp. 141-145. On
alambanavibhavas and uddipanavibhavas, see below, n. 75; also BANSAT-BOU-
DON 1992, p. 113, 1992a, pp. 141-142; and, in this volume, D. Shulman’s paper.

75 Abhinavabharati ad Natyasastra V1, rasasiitra, vol. 1, p. 282 (including the cor-

rections made by GNOLI 1968, p. 20): tatranubhavanam vibhavanam vyabhica-
rinam ca prthak sthayini niyamo nasti | baspader anandaksirogadijatvadarsa-
nat| vyaghrades ca krodhabhayadihetutvat Sramacintader utsahabhayadyan-
ekasahacaratvavalokandt | samagrt tu na vyabhicarini | tatha hi bandhuvinaso
yatra vibhavah paridevitasrupatadis tv anubhavas cintadainyadis ca vyabhicart
so ‘vasSyam Soka eveti. “The anubhavas, vibhavas, vyabhicarins, taken separa-
tely, are not restricted to a particular sthayin, as one sees, for instance, tears
caused by happiness or an eye disease; since, for instance, a tiger may create
anger or fear; since one notices that fatigue and restlessness can accompany
more than one sthayin, such as ardour or fear. However, any given combination
[of these three factors] is necessarily associated to one specific sthayin [lit.
“does not deviate from the sthayin.”’] Thus, when the death of a relative is the
“determinant,” when lamentations and tears are the “consequents,” when an-
xiety and despondency are the “transitory affects,” it is necessarily the [sthayin
that is] sorrow which is at stake.” Such psychological considerations are so
widespread as to be almost conventions, or fopoi, as shown, for instance, by
Gaudapada’s commentary ad SK 12: a beautiful and virtuous woman (here an
alambanavibhava) is a source of joy to all, but a source of sorrow to her co-
wives and of stupefaction to passionate beings; a dharmic king (also an alam-
banavibhava) inspires happiness in the good and unhappiness in the wicked;
clouds (an uddipanavibhava), although inanimate, generate joy in the world,
when they bring rain and thus urge the ploughman to plough, but they produce
stupefaction in separated lovers (... meghah... jagatah sukham utpadayanti te
vrstya karsakanam karsanodyogam janayanti virahinam moham).
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beloved or not (CSS ed., p. 128: ... sa ca pratyuta kasyacid virahina
autsukyacintadityamanamanasatam anyasya praharsaparavasatam
karotiti...).”

This is how the essential features of Indian aesthetic and dramatic
theory come through in the exegesis Abhinavagupta proposes for
the expressed meaning of his own stanza.

The Locana thus presents the same scheme of interpretation as
does the TAV, namely, the exploitation of the dramatic analogy, but
at the cost of a slight shift from the evocation of Sakti, the divine
actress, to that of the vibhavas and their “powers.”

It is nonetheless possible to recognize the figure of the deity as
an actor/actress, in a more subtle way, under the web of meanings
that implies, in a Saiva context, the metaphoric notion of Ardaya, the
Heart — in other words the supreme and unique principle of pheno-
menal manifestation. I shall come back to this.

For this is not all. Such an aesthetic interpretation of the bhava-
vrata is subordinated to a superior ambition, of a philosophical
order.

As is the case in the TAV, the Locana wants to show that it is
wrong to ascribe the status of an insentient, therefore stupid, entity
to phenomenal diversity. This is demonstrated by the fact that those
bhavas, understood as apparently insentient vibhavas (here uddipa-
navibhavas), have a complete and irresistible (hathat) hold over the
ordinary man. Thus the dramatic metaphor is again entirely applic-
able here. These all-powerful vibhavas cause men (the hearts of
men) to play as they wish, as does an actor (hathad eva lokam ya-
theccham vikarakaranabhir nartayati). They are the source of men’s
emotions. They move them. One thinks of Zola’s statement in La
faute de I’Abbé Mouret : “Ils céderent aux exigences du jardin” —
“They gave in to the demands of the garden.” There is nothing more
sentient, more sensible and more intelligent than these vibhavas.

Here, Abhinavagupta introduces an amazing development, in the
form of a digression, about the ‘“heart” (hrdaya) of the bhavas,
which, in his first comment of the text, he had described as the
“wordly objects” of the bhavavrata, the “totality” of them; here
however bhava is understood in the limited sense of the vibhavas of
the uddipana category, i.e. gardens, moonrises and so on.

76 Compare Ingalls’ analysis, below, p. 64.
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... ha ca tasya hrdayam kenapi jiiayate kidrg ayam iti, pratyuta mahdagam-
bhiro ’tividagdhah susthugarvahino ’tisayena kridacaturabh...

The ordinary man does not know anything about their hearts, since
he is still unaware that they have one, whereas he allows himself a
heart, convinced that he is a sahrdaya, “endowed with a heart.”
However, the Saiva thinker and mystic knows well that the object
also is “endowed with a heart.”

