CHAPTER-II

Sanskrit Poetics and Rasa

Sanskrit poetics has a long history stretching from unknown beginnings
up to the modern times. But if we cast a look on the Rgveda and Nirukta, there
we have found some poetic ingredients. However the fact remains that a work
dealing with poetic is yet to be found in the Vedic period. Nor do we find
reference to poetics in earlier works like the Chandyogyopanisada, Apastamba-
Dharmasastra, Yajiiavalkya Smrti and Visnupurana which causally enumerated
the various branches of knowledge. From all these writings, it is logical to
conclude that, though poetic speculations might have begun at a very early
period. Poetics took figure as a definite discipline of thought only at a
comparatively later period of time, date, probably at the beginning of the

Christian era.

The studies of Sanskrit poetics from Bharata to Jagannatha in modern
times, started with the two pioneer works, viz, Dr. P.V. Kane’s History of
Sanskrit Poetics (1923) and Dr. SK. De’s Sanskrit Poetics (1923). These books
led many scholars to the study of numerous works on ‘Alarmkarasastra’ and to
produce books and papers dealing with its several aspects. The most
remarkable of which are Dr. V. Raghavan’s ‘Some concepts of
Alarikarasastra’, ‘The Number of Rasa’, ‘Sragaraprakasa’, Dr. A.
Shankaran’s ‘Theories of Rasa and Dhvani’, Dr. P. C. Lahiri’s ‘Theories of Riti
and Gupna’ and Dr. K. Krishnamurthy’s ¢ Dhvanyaloka’ and its critics’. Prof.

M. Hiriyanna’s articles as collected in ‘Art Experience’, ‘Sanskrit studies’, etc.,
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and the various articles of Dr. V. Raghavan such as ‘4bhinava’s polimathy’,
‘Riti and Gura in ‘Agnipurana’, writers quoted in Abhinavabharatt, etc., have
enriched the field of modern studies on ‘Alamkarasastra’ from Bharata to
Jagannatha. Dr. Kane and Dr. De approach the subject from the historical
point of view and present a detailed account of the major works. And authors
from Bharata to Jagannatha they have also given a brief account of the minor
works on the subject written over to several centuries. Dr. V. Raghavan’s
‘Srigaraprakasa’ is valuable contribution to ‘Alamkarasastra’ not only
because it gives a detailed account of ‘Syagaraprakasa’, and encyclopaedic
work on poetics, but also because it gives the historical development of the
various concepts of ‘Alamkarasastra’ as a perspective background to the study
of the concepts in this magnum opus of Bhoja. The other works mentioned
above present the conceptual development of the different aspects of
‘Alamkarasastra’.

The present chapter is devoted to the study of some prominent
Alamkarikas who flourished between Bharata to Visvanatha and their various
aesthetic works. But it is not possible in the present chapter to give a
comprehensive survey of all rhetoricians from Bharata to Visvanatha. It also
discusses school of Sanskrit poetics, meaning of Rasa, classification of Rasas,

study conducted on Rasa and purpose of the study.
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2.1. Brief History of Sanskrit Poetics (from Bharata to Visvanatha):

Here a discussion is made on some Sanskrit rhetoricians (from Bharata

to Visvandatha) as follows:

Acarya Bharata muni (G1Ic1-9mT:)

Bharata is the pioneer dramatist in the history of Sanskrit poetics.
Although, the reputed author of the NS, with the title of Muni and places him in
a mythic age, the widest possible divergence of opinion exists among the
scholars as to his actual date. Determining a definite date of the composition of
NS is, however, a difficult task. But most of the scholars are found to be of the
opinion that the NS ranging from the 2™ century B.C. to the 2™ century A.D.}
Bharata’s NS is the most detailed and elaborate of all the treatises written on
dramatic criticism. NS written in any language and is regarded as the oldest
surviving text stagecraft in the world. NS are reckoned as the poetics of Indian
drama. We have no knowledge of any first treatise on poetics beyond
Bharata’s NS. Hence, it is certainly not a hyperbole to say that NS indeed laid
the keystone of the fine arts in India. The NS consists of 6,000 Siitras. Though
many scholars believe that most Slokas were transmitted only through the oral
tradition. There are scholars who believe that it may have been written by

various authors at different times.

The NS has been divided into 36 sections. Sometimes into 37 or 38
sections (called Adhyayas). Out of these chapters, the six and seventh chapters

of Bharata deal with the essential emotions and aesthetics of Rasa. We can find
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that, the most celebrated and significant idea on Rasa is in the NS itself written
for the first time in the field of aesthetics and Sanskrit poetics. Bharata’s

famous Rasa-siitra is-
“fasIarolacA 3 lIee AUl

The meaning of the above-mentioned Sloka is that, realisation of Rasa

results from the union of Vibhava, Anubhava and Vyabhicaribhava.

In other words, in drama or poetry (Kavya) Rasa is produced from a
combination of Vibhava (Determinants), Anubhava (Consequents) and
Vyabhicaribhava (Transitory psychological states); it has become the milestone
for the later poets, rhetoricians and critics. Each and every word of this Rasa-
sutra has become the subject of vast discussions for Bharata’s followers and
others aestheticians i.e. Alamkarikas as well. But, Bharata basically deals with
Rasa which attempts to explain the aesthetic objectives of dramatic art. The
importance Bharata assigned to Rasa is clear from his statement-

“of & 23A1e DG uadarl’
‘No meaningful idea is convoyed it the ‘Rasa’ is not evoked’.

Bhamaha (®roaicicpR:)

After Bharata, Bhamaha is one of the earliest rhetoricians who took up
a systematic discussion of poetic embellishments. He is known to be the first
exponent of Alamkara school of Sanskrit poetics. There is also debate
dissertation among the scholars regarding the date of Bhamaha. Yet, he

flourished in all probability in seventh century A.D.* His only work is the KL,
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has been written in Slokas and divided into six chapters i.e. ‘Body’ or ‘Poetry’,
the embellishments, the faults, the logic and grammatical correctness of poetry.
This book has been written by following Karika style. The number of Slokas
given at the end of chapter (called Pariccheda) are six chapter and there are
400 verses. In the first chapter, Bhamaha deals with the body of poetry, second
and third are deals with Alamkaras properly; fourth and fifth sections deal with
eleven Dosas in detail. Finally, chapter six is devoted to directions as to the
selection of proper words among many grammatical forms based apparently on
considerations of euphony. The concept of poetry made by Bhamaha is-
“oreqrell AfEAl DIy’

‘The form and content, well matched is poetry.’

