CHAPTER-IV

Rasa after Dhanafijaya

‘Rasa’, the aesthetic pleasure, is accepted as the highest value of Sanskrit
poetics i.e., Kavya. In Sanskrit, the word Kavya includes both Sravya and
Drsya, i.e., all form of poetry and drama. The Rasa is a very old concept and is
found in the Upanisada in the sense of pure awareness. In the field of literary
criticism, Bharata, the author of the NS is the first known of the Rasa theory
and Abhinavagupta is his commentator. Abhinavagupta was one of the greatest
philosophers and thinkers in the field of philosophy and literary criticism.
Abhinavagupta’s Rasa theory had a great impact on the whole of Rasa school

of Sanskrit poetics.

After Bharata’s NS, the second important work on dramaturgy is
Dasariupaka of Dhanafjaya. Dasariipaka consists of four chapters and deals
almost entirely with all the topics of dramaturgy. The last chapter contain
dealing of the theory of Rasa only. Dhanafijaya says about Rasa as-

“fasrrdolendy ArfeidboRifdranaf:|

3IoiRIAIeT: Fdreled FeARM #11dl 330 AN
‘The Durable mental state, when brought to the level of enjoyment by means of
Vibhava (determinants), Anubhava (consequents), Sattvikabhavas, (the

involuntary states) and Vyabhicaribhavas (transitory states), is called Rasa’2.

Similarly, when a permanent emotion or changeable sex is appeared in
the heart of the audience or spectators by the words in the poetry or by the
performance in the drama become pleasurable, it is called Rasa.
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Dhanika® agrees with Abhinava in regarding permanent mental state to
be present in the spectator and he says that it is transformed into Rasa when it
is brought to the visualisation of relish, i.e. when it is brought to the awareness
of perfect pleasure. He also agrees with Abhinava in regarding Rasa to be
consisting of perfect pleasure. Dhanika regards spectators as the aesthetes not
the actor or the historic characters themselves. The drama or poetry is said to
be full of sentiment because it becomes the means in awakening that type of
blissful awareness. In regarding audience as the percipients of Rasa, he agrees

with Bharata.

Dhanafijaya, defines the terms Vibhava, Anubhava, Sattvikabhavas and
Vyabhicaribhavas, through means of which the Sthayin achieves the state of

Rasa.

Vibhava:.
He says Vibhava as-

“SIIRISAICICT=I (151 fa8TIal sIaulvc]
SIcTFdolE holcaudicol A d fgem

Dhanafjaya states that among these, a Vibhava (determinant) is that
this causes the development of the states by its being recognized. Vibhavas are
two kinds, being divided into A/lambana Vibhava (fundamental determinants)
and Uddipana Vibhava (excitant determinants). In the basic sense of Vibhava,
he does not differ from Bharata, because he also has taken it to mean as the

cause of knowledge.
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Vibhavas are the inspire that activate an emotion. These inspire are of
two kinds-human and environmental. Alambana Vibhava (the basic stimulus) is
the object which is responsible for activating the inactive emotion and
Uddipana Vibhavas are so called because they help improve the sensitive effect

of the important point.

In the view of Dhanika ‘Thus he’, ‘Thus she’ thus described in poetry,
known or recognised due to its special form, the Alambana Vibhavas are the
Nayaka and the other characters of the drama.'The Uddipana Vibhavas are the
conditions of time and place. The Vibhavas do not require external Sattva or
physical presence (concrete existence). They become known by the words only
used in the drama and are universalized in form becoming recognised

(Vibhavita) in accordance to their respective Rasas.

Anubhava (The ensuants):

Dhanafjaya defines Anubhava that is an external expression that serves
top indicate a feeling.

“3[ofe1Idl f[APRIq IaRITCIcaD:|”
“garIicHol: RBifgadell: Acaasra:|’

Dhanika explains that Anubhavas make the permanent states feel to the
spectators, and throwing of glances etc. strengthens the Rasa, so they are called
Anubhavas. They suggest and indicate the effect created upon the characters
after the emotions have been evoked. Anubhavas converse to the audience and
spectators the emotion being experienced by the characters. He further states

that the external expression of the feeling indicates it. Thus Anubhava has been
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defined in view to worldly sentiment, in poetry and drama they serve as cause

or Karanpa because they make stronger the sentiment.
Bhava:

Dhanafijaya and Dhanika defines Bhava as-
g A Dadsiasdgrasiidors]

‘A State (Bhava), by emotional states such as pleasure and pain, is the

. . 7
realization of such states.’

In the words of Dhanafijaya Bhava, which is brought about by emotional
states such as pleasure and pain, is the realisation of such states. Dhanika’s
explanation of Dhanafijaya’s definition which is not very clear is more in
accordance with Bharata’s discussion of Bhava. Dhanika states that through
the emotions in the form of pleasure or pain, described in the character

(Anukarya), pervasion of the aesthete’s heart with that emotion is called Bhava.