The passage in which Abhinavagupta describes that heart, which
he has the privilege to know, is of great beauty, perhaps also by vir-
tue of its paradoxical character. That heart is “most deep” (maha-
gambhira), “‘very intelligent” (atividagdha), “‘entirely devoid of con-
ceit” (susthugarvahina) — the conceit, abhimana, that characterizes
the common man who claims to be a sahrdaya — and “skillful at
play” (kriddcatura). In the final analysis, it means that the object is
not different from consciousness, hence, not different from giva,
himself “most deep,” etc., and “skillful at play,” just like an actor.
We have come full circle.

Let us observe also that Abhinavagupta undoubtedly understands
the present participle nartayan as a fullfledged causative that gov-
erns janasya hrdayani in the stanza’’ — he comments on “hathaj ja-
nasya hrdayani nartayan” of his verse as: “hathad eva lokam yathe-
ccham vikarakaranabhir nartayati.”

The “whole of things” (here understood as the totality of the vi-
bhavas) causes the hearts of men to play, just as it deceives or dupes
them, making them feel the entire range of emotions. This is the
reason why I propose, in this context, a slightly different translation
of the stanza, of which I give only the first hemistich here:

O whole of things [such as the “determinants” that are gardens or moon-
rise]! Since, hiding your heart that is the Self [as does an actor], you play,
while you forcibly grab hold of the hearts of men, by causing them to
enact (nartayan) the variety of [emotional] modes,” he who calls you un-
conscious is himself unconscious, etc. [...]”

The preeminence of suggestion (the evocation of the jivanmukta)
does not prevent the expressed meaning from being tightly coherent

77 Contrary to Jayaratha, who understands it as a kind of denominative; see above,
p- 41.

78 Lit., “by causing them to enact (nartayan) through the variety of [emotional]
modes...”, unless one considers the instrumental as being the complement of
means applying to the gerund akramya.
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and articulated. It is even a sine qua non condition for establishing
a term-by-term correspondence between what suggests and what is
suggested. The stanza is indeed built on an aprastutaprasamsa of
the third category, that of the relationship of similarity between the
non-pertinent and the pertinent; yet, if one follows Anandavardhana
and his exegete, since the aesthetic balance is tilted towards the sug-
gested meaning, it is not the mere figure of speech known as “apra-
stutaprasamsa,” but a case of vastudhvani. The following chart
shows the symetry of the two meanings (denoted and suggested;
non-pertinent and pertinent):

BHAVAVRATA: THE APRASTUTA JIVANMUKTA: THE PRASTUTA
atmahrdayam pracchadya (in the svatmanam pracchadayan
verse)
The series of epithets qualifying gadhavivekaloka®...

the heart of the bhavavrata: “very
deep,” “very intelligent”... (in the
exegesis of the verse)

“skillful at play” (kriddacatura) in lokam vacalayan
the exegesis of the verse + hathdj
Jjanasya hrdayani... nartayan (in
the verse) and hathdd eva lokam
yatheccham vikarakaranabhir
nartayati (in the exegesis of the

verse)
The consequence being that such With the same consequence:
bhavas are regarded as insentient tenaiva lokena miirkho “yam iti
and foolish, and despised for it: yvad avajiiayate

Jjado ’yam iti... bhavo lokenava-
JjAayate... (in the exegesis of the
verse)

I leave aside the rest of the exegesis (see complete text in Appendix-
2) that focusses on the paradoxical mockery, already emphasized in
the TAV, by means of which the accusation of insentience made
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against phenomenal diversity discredits the accuser, who is in his
turn accused of being more than stupid:

... sa yadi lokena jada iti tata eva karanat pratyuta vaidagdhyasambhava-
nanimittat sambhavitah | arma ca yata eva karanat pratyuta jadyena sam-
bhavyas tata eva sahrdayah sambhavitas tad asya lokasya jado ’siti yad
ucyate tada jadyam [jadyam corr. : jadyam CSS ed.] evamvidhasya bha-
vavratasyavidagdhasya prasiddham iti sa pratyuta stutir iti | jadad api pa-
piyan ayam loka iti dhvanyate |

Moreover, in the reversal of blame into praise, the dichotomy of
subject and object dissolves.

Indeed, I am tempted to say, distancing myself from Anandavar-
dhana’s theory and Abhinavagupta’s exegesis, that in the Locana it
is not only the suggested meaning which is camatkarakarin, but the
articulation of both the suggested and expressed meanings. By
means of this articulation, the deceived spectator —namely, the com-
mon man who is the subject of the directly expressed meaning (as
also analyzed in the TAV) — and the emancipated spectator’® —
namely, the jivanmukta evoked through the suggested meaning un-
veiled in the Locana — are turned into symmetrical figures, actually
mirroring one another.*

Thus my interpretation differs from that of Ingalls, who does not
seem to have understood who that mahapurusa really is, except
when, almost without realizing it, he identifies the mahapurusa as a
Pasupata, basing himself on the sole evidence of the syntagm lokam
vacalayan (“making people speak”) which qualifies the mahapuru-
sa. According to Ingalls, this mahapurusa deliberately makes ordi-
nary men talk about him, seeking to arouse their disapproval, as a
provocative Pasupata will do.*

Ingalls shows his uneasiness, or even his irritation, in his note (n.
4, pp. 163-164), which seems to miss the point, if only for the reason
that he refers to a “second meaning” without identifying it explicitly:

