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FROM RASA SEEN TO RASA HEARD

Sheldon POLLOCK

Columbia University, New York

!"#$#%&'(&&#)*$)#+$,#-(".&#)"#/&#+"(&#0$(1(&$2*34'#)*$4#5#2$4#%&+"46)($)&#
73)*34#)*&#83+3)6#"0#)*&#&66$,#)*$)#0"88"769#)*&#)*&"(&)32$8#:4%&(6)$4%34'#"0#
($6$# 7$6# 6*$-&%# /,# 3)6# *36)"(32$8# &;)&463"4# 0("+# )*&# %"+$34# 7*&(&# 3)# 7$6#
<(6)#0"(+:8$)&%9#)*$)#"0#!"#$%&'($%)– “literature meant to be seen”, that is, 
drama – to the domain of #*%($%&'($%)– “literature meant to be heard”, that is, 
-"&)(,#(&23)&%#$4%#:4%":/)&%8,#(&$%#-(3.$)&8,=#!*&(&#36#4")*34'#.&(,#"(3'34$8#
$/":)#-"63)34'#6:2*#$4#&;)&463"4#>)*":'*#)*&#6)$'&6#34#)*&#-("2&66#*$.&#4&.&(#
/&&4#3%&4)3<&%#$6#7&88#$6#)*&,#+3'*)#/&?9#,&)#5#/&83&.&#3)6#)(:&#2"46&@:&42&6#
(&+$34#)"#/&#0:88,#$66&66&%=#5#*"-&#)"#6*"7#*&(&#)*$)#"4&#"0#)*&6&#-&()$346#
to the number and kinds of emotion that can count as rasas. Other crucial 
$6-&2)6#"0#)*&#34)&88&2):$8#*36)"(,#"0#($6$#)*&"(,#+$,#/&#3+-832$)&%#$6#7&889#
3428:%34'#4")3"46#"0#3)6#.&(,#"4)"8"',#$4%#&-36)&+"8"',A#7*&(&#3)#&;36)6#$4%#
*"7#3)#2"+&6#)"#/&#B4"74=#C,#)*":'*)6#*&(&#$(&#)&4)$)3.&9#:483B&#)*&#$%+3($-
)3"4#$4%#$D&2)3"4#73)*#7*32*#5#"D&(#)*&+#34#*"4"(#"0#"4&#"0#)*&#'(&$)#rasikas 
$+"4'#E$46B(3)#62*"8$(6#"0#":(#)3+&=

I. Literature Seen and Heard
F&0"(&# 7&# 2$4# (&2"46)(:2)# )*&# *36)"(,# "0# )*&# &;)&463"4# "0# $&6)*&)32$8#

$4$8,636# 0("+# )*&#%($+$)32# )"# )*&#4"41%($+$)329#7&#4&&%# )"# 6*"7# )*$)# )*&#
E$46B(3)#)($%3)3"4#%3D&(&4)3$)&%#/&)7&&4#)*&#)7"#),-&6#"0#83)&($):(&9#"(#/&))&(#
,&)9#)*$)#3)#%(&7#$4#"--"63)3"4#34%32$)34'#)*$)#$4$8,636#$--832$/8&#34#)*&#"4&#
%"+$34#+3'*)#4")#/&#$:)"+$)32$88,#$--832$/8&#34#)*&#")*&(=#G*38&#)*&#6-&23<2#
/34$(,#H6&&4I#J#H*&$(%I# 36# 0":4%#$6#&$(8,#$6# )*&#+'($'!%*#% (1.39), it is not 
73)*":)# 6"+&# 2"42&-):$8# %3K2:8)3&6=# L"(# "4&# )*34'9# )*&# H(&-(&6&4)$)3"4I#
(abhinaya?# )*$)# %&<4&6# !"#$%&'($% itself comprises in some measure the 
verbalization constitutive of #*%($%&'($%, 1# 6"0)&434'# $4,# *$(%# %36)342)3"4#
between them. For another, when &'($%# 36#%36)34':36*&%# 0("+##',-*%, as it 
.&(,#0(&@:&4)8,#36#>)*:6#F*"M$9#0"(#346)$42&9#%&28$(&6#)*$)#HE$46B(3)#%362":(6&#

1.#H54#6"+&#+&$6:(&I9#)*$)#369#"4&1@:$()&(9#6342&#)*&(&#$(&#)*(&&#")*&(#),-&6#"0#(&-(&6&4)$)3"4#
beside ('./&%9#.&(/$8#>4$+&8,9#'01/&%9#-*,632$8N#,'--(/&%9#-6,2*"-*,632$8N#'2'*/&%9#2"6):+34'?=#
But note that 3'4$%#',-*% 1.11 speaks of drama itself as both !"#$%)and #*%($%.
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2$4#/&#62(3-):($89#)($%3)3"4$89#"(#+:4%$4&O#C:4%$4&#%362":(6&#36##',-*% and 
&'($%”), 2 drama and literature are no doubt both subsumed under the same 
)&(+9#$4%#$4,#%36)342)3"4#/&)7&&4#)*&+#36#/($2B&)&%=

!*$)#6$3%9#4")#"48,#7&(&#)*&#)7"#'&4(&6#2$)&'"(32$88,#%3D&(&4)3$)&%N#)*&,#
7&(&#"0)&4#($%32$88,#"--"6&%9#$6#7&#2$4#6&&#34#)*&#2"4)&6)#/&)7&&4#)*&+#0"(#
-(3+$2,#34#)*&#+34%6#"0#83)&($(,#2(3)326#)*$)#/&2$+&#$#(:4434'#%36-:)&#34#)*&#
)&4)*#$4%#&8&.&4)*#2&4):(3&6=#F*"M$#+&(3)6#@:")34'#34#0:88A

5)#36#%3K2:8)#)"#6-&230,#7*$)#-(&236&8,#($6$#369#6342&#3)#36#B4"7$/8&#"48,#&;-&-
(3&4)3$88,9#$4%#36#4")#:43.&(6$88,#$22&663/8&=#G*&4#%36-8$,&%#/,#6B388&%#$2)"(6#
34#2"((&2)8,#-&(0"(+&%#%($+$)32#-(&6&4)$)3"469# 3)#2$4#/&#%&)&(+34&%#/,# )*&#
$:%3&42&N#7*&4#-("-&(8, 3#%&28$3+&%#/,#'(&$)#-"&)6#34#)*&3(#2"+-"63)3"469#3)#
can become accessible to the minds of the learned. However, [there is a dif-
0&(&42&#/&)7&&4# )*&6&# )7"#+"%&6#"0#&;-&(3&42&AP# )*34'6#$(&#4")# 6"# 67&&)8,#
6$."(&%#7*&4#)*&,#$(&#$2):$88,#-&(2&3.&%#$6#7*&4#)*&,#$(&#2"'43Q&%#)*(":'*#
)*&#8$4':$'&#"0#+$6)&(6#"0#8$4':$'&=#!"#@:")&A

A subject does not expand the heart
6"#-"7&(0:88,#7*&4#7&#6&&#3)#-"()($,&%
$6#7*&4#3)#R$6*&6#0"()*#0("+#)*&#7"(%6
"0#'(&$)#-"&)6#%&28$3+&%#73)*#$()=

!*&(&0"(&#7&#-(3Q&#-"&)6#0$(#+"(&#)*$4#$2)"(69#$4%#-"&)(,#+"(&#)*$4#%($+$)32#
representations 4.

S6#$4#$4"4,+":6#.&(6&#-:)6#3)9#H!*&#8$4':$'&#"0#-"&)(,#$4%#)*&#(&-(&6&4)$-
)3"46#"0#%($+$#$(&#)*&#)7"#7$,6#T"0#&;-(&6634'#($6$P=#!*&#0"(+&(#36#6:-&(3"(#
34#)*36#/,#(&$6"4#"0#)*&#($4'&#"0#3)6#4$(($)3.&#-"7&(#>(%,-5#%&-/6%2/67')” 5. 
S/*34$.$':-)$9# /,# 2"4)($6)9# &8&.$)&%# %($+$# )"# )*&# -$($%3'+$)32# 0"(+# "0#
83)&($):(&9#&4836)34'#"8%&(#62*"8$(6#34#*36#2$:6&A

U)*&(#)*34B&(6#$(':&#)*$)#)*&#(&836*34'#"0#($6$#2$4#"22:(#34#-"&)(,#4"#8&66#)*$4#
34#%($+$9#-("%:2&%#/,# )*&#&;2&-)3"4$8#/&$:),#"0# 3)6# 8$4':$'&#@:$83)3&6#$4%#
(*&)"(32$8#<':(&6=#U:(#.3&79#*"7&.&(9#36#$6#0"88"76A#L3(6)#"0#$889#H83)&($):(&I#36#
2"+-(36&%#2*3&R,#"0#)*&#)&4#%($+$)32#0"(+6=#L"(#3)#36#)*&(&#)*$)9#)*$4B6#)"#)*&#
$--("-(3$)&#8$4':$'&69#2:8):($8#+"%&69#34)"4$)3"469#2"6):+&69#$4%#6"#"49#)*&#
-(&6&42&#"0#($6$#$2*3&.&6#-8&43):%&=#54#$#83)&($(,#7"(B#83B&#$#2":()8,#&-329#/,#
2"4)($6)9#7&#&.&4#*$.&#0&+$8&#-(")$'"436)6#6-&$B34'#34#E$46B(3)9#"4&#"0#+$4,#
3+-("-(3&)3&6#)*$)#<4%#-8$2&#34#)*&#4$(($)3.&#63+-8,#/&2$:6&#3)#36#4")#-"663/8&#
to do otherwise 6#V#*"7&.&(#+:2*#3)#+$,#4")#6&&+#34$--("-(3$)&9#34#.3&7#"0#

2. 8901'*%:*%&'#%, vol. I (R. DWIVEDI – S. DWIVEDI (eds.), 8901'*%:*%&'#%) ;<) =2;>%*'>%, 
WX."8=9#Y&7#Z&8*39#54%3($#[$4%*3#Y$)3"4$8#\&4)(&#0"(#)*&#S()69#W]]^?9#-=#_`a1_`b=

3. I conjecture $%-2'(%- for $'(%!.
4. 8901'*%:*%&'#%, p. 2-3.
c=# \3)&%# /,# d(e%*$($# >2=# _b]]?# 7*38&# (&6)$)34'# F*"M$f6# .3&7=# E&&# +'($%:*%&'#% (J. MOHAN 

(ed.), +'($%:*%&'#%#T"0#C$++$g$P9#,;?%2)4@&';A),%2/-9#`#."8=9#Z&8*39#Y$'#h($B$6*$49#_iic1?9#
vol. 1, p. 77.

`=#h(&6:+$/8,#/&2$:6&#"0#)*&#'&4(&#2"46)($34)6#"0#)*&#2":()8,#&-32#>($)*&(#)*$4#)*&#342$-$23),#"0#
)*&#-"&)#)"#/&2"+&#$#-8$,7(3'*)9#6"#R. P. KANGLE, B%,%C=2'(%CD/.'*%E#F"+/$,9#C$*$($6*)($#
j$M,$#E$*3),$1E$+6B()3#C$4%$89#_i^a9#-=#_i`?=
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)*&#+$;3+#)*$)#,":#83B&#7*$)&.&(#,":#$(&#'3.&4 7=#!*36#36#-(&236&8,#)*&#(&$6"4#
3)#*$6#/&&4#$(':&%9#$6#4")&%#&$(83&(9#)*$)#HS+"4'#$88#)*&#.$(3&)3&6#"0#83)&($(,#
2"+-"63)3"4#)*&#/&6)#36#%($+$#34#$4,#"0#3)6#)&4#+3+&)32#0"(+6I=#U)*&(#83)&($(,#
7"(B69#0("+#)*&#2":()8,#&-32#)"#)*&#36"8$)&#.&(6&9#2"+&#34)"#/&34'#/,#/"(("7-
34'#6)(:2):(&6#6:2*#$6#$2)6#$4%#62&4&6#0("+#)*&#)&4#0"(+6 8.

G*$)&.&(#")*&(#@:&6)3"46#+$,#/&#$)#366:&#*&(&9#3)#6*":8%#/&#28&$(#)*$)#/,#
)*&# /&'34434'# "0# )*&# &8&.&4)*# 2&4):(,# $4%# 4"# %":/)# 0$(# &$(83&(9# %($+$9# "(#
83)&($):(&#6&&49#$4%#-"&)(,9#"(#83)&($):(&#*&$(%9#2"46)3):)&%#)7"#0:4%$+&4)$88,#
%3D&(&4)#$4%#%3D&(&4)3$)&%#0"(+6#"0#83)&($):(&9#$4%#34%&&%9#)*$)#)*&(&#$8(&$%,#
7$6#$#%36-:)&#$/":)#)*&#&;)&463"4#"0#($6$#$4$8,636#0("+#)*&#"4&#6-*&(&#)"#)*&#
")*&(=# !*:6# 7*&4# F*$gg$# !")$9# S/*34$.$':-)$f6# )&$2*&(9# $66&()6# )*$)# )*&(&#
36# 34# 0$2)#4"# 6:2*# )*34'#$6#H4"41%($+$)32# 83)&($):(&I9#*&#7":8%# 6&&+# )"#/&#
(&6-"4%34'#)"#$#4&7#$(':+&4)#>"4&#$8(&$%,#2"4)&6)&%#/,#S/*34$.$#*3+6&80?#
"4#)*&#&;)&463/383),#"0#($6$#)*&"(,A

j$6$#&;36)6#"48,# 34#%($+$9#$4%# 34#-"&)(,#"48,# )"# )*&#%&'(&&# )*$)# 3)#+3+326#
%($+$=# L"(# $6# +,# )&$2*&(# *$6# $(':&%9# 73)*# (&6-&2)# )"# )*&# &8&+&4)6# "0# )*&#
83)&($(,#)&;)9#($6$#2"+&6#34)"#/&34'#"48,#7*&4#$#6)$)&#"0#$7$(&4&66#63+:8$)-
34'# .36:$8# -&(2&-)3"4# >:*%-$%&J%&%?:%,%A(H!%7%1?# 2"+&6# 34)"# /&34'=# !"#
quote his +'($%&%5-5&%) >k3)&($(,# 54.&6)3'$)3"46?9# HE"# 8"4'# $6# -"&)(,# %"&6#
4")#$--(";3+$)&#)*&#2*$($2)&(#"0#$#-&(0"(+$42&9#)*&(&#2$4#/&#4"#-"663/383),#
"0#6$."(34'#($6$I 9.