He also mentions three poetic merits, namely Madhurya, Ojah and
Prasada, but he never calls them Guza. In his definition of poetry Bhamaha
has accorded equal status to ‘word’ and ‘import’, though he has devoted more

attention to the former.
Acarya Dandin (@Icng9r’)

In history of Sanskrit poetics, the next important name Dandin,
probably in the 7"century A.D.® Dandin, was a poet. Although, the time of
Dandin is still a matter of controversy, but majority of the scholars have placed
him in the beginning of the 8" century A.D. We know really nothing save what
can be gathered from his works and late tradition. The latter asserts his
authorship of three books, and it is generally conceded that of these three, the

first is ‘Dasakumaracarita’ and the other one is ‘Kavyadarsa’. The third has
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been variously identified; the view of Pischel is that it was the ‘Mrcchakatika’
which was based in effect merely on the general similarity of social relations
described in the drama and in the ‘Dasakumaracarita’ and the anonymous
citation of a line found in the drama by KD. His KD is a worth mentioning
work in the history of Sanskrit poetics. KD or “Mirror of Poetry”’ consists of
three chapters (called Pariccheda), four in M. Rangacharya’s edition and there
were 660 verses. The first chapter deals with the definition and division of
poetry (Kavya) than Bhamaha and he accepts the two Margas (Vaidarbhi and
Gaudi) and ten Guras pertaining to them. He defined and explained the Guras
of Bharata which he recognizes as the life breathe of Vaidharbhi Marga® and
essential requirements of a good poet (Prtativa, Sruta and Abhiyoga). Second
chapter is devoted to the definition of Alamkara and description of 35
Arthalamkaras. In the last or third chapter he gives the elaborate dealing of
Sabdalamkara, namely Yamaka, Chitra-basidha and 16 types of Prahelika and
ten Dosas (in Ch. IV. M. Rangacharya’s ed). Dandr does not show any
difference between Guras and Arthalamkaras. He lays importance on

Alamkaras by starting that everything that embellishes the poetry is Alarikara.

Vamana (®IAIcIbRIGIANRT:)

After Dandin, the next significant aesthetician is Vamana. He flourished
in between the 8" to 9™ century A.D°. He wrote his KSV in the Sizra style and
he has provided own commentary for the Sitra called Vriti. His KSV consists
of a theoretical section on aesthetic and practical section on grammar. The KSV

is divided into five chapters (called Adhikaranas), each of which is divided
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again into twelve Adhyayas. In the first Adhikararas, in three Adhyayas deals
with the purpose of poetry, the definition of poetry, the Riti and there
subdivisions, the subsidiary aids to poetry and divinations of poetry. In the
second he told about the Kavya Dosa and third deals with of Gura. Fourth
deals with Alarmkara and in the fifth Adhikaraza he speaks of certain poetics
conventions, purity and their propriety of certain poetic usages, and explains

some apparent irregularities in classical works.

Vamana treated the subject of poetics more scientifically than Bhamaha
and Dandm. He is the first aesthetician to produce the concept of ‘soul in
poetry’. According to him, word and sense together constitute the ‘body of

poetry’ and Riti is its soul- “SifRrean ®IRR_L "™ ‘The soul of poetry abides in

the style’ i.e., in combination of certain excellence of dictum. The latter'!
contains rules on prosody and grammar, in which, with regard to the rules of
Panini’s grammar, the poet is advised as to how he should be able to write in

correct Sanskrit.

Anandavardhana (caoa1cllo:)

The DHL of A4nandavardhana is an epoch-making creation in the
Sanskrit poetics. His most important work is DHL. He was an advocate of Rasa
School and the greatest exponent of Dhvani theory who lived in the middle of
the 9" century A.D.* He established Dhvani i.e. the suggested sense as the soul
of poetry. The Guras, Alamkaras, Vrtti, Riti etc. are all subordinate to Dhvani.

ABH accepts three types of suggested sense, namely, Vastu-dhvani, Alamkara-
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dhvani and Rasa-dhvani. He further lays emphasis upon Rasa-dhvani
(sentiment that is suggested and not expressed) and asserts that all other literary
aspects help in the development of the suggested Rasa. The Dhvanyaloka is
divided into four chapters (called Uddyata). And Karikas are 114 in all (1-19,
2-33, 3-45, and 4-17) but it can also be seen into two major portions, viz., the
Karika and a running Vrtti on it. The Vrtti consists of prose explanation of the
Karikas, illustrative verses and some more verses which are not numbered like
the Karikas nor explained by the prose Vrtti, nor meant for the illustration but
for summarization of deliberations of this Vrtti or for supplementing the view
expressed in a Karika. In the first chapter he explains the definition of Dhvani
and its two main varieties (Abibaksitabachya and Vibaksitanyaparabachya).
Second chapter mainly deals with the Gura, Riti, Alamkara etc. In the third
chapter he mentions the Rasa’s and its criticism mainly. The last chapter
describes, Prativimbakalpa, Alekhyaprakhya and Tulyadehitulya etc.
According to P.V. Kane, the importance of Dhvanyaloka in Alamkara literature
is: “The Dhvanyaloka is an epoch-making work in the history of Alamkara
literature. It occupies the same position in the Alamkarasastra as Panini’s

Sitras in grammar and the Vedanta Satras in Vedanta.”™

Rasagangadhara remarks-

I3 - = 0 spl4
ddloladdl-Hlclg bl 2IRIVIcdd <UD Al |

The Dhvanyaloka settled the principles to be followed in poetics.
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Udbhara (3icispRARAIE:)

In Alamkara system Udbhara, is an important exponent who was posted
in the court of the same king as the chief Pandita (Sabhapati)® in the 8" to 9"
century A.D."® He wrote a work ASS i.e., “Short Synopsis of the Essence of
Poetics”. His KSS consists of six chapters (called Vargas) and contains 75
Karikas in Anustubh Chanda (metre) with 95 illustrations and deals with 41
Alamkaras. Although closely following Bhamaha in the dealing of Alamkaras.
But Udbhara has certain views peculiar to himself, which are either absent in
Bhamaha or in his predecessor. For instance, Bhamaha speaks of three kinds of
Slesa while Udbhaza mentions two kinds of Slesa. Another side, Udbhata’s
three Vrttis on which the classification of Anuprasa proceeds, are absent in

Bhamaha*®

He is said to have stated that the soul of poetry is to be found in Rasa. It
is true that Udbhaya stressed the importance of Rasa in poetry. He added Santa
Rasa to top list of eight Rasas of Bharata, thus making it nine altogether. He
further introduced a new classification, based entirely on sound effects,
primarily alliteration in the shape of the theory of Vrttis, manners, classed as
elegant (Upanagarika), ordinary (Gramya) and Harsa (Parusa). He himself
composed an epic ‘Kumarasambhava’ and from which he quotes examples in
his poetics. Udbhasa also wrote ‘Bhamahavivarana’, a commentary on

Bhamaha’s poetics but it is not available now a days.
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Riidrata (PIRICTSDR:)

Rudrata, the author of KL. Rudraza came to occupy this field probably
after than Bhamaha, Dandin and Vamana. He flourished in the latter half of the
9™ century A.D.Y Then Riidrara should be placed after Vamana, who is the
latest member of this group. His KL takes no notice on the theory of Dhvani,
but assigns the chief importance upon Alamkaras. KL consists of sixteen
Adhyayas and 734 Karikas in Arya metre (excepting the concluding verses) and
comprehends almost all the topics of poetics. Taking all the works together,
Rudraza’s text of sixteen chapters cover a much larger ground than Rudrza’s
much shorter work of three chapters, and presents a distinctly different outlook.
Rudraza puts a greater emphasis on the KL’s which provides, as Namisadhu
points out, the name of the work itself, and which absorbs its eleventh chapters
leaving only five concluding chapters for a brief supplementary treatment of

Rasa, the similar topic of Nayaka-Nayika and the general problems of poetry.
According to Rudrara in his KL as-

IgSloldul IRBIAGdIoel & el
It represents, in sense, the result of the Alamkara-focused tradition in Sanskrit

poetics.