7 Phrase borrowed from the title of RANCIERE 2008, although Ranciére’s pers-
pective is different.

80 See BANSAT-BOUDON AND TRIPATHI 2011, pp. 55-56.

81 INGALLS ET AL. 1990, p. 164: “But the great man does conceal his thoughts. His
causing the tongues of men to wag, in the case of the Pasupatas and I dare say
of any Tantrics, was a premeditated instigation of reproach” — and, for that,
Ingalls refers to INGALLS 1962. See also J. Torzsok’s contribution to this vol-
ume.
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What is one to make of Abhinava’s account of his own verse ? The literal
meaning of the stanza is not difficult. “Men who decry, as do the non-
Tantric philosophers, the delights of love and of the senses, calling them
brute pleasures, are really stupider than the pleasure they run down. So I
will not copy them by calling names. To call them stupid would be to
compliment them.” Now it is true that the literal meaning is impossible
from the realistic point of view [...]. Neither garden nor moonrise, being
insentient, actually makes the heart dance, nor do they conceal their own
heart, for they have none. So one is forced to look for a second meaning.
To pass to that second meaning is more difficult. Abhinavagupta has
thrown what seems to me a needless stumbling block in our way by the
discrepancy between the plurality of delights (or stimulants, bhavavrata)
and the singularity of the great man (mahdapurusa).®

I would object to Ingalls’ observations that i) the Locana asserts
that those insentient objects do have a heart and ii) there is no dis-
crepancy between a plural and a singular, since the term bhavavrata
is a neuter singular, working as a collective name.

In any case, it seems to me that one can give credit to Abhinava-
gupta. Exegete of the Dhvanyaloka and author of several fundamen-
tal texts of his school, he knows what he wants to say, and his exe-
gesis is perfectly articulated. Needless to say, one is free not to al-
ways agree with Abhinavagupta’s position. Nevertheless, in my
view, the question is not whether we agree or not with Abhinava-
gupta’s interpretation, but how to understand and convey it as that
of an important witness, testifying, not only to a given current of
thought at a given time, but also to the way that thought results from
previous debates. Hence it seems necessary to try to understand
Abhinavagupta’s sometimes intricate thought.

Moreover — would it be an irrefutable argument?® — he, as author

of the stanza, certainly knows best what he speaks of. He is surely
the most authorized to know the fatparya, the author’s intention.

82 My emphasis.

8 For there is scope as well for an antagonist position, as hold by the Telugu catu
verse mentioned to me by David Shulman in a private correspondence — a very
contemporary position, indeed, quite in tune with the theory of literature: ‘The
beauties of a poem,/ are best known by a critic./ What does the author knows ?/
The beauties of a woman are known/ only to her husband./ What does a father
know?/’. Yet such emphasis on the preeminent role of the reader (a sahrdaya
compared to a husband), the Telugu verse is less radical than the view expressed
by Mallarmé (Quant au livre), who goes so far as to deny any hermeneutic au-
thority to both author and reader: “Impersonnifié, le volume, autant qu’on s’en

LIT Verlag 06/09/16



PDF-Muster

THE WORLD ON SHOW, OR SENSIBILITY IN DISGUISE 65

As to Ingalls’ interpretation of our stanza, [ would add that itis a
bit hasty to liken those bhavas that are vibhavas to “delights” alone
— which contradicts both the theory expounded in the Natyasastra
and the Locana itself: not all vibhavas are a source of delight, as we
have seen (see above, p. 59).

Thus it seems to me that Ingalls goes astray when he suggests
that the stanza refers to a liberation to be obtained by the path of
bhoga, “enjoyment.” Rather, in my view, and in the light of Abhi-
navagupta’s self-exegesis, the stanza implicitly refers to the kind of
mukti which is jivanmukti, a central notion in Kashmirian non-dua-
list Saivism.** After all, Abhinavagupta’s point of view is that of the
Trika, not of the Pa§upata doctrine.

At the end, let us reconsider a question of chronology. Pandey
asserted that Abhinavagupta’s philosophical works predated his aes-
thetic texts, his main reason being a reference to the TA in the Lo-
cana. Ingalls (p. 32) refutes Pandey’s opinion by showing that this
so-called reference to the TA is in fact a corrupt reading: the correct
reading, according to Ingalls, is Tattvaloka instead of Tantraloka. In
any case, however we resolve the question of the reading, the stanza
under examination (“bhavavrata, etc.”’) proves that Abhinavagupta
cites his own TA, which thus must be prior to his Locana. For it
would be difficult to reverse the reasoning, namely, that a stanza,
composed ad hoc by Abhinavagupta for his commentary on Dhva-
nyaloka, would have been reused in the TA, in such a manner as to
fit so perfectly into it.*

sépare comme auteur, ne réclame approche de lecteur. Tel, sache, entre les ac-
cessoires humains, il a lieu tout seul : fait, étant. Le sens enseveli se meut et
dispose, en cheeur, des feuillets.” (“Disembodied, the book, inasmuch as the
author detaches himself from it, does not require a reader’s approach. Thus of
all human accessories, it happens by itself: once made, there it is. Know: the
buried meaning is moving and altogether arranges the pages.”).