II. Assimilating the Analytic
If the distinction between visual-dramatic and aural-poetic literature was 

)*:6# 28&$(8,# &6)$/836*&%# 0("+# $# (&8$)3.&8,# &$(8,# %$)&9# )*&# E$46B(3)# )($%3)3"4#
4"7*&(&#&;-8$346#*"7#$4#$&6)*&)32#)*&"(,#%&.&8"-&%#0"(#)*&#0"(+&(#2":8%#/&#
$--83&%#)"#)*&#8$))&(#$4%#34%&&%9#7*,#3)#6*":8%#/&=#L"(#)*&#+"6)#-$()#7&#$(&#8&0)#
)"#(&2"46)(:2)#)*36#%&.&8"-+&4)#/,#340&(&42&=#!*&#<(6)#V#$4%9#6"#0$(#$6#5#2$4#
6&&9#)*&#6"8&#V#&;-8323)#%&28$($)3"4#"4#)*&#6:/M&2)#2"+&6#0("+#j:%($/*$gg$f6 
8901'*%-/?%&%# >%$)$/8&# )"# 6"+&7*&(&# 34# )*&# -&(3"%# ic]1__]]?A# H[&4&($88,#
6-&$B34'9# )*&# 4$):(&# "0# ($6$# *$6# /&&4# %362:66&%# /,# F*$($)$# $4%# ")*&(6# 34#
(&0&(&42&# )"# %($+$=# 5# 6*$88# &;$+34&# 3)# *&(&9# $22"(%34'# )"# +,# "74# 83'*)69#
34# (&0&(&42&# )"# -"&)(,I 10=# G&# $(&# M:6)3<&%# 5# )*34B# 34# -:6*34'# )*36# $))&+-)#
$)#34)&'($)3"4#/$2B#)"#)*&#)3+&#"0#j:%($g$f6#+'($'?%0&'*%, the source of so 
much of the 8901'*%-/?%&%A#G*&4#j:%($g$#(&+$(B6#)*$)#H)*&#'(&$)&6)#&D"()#

7. -'(%-@(%)2"!$%6=#C,#)($468$)3"4#36#:42&()$34=
8. KL2/7%(%L2'*%-@)(K. KRISHNAMOORTHY (ed.), 3'4$%#',-*%);<)=2%*%-%E)M/-2)-2H)KL2/7%(%L2'*%-@)

of Abhinavagupta, 4th#&%=9#F$("%$9#U(3&4)$8#546)3):)&9#_iiW?9#-=#Wlc=#!*&#23)$)3"4#36#0("+#mn+$4$9#
+'($'?%0&'*%,N-*% 1.3.3 (R. G. BHATTA (ed.), +'($'?%0&'*%,N-*%)%7!)D9--/);<)D'6%7%, Varanasi, 
Braj B. Das, 1908).

9. KL2/7%(%L2'*%-@E p. 284.
10. 8901'*%-/?%&% 1.5: :*'$;)7'4$%A):*%-/):*;&-')L2%*%-'!$%/)*%,%,-2/-/O)P)$%-2'6%-/)6%$':$)

HJ')&'($%A):*%-/)7/1%!$%-H#JJ# >R. PISCHEL (ed.), B5!*%4%Q,)T632P#R901'*%-/?%&%)%7!)B5$$%&%Q,)
G%29!%$%?@?', Kiel, C. F. Haeseler, 1886).
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must be made to invest &'($% with rasa” 11#*&#7$6#6:(&8,#(&0&((34'#)"#$:($81
-"&)32#83)&($):(&9#6342&#*36#7"(B#*$6#4")*34'#)"#6$,#$/":)#%($+$=#!*36#7":8%#
/(34'#)*&#%$)&#0"(#)*&#$663+38$)3"4#"0##*%($%&'($%#34)"#)*&#$4$8,)32#"0#($6$#)"#
6"+&)3+&#34#)*&#+3%%8&#"(#8$))&(#*$80#"0#)*&#434)*#2&4):(,=

!*36#%$)34'#<)6#73)*#7*$)#&$(83&(#7"(B6#)*$)#)":2*#"4#($6$#*$.&#)"#)&88#:69#$#
6)"(,#)*$)#36#7&88#B4"74#/:)#/&$(6#(&6)$)34'=#!*&#3'4$%#',-*%, a composite text 
)*&#2"(&#"0#7*32*#36#-("/$/8,#4")#8$)&(#)*$4#)*&#0":()*#2&4):(,9#34)("%:2&6#)*&#
)*&"(,#>34#$#2"40:6&%#$4%#+:2*#&%3)&%#0"(+#34#)*&#+$4:62(3-)6#4"7#$.$38$/8&?#
&4)3(&8,# 73)*34# )*&# %"+$34# "0# %($+$):(',=# F,# 2"4)($6)9# )*&# &$(83&6)# &;)$4)#
)&;)6#"0#83)&($(,#)*&"(,#+"(&#4$(("78,#2"42&3.&%9#F*n+$*$f6#+'($'?%0&'*% 
>2=# `c]?# $4%# Z$op34f6# +'($'!%*#% (+'($%?%&J%S%, c. 700), are concerned 
&;28:63.&8,# 73)*# $:($81-"&)32# 83)&($):(&9# $4%# 7*38&# /")*# $(&# $7$(&# "0# )*&#
%($+$):('32$8#)*&"(,#)*&,#2"42&3.&#"0#($6$#&;28:63.&8,#$6#"4&#"(#$4")*&(#),-&#
"0#(*&)"(32$8#<':(& 12=#!*&3(#-(&236&#$(':+&4)6#2"42&(434'#)*&#)("-&6#rasavat, 
:*H$%O, and N*>%,(/#$(&#4")#&$6,#)"#&;-8$34#34#/(3&0#2"+-$66 13. In the simplest 
)&(+69# )*&6&#$88# (&-(&6&4)#&;-(&663"46#"0#*&3'*)&4&%#0&&834'A#7*&(&#$#'3.&4#
&+")3"4#28&$(8,#+$430&6)6#3)6&80#>rasavat)N#7*&(&#$#7$(+8,#0&8)#2"+-83+&4)#36#
2"4.&,&%#>:*H$%OTU#7*&(&#$#2*$($2)&(f6#$(("'$42&#"(#.&*&+&42&#36#&;-(&66&%#
(N*>%,(/?=# S4%# 7*38&# 4")# &+/"%,34'# )*&# 34%3(&2)3"4# >(%&*%-'T) )*$)# %&<4&6#
other %?%0&'*%s, these emotion-“tropes” nonetheless remain specialized uses 
"0#8$4':$'&#$4%#*&42&#$(&#2$-$/8&#"0#/&34'#:4%&(6)""%#$6#<':(&6#"0#6-&&2*=#
!*&# H&;-(&663"4# "0# *&3'*)&4&%# &+")3"4I# V#34# )*&# 2*$($2)&(9# "0# 2":(6&#V#
+$,# 34%&&%# 2"3423%&# 73)*# F*$gg$# k"88$g$f6# :4%&(6)$4%34'# "0# ($6$9# 7*32*#
2"46)3):)&6# )*&#"8%&6)9#"(#H28$6632$8I9#.3&7A# )*$)# 369# )*&#.3&7#28&$(8,# 3+-8323)#
in the 3'4$%#',-*%E#$62(3/&%#)"#Z$op34#*3+6&80#$4%#)*&#")*&(#H$423&4)6I#/,#
S/*34$.$':-)$9 14#$4%#-(&6&(.&%#$6#8$)&#$6#F*"M$=#q&)#0"(#/")*#F*n+$*$#$4%#
Z$op34# )*&# (&-(&6&4)$)3"4# "0# &+")3"4# 34# $:($81-"&)32# 83)&($):(&# 36# 6:/"(%3-
nate to and therefore subsumed under the dominant discourse on %?%0&'*%s. 
Y"7*&(&#34#)*36#&$(8,#7"(B#36#($6$#2"463%&(&%#$4,)*34'#+"(&#)*$4#$#)("-&N#3)#
2&()$348,#%"&6#4")#,&)9#$6#3)#7$6#6""4#)"#%"9#2"46)3):)&#)*&#*&$()#"0#83)&($(34&66=

11. +'($%?%0&'*% 12.2: -%-)&'($%A [conj. for the unmetrical -%,6'-)-%-P#&%*-%($%A)$%-7H7%)
6%2@$%,') *%,%/*) $5&-%6) >j:%($/*$gg$# *$%# )*36# .=# 34# +34%# 7*&4# *&# 7(3)&6# -%,6'!) $%-7H7%)
&%*-%($%A) &'($%A) *%,%7/*%7-%*%6, 8901'*%-/?%&% 1.8) (DURGAPRASAD – W. L. S. PANSIKAR 
(eds.), +'($'?%0&'*%);<)B5!*%4%E)M/-2)-2H)V;66H7-%*$);<)3%6/,'!25E#F"+/$,9#Y3(4$,$#E$'$(#
h(&669#_iWl?=#Y")&#j:%($g$#36#6)388#7(3)34'#%?%0&'*%#',-*% for makers of literature rather than 
readers.

12. For the dates here see Y. BRONNER9# HS# r:&6)3"4# "0# h(3"(3),A# j&.363)34'# )*&# F*n+$*$1
Z$op34#Z&/$)&I9#Journal of Indian Philosophy,#34#-(&66=#L"(#)*&#$4$8,636#"0#($6$#$6#$#)("-&#34#
&$(8,#%?%0&'*%#',-*%, L. MCCREA, The Teleology of Poetics in Medieval Kashmir, \$+/(3%'&9#
C$66=9#s$(.$(%#t43.&(63),#h(&669#W]]l=#G*38&#Z$op34#(&'$(%6#%($+$):(',#$6#)*&#"/M&2)#"0#$#
6&-$($)&#623&42&#>_=a_?#*&#36#0:88,#$7$(&#"0#)*&#%"2)(34&#"0#&3'*)#($6$6A#%J4%*%,'$%--')*%,%(%--')
,6"-')1/*'6, +'($'!%*#% 2.290 (A. THAKUR – U. JHA (eds.), +'($%?%&J%S%#Tu#+'($'!%*#%P#of 
W%SX/7E)M/-2)-2H)V;66H7-%*$);<)B%-7%#*@>Y'7%E#Z$(/*$4'$9#C3)*38$#546)3):)&#"0#h"6)1'($%:$)&#
E):%3&6#$4%#j&6&$(2*#34#E$46B(3)#k&$(434'9#_ic^?=

_a=#F*n+$*$# $%%6# 6&.&($8#+"(&# 6:2*#<':(&6#"0# $D&2)# >+'($'?%0&'*%#a=c1__?# /:)#Z$op34f6#
three become canonical.

14. KL2/7%(%L2'*%-@, p. 266.
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t%/*$g$#>R=#l]]?#+$(B6#)*&#<4$8#V#$4%9#/,#*36#%$)&9#2"4)($%32)"(,#V#6)$'&#
"0#)*36#(*&)"(32$8#$4$8,636#"0#$&6)*&)32#&+")3"4=#U4#)*&#"4&#*$4%9#$6#7&#+3'*)#
&;-&2)# 0("+# )*&# <(6)# B4"74# 2"++&4)$)"(# "4# )*&# 3'4$%#',-*%9# t%/*$g$#
(&%&<4&6# )*&# &;-(&663"46# "0# $D&2)# )"# $--(";3+$)&# )*&# 0:88# ($6$# ),-"8"',A#
rasavat9#7*32*#0"(#-(&.3":6#7(3)&(6#7$6#63+-8,#*&3'*)&4&%#&+")3"49#4"7#$4%#
0"(#)*&#<(6)#)3+&#/&2"+&6#)*&#full realization#"0#($6$#73)*#)*&#2"+-8&)&#-$4"-8,#
of aesthetic elements ((/L2'('!/); 15 :*H$%O#>34#)*&#4"7#"%%8,#".&(%&)&(+34&%#
form preyasvat), 16 earlier an emotional compliment, becomes the intimation 
of an emotion (or L2'(%&'($%9#$6#*36#2"++&4)$)"(#h($)3*n(&4%:(nM$#4")&6?N#
N*>%,(/9# 0"(+&(8,# -(3%&0:8# &;-(&663"49# /&2"+&6# *%,'L2',%, or semblance 
"0# ($6$9# +$(B&%# /,# 6"23$8# 3+-("-(3&),=# U4# )*&# ")*&(# *$4%9# *"7&.&(9# $4%#
%&6-3)&# )*36# $--(";3+$)3"4# )"# )*&#%($+$):('32$8#+"%&89#t%/*$g$# 2"4)34:&6#
)"#2$)&'"(3Q&#$88# )*&6&#$6#<':(&6#"0# 6-&&2*9#"4# )*&# 6$+&#"(%&(#$69# 6$,9# )*&#
“elevated” (5!'--%?#<':(&9#7*&(&#H6"+&#(32*8,#$--"34)&%#"/M&2)#"(#)*&#%&&%#
"0#$#'(&$)#/&34'#36#34)&4%&%#$6#$4#34%32$)3.&#2*$($2)&(36)32#$4%#4")#$6#$4#&.&4)#
in itself” (4.8); 17# )*$)# 369# *&# ($4B6# )*&+# M:6)# $6# F*n+$*$# $4%# Z$op34# *$%#
%"4&9#"4# )*&#6$+&# 8&.&8#$6# )*&#H&;-(&663"4#"0# 3("4,I# >:%*$'$;&-%6) or the 
“description of providential help” (,%6'2/-%?=#F,#)*&#&4%#"0#)*&#434)*#2&4):(,#
h($)3*n(&4%:(nM$#7$6# 2"40&6634'#*"7#+$(B&%8,# )*&# 2"42&-):$8# )&(($34#*$%#
6*30)&%#0("+#)*&#)3+&#"0#t%/*$g$A#HG*&)*&(#)*&#($6$6#$4%#)*&#&+")3"469#'3.&4#
)*$)# )*&,# $(&# )*&# 6":(2&#"0# )*&#*3'*&6)# 83)&($(,#/&$:),9# $(&# H"(4$+&4)6I#"0#
83)&($):(&#"(#3)6#.&(,#H830&#0"(2&I#7388#4")#/&#$#6:/M&2)#0"(#2"463%&($)3"4#*&(&#
8&6)#3)#:4%:8,#8&4')*&4#)*&#/""BI 18.