Agnipurana:

Purapa occupies a very significant position in Indian culture, society as
well as literature. According to the tradition on number of the Puranas is

admitted on all hands to be eighteen, which is also celebrated by the internal
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evidence of the Puranic literature itself, where there is unanimity of opinion as
to their number title etc. The Puranas are not the works that are written by any
particular author at a particular time. There are the blended texts evolved
through ages. Among the eighteen Puranas, AP makes considerable
contribution in the realm of poetics. The AP consists of three hundred seventy
two (372) chapters. Out of these chapters the AP deals with poetics and
dramaturgy in the chapters from 337 to 347. Among the different aspect of
poetics, the AP gives an elaborate description of the Rasa, Alamkara etc. as the
case with Bharata, Bhamaha, Dandin and probably other old known-unknown
writers.”® No definite inference can be drawn from the AP’s exclusion of a
direct reference to Vamana'’s teaching, but the definition of the term Vakrokti
bears some similarity (341.33) to Rudrasa’s novel characterisation of the same
figure (14-16). Which is a kind of an ruthless cyclopaedia, incorporating
sections on various departments of knowledge, we may, from what has been
said, be justified in assigning the Alamkara-section to a period later than the

middle of the 9" century.?

Udbhara (dreciorarisie:)

Udbhara the author of KSS is an important exponent of the
Alamkarasastra. He flourished in court of the Kashmira King Jayapida in the
8" to 9™ century A.D.?* His KSS consists of six chapters (called Vargas),
contains 75 Karikas in Anustubh with 95 illustrations, and deals with 41
Alamkaras. In his treatment of these poetics figures, Udbhara follows Bhamaha

very closely. In the case of few particular poetic figures, however Udbhara
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enters into making distinctions which were probably unknown to Bhamaha.
Thus, he speaks about four forms of the Atisayakti, which Bhamaha does not
mention. He is agreed substantially with the four out of the five varieties of that
figure recognized by letter writers. For instance, Bhamaha, speaks of three
kinds of Slesa while Udhara mentions two kinds, and the basis of classification
is different; Udbhasa’s three Vrttis, on which the Anuprasa proceeds, are

absent in Bhamaha.
Rajasekhara (PIRIHIARL)

Rajs$ekhara has a profile writer.?? He was not only a poet but also a
dramatist and well known critic. He flourished in to the 10" century A.D.?* He
seems to have been proficient in many languages Sanskrit and Prakrit, which
he used in his works. In his work Balaramayana, RS describes as the author of
six works, which must have existed even before this presumably early
production.”* RS’s has written four plays i.e. dramas. These are:
Karpiaramatijuri (Prakrit play), Viddhasalabhafjika (Natika), Balaramayana
(Mahanataka), and Balabharata are plays (drama). RS also wrote other Natikas
which were not included. But in present times we have found only five of these
works. Out of these works KM is appeared to be the last work of RS. It deals
with a practical treatise for a poet and it is the first time a new discipline of
Kavi-siksa is seen. KM consists eighteen chapters (called Adhikarara). But in
the present time we have found only first Adhikaraza (Kavirahasyam) alone,
which is divided into eighteen chapters. In the beginning of this work the

author summarizes the description of poetry. RS adopt a systematic exposition
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method. In this work, he has introduced the ideas and views of his

predecessors.

Dhanafijaya (gersudme)

Dhanafijaya was a renowned authority in Sanskrit poetics of tenth
century A.D., during the reign of Vakpatiraja |l or Mufija (974-95).* He has
written only one dramaturgy that is the Dasaripaka. The Dasaripaka is a
treatise on dramaturgy, which is based on the NS of Bharata. Bharata emerges
as a successful author, who is appreciated and quoted by a long galaxy of
scholars, authors and commentators. The charm of the Dasaripaka is enhanced
by the learned commentary Avaloka of Dhanika. The Dasariipaka is more lucid
and systematic than the NS and, therefore, is quoted most frequently in later
works in Sanskrit poetics. Dnanafijaya attempts to sift the man of details, and,
limiting himself only to dramaturgy, restates the general principles in the form
of a practical, condensed and systematic manual. These features of a new
contribution apparently obtained for it such reputation that in course of time it
seems to have superseded not only all other treatises on the subject but also the

basic work of Bharata himself.

Dasarapaka 1s complied in Karika form. Karikas are 300 in all. It is
divided into four Prakasa. In the first Prakdasa, after bowing to Ganesa, Visnu,
Bharata and Saraswatz, Dhanafijaya speaks of the ten kinds of Ripaka, Nrtya
and Nitta, Lasya, Tandaba, the five Sandhis and their Angas, definition of
Viskambhaka, Chilika, Ankasya, Ankavatara, Pravesaka etc. In the second
Prakasa, he speaks of several kinds of Nayaka and Nayikas, their
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characteristics, their friends, the four Vrttis and their Aigas. The third Prakasa
gives practical directions as to how to begin an Naraka, about the prologue,
about the various requisites that constitute the ten kinds of Ripakas. In the
fourth Prakasa, we have been exposition of his own theory of Rasa in which
not the relation of Vyangya-Vyaijaka, but that of Bhavya-bhavaka is posited,

like Bhatra Nayaka'’s deal of it in terms of Rasa Kavya relationship.

Kuntaka (@mlifepsiiide:)

A little later than ABH, Kuntaka wrote his Vakroktijivita in first half of the
10™ century A.D.?® His crooked speech (Vakrokti), i.e., figurative speech
depending upon amusing turnings, is considered to be the soul of poetry. He is
very well known creator of the Vakrokti school of Sanskrit literary criticism.
He occupies at the time when Sanskrit literary theory in India was acquiring a
great erudition. Kuntaka proposed an alternative poetic scheme independent

from Dhvani doctrine. To him, Vakrokti or Vaichtra, consisting in the

strikingness of expression is the essence of poetry- ‘amiRparesifaas. >’ This

Vakrokti is a deviation from the ordinary linguistic pattern capable of providing
sound and sense with a unique charm which gives aesthetic delight to
Sahrdayas. He divided Vakrokti in six-fold i.e. Varpavinyasavakrata,
Padapurvardhavakrata, Paryayavakrata, Vakyavakrata, Prakarananavakrata

and Prabandhavakrata.
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Mammaya Bhatra (dreiudbrar:)

Mammara Bhayra is a great figure in the history of Sanskrit poetics. He
belongs to the period between the middle of the 11" century A.D. and first
quarter of the 12" century A.D.” His KP is the enormous work on Sanskrit
poetics. All the Indian literary principles have been embodied in his KP. It is an
essence of Indian aesthetics by the mastermind assumption of the author. He is,
no doubt, the nuclear figure of the scholastic school of Indian literary criticism;
around whom all the currents of thoughts of Indian aesthetics move. Mammara
has two early concepts i.e., the Rasa concept of literature and the Dhvani
concept of Vyakarana (grammar) philosophy. In his KP, he dilates upon the
different problems of Sanskrit poetics. The KP is consisting of ten chapters
called Ullasa. The first chapter deals with the aim, source and kinds of poetry.
Second, is devoted to the nature of wards and their meanings. The third chapter
describes the suggestiveness of meaning. Then in fourth Ullasa the author
specially discussed Rasa (sentiment) and their classification and he also deals
with the various kinds of poetry. In the fifth chapter, he contains the verities of
the poetry of subordinate suggestion according as the suggested meaning. In
the sixth, Mammaya describes with Chitrakavya. Seventh chapter discussed
about the Dosa. In the next chapter, he describes the difference between Gurna
and Alasikara. In the ninth and tenth chapters he describes the Sabdalamkara

and Arthalamkara respectively.
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Bhoja (3rZadl-ausmr)