8 On jivanmukti as the main goal and concern of the non-dualist Saiva doctrine,
see BANSAT-BOUDON AND TRIPATHI 2011, pp. 32-37.

85 Isabelle Ratié has suggested (personal communication) that the huge TA might

not have been composed in one go but that here and there Abhinavagupta might
have incorporated parts of his early works, possibly including one that contain-
ed the bhavavrata stanza; see, for instance, RATIE 2011, p. 329, about the exis-
tence of an early Bhedavadavidarana, now lost, of which a segment of Chapter
10 of the TA seems to be a paraphrasis. Obviously one cannot be categorical on
this.
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3. DHVANYALOKAVRTTI I1I 40% AND LOCANA THERE-
ON,* OR FURTHER OBSERVATIONS ON THE QUESTION
OF THE DHVANI

Allow me a last point: the text which David Shulman has given to
this volume mainly deals with the Dhvanyaloka theory of subordi-
nate suggestion and considers as well the symmetrical case of sub-
ordinate denotation and enhanced suggestion. In a post-script, the
paper refers, apropos Dhvanyalokavrtti 111 40, to Dharmakirti’s two
stanzas cited and commented by Anandavardhana (CSS ed.,
pp- 487-490; INGALLS ET AL. 1990, pp. 625-626) — which announce
the autobiographical verse he gives in his vreti ad 111 43: ya vyapa-
ravati... (CSS ed., pp. 507-510; INGALLS ET AL. 1990, pp. 653; see
D. Shulman’s contribution to this volume).

In effect, Dhvanyaloka 111 40 and its vrtti give Anandavardhana
an opportunity to come back to the aprastutaprasamsa, in this case
the aprastutaprasamsa belonging to the same category as the one
which characterizes our stanza, that is, an aprastutaprasamsa based
on the similarity of prastuta and aprastuta (CSS ed., pp. 487-489;
INGALLS ET AL. 1990, pp. 625-626).

Here is the first stanza (a sardilavikridita) ascribed to Dharma-
kirti,* which Anandavardhana quotes in support of his demonstra-
tion:

lavanyadravinavyayo na ganitah kleso mahan arjitah
svacchandam carato janasya hrdaye cintajvaro nirmitah |
esapi svayam eva tulyaramanabhavad varaki hata

8 CSS ed., pp. 483-494; INGALLS ET AL. 1990, pp. 624-634.
$7 CSS ed., pp. 483-494; INGALLS ET AL. 1990, pp. 628-631, 634-635.

8 The text of the karika is given below, p. 68.

8 As pointed out by Isabelle Ratié (personal communication), modern philology
considers that the first stanza is only “hypothetically ascribed to Dharmakirti”
(see STCHERBATSKY 1930-1932, vol. I, pp. 35-36), since it is nowhere to be
found in any of Dharmakirti’s known works, whereas the second stanza, which
has long been well-known, appears in the reference edition of the Pramana-
varttika by Miyasaka (see PV, Pararthanumana 286). That the first stanza
should only be “hypothetically ascribed to Dharmakirti” seems to have been a
point of contention at the time of Anandavardhana and Abhinavagupta: in his
vriti, Ananda describes it as “commonly ascribed to Dharmakirti” (see below)
whereas for Abhinavagupta it is “indubitably (nirvivada) [the work of Dharma-
kirti]”. However, it is obvious that for both the two stanzas are by Dharmakairti,
since this is the key argument in their demonstration that the second stanza is a
direct expression of the first, itself a case of dhvani.
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ko ’rthas cetasi vedhasa vinihitas tanvyds tanum tanvata ||

Since David Shulman has translated this intricate (and somewhat
enigmatic) stanza,” 1 will only summarize its meaning: what was
the creator’s/Brahman’s goal when he formed such a matchless girl?
For, not only have such perfections created a feverish anxiety in the
hearts of men, but the girl herself, not having found a lover worthy
of her, is left to languish, unrecognized and unattended.

Anandavardhana, in his vrtti (loc. cit., CSS ed., pp. 487-488), re-
veals the suggested meaning to be read beneath the expressed one,
which is described as highly implausible: such words can neither be
those of a lover (ragin — since a lover could not regard himself as
inferior to his beloved) nor of the symmetrical figure of the ascetic
(niraga — since love and beauty are none of his concerns).”!

And Anandavardhana concludes (CSS ed., p. 489; INGALLS ET
AL. 1990, p. 625):

... tasmad aprastutaprasamseyam | yasmad anena vacyena gunibhiitatma-
na nissamanyagunavalepadhmatasya nijamahimotkarsajanitasamatsara-
Jjanajvarasya visesajiiam atmano na karicid evaparam pasyatah paridevi-
tam etad iti prakasyate |

Therefore, it must be an aprastutaprasamsa, for by the subordination of
the literal sense there appears [the suggestion] of a lament (paridevita) by
a man puffed up with pride in his uncommon talents (nissamanyaguna®),
on seeing that others fail to recognize his qualities (visesajiam atmano na
kaiicid evaparam pasyatah) because he has fired their jealousy by the de-
gree of his brilliance (nijamahimotkarsa®).**

Thus is the aprastutaprasamsa clearly established. Moreover, ac-
cording to the theorization and examplification at work in the vrti
ad Dhvanyaloka 1 13, that particular use of the aprastutaprasamsa

% See his contribution to this volume: “It was a huge effort, and he spared no
expense./ A hungry fire now burns in the hearts of men/ who were happy be-
fore./ And as for her, poor girl, she’s left to languish/ because no lover could
ever/ be her equal. So what was God thinking/ when he turned his mind/ to
fashioning her body?”