h($)3*n(&4%:(nM$f6# 2"40:63"4# >$4%# :40"():4$)&# (&8:2)$42&# )"# %36-8$,# 3)?#
7$6# :4%&(6)$4%$/8&9# 6342&# "48,# $# 0&7# %&2$%&6# &$(83&(9# $(":4%# )*&# )3+&# "0#
j:%($g$9#v4$4%$.$(%*$4$#34#*36#W2(%7$'?;&%#>2=#l^c?#*$%#0:88,#$663+38$)&%#
($6$#)*&"(,#34#)*&#$4$8,636#"0#$:($81-"&)32#83)&($):(&=#S8)*":'*#$22"(%34'#)"#
v4$4%$.$(%*$4$f6#834':36)326#"0#83)&($(,#2"++:432$)3"4#4")#$88#83)&($):(&#36#
concerned with the communication of rasa, when rasa is present it becomes 
)*&# 2&4)($8# "('$43Q34'# 2"+-"4&4)# "0# )*&#7"(B9# )"#7*32*# $88# ")*&(# 0&$):(&6#
+:6)#/&#6:/"(%34$)&%#>H!*&#<(6)#%"+$34#"0#$2)3"49#0"(#$#'""%#-"&)9#36#($6$I? 19 
!*$)#6$3%9#($6$#3)6&80#*$6#$4#$6)"436*34'8,#:4%&()*&"(3Q&%9#)$B&410"(1'($4)&%=#
-(&6&42&#34#v4$4%$f6#)(&$)36&=#s&#4&.&(#$2):$88,#)&886#:6#7*$)#3)#36#"(#7*,#3)#
6*":8%#34#0$2)#/&#2&4)($8#)"#)*&#83)&($(,#7"(B9#$4%#*&#4&.&(#&;-8$346#*"7#)*&#

15. This is intimated in +'($'!%*#%#W=W^i9#/:)#4")#0:88,#%&.&8"-&%=
16. Both @$%,5 and matup are used in the sense of %-/#%$%9# 6&&# j$)4$w(eMxn4$# "4#

+'($'!%*#% 2.237 (the printed text is corrupt, and is corrected in S. POLLOCK, BH%!H*);7)B%,%Z)
An Historical Sourcebook of Classical Indian Aesthetics,# Y&7# q"(B9# \"8:+/3$# t43.&(63),#
h(&669#0"()*2"+34'?=

17. +'($'?%0&'*%[,'*%\,%A1*%2% 4.8 (M. R. TELANG (ed.), +'($'?%0&'*%[,'*%\,%A1*%2%);<)
]!L2%4%E)M/-2) -2H)V;66H7-%*$);<)^*%-/2'2*H7!5*'>%E)F"+/$,9#Y3(4$,$#E$'$(#h(&669#_iWl?=#
F*n+$*$f6#:4%&(6)$4%34'#"0#)*&#<':(&#36#4"/383),#"0#2*$($2)&(#>a=__?=

18. +'($'?%0&'*%[,'*%\,%A1*%2% 4.5.
19. W2(%7$'?;&%)(P. SHASTRI (ed.), W2(%7$'?;&%);<)_7%7!%(%*!2%7%E)M/-2)-2H)V;66H7-%*/H,)

;<) KL2/7%(%15:-%) %7!) B'6%J'*%&%E# m$($4$639# \*$:B*$+/*$9# _ib]?9# -=#a`b=# L"(# )*&# 8$('&(#
@:&6)3"4#"0#)*&#(36&#"0#$#83)&($(,#)&8&"8"',9#6&&#MCCREA, The Teleology of Poetics.
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(&$%&(#/&2"+&6#$7$(&#"0#3)#"(#&;-&(3&42&6#3)=#!*36#2$4#"48,#/&#/&2$:6&#v4$4%$#
*$%#:4@:&6)3"434'8,#$22&-)&%# )*&#28$6632$8#.3&7#"0#($6$9#$6# 5#6:''&6)&%#7&#
2$88#3)9#73)*#3)6#-(&6:--"63)3"46#$4%#-$()32:8$(#$4$8,)32$8#0"2:6=#!*&#0"2:6#$4%#
-(&6:--"63)3"46#5#2$4#"48,# )":2*#"4#$)# )*&#&4%#"0# )*36#&66$,N# )*&# 3+-"()$4)#
-"34)#)"#6)(&66#*&(&#36#)*$)#)*&#$663+38$)3"4#"0#($6$#)*&"(,#34)"#-"&)(,#7$6#4"7#
an accomplished fact.

III`)a/12-E)3/7Hb)c%7$)B%,%,
!*&#<(6)# 2"46&@:&42&#"0# )*&# &;)&463"4#"0# ($6$# )*&"(,9# 0("+#%($+$#,":#

6&&#34)"#-"&)(,#,":#*&$(9#)*$)#"22:((&%#'($%:$88,#".&(#)*&#2":(6&#"0#)*&#434)*#
2&4):(,#36#$86"#"4&#"0#)*&#+"(&#6-&2:8$)3.&=#!*36#2"42&(46#)*&#4$):(&#"0#)*&#
($6$6#$4%#6-&23<2$88,#)*&3(#4:+/&(=

y.&4#)*&#+"6)#6:-&(<23$8#(&$%34'#"0#)*&#*36)"(,#"0#$&6)*&)32#)*&"(,#7388#
(&'36)&(#*"79#$0)&(#$#2&()$34#-"34)9#$#%36-:)&#$("6&#".&(#7*&)*&(#)*&(&#+$,#/&#
$%%3)3"4$8#$D&2)3.&#6)$)&6# )*$)#2$4#2":4)#$6#($6$N#"4&#"0# )*&#0&7#34)&883'&4)#
/""B6#"4#($6$#36#34#0$2)#%&.")&%#)"#)*36#-("/8&+9#m=#j$'*$.$4f6#The Number 
;<)B%,%,=#!*&6&#6)$)&6#3428:%&9#0$+":68,9##'7-%, the tranquil rasa, which was 
)*&#&$(83&6)#"/M&2)#"0#2"4)(".&(6,9#$4%#bhakti, devotion, one of the latest, with 
+$4,#")*&(#2"4)&6)$4)6#0"(#3428:63"4#34#/&)7&&4 20. Indeed, from the moment 
%($+$)32#($6$#<(6)#/&2$+&#-"&)32#($6$9#)*34B&(6#/&'$4#)"#@:&6)3"4#)*&#4:+&(-
32$8#83+3)#)*$)#F*$($)$#*$%#-8$2&%#:-"4#)*&#2$)&'"(,=#!*36#6)$()6#73)*#j:%($g$9#
7*"+#7&#*$.&#3%&4)3<&%#$6#"4&#"0#)*&#&$(83&6)#)*&"(36)6#"0#($6$#34#$:($81-"&)32#
83)&($):(&A#H546"0$(#$6#)*&#)&$2*&(6#*$.&#3%&4)3<&%#2&()$34#&+")3"46#$6#H($6$6I#
/&2$:6&#)*&,#2$4#/&#)$6)&%#>*%,%7'!?9#)*&#7$,#67&&)4&669#6":(4&669#$4%#)*&#
like can be tasted, other emotions such as despair should be rasas as well, since 
)*&,9#)""9#2$4#/,#$88#+&$46#/&#)$6)&%I 21=#S4%#)*&#@:&6)3"434'#(&$2*&6#$#*3'*#
water mark in the work of Bhoja, whose masterpiece, the 8901'*%:*%&'#%, 
&4'$'&6#73)*#)*&#-("/8&+#34#3)6#"-&434'#-$'&6A

The conventional wisdom that “rasa” refers to the heroic, the fantastic, and the 
(&+$3434'#T63;#2$)&'"(3&6P#*$6#2"+&#":)#"0#4"7*&(&#$4%#36#*$(%8,#+"(&#)*$4#$#
6:-&(6)3)3"49#83B&#)*&#/&83&0#)*$)#$#'3.&4#/$4,$4#)(&&#36#*$:4)&%#/,#$#'"/834=#5)#

20. 8'7-%*%,% 36#+&4)3"4&%#<(6)#>":)63%&#-$66$'&6#34#)*&#3'4$%#',-*%)added at a much later 
%$)&#)*$4#)*&#2"(&#+$)&(3$86?#34#t%/*$g$f6#+'($'?%0&'*%[,'*%\,%A1*%2%#b=b#>$8+"6)#2&()$348,#
$4# 34)&(-"8$)&%#.&(6&?9#/:)# 3)# 36#B4"74# )"#$4%#$22&-)&%#/,#v4$4%$.$(%*$4$N#bhaktirasa#<(6)#
in =2'1%(%-%65&-':2%?% of Vopadeva (c. 1300), (D. BHATTACHARYYA (ed.), [=2'1%(%-%\
65&-':2%?%);<)D;:%!H(%E)M/-2)-2H)V;66H7-%*$);<)IH6'!*/9#\$82:))$9#\$82:))$#U(3&4)$8#h(&669#
_ibb?9#-=#_`b9#7*&(&# )*&#2"1$:)*"(#J#2"++&4)$)"(#s&+n%(39#73)*# (&0(&6*34'#2$4%"(9#%&28$(&69#
HS/*34$.$':-)$#$4%#s&+$2$4%($#$(&#7("4'I#)"#%&4,#)*$)#bhakti#36#$#($6$#>)*":'*#3)#36#4")#28&$(#
7*&(&# 34# 0$2)# )*36# 6:--"6&%#%&43$8# 36#+$%&?=#j$'*$.$4#$(':&69#73)*# 6"+&# M:6)32&9# )*$)#H!*&#
$%.&4)#"0#dn4)$#j$6$#6&&+6#)"#*$.&#6&)#)*&#7(3)&(6#)*34B34'#"4#)*&#6$42)3),#"(#")*&(736&#"0#)*&#
4:+/&(#&3'*)#"(#434&#-&()$3434'#)"#)*&#j$6$16I#>V. RAGHAVAN, d2H)356LH*);<)B%,%,, Madras, 
S%,$(#k3/($(,9#_i^c9#-=#__l?=

21. +'($'?%0&'*%#_W=b=# !*&# )&;)# 36# 23)&%# $--(".34'8,# /,# h($)3*n(&4%:(nM$# >$4%#
+3634)&(-(&)&%#/,#*3+N#2"4)($6)#Y$+36n%*:#$%#8"2=?#34#+'($'?%0&'*%[,'*%\,%A1*%2%, p. 52-
ca9#$4%#/,#F*"M$#>8"01'*%:*%&'#%,#-=#`aa?N#$4%#%36$--(".34'8,#/,#Z*$43B$#"4#W%#%*N:%&%)
(T. VENKATACHARYA (ed.), W%#%*N:%&%);<)W2%7%Y>%$%E)M/-2)-2H)V;66H7-%*$);<)W2%7/&%)%7!)
-2H)G5L.;66H7-%*$);<)=2%44%)3",/A2%E#C$%($69#S%,$(#k3/($(,9#_i`i?9#-=#W]a1W]b=
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*$6#"48,#/&&4#$22&-)&%#/&2$:6&#"0#)*&#34)&88&2):$8#2"40"(+3),#),-32$8#"0#)*&#
world, and our intention in this work is to put it to rest.

H50#$88#&+")3"46#$(&#&@:$88,#($6$6I9#2"428:%&6#F*"M$#$0)&(#23)34'#j:%($g$9#
H3)#+$B&6#4"#6&46&#)"#$--8,#)*&#)&2*432$8#)&(+6#H)*&#&(")32#($6$I9#H)*&#*&("32#
($6$I#$4%#6"#"4#"48,#)"#)*"6&#&3'*)#6)$/8&#&+")3"469#%&63(&#$4%#)*&#(&6)9#7*&4#
)*&,#$(&#0:88,#%&.&8"-&%=#U4&#+$,#%"#3)#/:)#)*$)#7":8%#)*&4#/&#"48,#$#)&(+3-
4"8"'32$8#%36)342)3"4I 22=#F*"M$#*3+6&809#$22"(%34'8,9#$%%6#6:2*#($6$6#$6# )*&#
.$34'8"(3":6#>uddhata, based on a new stable emotion garva, pride), the noble 
(5!'--% or N*>%,(/7, based on mati9#6$'$23),?9#$4%#)*&#($6$#"0# )&4%&(4&66#"(#
+")*&(8,#8".&#>:*H$%O or ('-,%?$%, based on sneha9#$))$2*+&4)9#)*&#8$6)#/&34'#
6:--8&+&4)&%# /,# 8$)&(# )*34B&(6# 73)*# /(")*&(8,# 8".&# "(# 0(3&4%6*3-# /&)7&&4#
&@:$869#$4%#$D&2)3"4#0"(#$#6:-&(3"(9#$#B34'#0"(#&;$+-8&?9#$6#7&88#$6#)*&#($6$6#
"0# $:)"4"+,9# *&)&("4"+,9# /83669# $4%# $/$)&+&4) 23. Still other thinkers held 
)*$)#$4,#"0#)*&#)*3(),1)*(&&#)($463)"(,#0&&834'6#2":8%#/&2"+&#($6$9#0("+#)"(-"(#
('?%,$%) to vindictiveness (%6%*J%) to resentment (%,N$'), and so on down 
)*&#$8-*$/&)=#S6#"4&#)&4)*12&4):(,#7(3)&(#-:)6#3)9#H!*&(&#36#4"#+&4)$8#6)$)&#
(./--%("--/) that cannot achieve enhancement and become rasa” 24.

Bhoja assumed that the limitation on the emotions that could count as 
($6$# "(3'34$)&%# 34# +&(&# :40":4%&%# 2"4.&4)3"4# >)*&# 6)$4%$(%# .3&7# "0# ($6$#
“comes out of nowhere”, *%,%:*%,/!!2/O),/!!2')&5-;)Q:/). But we know that 
73)*34#)*&#)($%3)3"49#$#%36)342)3"4#7$6#&$(8,#"4#%($74#/&)7&&4#7*$)#2":8%#$4%#
2":8%#4")#2":4)#$6#($6$=#HF*$gg$#k"88$g$#$(':&%I9#$6#S/*34$.$':-)$#(&-"()69#
H)*$)9#$8)*":'*#($6$6#7&(&#-")&4)3$88,#34<43)&#34#4:+/&(9#3)#7$6#)*&#"-343"4#
"0#&;-&()6#)*$)#"48,#)*"6&#836)&%#/,#F*$($)$#7&(&#2$-$/8&#"0#-"()($,$8#"4#)*&#
6)$'&I 25=#S8)*":'*#S/*34$.$#$'(&&6#"4#)*&#83+3)&%#4:+/&(#"0#($6$6#>H-'(%7-%)
H(%) .%) *%,'O) *36# *$:'*),# %36+366$8# *&(&# >H!*36# 83))8&# /3)# "0# $(("'$42&# "4#
k"88$g$f6#-$()#2$4#/&#6$0&8,#3'4"(&%I?#3+-83&6#)*$)#*&#*3+6&80#0&8)#F*$($)$f6#836)#
7$6#(&6)(32)3.&9#4")#>$6#k"88$g$#6&&+6#)"#*$.&#)*":'*)?#/,#62*"8$(8,#2"4.&4-
)3"49# /:)# /,# )*&# 4$):(&# "0# )*34'69# )*":'*# &86&7*&(&# *&# )(3&6# )"# &;-8$34# )*&#
(&6)(32)3"4#")*&(736&A#H!*&6&#$(&#)*&#($6$69#$4%#)*&(&#$(&#434&#$4%#434&#"48,=#
It is either because these alone subserve the four “ends of man” or provide 
sustained pleasure that this restricted number has become traditional” 26. 