Another renowned writer in the field of history of Sanskrit poetics is
king Bhoja who flourished in to the 11" century A.D.* His SKB is one of the
most valuable works of the art of poetic. It is regarded as the most authoritative
treaties on this subject. The work deals with all the various divisions and sub-
divisions of the art of poetic and contains detailed discussion on the subject
with illustrative quotations from the poetical works of Bhoja’s predecessors.
Besides his well-known SKB, Bhoja appears also to have written a work called
‘Srigara-prakasa’. It is composed of thirty six (36) chapters i.e. Prakasas, and
is described as the largest known work in Sanskrit poetics. It deals with both
poetics and dramaturgy, theory i.e. Vrtti, Dosa, Gupa, Mahakavya and Nataka.
The next chapter deals exclusively with the Rasas, of which the Syagara or
love in its various aspects is maintained in the light of his novel theory on Rasa
of Ahawkdra Abhimana Srigara, to be the principle and essential and the work
derives its name from Bhoja’s theory that Srigara is the only one Rasa

admissible.*°

SKB consisting of five chapters (called Pariccheda). In the first chapter
the author somewhat systematically deals with sixteen Dosas respectively
together twenty four Gupas of Sabda and Kavyartha Guna. In the second and
third chapter, twenty Sabdalarmkaras and Arthalamkdaras respectively are
defined and illustrated. Fourth chapter describes twenty Sabdalarmkaras. It is

noteworthy that the Ritis, mentioned as six in number, are regarded as
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Sabdarthalamkaras. Then lastly in fifth chapter we have a treatment of Rasas,

Bhava, Nayaka, Nayika, the five types of Sandhis, and four types of Vrttis etc.

Hemachandra (orcioforriolen)

Jain writer Hemachandra directed his manifold activity in the field of
Sanskrit criticism. He wrote a KANU with its Vrtti named ‘Alamkara-
Chitramani’. He lived in 1088 to 1174 A.D.,** and for some time he worked in
the court of King Jayasimha of Anhilwid. Hemchandra wrote voluminous
works on many branches of Sanskrit learning, such as- grammar (Siddha-
Hemachandra Sabdanusdasana, Linganusasana, Dhdtu pardyapna and
unadisiitras), prosody (Chandanusasana), lexicon (Abhinava chintamani,
Anekartha-Samgraha, Nighantu-kosa, and Desinamalata), apart from works of
Jain Sastra. His great work KANU in eight chapters (called Adhayas) has the
merit of comprehending all topics of poetics, including a brief reference to
dramaturgy. In spite of occasional differences Hemchandra borrows freely
from Bharata, ABH, Abhinavagupta, Mammara and so on. It exercised little
influence on letter writers and is scarcely quoted. It is written in the form of

Sitra and Vrtti,
Vagbhatta-| (QoHSICIDR:)

Vagbhatta-1 immediately comes after Hemchandra. He is the writer of
VL. He flourished in the courts of Chalukya king Jayasimha Siddharaja of
Anhiluid 1094 to 1145 A.D. Such is the description given by Prabhachandra in

his Pravakacarita-the dates of Vagbhatta 1123 and 1159 A.D.* His work on
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poetics is known after his name VL. It describes most of the topics of poetics,
but excludes dramaturgy. The VL has five chapters (called Paricchedas),
covers in 260 verses. Although it claims a large number of common tarries it is
a small compilation of no superior merit. It speaks of ten Gurnas instead of
three of Mammaya and Hemachandra, and only two Ritis, namely Vidharbhi

and Gauri Riti.

Kavi Karpapura (cidoRDIZ9N:)

Even though Kavi Karzapura belongs to a cadre of junior theologies of
the Vaisnava sect, yet he exercised a considerable amount of influence on the

Bengal Vaisnavism, through his songs in Bengali are also in Sanskrit.

He was adept in making use of most beautiful and suitable expressions.
Some time the real poetic beauty gets lost in his efforts to occupy purely
poetical effects.® Even then, on the whole, his compositions have enough of
poetic depth and beauty to be quoted by the subsequent writers.** KK is
recognised as a great and erudite scholar who wrote many valuable texts in the

service of the Gaudiya Vaisnavism. He composed of the following works:

‘Alarmkara kaustuva’ is a poetical composition on traditional lines. He
follows the scheme of treatment of the subject matter in the lines of KP. It deals

with the sentiment of devotion on traditional lines.*®

The work is divided into ten chapters known as Kiraras. His others
works are: Caitanya Caritamrta (Mahakavya), Gaurangaganoddesedipika,

Krsnaliloddesadipika, Caitanya-Carndrodaya and Ananda V'rndavana campii.
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Bhanudatta (33sTooRERAMSM0:)

Next important rhetorician is Bhanudatta. His poetical works
‘Rasamanjuri’ and ‘Rasatarazngini’ are the most important in Sanskrit poetics.
He flourished at about 13" century A.D.* The Rasamafijuri and Rasatarasigint
too are devoted to Rasa (sentiments). Bhava (emaotions), etc. It is a kind of
commentary of chapters vi and vii of the Bharata’s NS. The work is in prose
with numerous examples in verses for the greater part referring to Krsna and

Rama.
Vidyadhara (eoractt:)

Vidyadhara 1s a celebrated author in history of Sanskrit poetics.
According to Baladeva Upadhyaya, VD lived at the time of Narasimha Il of
Kalinga who reigned during the period in between 1280 to 1314 century A.D.
Hence VD belonged probably to a period at around the end of the 13" century
and the beginning of the 14" century A.D.¥" ¥D’s most significant work is
EKA, a work on Sanskrit poetics in the lines of Mammasa’s work and
influenced by ABH and Ruyyaka. VD also wrote ‘Kalirahasyam’ and
‘Ratirahashyam’. EKA is divided into eight chapters called Unmesa. With
regard to the contents of EKA, it is a work on poetics in the lines of Mammaya'’s
KP. But primarily VD follows the principles of DL as the main source of his
theories. In EKA, VD first deals with the Dhvani theory and its intricacies. In
the second Unmesa, he deals the three powers, expression, implication and

suggestion and the three corresponding sense of words, expressed, implied and
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suggested and the dealing of Laksana. The third Unmesa classifies Dhvani in
which suggested sense excels the expressed sense, deals with its divisions and
sub-divisions, explains the different theories of Rasa (aesthetic experience) and
describes Bhava, Rasabhdasa, Bhava bhasa, Bhava sandhi, Bhavodaya etc.
Then fourth Unmesa takes up the second kind of poetry, Gunibhiitavyangya.
Fifth Unmesa VD defines Gupas and shows how they are different from
Alamkaras. He attacks the theories of Dandin, Vamana, Bhafrodbhasfa and
Bhoja in this connection. Then he concludes with principal Dosas like
Avimysta, Vidheyamsa, Prakramabhasga etc. in the sixth chapter. In the last
two chapters VD deal with the Sabdalarmkaras and Arthalamkaras respectively

and their classifications.