°l On this important factor of the plausibility of the aprastuta, see above, p. 50.
Nevertheless, Abhinavagupta ad loc. (CSS ed., p. 488; INGALLS ET AL. 1990, pp.
630-631) — nanu ca ragino ’pi... — raises possible objections to this line of ar-
gument, but only to explain the reason why Anandavardhana in his vrzti unveils
the implicit meaning of Dharmakirti’s verse.

92 Transl. INGALLS ET AL. 1990, p. 626, with my suppletions.
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in Dharmakirti’s first stanza should constitute a case of dhvani, in
the manner of the stanza “bhavavrata, etc.”: in both cases, the sug-
gested meaning prevails over the literal sense.

Nevertheless, here (Dhvanyaloka 111 40, with its vriti), Ananda-
vardhana’s point about the status of the aprastutaprasamsa is not
explicitly stated, for Dhvanyaloka 111 40 adopts a somewhat differ-
ent perspective, which is that of subordinate suggestion, and refers
to dhvani in this context alone:

prakaro yam gunibhiitavyangyo 'pi dhvaniriipatam |
dhatte rasaditatparyaparyalocanaya punah ||

This type of poetry also, where the suggestion is subordinated, may take
on the nature of dhvani when regarded from the viewpoint of its final
meaning, if that meaning is rasa, etc.”

Yet, in the course of his demonstration (CSS ed., pp. 486-487; IN-
GALLS ET AL. 1990, p. 625), Anandavardhana comes to deal with a
more general statement, which invites the sahrdaya to distinguish
between the three areas of i) mere rhetoric, namely, the figures of
speech, ii) dhvani and iii) subordinate suggestion (gunibhiitavyan-
gya):

vacyavyangyayoh pradhanyapradhanyaviveke parah prayatno vidhata-
vyah, yena dhvanigunibhiitavyangyayor [dhvanigunibhiitavyangyayor
corr. : dhvanir gunibhiitavyangyayor CSS ed.] alankaranam casankirno
visayah sujato bhavati |

Itis in that general context that Anandavardhana cites Dharmakirti’s
first verse as a case of dhvani (although the term dhvani is not men-
tioned, it is undoubtedly what Anandavardhana means, since he
shows that the literal sense is subordinated to the suggested one),
and not as a case of a mere (“pure” — suddha — as stated by Abhina-
vagupta thereon) alamkara.”* Moreover, the force of the previous
definitions (vrtti ad Dhvanyaloka 1 13; see CSS ed., pp. 125-132;
INGALLS ET AL. 1990, pp. 158-165 and above, pp. 491f.) allows the

9 Dhvanyaloka 111 40 (transl. INGALLS ET AL. 1990, p. 624).

% Locana ad vrtti on 111 40 (CSS ed., p. 486; INGALLS ET AL. 1990, p. 629): yatra
vyangyam nasty eva tatra tesam Suddhanam pradhanyam |. “Where there is no
suggested element at all, the predominance is of pure figures of speech.”
(Transl. Ingalls et al.)
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reader of the Dhvanyaloka to come to the conclusion that Dharma-
Kirti’s stanza, as an aprastutaprasamsa, is indeed a case of vastu-
dhvani.

This is confirmed by Abhinavagupta who, in his turn, goes even
farther in demonstrating the soundness of Anandavardhana’s exege-
sis: Dharmakirti’s first stanza, being an example of aprastutapra-
Samsa in which the suggested meaning is made predominant, is to
be seen as a case of dhvani (as in the stanza “bhavavrata, etc.”).
Commenting on karika 40, he observes in the first place (CSS ed.,
p- 483; INGALLS ET AL. 1990, p. 628):

etad eva nirvahayan kavyatmatvam dhvaner eva paridipayati |

Carrying this line of argument to its conclusion, he [Ananda] brings into
full light the doctrine that dhvani is the soul of poetry. (Transl. Ingalls et
al.)

For, as emphasized by Abhinavagupta, Anandavardhana’s vrtti
makes clear that the accomplished yet neglected girl is none other
than the metaphoric transposition of a man immensely talented yet
entirely misunderstood as such. Methodically, Abhinavagupta re-
lates each of the four notions forged by Anandavardhana with each
of the four padas of the verse in order to show a term-by-term cor-
respondence between the denoted meaning (which is anyway apra-
stuta) and the suggested meaning (which is prastuta).