22. 8901'*%:*%&'#%, p. 2 and 633 (see also &'*/&' 11, p. 2); G%*%,(%-@&%S42'L2%*%S% 5.23 
(K. SARMA (ed.), G%*%,(%-@&%S42'L2%*%S'?%0&'*%) ;<) =2;>%E) M/-2) -2H) V;66H7-%*/H,) ;<)
B%-7H#(%*%)%7!)e%1%!!2%*%E#F"+/$,9#Y3(4$,$#E$'$(#h(&669#_iWb?=

23. G%*%,(%-@&%S42'L2%*%S%, p. 627 (,('-%7-*$%E) :'*%(%#$%E) '7%7!%E) :*%#%6%). These 
$%%3)3"46#7388#4")#6&&+#6"#"%%#7*&4#7&#2"463%&(#)*$)#34#_lci#$4#y4'836*#-*38"6"-*&(#836)&%#$6#
emotions#-("-&(),9#-"7&(9#$4%#B4"78&%'&#>G. MANDLER, “Emotion”, in D. K. FREEDHEIM (ed.), 
Handbook of Psychology, I: History of Psychology9#Y&7#q"(B9#G38&,9#W]]a9#-=#_c^1_^c#>-=#_cl??=

Wb=#!*&#-"663/383),#)*$)#$88#)*&#)($463)"(,#&+")3"46#2$4#/&#($6$6#7$6#<(6)#($36&%#/,#j:%($g$9#
+'($'?%0&'*%#_W=a1b#N#)*&#@:")$)3"4#34#)*&#)&;)#36#0("+#*36#2"++&4)$)"(#Y$+36n%*:#$%#8"2=

25. KL2/7%(%L2'*%-@, p. 292, l. 22.
26. KL2/7%(%L2'*%-@, p. 335, l. 8 (“sustained” insofar as ,-2'$/L2'(%6#$(&#&4%:(34'9#:483B&#

($%L2/.'*/L2'(%69#"(# )($463)"(,#&+")3"46?=#E&&# 0:()*&(#/&8"7#"4# )*&#,-2'$/-(% of the ,-2'$/. 
S/*34$.$#(&.3&76#$#($4'&#"0#"-343"4#"4#7*,#)*&#)($463)"(,#&+")3"46#$(&#)*3(),1)*(&&#34#4:+/&(9#
3428:%34'#)*&#.3&7#)*$)#)*&#6&)#36#(&$88,#$4#"-&4#"4&#N#36#+&$4)#+&(&8,#0"(#-&%$'"'32$8#-:(-"6&6#N#
"(#36#$2):$88,#(&6)(32)3.&#$4%#%(3.&4#/,#$&6)*&)32#2"42&(46#>KL2/7%(%L2'*%-@, p. 373).
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For others, however, the limitation was made on the basis of the criteria that 
%36)34':36*)#*%($%&'($% from !"#$%&'($%=#!*36#36#-$()32:8$(8,#28&$(#0("+#)*&#
treatment of #'7-%*%,%9# 0"(# 7*32*# )*&# $(':+&4)# "0# Z*$43B$# >2=# i^c?# 36# $6#
0"(2&0:8#$6#$4,A#HZ($+$#2"4636)6#"0#(&-(&6&4)$)3"49#$4%#/,#4"#+&$46#2$4#7&#
accept that in drama quiescence [#%6%, the stable emotion of #'7-%*%,%P#2$4#
0:42)3"4#$6#$#6)$/8&#&+")3"4=#r:3&62&42&#63'43<&6#2&66$)3"4#"0#$88#$2)3.3),#$4%#
6"#2$44")#*$.&#$4,#2"44&2)3"4#73)*#(&-(&6&4)$)3"4I 27. To be sure, #'7-%*%,% 
is a peculiar, even paradoxical, case – emotionless emotion – and Dhanika’s 
M:%'+&4)#7$6#4")#)"#'"#:42"4)&6)&%=#F:)#)*&#3+-832$)3"4#*&(&9#*"7&.&(#0$34)9#
)*$)#)*&#),-"8"',#"0#($6$#7$6#)3&%#:-#73)*#)*&#),-"8"',#"0#83)&($):(&#$4%#)*&#
%36)34':36*34'# 0&$):(&6# "0# &$2*# "0# 83)&($):(&f6# 6:/16-&23&69# -"34)6# )*&# 7$,#
)"7$(%#$#0:88&(#$4$8,636=

IV. The Science, and History, of Emotions
5)#36#4")#0("+#)*&#54%3$4#)($%3)3"4#3)6&80#)*$)#7&#2$4#%&(3.&#)*36#$4$8,636#V#

)*&#$.$38$/8&#%$)$#2$44")9# 5#/&83&.&9# )$B&#:6#/&,"4%#7*&(&# )*&,#*$.&# )$B&4#
:6#6"#0$(#V#/:)#($)*&(#0("+#(&6&$(2*#34#2"'43)3.&#623&42&#$4%#6):%3&6#34#)*&#
623&42&#"0# )*&#&+")3"46=#!*&#-"34)#"0#$%%:234'#6:2*#-&(6-&2)3.&6# 36#4")# )"#
6&&B#)"#-&4&)($)&#)"#$#623&4)3<2#2"(&#"0#)*&#)(:)*#"0#&+")3"4#)*$)#&;36)6#&4)3(&8,#
":)63%&#"0#3)6#*36)"(,=#S6#7388#/&2"+&#&.3%&4)9#&+")3"46#83B&#830&#34#'&4&($8#
$(&#*36)"(32$88,#2"4)34'&4)=#F:)#83B&#830&#34#'&4&($8#&+")3"46#*$.&#2&()$34#(&$8#
$4%#2"46)$4)#-("-&()3&69#$4%#)*&#-"34)#"0#):(434'#)"#$#623&42&#"0#&+")3"46#36#
)"#$6B#7*&)*&(#)*&(&#+$,#/&#$4,)*34'#+"(&#0:4%$+&4)$8#$/":)#)*&#4$):(&#"0#
&+")3"46#)*$)#2$4#*&8-#:6#:42".&(#)*&#2"42&-):$8#0":4%$)3"46#"0#$4,#'3.&4#
*36)"(,9# 6:2*#$6# )*$)# "0# )*&# )($%3)3"4$8# 54%3$49#7*32*#-(&6&4)6# $#4:+/&(#"0#
peculiar features.

!*&#*36)"(,#"0#&+")3"4#$6#&+/&%%&%#34#)*&#)*&"(,#"0#($6$#-(&6&4)6#:6#4")#
"48,#73)*#$#2"4R32)#".&(#7*$)#36#$88"7&%#)"#2":4)#$6#$#%"+34$4)#&+")3"4$8#
(&'36)&(# 34# 83)&($):(&9#/:)#$86"#73)*#$#.&(,#6-&23<2# 836)#"0#7*$)# )*"6&# (&'36-
)&(6#+:6)#/&=#j&2$88# 0"(# $#+"+&4)# )*&# 2&8&/($)&%#2$)$8"':&#"0# &3'*)# 6)$/8&#
emotions in the 3'4$%#',-*%A#>6&;:$8?#%&63(&9#$+:6&+&4)9#'(3&09#$4'&(9#&4&(',#
>"(#&4%:($42&?9#0&$(9#(&.:863"49#$4%#$+$Q&+&4)=#!*36#836)#36#-:QQ834'#34#.$(3":6#
7$,69#/:)#2"463%&(#"48,#)*&#0"88"734'#)7"=#G*,#6*":8%#$4'&(9#7*32*#0"(+6#
the basis of the violent rasa (raudra?9#'$34#&4)(,#"4)"#)*&#836)#/:)#4")#*$)(&%9#
6:(&8,#$4#&+")3"4#$6#H6)$/8&I#"(#-(3+$(,#$6#$4'&(#"(#$4,#")*&(#34#)*&#'(":-#
0"(#54%3$46#>$6#0"(#Z&62$()&6#$4%#)*&#+"%&(46#+&4)3"4&%#/&8"7?z 28#S4%#7*,#
should sexual desire (rati), the basis of the erotic rasa (#"01'*%), be included, 

27. W%#%*N:%&%, p. 202. That #'7-%*%,%#7$6#-&(0&2)8,#$22&-)$/8&#34#4"41%($+$)32#83)&($):(&#
7$6# $# 8"4'1&6)$/836*&%# .3&79# 6&&# V. RAGHAVAN, d2H) 356LH*) ;<) B%,%,9# -=#cW1ca# >j$'*$.$49#
&4'$'34'#$6#*&#%3%#73)*#)*&#)($%3)3"4#$6#30#3)#7&(&#$#83.34'#"4&9#7$6#8&66#34)&(&6)&%#34#:4%&(6)$4%34'#
)*&#'(":4%6#0"(##'7-%f6#&;28:63"4#)*$4#34#.34%32$)34'#3)6#3428:63"49#H!"#'($4)#3)#34#{n.,$#$4%#)"#
%&4,#3)#34#Yng,$#36#$6#28:+6,#$#2"+-("+36&OI#-=#cb?=

28.# !*34B# "48,# "0# d3w:-n8$9# 7*"# $))$34&%# 6;&J%# 4")# "48,# %&6-3)&# *$)34'# {(36*4$#
(=2'1%(%-%:5*'S% 10.29.13), but because of it (=2'1%(%-%:5*'S%#_]=̂ b=b`?=#Y")&# )*$)#Y,n,$#
836)6#*$)(&%#$+"4'#)*&#)*(&&#!;J%s (*'1%, !(HJ%, and moha), and as one of the '-6%15S%s, or 
properties of the self (see n. 33 below).
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7*38&#4"416&;:$8#$D&2)3"4#>sneha?9# )*&#/$636#"0#+")*&(8,# 8".&#>('-,%?$%), is 
&;28:%&%z#50#7&#$(&#)"#:4%&(6)$4%#)*&#2(3)&(3$#$)#7"(B#34#)*36#28$663<2$)3"49#
$4%#7*$)#+3'*)#$22":4)#0"(#8$)&(#%36$'(&&+&4)9#7&#4&&%#)"#*$.&#6"+&#6&46&#
"0#7*$)#%&<4&6#$4#&+")3"4#$6#H6)$/8&I#)"#/&'34#73)*=

t40"():4$)&8,9#($6$#)&;)6#)*&+6&8.&6#($(&8,#"D&(#$4,#&;-8$4$)3"49#$4%#)*&#
)*34B&(6#7*"#%&<4&#)*&#2"42&-)#%"#6"#")*&(#)*$4#-6,2*"8"'32$88,#"(#-&(2&-):-
$88,=#Z*$4$xM$,$#>2=#i^c?#6&&+6#)"#)*34B#34#-:(&8,#83)&($(,#)&(+6A

S#6)$/8&#&+")3"4#36#"4&#)*$)#36#:434)&((:-)&%#7*&)*&(#/,#2"4R32)34'#"(#4"41
2"4R32)34'# &+")3"46=# U4# )*&# 2"4)($(,9# 3)# 6:/6:+&6# ")*&(# &+")3"469# $6# )*&#
"2&$4#6:/6:+&6#(3.&(6=O#Z&6-$3(#$4%#)*&#")*&(# )($463)"(,#&+")3"46#%"#4")#
have that feature, and therefore cannot be stable emotions and cannot be 
savored.

s&#3+-83&6#)*$)#6)$/8&#&+")3"46#$(&#6)$/8&#/&2$:6&#)*&,#cannot be interrupted, 
"(# &;-:4'&%# 34# $# -6,2*"8"'32$8# 6&46&9# /:)# "48,# 6$,6# >$6# *36# 2"++&4)$)"(#
Z*$43B$#"48,#6$,6?# )*$)# )*&,#are#4")# 34)&((:-)&%9#"(#%36-8$2&%# 34#$# 83)&($(,#
sense 29=#S/*34$.$':-)$9#0"(#*36#-$()9#2"42&3.&6#"0#)*&#6)$/383),#"0#)*&#6)$/8&#
&+")3"46#34#7*$)#7&#+3'*)#2$88#&)*32$8#)&(+69#$6#7&#<4%#34#*36#%362:663"4#"0#
34&66&4)3$83),#>%:*%!2'7%-'), the sixth of the seven impediments (vighnas) to 
aesthetic experience:

Y"# "4&f6# $7$(&4&66# 2$4# 2"+&# )"# (&6)# :-"4# 6"+&)*34'# )*$)# 36# 4"4&66&4)3$8#
(%:*%!2'7%?9# 6342&# )*&#+"+&4)# )*$)# 34&66&4)3$8# )*34'# 36#2"'43Q&%# 3)#*$6)&46#
$0)&(#6"+&)*34'#+"(&#&66&4)3$89#$4%#2$44")#2"+&#)"#(&6)#34#3)6&80O#!*&#+"6)#
essential aesthetic components are those several forms of consciousness that 
pertain to the ends of man, that is, love, power, law, and liberation. Thus, the 
stable emotion of desire pertains to love 30 as well as to forms of power and law 
)*$)#$(&#4&2&66$(38,#(&8$)&%#)"#8".&N#)*&#6)$/8&#&+")3"4#$4'&(#-&()$346#)"#-"7&(#
$+"4'#)*"6&#'3.&4#)"#$4'&(9#$4%#2$4#&.&4#&.&4):$)&#34#8".&#"(#8$7N#)*&#6)$/8&#
&+")3"4#&4&(',#2$4#&.&4):$)&#34#$4,#"0#)*&#&4%6#"0#+$49#8$7#$4%#)*&#(&6)N#$4%#
8$6)9#@:3&62&42&9#7*&4#3)#36#)*&#6)$/8&#&+")3"4#$4%#2"4636)34'#8$('&8,#34#%36-$6-
63"4#/(":'*)#$/":)#/,#)(:&#B4"78&%'&9#36#)*&#+&$46#"0#83/&($)3"4=#s&42&9#)*&6&#
stable emotions are the most essential 31.

s"7&.&(#&8&'$4)#S/*34$.$f6#2"((&8$)3"4#"0#6)$/8&#&+")3"46#73)*#)*&#&4%6#
"0#+$49#)*&(&#36#4"#&.3%&42&#)*$)#3)#2"((&6-"4%6#)"#$4,)*34'#34#)*&#2"42&-):$8#
structure of the 3'4$%#',-*%#"(#340"(+&%#3)6#2$)$8"':&#"0#6)$/8&#&+")3"46 32. 
E)$/8&#&+")3"46#$(&#"0#2":(6&#6)(:2):($88,#2"4)($6)&%#73)*#)($463)"(,#&+")3"46#

29. W%#%*N:%&%#b=ab9#a`#>Z*$43B$f6#2"++&4)#*&(&#36#0$6234$)34'9#/:)#%"&6#4")*34'#)"#28$(30,#
)*&#6)$/383),#"0#)*&#,-2'$/7).