Riipa Gosvami (sifcpAmIalice3ssacioficiafogr:)

SrT Rijpa Gosvami, was the second of the Karnara brothers.*® The most
important leader of the Bengal Vaisnavism as also of the Vaisnava Rasa-sastra,
which is the back bone of the very foundation stone of the Caitanya cult. His
contributions to the history of the cult are unrivalled. He propounded the Rasa-
hood of Bhakti, strictly in traditional lines, employing some technical
phraseology in such an exquisite manner so as to suit his own Vaisnava

purposes.

The old scheme of the Rasa received an expert conduct at the hands of
Rilpa Gosvami. So that the new interpretations were very much in tune with

Bharata’s exposition of the Rasa and the Rasa-sitra. Rupa Gosvami’s two
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works, one ‘Bhakti Rasamrta Sindhu’ and the other one is Ujjal Nilamani’, are
his monumental and most original contributions not only to the Vaisava Rasa-
sastra but also to the Sanskrit poetics as a whole. These two works have

technically been designated as the Vaisnava Rasa- $astra by literary critics.*

Except Bhaktirasamrtasindhu and Ujjwalnilamari, many books of
Riupa Gosvami contribute to the Sanskrit poetics. These are: Narakacandrka,
Vidagdha-madhava, Lalita-madhava, Danakeli kaumudi, Stavavalr, Astadasya,
Lilaceandra, Padyavali, Gavinda-Virudavalr, Virudavali laksana, Mathura-

mahdatmya, and Laghu Bhagavatamytam.
Jayadeva (doglcild:)

Jayadeva, the author of CL, belongs to the middle half of the 14™ century
A.D.*° He is a great scholar of Sanskrit poetics. Jayadeva’s CL is a very
extensive and important work on Alarikara literature. It consists of ten chapters
(called Mayukhas) with at about 350 verses, written in the Anusrubha metre
(Chanda). The CL is a general treatise on poetics. Its deals with-Vagvicara,
Dosa-nirupara, Laksana-nirupara, Gura-nirupara, Alamkara-nirupaga,
Rasadinirupana, Dhvani nirupaga, Guribhuta vyasiga niruparza and last one is

Abhidha-nirupana.
Acarya Visvanatha kaviraja (fgcacdor:)

Visvanatha flourished during the first half of the fourteenth century
(round about 1300-1380).** He is the most significant aesthetician in the Indian

literary criticism. He is the great exponent of the Rasa theory after ABH and
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Known as the modern aesthetician on the Rasa theory. Visvanatha was a most
remarkable person not only that he was a great scholar of Sanskrit but also a

poet and a philosopher.

Visvanatha appears to have written a number of epics, plays and works on
poetics. We know some of the allusions in Sahityadarpana and
Kavyaprakasadarpana. Apart from his well- known Sahityadarpana, some of

them are los.

Sahityadarpana is one of the most widely read treatise on Indian poetics
and aesthetics. Dr. P.V. Kane observes that “the greatest merit of the
Sahityadarpana is that it presents in the compass of a single work a full and

complete treatment of the science of poetic in all its branches.”*?

Sahityadarpana is principally a work on almost all the branches of
poetics including dramaturgy. It consists of ten chapters (called Parichhedas).

Each of them has three different parts like Karika, Vrtti, and Udaharana.

The Karika (verses) and Vrttis (the explanations) are written by him.
Some of the examples are original but very often they are taken from different

leading poets.

In the first Pariccheda Visvanatha gives the details of Kavya prayojana,
Kavyalaksapa. Second Paricccheda he determines the definition of Vakya,
Mahavakya and Pada. In the third Paricccheda he gives the discussion of nine
types of Rasas. Fourth Paricccheda deals with Dhvani and its divisions and

also Guribhutas vyangya is high-lighted in this chapter. Fifth Paricccheda he
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established the theory of ‘Vyanjana-vrtti’ and refutes all other anti-theories.
This chapter shows his originality in thinking and it contributes mostly
scientific reasoning for ‘Vyarjana-vrtti’. The sixth Paricccheda deals with the
division of the Kavya (Kavyabheda) theory of dramaturgy like ‘Drsya Kavya.
Seventh Paricccheda Visvanatha speaks of Dosa (poetic blemishes). The eighth
Paricccheda Gura and their divisions, Ninth Paricccheda he attempts to define
Riti and their divisions. And tenth Paricccheda Visvanatha describes, with
Sabda and Arthalamkaras. So thus Visvandtha tries to bring out all the aspects

of aestheticians as best as he could.
2.2. Different School of Sanskrit Poetics:

There are six important schools in history of Sanskrit poetics. These are:
Alamkara School, Riti School, Dhvani School, Auchitya School, Vakrokti

School and Rasa School.

Alamkara School: According to this school the most important element in
Kavya is Alamkara (the figures of speech). None of the followers of this school
ever called Alamkara as the soul of poetry. But the fact that, they recognized
Alamkara as the most important element of Kavya. They, however, knew about
Rasa and Gupa, but relegated Rasa to a subordinate position by including it as
the important element of some type of Alarkara and they rarely maintained a

distinction between Gurna and Alamikara.

Riti School: The chief exponent of this school was Vamana c.800 A.D.*®

According to him the soul of poetry is style which is a specified arrangement of
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words. The term specified referring to distinction according to the qualities
possessed which is the cause of charm in poetry. While the figures are arranged

as things which add to the charm.**Vamana’s own words in the KSV are:

[ aY ey

SfeRIcATDIRIZ=I and
“fafdroc ugzdon 3Jifer:”

Dandin, who used the term Marga for Riti, also was to some extent an

exponent of the Riti School.*’

Dhvani School: The founder of this school was Anandavardhana, the author
of DHL. In the DHL for the first time we hear the word Dhvani used in a
technical sense of ‘a particular type of poetry.” According to his theory the
words can convey also a suggested meaning in addition to their conventional
primary meanings. In the domain of poetry the suggested meaning occurs in
three forms, viz., Vastumatra (mere matter of fact), Alamkara (figures of
speech) and Rasadi (Rasa and other such mental states). In a composition,
where a suggested sense predominates, is called Dhvani. In other words, the
suggestive aspect of poetry is called Dhvani. This suggestive aspect of poetry is
its very soul in so far as all ideal compositions embody a predominant
suggested sense. This theory also attributes new meanings to the Guzs and Ritis

and the Alamkaras like Rasavat of the earlier theorists.