In other words, the heart or mind of the person of taste becomes affected
with the very emotion of the Nayaka or other historic person described so. To
support his statement Dhanika quotes Bharata also. Dhanika’s own description
is given keeping the spectator in view. He states that the definitions of Bhava
given by Bharata as ‘Rasan Bhavayan Bhavah’ and ‘Kaverantargatm Bhavam
Bhavayan Bhavah’, are to indicate its causation in drama and poetry. Dhanika

includes the strong mental states and transitory mental states in Bhava.
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Sattvika Bhava:(Involuntary state)

Dhanafijaya says Sattvika as-

“geeslIdrzsldorlzoleldrdz U A1ftadr:|

ATAIGd eidgdlr\i%(lcd Agasidora] ™

In the view of Dhanafjaya, Sattvika Bhavas (involuntary states) are:
separate, for although in the category of consequents, they are different; just
because they arise from the Sattva which is to accord with the same state.
Dhanika interprets that Sattva is the punishment of heart in a high degree to the
feelings of sorrow or happiness belonging to others. He quotes Bharata and
then says that this much is its Sattva that in sorrow tears come out and in
happiness horrification etc. is caused. Being caused by Bhavas, tears etc. are
also called Bhavas and they are Anubhavas because of being manifestations of
feeling indicating it. Thus, Dhanafijaya agree with Bharata in the mention of

eight Sartvikas and the definition of Sartvika.

The Sattvikas bhavas are eight types. These are:

“FAFHUCRRIABAL: JAG! AqURIAULL||
argdzaticesel, SassiizRafcoltoparssrdll

UcTIl olscisIedd], JNI: JSARDCAGIVIE ™

Hence the Sattva is explained by the fact that tears and horrification are
respectively to be shown by persons who are not actually sorry or happy. The
eight Sartvika (involuntary states) are: Stambhalk (paralysis), Pralaya (fainting),
Romarica (horripilation), Sveda/ (perspiration), Vaivarpyam (change of
colour), VepathuZ (trembling), Asru (weeping) and Vaisvarya (change of
voice).
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Vyabhicari Bhava: (Transitory State)

The word ‘Vyabhicari’ derived form, ‘Vi’ and ‘4bhi’ as the prefixes and
the root V‘cara’ meaning ‘to go’, ‘to move’; these move in relation to the
sentiments towards different kinds of objects, therefore, they are termed
‘Vyabhicarinh.” United with the words, gestures and Sattva they carry to the

sentiments in the production of the play.

The rhetorician defines Vyabhicari as-
“fAANIGIIIRRIl TRl AL |
FelRoeIcaooIfoIsooll: decilctl s arfedi"
The transitory state is those that especially accompany the permanent state
in co-operation, emerging from it and again being submerged in it like the

waves in the ocean.

Dhanafijaya mentions thirty three FVyabhicarinh (transitory states) that
accompany the strong emotional states. He says as-
“fordgecnioiorsmrE RIS ABUS silsIfeAr-
SRIRIYSIAT: FefCIRUIAGT: JafotgIideler:|
disTuaARAlS!: JARRIAeIIDIadcr
RAEIGHIG] [ANIGIIDAUCRIAIRSIIS I SRl
That means,
These thirty three (33) Vyabhicari are: Nirveda (discouragement), Glanih
(weakness), Sarnka (apprehension), Srama (weariness), Dhrti (contentment),
Jadata (stupor), Harsa (joy), Dainyam (depression), Ugrata (cruelty), Cinta

(anxiety), Trasah (fright), Irshya (envy). Amarsai (indignation), Garva
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(arrogance), Smrti (recollection), Maragam (death), Mada’ (intoxication),
Suptam (dreaming), Nidra (sleep), VibodhaZ (awakening), Vrda (shame),
Apasmara (epilepsy), MohaZ (distraction), Mati (assurance), Alasyam
(indolence), Avega (agitation), Tarkak  (deliberation),  Avahittha
(dissimulation), Vyadhi (sickness), Unmadah (insanity), Visada (despair),

Autsukyam (impatience), and Capalata (inconstancy).
Sthayibhava (The permanent state):

The strong mental state (Stkayi) brought to the level of relish is called

Rasa, so in the constituents of Rasa, it is very important.

Dhanafjaya defines Sthayibhava as-

“fawgfdsgal sndfdfeser of &r:|
SCHHIA SRIIGRIIo] A FARM erqui: 11"

‘A permanent state, the source of delight, is one which is not interfered with by
states, whether consistent or inconsistent, but which brings the others into

harmony with itself.”*?