30. I read &'6%- (for &'6%O# "(# T{SP# &'6H). The editors of the 3'4$%#',-*% and the 
2"((&6-"4%34'#-$66$'&#34#)*&#+'($'75#',%7%#+36-:42):$)&#)*&#-$66$'&#$6#$#7*"8&=

31. KL2/7%(%L2'*%-@, p. 275-276.
aW=#!*&#2"((&8$)3"4#7$6#*"7&.&(#$8(&$%,#B4"74#)"#h($)3*n(&4%:(nM$#>"4#+'($'?%0&'*%[,'*%\

,%A1*%2%#b=a1b?=# !*&(&# 36# $%%3)3"4$88,# /")*# $# gender and a social# 34R&2)3"4# )"# )*&# 6)$/8&#
emotions, from the time of the 3'4$%#',-*%# 3)6&809# )*$)#5#2$4#"48,#(&'36)&(#*&(&A#0"(#&;$+-8&9#
"48,#7"+&4#$4%#%!2%6%:*%&"-/, or persons of the lowest social order, feel fear ; 5--%6%:*%&"-/, 
-&(6"46# "0# )*&# *3'*&6)# 6"23$8# "(%&(9# "48,# 0&3'4# /&34'# $0($3%9# 0"(# &;$+-8&# 34# )*&# 0$2&# "0# $#
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(($%L2/.'*/- or ,%A.'*/-L2'(%6?#/:)#)*&#%&<43)3"4#"0#)*&#8$))&(#/(34'6#:6#4"#
28"6&(#)"#:4%&(6)$4%34'#)*&#H6)$/383),I#"0#)*&#0"(+&(=#>54#0$2)9#)*&,#2"+-832$)&#
7*$)#-(&236&8,#$#L2'(%#369#3428:%34'#$6#)*&,#%"#6:2*#-*,632$8#6)$)&6#$6#3884&669#
%,34'9#)"(-"(9#4:+/4&669#68&&-34'9#7$B34'9#$4%#&;*$:6)3"4=?

!*&# 3%&$# "0# $4# &+")3"4# 836)# "0# )*&# 6"()# 7&# <4%# 34# F*$($)$# 36# ($(&# 34#
6,6)&+$)32#)*":'*)#":)63%&#)*&#%362":(6&#"0#($6$#3)6&80=#!"#/&#6:(&9#Y,n,$#$4%#
En|B*,$#2$)$8"':&#&+")3"469#$6#%"&6#F:%%*36+9#"0#7*32*#S/*34$.$#"D&(6#$#
/(3&09#2*$($2)&(36)32$88,#3((&.&(&4)#(&.3&7#7*&4#4")34'#)*&#62*"8$(8,#%362"+-
0"()#73)*#)*&#836)#"0#)*3(),1)*(&&#)($463)"(,#&+")3"46A

E"+&#62*"8$(6#7"4%&(#*"7#$4,"4&#2":8%#-"663/8,#2$)$8"':&#$88# )*&#.$(3":6#
states of mind (./--%("--/?=# S4%# )*&,# $6B# 73)*# (&6-&2)# )"# )*&3(# &4:+&($)3"4#
*"7#$4,#'3.&4#4:+/&(#2":8%#2$-):(&#)*36#)")$83),9#7*&)*&(#)*&#434&#@:$83)3&6#
"0# )*&#6&80# 8"'323Q&%#/,# 8"'323$469# )*&#&3'*)#-("-&()3&6#"0# )*&# 34)&88&2)#4:+-
/&(&%#/,# )*&#4:+&("8"'36)6#"0#En|B*,$9#"(# )*&# 0":(# ),-&6#"0#$--(&*&463"4#
>&(("(#$4%#)*&#83B&?9#"(#)*&#%:$83),#H+34%I#$4%#H+&4)$8#$2)3.3)3&6I#/("$%2$6)#
/,#F:%%*36)6 33.

F:)# 34# 0$2)9# )*&# -*38"6"-*32$8# 6,6)&+6# 6*"7# 83))8&# (&$8# 2"42&(4# 73)*# )*&#
&+")3"469#+$B34'#4"#$))&+-)#)"#M:6)30,#)*&3(#836)6#"(#34%&&%#)"#+"(&#4$(("78,#
%36)34':36*# $+"4'# )*&# .$(3":6# 3)&+6 34. This relative unconcern seems 
&6-&23$88,# "%%# 34# 83'*)# "0# )*&# 34)&(&6)# 34# -(&236&8,# )*36# @:&6)3"4# 6*"74# /,#
G&6)&(4# )*34B&(6=#G&#*$.&#/&&4#"D&(&%# 836)6#V#2"46)(:2)&%#"4# )*&#/$636#"0#
7*$)# $(&# 4"# %":/)# ($%32$88,# %3D&(34'# -*,63"8"'3&69# &-36)&+"8"'3&69# $4%#
+"($83)3&69#$4%#0"(#($%32$88,#%3D&(&4)#-:(-"6&6#V#/,#&.&(,"4&#0("+#S(36)")8&#
>$# .&(,# 8"4'# "4&# 34# )*&# B2H-;*/.9# 3428:%34'# $4'&(9# +38%4&669# 8".&9# &4+3),9#
0&$(9#2"4<%&42&9#6*$+&J6*$+&8&664&669#/&4&."8&42&9#-3),9#34%3'4$)3"49#&4.,9#
emulation, contempt) to Descartes (who in his last work, Passions de l’âme, 
_`bi9# 2$)$8"':&6# )*&# passions primitives# $6# 7"4%&(9# 8".&9# *$)&9# %&63(&9# M",9#

)($46'(&663"4# )*&,# +$,# *$.&# +$%&# $'$346)# $# ':(:# >3'4$%#',-*%, p. 347 ; KL2/7%(%L2'*%-@E 
p. 325).

33. KL2/7%(%L2'*%-@9#-=#a^a=#Y"(+$88,#Y,n,$#6-&$B6#"0#&3'*)#15S%6#>$+"4'#)*&#)7&4),10":(?#
that pertain to the '-6%: L5!!2/E),5&2%E)!5O&2%E)/..2'E)!(HJ%E):*%$%-7%E)!2%*6%E)%!2%*6%U 
-(&6:+$/8,# S/*34$.$# *&(&# $%%6# ,%A,&'*%`# !*&# En|B*,$6f# &3'*)# $(&# dharma, adharma, 
>Y'7%E)%>Y'7%E)(%/*'1$%E)%(%/*'1$%E)%/#(%*$%E)%7%/#(%*$%9#$4%#)*&#0":(#),-&6#"0#$--(&*&463"49#
(/:%*$%$%E)%#%&-/E)-5J4/E)and siddhi (see also R. P. KANGLE, B%,%C=2'(%CD/.'*%, Maharashtra 
j$M,$#E$*3),$1E$+6B()3#C$4%$89#F"+/$,9#_i^a9#-=#bal?=

34. Buddhist Abhidharma9#7*32*#-(".3%&6# 836)6# 34#-("0:63"49#+$,#/&#$4#&;2&-)3"4#/:)# 3)# 36#
2"42&(4&%# +"(&# 73)*# &)*32$8# %36-"63)3"46# )*$4# 73)*# 7*$)# 2"4)&+-"($(,# -6,2*"8"',# 7":8%#
3%&4)30,# $6# &+")3"4# >6&&# G. DREYFUS9# HS63$4# h&(6-&2)3.&A# 54%3$4# !*&"(3&6# "0# C34%I9# 34#
P. ZELAZO et al. (eds.), The Cambridge Handbook of Consciousness9#\$+/(3%'&9#\$+/(3%'&#
t43.&(63),#h(&669#W]] 9̂#-=#li1__b#>-=#_]]??=#Y"4&)*&8&669#)*&#836)6#"0#&?H#%s, ',*%(%s, &%J'$%s, 
%75#%$%69#$4%#")*&(#+&4)$8#6)$)&6#+&(3)#$))&4)3"4#0"(#$4#34)&88&2):$8#*36)"(,#"0#($6$#"0#)*&#6"()#
)*&,#*$.&#4")#(&2&3.&%=#54%&&%9#)*&(&#36#4"#2"+-(&*&463.&#$22":4)#"0#&+")3"4#34#54%"8"'32$8#
83)&($):(&9#"(# &.&4#$4#$%&@:$)&#*36)"(32$8#-6,2*"8"',#%3D&(&4)3$)34'# )*&# 0:42)3"46#"0#manas, 
L5!!2/E)%7-%O&%*%S%, ./--%E)2"!%$% (where rasa is often said to exist), and so on.
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sadness) and Spinoza (who in his Ethics reduces %fH.-5,) to pleasure, pain, 
$4%#%&63(&9#3%&4)30,34'#)*&#8$6)#$6#)*&#.&(,#2"(&? 35.

U4&#"0#)*&#6)(3B34'#30#2"46-32:":6#)*34'6#$/":)#)*&6&#G&6)&(4#836)6#36#)*&3(#
.$(3$/383),=#Y")#"48,#%"&6#)*&#623&4)3<2#2$-$23),#0"(#-(&2363"4#34#%&62(3/34'#)*&#
*:+$4#+&&)#6"+&)*34'#"0#3)6#83+3)#34#%&+$(B34'#)*&#6:/)8&#'($%$)3"46#"0#)*&#
&+")3"469#/:)#&+")3"46#2*$4'&#".&(#)3+&=#G&#*$.&#+"(&#$4%#+"(&#&.3%&42&#
"0#)*&#0$2)#)*$)#4&7#&+")3"46#&+&('&9#$4%#"8%#&+")3"46#%36$--&$(9#68"78,#4"#
%":/)#/:)#$66:(&%8,=#54#G&6)&(4#y:("-&9#+&8$42*"8,#36#$#-*&4"+&4"4#"0#)*&#
-"6)1j&0"(+$)3"4#&($9#/"(&%"+#"0#)*&#&3'*)&&4)*#2&4):(,9#$4%#>-&(*$-6#4")#
:4(&8$)&%8,?9# ("+$4)32# 8".&#"0# )*&#434&)&&4)*=#G&#B4"7#)*$)#&+")3"46#+$,#
0$%&# )"# )*&#-"34)#"0#.$436*34'#>0"(#&;$+-8&9# )*&#6&46&#"0#*"4"(# 34#2"4)&+-
-"($(,# 830&N# 2"463%&(# $86"# )*&# *36)"(32$8# R:2):$)3"46# 34# )*&# 4$):(&# "0# +$8&#
'(3&0?9# $4%#+$,#/&#.$(3$/8,#%36)(3/:)&%#$2("66# 2:8):(&6#"(# $2("66#*36)"(32$8#
&-"2*6# >0"(# &;$+-8&9# 6*$+&# $4%# ':38)? 36=# !*&4# $'$349# )*&(&# %"# 6&&+# )"# /&#
6)(3B34'#2"4)34:3)3&6=#54#28$6632$8#\*34&6&#)*":'*)9#0"(#&;$+-8&9#)*&#2$)$8"':&#
"0#&+")3"46#6&&+6#.&(,#0$+383$(=#!*&#=;;&);<)B/-5%?, list the qing#$6#M",#$4%#
$4'&(9#6"(("7#$4%#0&$(9#8".&9#$.&(63"4#$4%#%&63(&N#7*38&#)($%3)3"4$8#\*34&6&#
+&%32$8# )*&"(,#$4%# )*&($-,# 836)# )*&#6&.&4#qiqing liuyu#"(#&+")3"4$8# 6)$)&6J
$D&2)6#$6#M",9#$4'&(9#$4;3&),9#)*":'*)9#'(3&09#0&$(9#$4%#0(3'*) 37.

!*&(&#&;36)6#)"#%$)&#4"#*36)"(3"'($-*,#"0#54%3$4#&+")3"49#8&)#$8"4&#"4&#)*$)#
+3'*)#*$.&#6"+&#/&$(34'#"4#F*$($)$f6#836)#"(#)*&#4")3"4#"0#H6)$/383),I9#)*":'*#
5# )*34B#"4&#2":8%#/&#7(3))&4=# 5)# 2$4#2&()$348,#/&#$(':&%# )*$)9# 0"(#&;$+-8&9#
bhakti, "(#%&.")3"4#)"#$#-&(6"4$8#'"%9#36#$#4&7#$D&2)3.&#6)$)&#<(6)#%362&(43/8&#
34#8$)&1&-32#54%3$#>)*":'*#3)#$))$346#2:8):(&173%&9#$4%#&;-8"63.&9#34R:&42&#"48,#
a millennium or more later) 38=#Y"#8&66#34)&(&6)34'#30#+"(&#6-&2:8$)3.&#36#)*&#
*36)"(,#"0#&%*5S' (which becomes the rasa &%*5S%) 39. The term is sometimes 

35. Ethica III. cupiditas est ipsa hominis essentia (J. VAN VLOTEN – J. P. N. LAND (eds.), Benedicti 
de Spinoza opera quotquot reperta sunt9# W# ."8=9# !*&# s$$'9# C$()34:6# Y3M*"D9# _llW?9# -=#_^W=#
\"+-$(&#F*"M$f6#%&<43)3"4#"0##"01'*%, or passion: ,%*('-6%,%A:%!5!%$'-/#%$%/&%2H-5O)(“the 
6"8&#2$:6&#"0#)*&#$--&$($42&#$4%#$%%&%#-")&42,#"0#)*&#&4)3(&#($4'&#T"0#&+")3"46P#"0#)*&#6&80I?9#
8901'*%:*%&'#%9#-=#W#>0"(#F*"M$f6#&;&'&636#"0#)*&#&'*/&', see p. 375).