Thus, the four padas hint respectively at i) the uncommon per-
fection (nissamanya) of that great man, for which the creator has
spared no effort, nor expenses (pada 1); ii) his extreme brilliance
(nijamahima), of which other men are jealous (= pada 2); iii) there-
fore, due to this very jealousy, the non-recognition of his merits (vi-
Sesajiiam [atmano na karicid evaparam pasyatah)), which turns his
glory into a miserable fate (= pada 3: varaki hata, with the necessary
transposition of the expressed feminine to the suggested masculine);
iv) the bitter lament (paridevita) of such a man, who rebels against
the Creator himself (= pada 4: ko ’rthas cetasi vedhasa...).”” This
shows that the suggested meaning is to be considered as prevalent.

% Locana (CSS ed., p. 489; INGALLS ET AL. 1990, p. 630): nissamanyeti nijamahi-
meti viSesajiiam iti paridevitam ity etais caturbhir vakyakhandaih kramena pa-
dacatustayasya tatparyam vyakhyatam |. “By the four sentence-elements nihsa-
manya (uncommon), nijamahima (his brilliance), visesajiiam [na paSyatah]
([seeing that others fail] to recognize his qualities), and paridevitam (a lament),
our author explains the [suggested] meaning of each successive line in the stan-
za.” (Transl. Ingalls et al.) Compare Anandavardhana’s analysis, above, p. 67.
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Let us come back to the vriti. Anandavardhana (CSS ed., p. 489;
INGALLS ET AL. 1990, pp. 625-626) immediately validates his inter-
pretation by means of a second stanza by Dharmakirti, which, ac-
cording to him, directly expresses the suggested meaning of the first,
namely the bitter and candid complaint of a man considering himself
a misunderstood genius — and, what is more, that complaint is that
of Dharmakirti himself, speaking in the first person:

tatha cayam dharmakirteh sloka iti prasiddhih | sambhavyate ca tasyaiva |
yasmat —

anadhyavasitavagahanam analpadhisSaktinapy adrstaparamarthatattvam
adhikabhiyogair api |

matam mama jagaty alabdhasadrsSapratigrahakam prayasyati payonidheh
paya iva svadehe jaram ||

ity anenapi Slokenaivamvidho ’bhiprayah prakasita eva |

Moreover, the [first] verse is commonly ascribed to Dharmakirti and this
is just as one might expect, for in the [following] other verse he reveals
the same (evamvidha) intention (abhipraya):*®

No one in this world

has fathomed my thought.

Even the best minds that engaged with it

with all their strength

failed to see my truth.

Not even one worthy reader

really got it.

Like water in the ocean,

my ideas will grow old

inside my body.”’

Therefore, not only does the second stanza work as an exegesis of
the first, but it is a self-exegesis, hence unquestionable (nirvivada®),
as says Abhinavagupta in his Locana thereon.

For Abhinavagupta again supports Anandavardhana’s demons-
tration (CSS ed., p. 489; INGALLS ET AL. 1990, p. 630). It is in order
to contradict a fancied objector asking: “what proof is there of this
interpretation?”, and again: “what if the stanza is [commonly ascrib-
ed to Dharmakirti]?”, that “with this in mind, he [Ananda] shows
the meaning of this stanza [the first one] by means of the meaning

% Transl. INGALLS ET AL. 1990, p. 625.

97 The meter is prrhivi. Transl. D. Shulman (see his contribution to this volume).
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furnished by rhat [other] verse [the second one], which is indubita-
bly [the work of Dharmakirti].””®

By quoting the two stanzas of Dharmakirti, Anandavardhana thus
gives, so to speak, the “proof by author,” even though here the exe-
gete and the author called in to help are two — himself and Dharma-
kirti. So does Abhinavagupta with the “bhavavrata” stanza, in his
Locana ad I 13, and all the more convincingly so since the author of
the commentary and that of the stanza are one and the same person.

Then, commenting on the evamvidho ’bhiprayah of the vriti on
the second stanza, Abhinavagupta (CSS ed., p. 490; INGALLS ET AL.
1990, p. 631) offers a very lucid interpretation of the respective ul-
timate issues of the two stanzas, showing that the first stanza belongs
to the dhvani register, the second to that of the alamkaras. Moreover
he gives a stunning description of the dhvani process that makes us
fully grasp in which way the aprastutaprasamsa he quoted in 1 13
(“bhavavrata, etc.”) is a case of vastudhvani — in other words, how
dhvani is at work there, as it is at work here:

“evamvidha” iti | paridevitam visaya ity arthah | iyati carthe aprastuta-
prasamsopamalaksanam alarkaradvayam | anantaram tu svatmani visma-
yvadhamatayadbhute visrantih | parasya ca... svatmani kusalakaritapra-
darsanaya dharmavirasparsena virarase visrantir iti mantavyam |

By “the same [intention],” he means that the object [of the second stanza]
is [explicitly] a “lament” [which gives the clue to the first one]. The literal
sense so far [in Dharmakirti’s two stanzas] is a couple of figures, namely
aprastutaprasamsa [in the first] and simile (upama) [in the second]. But
[in the case of the first stanza], immediately after [apprehending the figure
of speech as an aprastutaprasamsal, there is [for the listener] repose in
one’s own self (svatmani visrantih), that is, in the adbhuta [rasa], the
“Marvelous,” for he is filled with wonder (vismaya) [at the advent of the
suggested meaning, which prevails on the literal]. As for the other [stan-
za], one should understand that there occurs [the listener’s] repose in
one’s own self (svatmani visrantih), that is, in the virarasa, the “Heroic,”
for [the stanza] is concerned with [lit., “is touched by’’] the [subcategory
of virarasa which is the] dharmavira[rasal,” the heroic sentiment arising

% Locana (CSS ed., p. 489; INGALLS ET AL. 1990, p. 630) — following): nanv atrapi
kim pramanam ity asarkyaha — “tatha ceti” | nanu kim iyatety asankya tadasa-
yvena nirvivadatadiyaslokarpitenasyasayam samvadati — “sambhavyata iti”
(My translation.)