Vakrokti School: Kuntaka, author of the Vakroktijivita, was the founder of

this school. The salient features of Kuntaka’s theory are as follows:

Kavya becomes lively in association with Vakrokti:
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9RI? Stifdcdot IPpi¥cdor Siifdee
fdrott forsttfa ot ara=i afer faafeen
Vakrokti is otherwise called ‘Kavivyaparavakratva’ or ‘Vakrakavivyapara’.
Vakrokti is defined as ‘Vaidagdhyabhasngibhansi “° It is also recognized as the
Alarikrti, i.e., embellishment of Sabda and Artha, the physical constituents of
Kavya. The contextual meaning of Vakrokti has its very limited implications on
its own, but can be conceived or fully understood only with its association of
Kavya.™® To constitute a Kavya, words and meanings occur in a composition
which is a source of an unworldly delight to the man of taste.>* The capacity of

Kavya to delight, causes a natural elevation or consummation of Rasa.™

Aucitya School: This theory has been propounded by Ksemendra. The plain
meaning of Aucitya is propriety. The theory claims that Aucitya is the very life

of Kavya, which is in an intimate relationship with Rasas like Srrigara, etc.”®

This Aucitya, i.e., appropriateness, is present in more than twenty eight
places like the word, sentence, meaning of the composition, Gupa and
Alamkara and, indeed, in every limb of the Kavya.>* Aucitya is very important

due to the reason that it infuses life to Rasa, the very soul of Kavya.
On the other hand, Ksemendra, defines Aucitya as-

IR USRIt A9l el AR A
IRIARI T Al HIGIAGIHIRT Uadaed’ |1
That means, the great masters have called that to be proper which is verily
suited to a certain thing. The abstract idea of being proper goes by the name of
‘Aucitya’.
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Rasa School: Rasa School is characterized partially by Rasa i.e. sentiment.
The followers of this school advocates that the Rasa is the most essential and
indispensible element in a Kavya. Poetry owes its origin to Rasa. Rasa is the
soul (4tma) of poetry. Bharata, the author of the NS was the ancient
profounder of this school. He observes that-

‘of & Ztedt oiael uada:

‘No sense proceeds without Rasa.’

The NS is primarily a work on dramaturgy. But Bharata had the
occasion to discuss different aspects of Kavya also through his drama. But
Bharata’s inclination for Rasa is very clearly evidenced by his declaration that
different types of elements like Vrtti, Laksan, Gura, Alamkara etc., are

determined by Rasa.

Visvanatha, a writer of poetics may be singled out as the foremost

advocate of this school as he gives the very definition of poetry in terms of

Rasa, recognized as the soul- ‘ara=i 3rced wre@y >’ Modern writers would

include Abhinava, Dhanafijaya Mahimbhaga and Bhattanayaka also in this

School.
2.3. Meaning of Rasa:

The heart of the Sanskrit Natya theory is the creation of Rasa. Every
dramatic presentation was aimed at evoking a particular kind of aesthetic
experience, which is described as ‘Rasa’, in the minds of the audience. The
concept of Rasa is the most important and significant contribution of the Indian
mind to aesthetics. The study of aesthetics deals with the realization of beauty
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in art, its relish or enjoyment, and the awareness of joy that accompanies an
experience of beauty. Rasa has no equivalent in word or concept in any other
language or art of the world hitherto known to us. The closest explanation can

be ‘aesthetic relish’.

Rasa is one of those words in Sanskrit, for which a precise and
pinpointed meaning is really difficult to append. But in the context of
aesthetics and poetics it means ‘taste’. For the enjoyment of literature, Rasa is

one of the feelings in the Indian tradition

Rasa occupies a central place in poetry. Indian aesthetic tradition of poetry is
considered as highest of all arts and drama as the highest of all forms of poetry:
“TDICIRY ollcD IR %8 all aestheticians and persons of dramaturgies accept the
fact that Rasa is the fundamental and eternal element of poetry. In Sanskrit the

word Rasa contains various meanings.

In the Vedic literature Rasa (from-ras ‘to taste’) means ‘taste’, ‘sweet’,
‘juice’, ‘sap’ or ‘essence.’

The word ‘Rasa’ is derived from the root ‘rasas’. The Sanskrit word
‘rasas’ fundamentally means ‘test’ or ‘flavour ‘or ‘savour’ or ‘relish’. Rasa at
one time was meant for ‘water’, ‘juice’ or ‘wine’. In another context, it implied
‘essence’. There was a time when it indicated the primary constituents of
medicine. It also meant ‘Aesthetic pleasure’ or ‘enjoyment’. In the
metaphorical sense it refers to ‘the emotional experience of beauty in poetry

and drama.’* Rasa is actually an impression created in the mind of the
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sympathetic audience by the expression of ‘emotion’ (Bhavas) and is an
experience the individual is subjected to on account of this expression. Bhava
Is the emotion that creates a sense of enjoyment or experience which in itself is

an entity.

Rasa as a meaningful word was floating in the air of ancient India for a
very long time. It figures in Rgveda, it figures in the Upanisadas. It is also
found in our ancient treatises on chemistry and medicine. The earliest use of
the word Rasa is found codified in the Rgveda. In it, Rasa was used to mean
‘water’,%’ ‘soma juice’,61 ‘cow’s milk’® and ‘flavour’.%® Atharvaveda extended

the sense to the ‘sap of the grain’® and ‘taste’.®® Later this sense became more

common.®®

In the Upanisadas, however, its use became less concrete. The
Upanisadas were works which were essentially metaphysical in content and
symbolic in their use of words. Thus, all words there acquired a more filtered
and ephemeral meaning than its earlier primary meanings. The concrete sense
was very much there. But it only served to highlight the abstract. Hence, here
Rasa was used in an entirely new way. The concrete meaning existed, but a
more abstract use was slowly making its presence felt. Though this expression

came much later than Rgveda, it preceded NS by many centuries.
In the Kausitakt Brahmana Upanisada it was said:
“J1 SIBICSTel OICTRRIAA T elol 7 aaIA: ufdorfes |1’

‘He comes to the city of Salaja; the flavour of Brahmana enters into him’.%®
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In the context of the Brahmana no word can be taken in its mere literal

sense. Thus, in both these cases, the connotation generated is that of ‘essence’.

The word Rasa literally means essence or taste. In the
Chandogyopnisada it is taken as essence.
“QuI 31cTToll Uferdt 221:1 gféroa 3imal 221:1 31Uy suern 33|
3iiefloll gSuI 221:1 YSURT dre] 321 drd ko] 20: Sl AT 33,
ATFoL: IS 3:, 3 O ATl RAAH: UH: URTelf2tcal A eI

In the context of Indian poetics and dramaturgy, the Rasa denotes the

essence of aesthetic pleasure.

According to Abhinavagupta, the Rasa is the essence or the soul of

poetry:

“CIol 23 B TI: (PIGARY) 31l acdcicpRed ol ¢ Adel 33 Ufel uRia=aer’”
It is not only the high value of Kavya but also the means to achieve the high
‘Purusartha’, i.e. the ‘Moksha’. According to Abhinavabharat: Rasa as-

“ddafBraelicapuaftrasiiduilaieafitiesicad! AlsIbet: llor:|
I FalcAId 9ol JRAAGOIRDaL|

In the Taittiriyopanisada, the Rasa is equated with Ananda or Atma:

“2301 d A: 2 BIdRI clselloloc! afe]

3IE93 3ol 3ifoltb folcRl 3I9RI Ufcrsal fdogl
311 Al =T 1A grafer’]|”
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The profounder of the Rasa theory is Bharata, the author of NS, the first
ever treatise on Indian dramaturgy and musicology. According to him, Rasa is

all-pervading and gives meaning of drama-

“of 18 J3ATE DIUGeR: Udcia’l”
(A person devoid of aesthetic taste, drama or poetry has no meaning).