a`=#!*&#/3/83"'($-*,#"4#)*&#*36)"(,#"0#&+")3"46#34#)*&#G&6)#$4%#)*&#*36)"(,#"0#$))&+-)6#)"#
2$)$8"':&# )*&+# 36# .$6)9# $4%# 5# $+# $# .&(,# 34&;-&()# ':3%&=# L"(# '&4&($8# )(&4%6# 6&&# P. STEARNS, 
Hs36)"(,# "0# y+")3"46A# 566:&6# "0# \*$4'&# $4%# 5+-$2)I9# 34# M. LEWIS et al. (eds.), Handbook 
of Emotions, 3rd# &%=9# Y&7# q"(B9# [:380"(%# h(&669# W]]l9# -=#_^1a_#N# G. MANDLER, “Emotion”; 
G. BRUN – D. KUENZLE, “54)("%:2)3"4A#S#Y&7#j"8&#0"(#y+")3"46#34#y-36)&+"8"',I9#34#G. BRUN 
et al. (eds.), Epistemology and Emotions9# S8%&(6*")9# S6*'$)&9# W]]l9# -=#_1a_=# P. ARIÈS, The 
Hour of our Death,#Y&7#q"(B9#m34)$'&#F""B69#_ilW9#-(&6&4)6#&.3%&42&#"0#+$8&#'(3&0# 34# )*&#
C3%%8&# S'&6# )*$)# 7":8%# *$.&# /&&4# 0$+383$(# )"# +&%3&.$8# 54%3$46# >M:%'34'# 0("+# $# 7"(B# 83B&#
the ]--%*%*'6%.%*/-%?# /:)# $83&4# )"# ":(# 2"4)&+-"($(3&6=# y44:39# "(# L(&42*# /"(&%"+9# +$,# /&#
6"+&7*$)#8$)&(#)*$4#)*&#y4'836*#.$(3&),=

37. H. EIFRING (ed.), Love and Emotions in Traditional Chinese Literature, Leiden, Brill, 
2004, p. 1, 13, 23 ; Benjamin Elman (personal communication).

al=#5#$+#:4$7$(&9#*"7&.&(9#)*$)#$4,"4&#*$6#$2):$88,#+$%&#)*36#$(':+&4)=#Y")&#)*$)#%&.")3"4#
7$6# $4# &+")3"4# 0"(# Z$(734# >%362:66&%# /&8"7?9# 73)*# 3)6# "74# %36)342)# *36)"(32$83),=# E&&# $86"#
D. GROSS,#HZ&0&4%34'#)*&#s:+$43)3&6#73)*#\*$(8&6#Z$(734f6#The Expression of the Emotions 
in Man and Animals (1872)”, Critical Inquiry 37 (2010), p. 34-59 (p. 49).

ai=#!*&#)7"#0"(+6#7&(&#<(6)#%36)34':36*&%#/,#d(e#d$}B:B$#>KL2/7%(%L2'*%-@, p. 311).
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)($468$)&%# 34#y:("-&$4# 8$4':$'&6#$6#-3),#"(#2"+-$663"49#/:)#7*$)#&+")3"4#
36# 3)# (&$88,# -"34)34'# )"7$(%z# !7"# @:3)&# %3663+38$(# "4&69# 5# /&83&.&9# 0"(# )7"#
%3D&(&4)#H&+")3"4$8#2"++:43)3&6I 40. In the ]--%*%*'6%.%*/-%, for example, 
)*&#-$($%3'+$)32#)&;)#"0#&%*5S%*%,% (H&;)*%,%O)&%*5S%)H(%9#6$,6#F*$.$/*~)39#
a=bl9#+&$434'#"0#2":(6&# )*&#634'8&# ($6$# 34#*36#%($+$?9#jn+$#%"&6#4")# 0&&8#
-3),#0"(#Ee)n#/&2$:6&#*&#/&83&.&6#6*&#*$6#/&&4#7("4'&%#"(#7$4)6#)"#(&83&.&#*&(#
6:D&(34'N# )*&#&+")3"4#36#4")#-(3+$(38,#":)7$(%1%3(&2)&%#6$%4&66#$)#$88=#U4#
)*&#2"4)($(,9#)*&#-3),#7":8%#6&&+#($)*&(#)"#/&#jn+$f6#6$%4&66#0"(#*3+6&809#0"(#
)*&#2"88$-6&#"0#&.&(,)*34'#*&#6:D&(&%#0"(9#$/".&#$88#*36#B34'6*3-9#$4%#0"(#)*&#
8"66#"0#)*&#6"46#(&@:3(&%#)"#*&8-#*3+#(&-$,#)*&#%&/)#)"#*36#$42&6)"(6#>`=Wl#TlP?=

y.&4# 30# 6:2*# $# 0"(+:8$)3"4# +$,# /&# )*":'*)# )""# (&%:2)3.&9# )*&# 28$6632$8#
)*&"(,#2$4#*$(%8,#/&#6$3%#)"#2"42&(4#3)6&80#73)*#H2"+-$663"4I#$22"(%34'#)"#
)*&#%32)3"4$(,#%&<43)3"4A#H-3),#0"(# )*&#6:D&(34'6#"(#+360"():4&6#"0#")*&(6I9#
tout court=#L"(#)*&#0&&834'#"0#&%*5S' to become the rasa &%*5S% the person 
8"6)#+:6)#/&9#$6#F*$($)$#6$,6#&;-8323)8,#$4%#(&-&$)&%8,9#$4#/J4%>%7%, someone 
beloved to the subject; it is an emotion in which one’s self remains central. 
“The &%*5S%#($6$#)*$)#$(36&6#7*&4#6"+&"4&#'(3&.&6#0"(#$#-&(6"4#not related 
(bandhu) to him”, as Abhinava states, “is [a semblance of &%*5S% and hence 
36P#3)6&80#2"+32I 41. We think of &%*5S%#+"(&#/("$%8,#$6#7&#%"#"48,#/&2$:6&#
)*&#&$(8,#F:%%*36)6#$--("-(3$)&%#$4%#)($46.$8:&%#)*&#2"42&-)#$6#)*&,#$--("-
-(3$)&%#$4%#)($46.$8:&%#6"#+:2*#"0#)*&#%"+34$4)#&-36)&+&=#U4&#+3'*)#&.&4#
6$,#)*&#F:%%*36)6#(&%&<4&%#)*&#.&(,#2"42&-)#Hbandhu” so as to comprise the 
7*"8&#7"(8%9#)*&(&/,#):(434'#&%*5S' into the active, blind, almost irrational 
2"+-$663"4#6"#&;:/&($4)8,#388:6)($)&%#34#)*&#>'-%&% tales. As Dr. Johnson put 
3)9#Hh3),#36#4")#4$):($8#)"#+$4O#h3),#36#$2@:3(&%#$4%#3+-(".&%#/,#)*&#2:8)3.$-
)3"4# "0# (&$6"4=# G&# +$,# *$.&# :4&$6,# 6&46$)3"46# 0("+# 6&&34'# $# 2(&$):(&# 34#
%36)(&669#73)*":)#-3),A#0"(#7&#*$.&#4")#-3),#:48&66#7&#736*#)"#(&83&.&#)*&+I 42. 
!"#6&&#$#2(&$):(&#34#%36)(&66#$4%#)"#6)(3.&#)"#%"#&.&(,)*34'9#&.&4#$)#)*&#2"6)#
"0#"4&#"74#830&9#)"#(&83&.&#)*$)#6:D&(34'#7$69#"42&#:-"4#$#)3+&9#6"+&)*34'#
new in India. It was the Buddhists who invented compassion – and this is 
%&23%&%8,# 4")# )*&# &%*5S% of aesthetic discourse 43=# 54%&&%9# 3)# 36# $86"# /,# 4"#

40. See J. PLAMPER9# H!*&# s36)"(,# "0# y+")3"46I9# History and Theory 49 (2010), p. 237-265 
>-=#WcW?# 0"(# $# /(3&0# %&<43)3"49# $4%# B. H. ROSENWEIN, Emotional Communities in the Early 
Middle Ages,#5)*$2$9#Yq9#\"(4&88#t43.&(63),#h(&669#W]]`9#0"(#$#0:88#&;-"63)3"4=

41. See 3'4$%#',-*% 6.62 and KL2/7%(%L2'*%-@, p. 290 (note that the (/L2'(%s for &%*5S% are: a 
violation of dharma ; loss of one’s wealth, and death of one’s kin, 6.78 with Abhinava). Abhinava 
%36+366&6#d(e#d$}B:B$f6#3%&$#)*$)#&%*5S%#*$6#$4,)*34'#)"#%"#73)*#!%$', compassion (p. 311).

42. J. BOSWELL, e;27,;7Q,)d%L?H)d%?&Z)%)GH?H.-/;7);<)I/,)c%/7)d;:/.,)%7!)g:/7/;7,)d%&H7)
from Boswell’s “Life” and Arranged by W.A. L. Bettany, London, Blackie & Son, 1904 (p. 20). 
Hume (in The Treatise of Human Nature?#"D&(6#$#6)(3B34'8,#%3D&(&4)9#$4%#:42*$($2)&(36)32$88,#
\*(36)3$43Q&%9#.3&7#"0#-3),=

43.# S# 0:88&(# $(':+&4)# 7":8%# 4&&%# )"# +$B&# 6&46&# "0# )*&# *36)"(,# $4%# 4$):(&# "0# )*&# 3%&$# "0#
the !%$'(@*%9# )*&#*&("#"0# 2"+-$663"49#<(6)# %362:66&%# 34#W2(%7$'?;&% (p. 394) in relation to 
#'7-%*%,% (in fact, Abhinava and others claim !%$'(@*%# 36#"48,#$4")*&(#4$+&#0"(##'7-%; see 
V. RAGHAVAN, d2H)356LH*);<)B%,%,9#-=#lc?9#/:)#<(6)#&;*3/3)&%#34#3'1'7%7!%9#s$(�$f6#F:%%*36)#
drama. Note that the 3'4$%#',-*%#6-&$B6#"48,#"0#)*&#!2%*6%(@*% (6.79).
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means clear that what the viewer was supposed to feel is compassion, rather 
)*$4#6"+&)*34'#28"6&(#)"#+36&(, 44.

h3),#)*&(&0"(&#*$6#$#*36)"(,#34#54%3$9#$6#4"#%":/)#+$4,#")*&(#&+")3"46#%"#
34#+$4,#")*&(#-8$2&69#$4%#)*36#*36)"(,#6:(&8,#*$6#$#/&$(34'#"4#)*&#$D&2)3.&#
$&6)*&)326#"0#F*$($)$=#F:)#)*&(&#36#6"+&)*34'#&86&#+"(&#%3(&2)8,#-&()34&4)#)"#
this aesthetics that the science of emotions has to tell us.

V. Seeing is Believing
s"7&.&(# .$6)8,# %"2:+&4)&%9# "(# $)# 8&$6)# %"2:+&4)$/8&9# )*&# *36)"(323),#

"0#&+")3"46#+$,#/&9# )*&#%3.&(63),# (&.&$8&%#/,# )*36#*36)"(,#*$6#4")# 6)"--&%#
2"4)&+-"($(,#-6,2*"8"',#0("+#)(,34'#)"#%&.&8"-#$#6&)#"0#)*&#/$632#:43.&(6$8#
&+")3"46N# "4# )*&# 2"4)($(,9# )*&# ".&(8$-6# *$.&# &42":($'&%# )*&# &D"()=# !*&(&#
*$.&# /&&4# 836)6# '$8"(&# $4%# +"(&# (&2&4)8,# 836)6# "0# 836)69# 3428:%34'# "4&# )*$)#
(&-"()6# 836)6# "0# )*(&&# &+")3"46# >0&$(9# 8".&9# $4%# ($'&9#G$)6"4# 34#_ia]?9# 0":(#
>&;-&2)$42,9#0&$(9#($'&9#$4%#-$4329#h$4B6&--#34#_ilWN#"(#0&$(9#$4'&(9#%&-(&6-
63"49# $4%# 6$)360$2)3"49# {&+-&(# 34# _il^?9# <.&# >*$--34&669# 6$%4&669# $4;3&),9#
$4'&(9#$4%#%36':6)9#U$)8&,#34#_il^?9#63;#>$4'&(9#%36':6)9#0&$(9#M",9#6$%4&669#$4%#
6:(-(36&9#yB+$4#34#_ilW?9#434&#>0&$(9#$4'&(9#%36)(&669#%36':6)9#34)&(&6)9#6*$+&9#
M",9#6:(-(36&9#$4%#2"4)&+-)9#!"+-B346#34#_i`W1_i`a?9#)&4#>$4'&(9#2"4)&+-)9#
%36':6)9#%36)(&669#0&$(9#':38)9#34)&(&6)9#M",9#6*$+&9#$4%#6:(-(36&9#5Q$(%#34#_i^_? 45. 
!*36#6)$)&#"0#$D$3(6#*$6#4$):($88,#8&%#6"+&#)"#%":/)#)*&#.&(,#$))&+-)#)"#(&%:2&#
6"#2"+-8&;#$#+$66#"0#-*&4"+&4$#)"#$#6&)#"0#&8&+&4)$(,#-$()328&6#>)*&(&#$(&#
".&(#a]]#7"(%6#34#)*&#y4'836*#8$4':$'&#)*$)#(&0&(#)"#&+")3"46?9 46#2"40("4)34'#
:6#$6#3)#%"&6#$'$34#73)*#)*&#)&463"4#/&)7&&4#$#@:&6)#0"(#623&4)3<2#"(%&(#$4%#)*&#
+&6634&66#"0#830&#34#*36)"(,=

!*&#54%3$4#+$)&(3$86#%"#4")#*&8-#:6#(&6"8.&#)*$)#)&463"49#$4%#3)#36#4")#+,#
34)&4)3"4#$4,7$,#34#$%%:234'#)*&+#)"#)(,#)"#%"#6"#V#)*&#:6:$89#$4%#:6:$88,#
:6&8&669# +$4&:.&(# "0# $))&+-)34'# )"# :-6)$'&# G&6)&(4# H623&42&I# /,# $# 736&(#
y$6)&(4#H-(&1623&42&I=#G*$)#5#%"#$3+#)"#$2*3&.&#/,#-8$234'#)*&#54%3$4#%$)$#
34#)*&#2"4)&;)#"0#$#2"'43)3.&#$--("$2*#)"#&+")3"4#V#5#(&-&$)#+,6&80#*&(&#8&6)#
5#/&#+36:4%&(6)""%#V#36#)"#%&)&(+34&#7*&)*&(#)*&#2"4)&+-"($(,#+&)*"%#0"(#
3%&4)30,34'#/$632#&+")3"46#+3'*)#6:''&6)#$4,)*34'#-&()34&4)#$/":)#)*&#54%3$4#
34)&88&2):$8#*36)"(,#"0#($6$#$6#3)#+".&%#0("+#)*&#6&&4#)"#)*&#*&$(%=

h&(*$-6# )*&# +"6)# 7&881B4"74# "0# )*&# 836)6# "0# &+")3"46# 36# )*&# 6&)# "0# 63;#
4")&%#$/".&#)*$)#7$6#%&.&8"-&%#/,#h$:8#yB+$4#>6342&#(&.36&%#/,#)*&#($)*&(#

44. See Gadamer’s discussion of Greek éleos in Aristotle, for which he believes the correct 
German translation is not Mitleid but Jammer (in Truth and Method, New York, Continuum, 
_ii`9# -=#_a]?9# )*":'*# ")*&(6# %&+:(# >6&&# M. POHLENZ,# HL:(2*)# :4%# C3)8&3%z# y34# Y$2*7"()I9#
Hermes#lb#>_ic`?9#-=#bi1^b?=#>5#)*$4B#S4%(&7#U88&))#0"(#(&+34%34'#+&#"0#)*&#[$%$+&(#-$66$'&=?

bc=# !*&# 836)# "0# 836)6# 36# $%$-)&%# 0("+# U()"4,# $4%# !:(4&(9# 23)&%# 34# R. C. SOLOMON, “Back to 
F$6326A#U4#)*&#m&(,#5%&$#"0#HF$632#y+")3"46I9#Journal for the Theory of Social Behaviour 32 
(2002), p. 115-144 (p. 123), plus R. LEYS9#Hs"7#Z3%#L&$(#F&2"+&#$#E23&4)3<2#U/M&2)#$4%#G*$)#
{34%#"0#U/M&2)#56#5)#zI9#BH:*H,H7-%-/;7, 110 (2010), p. 66-104 (p. 68).