% Note the implicit play on words: Dharmakirti is by his very name destined to
incarnate the dharmavirarasa, the heroic rasa based on observing dharma.
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from dharma, by showing [Dharmakirti’s] benevolence [towards men to
be instructed in the ultimate reality].'®

However, it is noteworthy that the statement remains somewhat el-
liptical since, in this passage, Abhinavagupta does not explain (con-
trary to his exegesis of “bhavavrata, etc.”) that, if the listener of
Dharmakirti’s first stanza experiences the adbhutarasa, and thus at-
mavisranti, it is due to that capacity of “creating wonderment” (ca-
matkarakaritva) in the listener which characterizes the suggested
meaning of the verse. For this very reason, the statement also imp-
lies that the suggested meaning prevails over the literal — a scheme
that we have seen at play in the “bhavavrata” verse quoted in the
Locana ad 1 13, in which the emphasis was, however, put on the
dhvani process rather than on the rasa process, as is the case here.
Moreover, such an ellipsis is quite appropriate in connection with a
commentary (ad III 40) that refers to rasas (see the text above, p.
63).

Symmetrically, the second stanza is to be read as a mere figure
of speech (an upamad, in which the target is Dharmakirti himself, the
ground the ocean, where the same water flows through water, end-
lessly and in vain), in which no suggested meaning is to be found
and therefore, neither any predominance of a suggested meaning,
nor any dhvani, but only a candidly direct expression of a lament. It
nevertheless leads to the experience of a given rasa, here the vira-
rasa.

Thus, my investigation has taken the paths of intertextuality and
intratextuality. On the one hand, Abhinagagupta’s bhavavrata stan-
za is reproduced by Bhaskara, several centuries later, whereas Jaya-
ratha’s TAV quotes the full text of a stanza of which Abhinava-
gupta’s IPVV gives only the first hemistich in a condensed form (see
above, p. 39 and n. 13). On the other hand, the bhavavrata stanza,
originally a part of the TA, is later on quoted by Abhinavagupta in

Indeed Dharmakirti, although he is in despair at being underestimated, does not
swerve from his dharmic duty which is to enlighten men.

100 My translation. It seems that Ingalls misses the point by failing to recognize the

key notion of atmavisranti in svatmani... visrantih. Moreover the process of
aestheticization which turns the sthayibhava named vismaya into the corres-
ponding rasa called adbhuta is misunderstood; this is apparent in the awkward-
ness of Ingall’s translation which seems to omit svatmani: “one becomes filled
with amazement at the speaker himself, and so the aesthetic sense [of the reader]
comes to rest in the rasa of wonder” (unless svatmani is rendered as “... with
amazement at the speaker himself,” which is not acceptable).
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his Locana ad 1 13, that too, with a self-exegesis rather different
from that offered by Jayaratha. Thus a web of analogies, characte-
ristic of all Sanskrit literature, and of Sanskrit exegetical literature
in particular, has taken shape. In this respect, it is a happy coinci-
dence that David Shulman’s contribution to this volume and mine
should enter into consonance with one another.

In conclusion, I would say that the question of sahrdayata, to be
taken in its aesthetic as well as philosophical acceptation, has proved
to be central in the whole discussion. It follows from comparing the
TAV with the Locana on the same stanza that the difference of in-
terpretation has something to do with the “taste” of the listener, that
is, with his degree of sahrdayata — itself, in Saiva reasonings, the
expression of one’s sovereign freedom, svatantrya. Thus, one is free
to consider the literal meaning as preeminent, like Jayaratha in sup-
port of the doctrinal (and polemical) point which he is making, or
on the contrary, like Abhinavagupta, to regard the implicit sense as
prevalent over the literal, thereby taking the reader into the ever-
resounding domain of the dhvani and giving him access to an even
deeper philosophical and spiritual meaning.