Abhinavagupta following Bhartanayaka defines Rasa as-

“JfdGToloGAadUIRIUIZIATo RIBUl 3A:|
I DIRIRIUIIDIIRI 3edfor:” ™

According to Vaisesika system in common language, Rasa is used for
the quality, cognizable through the sense of taste. As such it is sweet, sour, and
salt etc. It is used in Ayourveda for a certain white liquid, extracted by the
digestive system from the food. Its main seat is in the heart. There from, it
proceeds to arteries and nourishes the whole system. It also stands for liquid in

general, extracted from any fruit or flower etc. In poetry, Rasa is to be tasted-

“I33: Uceloc] RBoIRIoT|

Bhava being solicited and permanent through Vibhava, Anubhava, and
Vyabhicaribhava or Saficaribhava etc. create Rasa. It can be said that ‘Rasa’,
as understood by the Indians, stands not only for the aesthetic value of

emotions, but also for their universal significance.

In our daily parlance, we are familiar with words and their meanings.
We are aware of referential or denotative meanings, figurative meanings, and

connotative meanings with emotional overtone, contextual meanings and even
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structural meanings of whole sentence. All these meanings are more or less
definite or precise and are treated as symbols to communicate the intended
meanings. Poetry has room for all this, but in whichever way Rasa is seen- as
‘flavour’ or as ‘essence’-the implication is that of something abstract which
cannot be captured directly by the senses.

2.4. Classification of Rasa:

The classification of Rasa is relating to dispute problem in the history of
Sanskrit criticism. From ancient times, Rasa has been accepted to be eight.
Bharata Muni in his NS speaks of eight Rasa and accordingly gives eight
Sthayibhavas. Namely-Sriigara, Hasya, Karun, Raudra, Vira, Bhayanaka,
Bibhatsa and Adbhiita Rasa. Poet Kalidasa who is acknowledged as the great
master mind of India, mentions eight Rasas only. According to Dandin, in his
KD accepts eight Rasas. Bhamaha defines eight Rasas is his KL. Acarya
Udbharsa who spoke of nine Rasas in clear term mentioned ‘Santa’ also in the
list. Mammara said Santa was the ninth Rasa having ‘Nirveda’ as it’s
Sthayibhava. Abhinavagupta accepts nine types of Rasa and assigns reasons
why Santa also should be included in the list of Rasa. Rudrasa speaks of ten
types of Rasa, he included Prayesa and Santa. Bhoja Raja his famous literary
work of ‘Srrgaraprakdsa’, accepts ten types of Rasa. Dhananjaya’s famous
book the ‘Dasaripaka’s own important opinion is Santa as Rasa and famous
rhetorician Visvanatha Kaviraja accepts nine types of Rasa in his
Sahityadarpana. Jagannatha’s famous book-‘Rasagangadhara’, he added

Santa as a Rasa or he accepted nine types of Rasa.
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Major rhetoricians and their classifications on Rasa are clearly

mentioned in the table given below:

Sl. | Name of the Works No. of Name of Rasa
No. | rhetoricians Rasa
1 | Bharata Natyasastra Eight Srigara (erotic),Hasya (comic),
2" cen. A.D. Karupa(pathetic),Raiidra(anger),
Vira(heroic),Bhayanaka(terrific),
Bibhatsa(odious),and
Adbhzata(mysterious).
2 | Dandin Kavyadarsa Eight Srigara (erotic),Hasya (comic),
7" cen. A.D. Karupa  (pathetic),  Raudra
(ange), Vira (heroic),
Bhayanaka(terrific),Bibhatsa(odi
ous),and Adbhzta(mysterious).
3 Bhamaha Kavyalamkara Eight Srigdra (erotic), Hasya (comic),
7" cen.A.D. Karuna (pathetic),
Raudra(ange), Vira (heroic),
Bhayanaka (terrific), Bibhatsa
(odious), and Adbhita
(mysterious).
4 Udbhara Alamkarasamgr | Nine Srigara (erotic),Hasya (comic),
8" cen.A.D. aha Karupa  (pathetic), Raxdra
(ange), Vira (heroic), Bhayanaka
(terrific), Bibhatsa (odious), and
Adbhita (mysterious) and Santa
(tranquillity).
5 Rudraza Kavyalamkara Ten Sragara (erotic), Hasya (comic),
9" cen.A.D. Karupa  (pathetic), Raadra
(anger), Vira (heroic),
Bhayanaka (terrific), Bibhatsa
(odious), and Adbhzta
(mysterious), Preyasa and Santa
(tranquillity).
6 Dhanafijjaya | Dasaripaka Nine Srigdra (erotic), Hasya (comic),
10" cen.A.D. Karura  (pathetic),  Raudra
(anger), Vira (heroic),
Bhayanaka (terrific), Bibhatsa
(odious), and Adbhita
(mysterious) and Santa

(tranquillity).

44




7 Abhinavagupt | Abhinavabharat | Nine Sringdra,  (erotic), ~ Hasya
a r (comic), Karupa (pathetic),
11" cen.A.D. Raidra (anger), Vira (heroic),

Bhayanaka(terrific),Bibhatsa(odi
ous), Adbhata(mysterious) and
Santa(tranquillity).

8 Bhoja Sarawastkantha | Ten Srigara  (erotic), Hasya

11" cen.AD. |- (comic),Karupa (pathetic),
bharapa Razdra(anger), Vira (heroic),
Bhayanaka(terrific), = Bibhatsa

(odious), Adbhita (mysterious),

Vatsalya, and Santa(tranquillity).

9 Mammaya Kavyaprakasa Nine Srigara (erotic), Hasya (comic),

11" cen.A.D. Karupa  (Pathetic), Raidra
(anger), Vira (heroic),
Bhayanaka (terrific), Bibhatsa
(odious), Adbhsata (mysterious)
and Santa (tranquillity).

10 | Bhanudatta Rasamairi Nine Srigdra (erotic), Hasya (comic),
12" cen.A.D. | jurfand Karura (pathetic),

Rasataranginz Raudra(anger), Vira (heroic),
Bhayanaka (terrific), Bibhatsa
(odious), Adbhata (Mysterious)
and Santa (tranquillity).

11 | Ramchandra | Natyadarpapa Nine Srigara (erotic), Hasya
And (comic), Karupa (pathetic),
Gupachandra Raxdra(anger),Vira (heroic),
12" cen.A.D. Bhayanaka (terrific), Bibhatsa

(odious), Adbhata (mysterious)
and Santa(tranquillty).

12 | Visvanatha Sahityadarparza | Nine Sragara (erotic), Hasya (comic),
14" cen.A.D. Karupa  (pathetic), Raazdra

(anger),Vira (heroic),
Bhayanaka (terrific), Bibhatsa
(odious), Adbhsata (mysterious)
and Santa (tranquillity).

13 | Rupa Bhaktirasamrita | Eleven | Santa (quietistic), Dasya
Gosvami Sindhu (5+7) (slavery), Sakhya, Vatsalya

(affection), and Madhura
(melodious), Hasya (comic),
Karupa  (pathetic), Raaxdra
(anger), Vira (heroic),
Bhayanaka (terrific), Bibhatsa
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(odious), Adbhzta (mysterious).