46. G. BRUN – D. KUENZLE, “Introduction”, p. 7.
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$8$(+34'# $%%3)3"4# "0# 6&.&4? 47=# G*$)# *$6# /&&4# +"6)# 34R:&4)3$8# 34# yB+$4f6#
7"(B# 36# *36# 34636)&42&# )*$)# H%36)342)3.&# 63'4$86I9# +"(&# -$()32:8$(8,9# H0$23$8#
2"4<':($)3"46I9#$(&#0:4%$+&4)$8#)"#)*&#%&<43)3"4#"0#/$632#&+")3"4=#5)#%"&6#
4")# +$))&(# )"# +,# $(':+&4)# 7*&)*&(# "(# 4")# 6:2*# %$)$# $(&# -(&6&4)&%# 34# )*&#
$))&+-)# )"#-(".&# )*&# &;36)&42&#"0# )($462:8):($88,# 2"46)$4)9# 34%&&%#4&:("8"-
'32$88,# /$6&%9# :43.&(6$8# &+")3"46=# G*$)# %"&6# +$))&(# 36# )*$)# )*&6&# 63'4$86#
$4%#2"4<':($)3"469#0"(#+:2*#2"4)&+-"($(,#(&6&$(2*9#$(&#2"463%&(&%#B&,#)"#
%&)&(+3434'#7*$)#36#H/$632I#$/":)#/$632#&+")3"469#*"7&.&(#+$4,#)*&(&#+$,#
be, since other “emotional traits” and moods do not manifest themselves in 
)*36#7$,=#54#$#7"(%9#7*38&#)*&(&#+$,#.&(,#7&88#/&#%&/$)&#$/":)#)*&#+&$434'#
$4%# *&:(36)32# .$8:&# "0# -*,632$8# &;-(&663"4# 34# )*&# 623&42&# "0# )*&# &+")3"469#
)*&(&#36#4"#%&/$)&#)*$)#6"+&#&+")3"46#$(&#34%&&%#-*,632$88,#&;-(&66&%#$4%#
some are not.

S6#yB+$4f6#$2B4"78&%'&69#*36#)*&"(,#$4%#34#0$2)#)*&#*&$()#"0#*36#+&)*"%#
7&(&#%&&-8,#34R:&42&%#/,#\*$(8&6#Z$(734f6#The Expression of the Emotions 
in Man and Animals (1872). The aim of this classic work was to corroborate 
)*&#)*&"(,#"0#&."8:)3"4#/,#%&+"46)($)34'#*"7#)*&#&;-(&663"4#"0#&+")3"46#7$6#
constant across species 48=#5)#36#8&66#$4,#-$()32:8$(#836)#"0#/$632#&+")3"46#)*$)#
34)&(&6)6#+&#*&(&#V#Z$(734#$2):$88,#"D&(6#4"#<;&%#6&)9#)*":'*#*&#%"&6#6-&$B#
"0#H2*3&0#&+")3"46I#$4%#%362:66&6#$+:6&+&4)9#0&$(9#6:D&(34'9#($'&9#34%3'4$-
)3"4#>+"%&($)&#$4'&(?9#$6)"436*+&4)9#%36':6)9#$4%#2"4)&+-)#"(#%36%$34 49 – than 
)*&#+&)*"%#/,#7*32*#&+")3"46#$(&#)"#/&#34.&6)3'$)&%=#\&4)($8#0"(#Z$(734#34#
+$B34'#*36#2$6&#7$6#visible expression, in particular facial expression, which 
*&# -(&6&4)&%# H73)*# -*")"'($-*32# $4%# ")*&(# 388:6)($)3"46I=# !*&(&# $(&# 6"+&#
&+")3"46#)*$)#$(&#/$632N#)*&,#$(&#3%&4)3<&%#H73)*#)*"6&#)*$)#%36-8$,#+"(&#"(#
8&66#<;&%9#+"(&#"(#8&66#$:)"+$)32O#+$430&6)$)3"46I 50. The emotions that are 
/$632#$(&#)*&#&+")3"46#)*$)#,":#2$4#see.

!*&(&#$(&#")*&(#&+")3"46#)*$)#,":#2$44")#6&&=#!*&,#2&()$348,#&;36)9#$4%#
-"7&(0:88,# 6"9# /:)# )*&,# 2$44")# /&# 2"463%&(&%# /$632# /&2$:6&# )*&,# &8323)# 4"#
action on the subject’s part. Darwin considers these in a section of Emotions 
called “Contrast between the emotions which cause and do not cause expres-
63.&# +".&+&4)6I=# !*&# <(6)# *&# $%%(&66&6# 36# +")*&(8,# 8".&A# HY"# &+")3"4# 36#
6)("4'&(#)*$4#+$)&(4$8#8".&I9#Z$(734#&;-8$3469#H/:)#$#+")*&(#+$,#0&&8#%&&-&6)#
8".&#0"(#*&(#*&8-8&66#340$4)9#$4%#,&)#4")#6*"7#3)#/,#$4,#":)7$(%#63'4I=#S4%#
with this he contrasts sexual love: “The love between the opposite sexes is 
73%&8,#%3D&(&4)#0("+#+$)&(4$8#8".&O#0"(#)*36#8".&#36#4")#34$2)3.&#83B&#)*$)#"0#
$#+")*&(#0"(#*&(#340$4)I=#E3+38$(8,9#*$)(&%#>83B&#6:6-323"49#&4.,9#"(#M&$8":6,?#
%"&6#4")#H8&$%#)"#$2)3"4I#$4%#36#4")#H6*"74#/,#$4,#":)7$(%#63'4I=#s$)(&%#36#
&4$2)&%#/,#($'&9#7*32*#*"7&.&(#36#H-8$348,#&;*3/3)&%I=#Y&3)*&(#-$34)&(6#4"(#

47. P. EKMAN, “Basic Emotions”, in T. DALGLEISH – M. POWER (eds.), Handbook of Cognition 
and Emotion9#\*32*&6)&(9#G38&,9#_iii9#-=#bc1`]#>-=#cc?=

48. See D. GROSS,#HZ&0&4%34'#)*&#s:+$43)3&6I=
49. C. DARWIN, The Expression of the Emotions, p. 361-364.
50. R. C. SOLOMON, “Back to Basics”, p. 116.
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-"&)6#$(&#$/8&#)"#-"()($,#6:2*#&+")3"46#$6#*$)(&%#$4%#+$)&(4$8#8".&#&;2&-)#/,#
association with their accessories 51.

5)# 6*":8%# /&# 4")&%# )*$)# 7*38&# Z$(734# +$,# *$.&# &+-*$63Q&%# 34# *36#
$22":4)#"0#)*&#.363/8&#7*$)#)*&#)*&41(&."8:)3"4$(,#)&2*4"8"',#"0#-*")"'($-*,#
-&(+3))&%#*3+#)"#2$-):(&#$4%#(&-("%:2&9#4$+&8,#0$23$8#&;-(&663"4#>$#4$(("7#
$66&66+&4)#34#7*32*9#($)*&(#2:(3":68,9#*&#*$6#/&&4#0"88"7&%#/,#2"4)&+-"($(,#
scholars such as Ekman), 52#*&#7$6#$2):$88,#34)&(&6)&%#34#)*&#)")$8#-*,632$83),#
"0#)*&#&+")3"46=#s&#)*:6#6-&$B6#'&4&($88,#"0#)*&#-*,632$8#H+".&+&4)I#"0#$4#
&+")3"49#"(#H+".&+&4)#"0#&;-(&663"4IA#H!&(("(#2$:6&6#)*&#/"%,#)"#)(&+/8&=#
!*&# 6B34# /&2"+&6# -$8&9# 67&$)# /(&$B6# ":)9# $4%# )*&# *$3(# /(36)8&6O# !*&#
/(&$)*34'#36#*:((3&%=#!*&#*&$()#/&$)6#@:32B8,9#738%8,9#$4%#.3"8&4)8,IN#HG*&4#
8".&(6#+&&)9#7&#B4"7#)*$)#)*&3(#*&$()6#/&$)#@:32B8,9#)*&3(#/(&$)*34'#36#*:((3&%9#
$4%#)*&3(#0$2&6#R:6*N#0"(#)*36#8".&#36#4")#34$2)3.&#83B&#)*$)#"0#$#+")*&(#0"(#*&(#
infant” 53.

54# )*36# *36)"(,# "0# )*&# 623&42&# "0# &+")3"4# 7&# 2$4# <4%9# 5# 6:''&6)9# 6"+&#
28:&6#)"#*&8-#:6#:4%&(6)$4%#)*&#34)&88&2):$8#*36)"(,#"0#$&6)*&)326#34#54%3$=#!*&#
54%3$4#%$)$#6*"7#)*$)#3)#7$6#"(3'34$88,#34#)*&#2"4)&;)#"0#%($+$9#!"#$%&'($% or 
literature-that-is-seen, that the distinctive list of “stable emotions” and their 
$66"23$)&%# ($6$6# 7$6# 2"42&-):$83Q&%=# !*&# 0":4%$)3"4$8# 8"'32# "0# %($+$)32#
>$4%#%($+$):('32$8?#&+")3"4#2"+-(36&6#"48,#&+")3"4#)*$)#2$4#/&#-*,632$88,#
represented, not of course just in facial expression but in the whole host of 
."2$8#$4%#-*,632$8#(&$2)3"46#$4%#2:&6#>%75L2'(%6?9#34#-*,632$88,#"/6&(.$/8&#
“movement”, that the 3'4$%#',-*% is at pains to teach the actors who were 
its principal readership 54=# >!*36# 2"4)&;)# "0# 3%&4)3<2$)3"4# 7388# -("+-)# :6# )"#
(&)*34B#)*&#-*,632$83),#"0#5-,'2%, the basic emotion of the heroic rasa: it is less 
0"()3):%&#$6#$#+"($8#.3():&#)*$4#6"+&)*34'#83B&#&+/"%3&%#%&)&(+34$)3"4=? 55 

51. C. DARWIN, The Expression of the Emotions, p. 78-79, see also 215 (and D. GROSS, 
HZ&0&4%34'#)*&#s:+$43)3&6I9#-=#c]1c_?=#Y")&#)*$)#yB+$4#(&'$(%6#*$)(&%#$4%#-$(&4)$8#8".&#$6#
H&+")3"4$8#-8")6I#>HF$632#y+")3"46I9#-=#cc?9#H+"(&#&4%:(34'I#)*$4#&+")3"469#7*32*#>34#2"4)($6)#
to the Indian ,-2'$/L2'(%s) he thinks of as short-lived (p. 50).

52. See P. EKMAN – W. V. FRIESEN, ]76%,&/71) -2H)F%.H`)K)h5/!H) -;)BH.;17/i/71)a6;-/;7,)
from Facial Clues, y4'8&7""%#\83D69#Y�9#h(&4)32&#s$889# _i^c=#Z&.&8"-&%# 0("+# )*36#7"(B# 36#
$#HL$23$8#S2)3"4#\"%34'#E,6)&+I#:6&%#/,#2"'43)3.&#623&4)36)69#6&&#D. GROSS,#HZ&0&4%34'#)*&#
Humanities”, p. 41.

53. C. DARWIN, The Expression of the Emotions, p. 77-79.
54.# L"(# &;$+-8&9# H!*&# &(")32# 36# )"#/&# (&-(&6&4)&%#/,# (&$2)3"46 6:2*# $6# )*&# 6B3880:8# -8$,#"0#

)*&# &,&69# +".&+&4)6# "0# )*&# &,&/("76# $4%# 63%&8"4'# '8$42&69# $4%# '&4)8&# $4%# -8&$634'# /"%38,#
motions and verbal utterances” (3'4$%#',-*%, p. 293). R. A. Shweder et al.#*$.&#$86"#(&2"'43Q&%#
)*&# -$($88&8# /&)7&&4# F*$($)$f6# 836)# "0# /$632# &+")3"46# $4%# )*$)# "0# 2"4)&+-"($(,# -6,2*"8"',9#
/:)# )*&,#$%%:2&#3)#/$632$88,# )"#@:&6)3"46#$4,#63+-8&#&@:$)3"4#V#H!*&(&# 36#4"#4&$)8,#/":4%&%#
set of “universal” facial expressions” (R. A. SHWEDER et al.,#H!*&#\:8):($8#h6,2*"8"',#"0#)*&#
Emotions; Ancient and Renewed”, in M. LEWIS et al. (eds.) Handbook of Emotions, 3rd ed., 
Y&7# q"(B9# [:380"(%# h(&669# W]]l9# -=#b]i1bW^# >-=#b_W??N# j=#E2*&2B4&(9# /,# 2"4)($6)9# 6":'*)# )"#
2"((&8$)&#-*")"'($-*6#"0#0$23$8#&;-(&663"4#73)*# )*&#,-2'$/L2'(%s to posit a universal pattern 
(R. SCHECKNER, Performance Theory, Y&7#q"(B9#j":)8&%'&9#_ill?=

cc=#F*$($)$f6#"74#%&62(3-)3"4#"0# )*&#-*,632$8# (&-(&6&4)$)3"4#"0#(@*%*%,%# 36#"/62:(&#&4":'*#
>HF,#/"8%4&669#*&("36+9#6)&$%0$6)4&669#&4&(',9#$:%$23),9#$4%#+$'43<2&42&9#$4%#/,#6)$)&+&4)6#
8$%&4#73)*#%":/8&#+&$434'69# 36# )*&#*&("32#($6$#-("-&(8,#(&-(&6&4)&%I9#3'4$%#',-*%)6.68) that 
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G3)*# )*&# &;)&463"4# "0# ($6$# )*&"(,# )"# #*%($%&'($%, literature-that-is-heard 
V#$#2"42&-):$8# 344".$)3"4# )*$)#"22:((&%#4&$(8,#*$80#$#+388&443:+#$0)&(# )*&#
core ideas of the 3'4$%#',-*%# 7&(&# 0"(+:8$)&%#V# )*36# 8"'32# 7$6# 7&$B&4&%#
"(#&.&4#8"6)=#54#)*&#&,&6#"0#)*&#6:/6&@:&4)#)($%3)3"49#/&'34434'#73)*#j:%($g$#
>$4%#)"#)*&#%&6-$3(9#346)342)3.&#$4%#4")#28&$(8,#(&$6"4&%9#"0#)*&#2:6)"%3$46#"0#
%($+$):('32$8#)*&"(,#6:2*#$6#Z*$43B$9#7*"#(&M&2)6#j:%($g$#":)#"0#*$4%?9#)*&#
836)# 2$+&# )"# $--&$(# $(/3)($(,# "(# &.&4# 6&46&8&66=# S22"(%34'8,9# $+"4'# )*"6&#
thinkers like Bhoja for whom poetic representation took precedence over 
dramatic representation, there seemed to be no reason – because in fact there 
7$6#4"#8"4'&(#$4,#(&$6"4#V#4")#)"#3428:%&#$%%3)3"4$8#&+")3"46#$4%#($6$69#6:2*#
as ('-,%?$%9#+")*&(8,#8".&=