APPENDIX

1. TAV ad I 332 (KSTS 23, pp. 305-307)

idanim asya Sastrasya param gambhiryam manyamano granthakrt,
etadarthasatattvam ajananair apy anyair anyathabodhena yatkimcit
uttanam eva anyathd ucyate, tan prati aprastutaprasamsaya upaha-
situm aha —

bhavavrata hathdj janasya hrdayany akramya yan nartayan bhangibhir
vividhabhir atmahrdayam pracchadya samkridase |

yas tvam aha jadam jadah sahrdayammanyatvaduhsiksito manye 'musya
jadatmata stutipadam tvatsamyasambhavanat ||

he bhavavrata niladyartha | atmano hrdayam tena atmatathyam rii-
pam gopayitva janasya sarvasyaiva vadino hrdayani asayan balat-
karena akramya —

adyasman asatah karisyati satah kim nu dvidha vapy ayam kim sthasniin
uta nasvaran uta mithobhinnan abhinnan uta |

ittham sadvadanavalokanaparair bhavair jagadvartibhir manye maunani-
ruddhyamanahrdayair duhkhena taih sthiyate ||
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ityadisthitya vividhabhir bhangibhih nartayan yat samkridase — na-
tavat atattvikena rilpena samullasasi, atah sa sarvo vadr asahrda-
yam api atmanam sahrdayatvena manyamano 'ta eva duhsiksito mi-
thyabhimanat akimcijiiah, tvam bhavavratam, jadam — acetanam
aha, ato ’smabhir utpreksyate — yat amusya vadino vastutas caita-
nyasvabhavena bhavata yat samyam tasya sambhavanat bhavavat-
tvam eva jadatma iti yady ucyate sa asya nindasthane stutih | bhava-
nam hi vastuta$ caitanyam eva riipam acetyamanatve hi tesam na
kimcidripam syat, atas tad eva ye na janate te jadebhyo ’pi jadah iti
katham ca tesam cetanatmakair bhavaih nindaparyavasayi samyam
syat iti bhavah | evam prakrte 'pi asya granthasya yas tattvam na
janati ma jiasit, pratyuta anyathapi yatkimcana vakti ity asav eva
jado, na punar asya granthasya kascid dosah ity arthah ||

2. Locana ad Dhvanyalokavrtti I 13
(CSS ed., pp. 127-128)

atra yady api saripyavasena krtaghnah kascid anyah prastuta aksi-
pyate, tathapy aprastutasyaiva vetalavrttantasya camatkarakari-
tvam | na hy acetanopalambhavad asambhavyamano yam artho na
ca na hrdya iti vacyasyatra pradhanata | yadi punar acetanadinaty-
antasambhavyamanatadarthavisesanenaprastutena varnitena pra-
stutam aksipyamanam camatkarakari tada vastudhvanir asau | yatha
mamaiva —

bhavavrata hathdj janasya hrdayany akramya yan nartayan bhangibhir
vividhabhir atmahrdayam pracchadya samkridase |

sa tvam aha jadam tatah sahrdayammanyatvaduhsiksito manye 'musya ja-
datmata stutipadam tvatsamyasambhavanat ||

kascin mahapuruso vitarago ’pi sardagavad iti nyayena gadhavive-
kalokatiraskrtatimirapratano ’pi lokamadhye svatmanam praccha-
dayaml lokam ca vacalayann atmany apratibhasam evangikurvams
tenaiva lokena miirkho ’yam iti yad avajiiayate tada tadiyam lokot-
taram caritam prastutam vyangyataya pradhanyena prakasyate | ja-
do ’yam iti hy udyanendiidayadir bhavo lokenavajiiayate, sa ca pra-
tyuta kasyacid virahina autsukyacintadityamanamanasatam anyasya
praharsaparavasatam karotiti hathad eva lokam yatheccham vika-
rakaranabhir nartayati | na ca tasya hrdayam kenapi jiiayate kidrg
ayam iti, pratyuta mahagambhiro tividagdhah susthugarvahino ’ti-
Sayena kriddacaturah sa yadi lokena jada iti tata eva karanat pratyuta
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vaidagdhyasambhavananimittat sambhavitah | atma ca yata eva ka-
randt pratyuta jadyena sambhavyas tata eva sahrdayah sambhavitas
tad asya lokasya jado ’siti yad ucyate tada jadyam'™' evamvidhasya
bhavavratasyavidagdhasya prasiddham iti sa pratyuta stutir iti | ja-
dad api papiyan ayam loka iti dhvanyate | tad aha — “yada tv” iti |
“itaratha tv” iti | itarathaiva punar alamkarantaratvam alamkaravi-
Sesatvam na vyangyasya kathamcid api pradhanya iti bhavah ||

3.IPKI1,4
tatha hi jadabhiitanam pratistha jivadasraya |

jiianam kriya ca bhiitanam jivatam jivanam matam |

4. Bhaskart ad IPV I 1, 4

antaryamisuddhacittattvavasSenendriyanam sa Saktir astiti cet sa-
tyam, sarvatra tadvasenaiva sastiti sarvam jadam evocyatam, aja-
dam eva veti kim visesakalpanabhih | paramarthavicare tu,

bhavavrata hathdj janasya hrdayany akramya yan nartayan bhangibhir
vividhabhir atmahrdayam pracchadya samkridase |

yas tvam aha jadam svayam sahrdayammanyatvaduhSiksito manye musya
Jjadatmata stutipadam tvatsamyasambhavanat ||

iti nitya sarvesam bhavanam svariipam api cinmayam eveti ekapra-
kasavad eva sarvatra supratisthitah | yas tu granthakrta visesa uktah
sasphutatvasphutatvakrtah, athava jadanam upadeSanahatvam ape-
ksyaivam uktam iti na virodha ity alam |
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