14 | Jagannatha Rasagangadhar | Nine Sragara (erotic), Hasya (comic),
17" cen.AD. |a Karupa  (Pathetic), Rasadra
(anger),Vira (heroic),

Bhayanaka (terrific), Bibhatsa
(odious), Adbhata (Mysterious)
and Santa (tranquillity).

2.5. Study Conducted on Rasa:

There are a great number of scholars, who have done their works based
on Rasa (sentiment); especially Sanskrit poetics i.e. literature. Among those,

we shall now mention a few major works only.

Dr. Priyadarshi Patnaik- ‘Rasa in Aesthetics an Application of Rasa
Theory to modern Western literature. In the published year New Delhi: 1997.
In this book the theory on Rasa are described. Rasa- The word Rasa: a short
introduction, Rasa in the Upanisadas, Rasa in Naryasastra and Rasa and Bhaa.
Then the Rasas and their relationship-the eight Rasas and Santa Rasa are
described. Then Srﬂgdra, Hasya, Karupa Raudra, Vira Bhayanaka and
Bibhatsa, Adbhuta and Santa Rasa are detailed described.

Susan L. Schwartz- ‘Rasa Performing the Divine in India.” New Delhi:
2008; In this book the theory on Rasa and its text and context are described in
details-etymological ingredients, sources of inspiration, a written recipe for the
arts and influences and implications. Then Rasa in practice: drama, dance,
music. The following sections will describe aspects of drama, dance and music

as they pertain to the theme of Rasa. These descriptions are necessarily limited
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in scope and the reader is encouraged to seek out more detailed examinations
of these and other artistic forms.

S.C. Pande (edited)-The Concept of Rasa with Special Reference to
Abhinavagupta, 11AS, Simla: 2009. The IIAS, Simla, organised a three day
National Seminar on “The concept of Rasa with special reference to
Abhinavagupta” on June 7,8,9, 1999. About thirty Sanskrit scholars participate
from different states of India. S. Ranganath presented his paper on
“4Abhinavagupta’s concept of Santarasa in the light of his commentary on the
Bhagavadgita”. Kamalesh Datta Tripathi in “Rasa and Bhavaukrtana
complementarity of two concepts”. Radhavallabh Tripathi in his paper “Theory
of Rasa: a secular approach”. V.N. Jha in his paper “Epistemology of Rasa
experience”. Anup Pande in his erudite paper “The Indian aesthetic tradition
and Abhinavagupta-concept of Rasa”. V. Kutumba Sastry’s paper is entitled
“The problem of Santarasa”. Uma Deshpande in her paper “Abhinavagupta’s
Rasa theory and his commentary on the Bhagavadgita”. Hariram Misra in
“Rasasiddhanta ki prerana sabdabrahmavad’ highlights the influence of the
philosophy of grammar on the theory of Rasa. Amiya Kumar Mishra in his
paper “ Rasa Samkha Nirdharana”. Bisvanarayana Shastri in his paper
“Metaphysical and Psychological approach to Rasa by Abhinavagupta and
Visvanatha”. Rahasbihari Dwivedi in his paper “Rasasvaah”. Rewa Prasada
Dwivedi in “The text of Bharata’s Rasasiitra”. Vidya Niwas Mishra, the
renowed Sanskrit Scholar in his paper “Theoretical foundation of Rasa theory

of  Abhinavagupta”.  Sushma  Kulshrestha in  her  presentation
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“Karunavipralambha parisilana Abhinavagupta ebom kamdasake vises alok
me”. Dr. Hari Ram Mishra- ‘The Theory of Rasa in Sanskrit Drama with A
comparative study of general dramatic literature.” Bhopal, Sagar (M.P): 1964;
Dr.V.Raghavan- The Number of Rasa. Madras: 1967; Abhinava Gupta’s
Rasabhasya. Kolkata: 2007; Bhakti in the Vaisnava Rasa- sastra. New Delhi:
1996; Ramaranjan Mukharjee’s ‘Rasa Samiskha.” Kolkata: 2001; S.C. Pande.
Tarak Nath Bali, ‘Rasa Siddhanta ki Darsanik Aur Naitik Vyakhya’, Agra:
1987; Dr. Khudiram Das- Vaispava-Rasa-Prakasa. Kolkata: 2009; Kavyarasa
Chintan Aur Aswad. Varanasi: 1990; Nirmala Jain- Rasa Siddhanta Aur
Saundarya Sastra; Venkatesh Burli- Rasagana sudha. New Delhi: 2008; Dr.
Nagendra-Rasa Siddhanta. New Delhi: 1995; Vidyanivash Mishra and
Satyadeva Misra- Rasakhyan Rachanavali. New Delhi; Dr. V. Raghavan- The
Number of Rasa. Madras: 1967; Dr. Pushpendra Kumar- Treatment of Pathos

in Sanskrit Dramas. Delhi: 1981.

Some articles- Princy Sunil- Rasa in Sanskrit Drama- The Indian
Review of World Literature in English, Vol.1, No.1-Jan, 2005. Dr. C.S.
Srinivas-  Signifince of Rasa and Abhiraya Techniques in Bharat’s
Natyasastra, IOSR Journal of Humanities and Social Science (IOSR-JHSS),

Vol.19, Issue 5, Ver. IV (May. 2014), PP 25-29.
2.6. Purpose of the Study:

The Rasa theory, one of the oldest theories in Indian tradition, fulfils
most of these conditions. It is, in fact, considered the soul of literature. The

strength of this theory lies in that it deals with what is common to all mankind
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at all times emotion. It is a theory which is considered of the entire literary
process from its very conception in the mind of the artist to its final perception

in the heart of the reader.

The word Rasa provides a fascinating study. It is used to describe the
primary goals of performing arts in India in all major literary, philosophical
and aesthetics texts. It is also essential to the study and production of sculpture,

architecture and painting.

The purpose of this study is to approach literary theory centrally from
the stand point of the concept of Rasa. It would be appropriate to begin by
elucidating the meaning and scope of that term. Rasa is the most important
concept in Sanskrit criticism and one that is central to all discourse about
literature. It is also influenced the theories of dance and the visual arts as well.
However, in its most basic sense, it means “aesthetic relish” and comprehends
two related ideas. First, Rasa is the realise-able quality inherent an artistic
work. Second sense in which the term is understood, Rasa is the realise-able
experience occasioned by the work in the reader which we may refer to as the
“Rasa experience.” Rasa occupied a unique position in the field of Indian

literary criticism.
The objectives of this study are:

To inquire into the contribution of Dhanafjaya and Visvanatha to
Sanskrit poetics, to know about the position of Rasa in Sanskrit poetics and its
importance herein, to bring forth a comparative and critical discourse on
Dhanafjaya and Visvanatha's ideas on Rasa.
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Hence, the present study is confined to Dhanafijaya and Visvanatha'’s
discourses in general and to their ideas on Natya Rasa and Kavya Rasa in

particular.

It is important to note that the contribution made by the Rasa theorists
(Dhanafjaya and Visvanatha) can be considered for the entire literary process
from its very conception in the mind of the poet or artist to its final perception
in the heart of the reader. From the standpoint of Rasa theory such words are
not simply words for referring to the facts of the everyday world but for

creating an alternative world of values as a serious addendum to human culture.
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