VI. Summary and Conclusions
!*&#4:+/&(#"0# )*&#$&6)*&)32#&+")3"469#$4%# )*&#.&(,# 3%&$#"0#7*$)#B34%6#

of emotions could become aesthetic, were transformed when the concept 
"0# ($6$#7$6#&;)&4%&%# 0("+# 83)&($):(&# 6&&4# )"# 83)&($):(&#*&$(%=#!*&#"(3'34$8#
-($'+$)32#'(":4%#"0#7*$)#2":8%#2":4)#$6#($6$#V#&+")3"4#)*$)#2$4#/&#+$%&#
-&(2&-)3/8&#)*(":'*#$2)34'#V#7$6#4"#8"4'&(#:4%&(6)""%#$4%#34#$4,#2$6&#7$6#
4"#8"4'&(#(&@:3(&%#0"(#83)&($):(&#7*&(&#&.&(,)*34'#"22:((&%#34#)*&#+34%f6#&,&#
(%,-5#%&-/6%2/67'9# /,# )*&# -"7&(# "0# 4$(($)3.3),=# !*&# .363/383),# "0# &+")3"4#
%"&6#4")#"0#2":(6&#&;*$:6)#)*&#63'43<2$42&#"0#)*&#,-2'$/L2'(% list; it can be 
$4$8,Q&%#34#+$4,#")*&(#7$,69#6:2*#$6#S/*34$.$':-)$f6#+"($8#+$-9#"42&#)*&6&#
&+")3"46#2$+&#)"#/&#834B&%#73)*#)*&#&4%6#"0#+$4=#F:)#.363/383),9#34#6&(.32&#"0#
$#)*&"(,#4")#"0#-6,2*"8"',#/:)#($)*&(#"0#-&(0"(+$)3.3),9#7$6#)*&#0&$):(&#)*$)#
340"(+&%#)*&#836)#34#)*&#<(6)#-8$2&=

The number and kind of emotions that could become rasa was not the 
"48,#2"42&-):$8#)($460"(+$)3"4#)*$)#$22"+-$43&%#)*36#$4$8,)32$8#34)&'($)3"4#
"0#%($+$#$4%#-"&)(,=#S4")*&(#B&,#-("/8&+9#)*":'*#6"+&7*$)#+"(&#"/62:(&8,#
tied up with it than the questions dealt with here, concerns *%,'#*%$%, or the 
8"2:6#7*&(&#($6$#7$6#/&83&.&%#)"#(&63%&=#5)#+$B&6#-&(0&2)8,#'""%#6&46&#)*$)#
&$(8,#7(3)&(6#)*":'*)#"0#($6$9#$)#8&$6)#34#)*&3(#$4$8,636#"0#-&(0"(+$42&9#$6#/&34'#
8"2$)&%#34#)*&#<(6)#346)$42&#34#)*&#2*$($2)&(#)*&,#2":8%#6&&#>)*&#"48,#%36-:)&#
$+"4'#)*&+#7$6#7*&)*&(#($6$#H$("6&I#34#)*&#2*$($2)&(#"(#7$6#H340&((&%I#"(#
“manifested” in him), whereas later theorists of aural-poetic literature, for 
7*"+#)*&#2*$($2)&(#7$6#4"#8"4'&(#.363/8&#/:)#($)*&(#H*&$(%I9#7":8%#4$):($88,#
8"2$)&#($6$#34#)*&#(&$%&(=#!*&#0"(+&(#-"63)3"4#7$6#2&()$348,#)*$)#"0#F*$($)$#

62*"8$(6#&.&4):$88,#2"40&66&%#2"+-8&)&#2"40:63"4=#!*:6#F*n4:%$))$#>2=#_c]]?A#H!*&#(&$2)3"46#
(%75L2'(%T9#"4&#+3'*)#$(':&9#*$.&#)"#/&#-*,632$8#-("-&()3&6O#30#)*&,#$(&#)"#'3.&#:6#6"+&#6&46&#
of rasa, which is itself imperceptible, but steadfastness (dhairya?# $4%# &4&(',# >5-,'2%) [seen 
as both ,-2'$/L2'(% and %75L2'(%P# $(&# 4")# 6:2*# -("-&()3&6=# !(:&# &4":'*9# /:)# /,# )*&# 7"(%#
H6)&$%0$6)I#7$6#+&$4)# )*&#$/6&42&#"0#-*,632$8#+".&+&4)9#$4%#/,#H&4&(',I9# )*34'6# 83B&# )&$(6#
$4%#*"((3-38$)3"4=#U(#7&#2":8%#(&-8,#)*$)#)*&#-*,632$8#(&$2)3"46#$(&#"0#0":(#6"()69#$4%#+&4)$8#
(&$2)3"46#*$.&#/&&4#3428:%&%#$+"4'#)*&+=#S7$(&4&66#"0#)*$)#+&4)$8#(&$2)3"4#36#7*$)#+$B&6#
28&$(# )*&# -$()32:8$(# ($6$# /&34'# (&$2)&%# )"=# 5)# +$B&6# 4"# %3D&(&42&# 7*&)*&(# )*$)# $7$(&4&66# 36#
mental or perceptible”. See B%,%-%*%01/S@ 3.25 (S. POLLOCK (ed.), B%,%-%*%01/S@#"0#F*n4:%$))$9#
in d2H)=;5j5H-);<)B%,%)%7!)-2H)B/(H*);<)B%,%E#Y&7#q"(B9#Y&7#q"(B#t43.&(63),#h(&669#W]]i?=
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$4%#$88#7(3)&(6#/&0"(&#2=#i]]9#7*&4#F*$gg$#Yn,$B$#)(3&%#)"#+$B&#-*38"6"-*32$8#
sense of this natural relocation, and redirected the focal point of the rasa 
$4$8,)32#$7$,#0("+#)*&#"8%#0"(+$836+#$4%#)"7$(%#$#4&7#(&2&-)3"4#)*&"(,9#"(#
hermeneutics, of aesthetics 56=#!*&#%3K2:8),#73)*#)*36#&;-8$4$)3"49#*"7&.&(9#
36#)*$)#34#)*&#)($463)3"4$8#-&(3"%#6"+&#)*34B&(6#2"42&4)($)34'#"4#!"#$%&'($% 
6:2*#$6#Z*$43B$#$4%#S/*34$.$':-)$# 0"88"7#F*$gg$#Yn,$B$9#7*&(&$6# 6"+&#
who prioritize #*%($%&'($% such as Bhoja return to the classical view.

s"7&.&(# )*36# -$()32:8$(# %3K2:8),# +$,# /&# (&6"8.&%9# $4")*&(# 6&)# "0#
@:&6)3"469#)*36#)3+&#"0#$4#&-36)&+"8"'32$8#6"()9#7$6#)3&%#:-#73)*#)*&#6*30)34'#
"4)"8"',#"0#($6$#$6#3)#+".&%#0("+#)*&#6&&4#)"#)*&#*&$(%=#!*&#+"6)#2*$88&4'34'#
and important case concerns the notion of (abhi)vyakti=#L"(#v4$4%$.$(%*$4$9#
7*"# -:)# )*&# )&(+# 34# )*&# 83)&($(,12(3)32$8# ."2$/:8$(,9# )*36# 7$6# -:(&8,# $#
834':36)32#-*&4"+&4"49#$##%L!%("--/, the verbal “manifestation” of the latent 
+&$434'6#"0#$# )&;)9#"0#7*32*#($6$# 36# )*&#+"6)# 3+-"()$4)=#F:)# )*36#&;-8$4$-
)3"4#0"(#*"7#($6$#34#)*&#)&;)#7$6#2"++:432$)&%#/&2$+&#:434)&883'3/8&#7*&4#
F*$gg$#Yn,$B$#(&8"2$)&%#($6$#34#)*&#(&$%&(9#$6#)*34B&(6#7(3)34'#34#*36#7$B&#
83B&#Z*$43B$#28&$(8,#6*"7 57=#S22"(%34'8,9#8$)&(#'?%0&'*/&%s, at least from the 
)3+&#"0#C$++$g$#30#4")#S/*34$.$':-)$#>"(#-&(*$-6#F*$gg$#Yn,$B$#*3+6&80?9#
$4%#/,#$#-("2&66#$8+"6)#2"+-8&)&8,#:4(&'36)&(&%#34#7&6)&(4#62*"8$(6*3-#$4%#
in the Indian tradition itself, transformed (abhi)vyakti# 34)"#$#-6,2*"8"'32$8#
phenomenon, a ./--%("--/9# )*&# H(&.&8$)3"4I# )"# )*&# .3&7&(J(&$%&(# "0# his own 
basic emotion 58.

5)#(&+$346#:428&$(#7*&)*&(#)*&#6"8:)3"46#)"#)*&6&#B&,#@:&6)3"46#$(&#$88#-$()#
"0#)*&#&;)&463"4#"0#($6$#)*&"(,#0("+#%($+$#)"#)*&#73%&(#7"(8%#"0#83)&($):(&=#
What I hope to have at least demonstrated, however, is that much of the intel-
8&2):$8#*36)"(,#"0#)*36#)*&"(,9#54%3$f6#'(&$)&6)#2"4)(3/:)3"4#)"#7"(8%#$&6)*&)3269#
remains to be written 59.

BH<H*H7.H,

 · h(3+$(,#E":(2&6
R. G. BHATTA (ed.), +'($'?%0&'*%,N-*%)%7!)D9--/);<)D'6%7%, Varanasi, Braj B. Das, 

1908.
D. BHATTACHARYYA (ed.), [=2'1%(%-%\65&-':2%?%);<)D;:%!H(%E)M/-2)-2H)V;66H7-%*$)

;<)IH6'!*/9#\$82:))$9#\$82:))$#U(3&4)$8#h(&669#_ibb=

56. S. POLLOCK9# HG*$)#7$6#F*$gg$#Yn,$B$#E$,34'#z#!*&#s&(+&4&:)32$8#!($460"(+$)3"4#"0#
Indian Aesthetics”, in S. POLLOCK (ed.), Epic and Argument in Sanskrit Literary History, Delhi, 
Manohar, 2010, p. 143-184.

57. Avaloka on W%#%*N:%&%E p. 217.
58. I explore this problem in detail in “Vyakti# 34# )*&# s36)"(,# "0# j$6$I9# D/6%*#%Z) K) I%?<C

$H%*?$)BH,H%*.2)=5??H-/7 ;<)-2H)B%,2-*/$%)G%7,&*/-)G%7,-2%7#`#>W]_W?9#-=#WaW1Wca=#5#6$,#H$8+"6)#
:4(&'36)&(&%I# 6342&# $# 0&7# 6&4)&42&6# $(&# $%%(&66&%# )"# )*&# @:&6)3"4# 34# D. H. H. INGALLS – 
J. M. MASSON – M. V. PATWARDHAN (trans.), d2H)W2(%7$'?;&%);<)_7%7!%(%*!2%7%E#\$+/(3%'&9#
C$66=9#s$(.$(%#t43.&(63),#h(&669#_ii]9#-=#ac=

ci=#5#)*$4B#q3'$8#F("44&(#$4%#S4%(&7#U88&))#0"(#)*&3(#*&8-0:8#2"++&4)6#"4#$4#&$(83&(#%($0)#
of this paper. 
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DURGAPRASAD – W. L. S. PANSIKAR (eds.), +'($'?%0&'*%) ;<) B5!*%4%E) M/-2) -2H)
V;66H7-%*$);<)3%6/,'!25E#F"+/$,9#Y3(4$,$#E$'$(#h(&669#_iWl=

R. DWIVEDI (ed.), D$%&-/(/(H&%);<)c%2/6%L2%44%E Varanasi, Chaukhambha, 1983.
R. DWIVEDI – S. DWIVEDI (eds.), 8901'*%:*%&'#%) ;<) =2;>%*'>%, 2 vol., New Delhi, 

Indira Gandhi National Centre for the Arts, 2007.
K. KRISHNAMOORTHY (ed.), 3'4$%#',-*%) ;<) =2%*%-%E) M/-2) -2H) KL2/7%(%L2'*%-@) ;<)

Abhinavagupta, 4th ed., Baroda, Oriental Institute, 1992.
J. MOHAN (ed.), +'($%:*%&'#%#T"0#C$++$g$P9#,;?%2)4@&';A),%2/-9#`#."8=9#Z&8*39#Y$'#

h($B$6*$49#_iic1=
R. PISCHEL (ed.), B5!*%4%Q,) [sicP# R901'*%-/?%&%) %7!) B5$$%&%Q,) G%29!%$%?@?', Kiel, 

C. F. Haeseler, 1886.
S. POLLOCK (ed.), B%6%Q,)k%,-)K.-#/,#F*$.$/*~)39#Y&7#q"(B9#Y&7#q"(B#t43.&(63),#

h(&669#W]] =̂
S. POLLOCK (ed.), B%,%-%*%01/S@#"0#F*n4:%$))$9#34#d2H)=;5j5H-);<)B%,%)%7!)-2H)B/(H*)

;<)B%,%E#Y&7#q"(B9#Y&7#q"(B#t43.&(63),#h(&669#W]]i=
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