Dhanafjaya gives its simile with Lavanakar, Dhanika illustrates it
further. In his view inconsistency may be of two kinds; Sahanavasthanam, i.e.
two emotions cannot exist together and Badhyabadhaka bhava, i.e. one
interferes with the other. Because of harmony both kinds of contradictions are
not found there. Even if the inconsistency is there of the permanent state and
the other states, they can exist together, because the existence of the consistent
transitory states in the heart, enveloped with the foremost state of love, is
evident to all the aesthetes because of their self observation; as it is evident to
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self-awareness, similarly through the poetic means, put in the historic character
because of the harmony with their heart, it becomes the cause in developing
that type of blissful perception. The other opposition is the interference by
other states, but this inconsistency is also not present, because the consistent
transitory states of the permanent states are not against it and they are
deferential. Whatever is against the principal cannot be subsidiary, and thus the

opposition of incongruous permanent states can be removed.

Like Bharata, Dhanafjaya also accepts only eight permanent states
(Sthayibhavas). Though according to him some accept Sama also but there is

no development of it in drama. He gives eight Sthayibhavas are as-

“TCYCATESIOICAT: Pl BIA: TR 1= Ml |
AN DRICUIS: YftcolicAy ola=ll”"
These are: Rati (love), Utsaha (energy), Jugupsa (disgust), Krodha (anger),
Hasa (mirth), Smaya= Vismaya (astonishment), Bhaya (fear) and Soka
(sorrow). Some (authorities) add tranquillity (Sama), but there is no
development of it in the drama. Although Dhanafijaya has not done so,
Dhanika® discusses the relation of these permanent states with the ‘Kavyam .

First he has forwarded the view of Dhanivadins and then given his own view.

Dhanafjaya describes the particular stage of aesthetic experience. ‘Just as
the verb, whether to be spoken or whether present in the mind, when combined
with nouns relating to it (Karaka), is the essence of a sentence, so a permanent
state (Sthayibhava), when combined with the other states, is the essence of a

play’. This very basic mental state is Rasa, because it is realisable. This relish
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consists in the experience of blissfulness of the subject that is free from
limitations of individuality. It arises from the realization of the full meaning of
the presented, whether it is expressed. Although Rasa is only one, because the
universal subjective blissfulness has no variety, yet because of variety of
emotive affections of mind as also of accompanying conditions of heart, it is
divided into four primary Rasas. Thus the blissful state of universalized subject
is accompanied by flourishing (Vikasa) of heart in Syigara, by broadening of it
(Vistara) in Vira, by tossing of it (Ksobha) in Bibhatsa and by violent agitation

of it (Viksepa) in Raiidra.

Dhanika maintains that there is Bhavya-bhavaka-sambandha between
Rasa and Kavya and rejects the Vyangya-vyaiijaka-bhava advanced by the
exponents of Dhvani. According to him, Rasa is Bhavya and Kavya is

Bhavaka-

“3Iell ol JRATS o1l DIl A8 AFITRBSIDHI:| fob AlS? HIcANamAFdoLr:| DI 8
HIIAD, HIGATI 2AGA:| 7 & Fadl s1doe sradpy fafdreefsnfSarar wrelor siierod] '

Dhanika says that the Bhavya-bhavaka-sambandha is not a new thing,
because it has already been maintained by the Mimamsakas. The
Bhavyabhavaka-sambandha exists also between Kavya and Samjikamanas. The
poetry inspires the readers by the ideas it contains and the heart of the reader is
filled with them. In this way the poetry is Bhavaka and the heart of the reader is

Bhavya.

Dhanafjaya contend that the function of Vyafjana is redundant. The so-

called Vyasngyortha may be had as the Tatparyartha (with Tatparyasakti) as it
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is also a meaning of the sentence ‘Tatparyanatirekasca vyanjaniyasya na
dhvani’z’. Dhanafijaya concedes to the fact that the suggested sense may not
have a denotative word for it. But that should not be the reason for not calling it
as Vacya, he contends. The Sthayibhava, which is said to be suggested by the
express description of the Vibhavas, etc., is not conveyed by any expressive
words. But, yet it should be considered as the Vacya sense itself of the
sentence. The Sthayibhava is indeed the ‘Vakyartha’, the Vakya being intent on
conveying the same. Dhanafijaya says:

Il UhUIic el gl ar =rer fepam

araRIrel: PRI FARM HIaradd |l

Dhanafijaya admits ‘Tatparyavrtti’ and rejects ‘Vyafijana’. He accepts

Bhavya-bhavaka-sambandha between Rasa and Kavya. Although he followed
Bhatta Nayaka he refutes ‘Bhojakatva’ and assumed Bhavya-bhavaka-
sambandha on the basis of ‘Bhavakatva’ after Bhatta Nayaka. Dhanafijaya
considered the word ‘Bhavana’ as the meaning of the word ‘Nispatti’ of
Bharata’s Rasa-siutra. Dhanika says ‘Bhava’ is called ‘Bhava’ because it
creates the feelings of Rasa. So Rasa is Bhavya and this is why Bhavya-
bhavaka-sambandha is established between Rasa and Kavya.

SIIAIfA8ToRIRId Gl $TIa=ifod JfotdtIo]]

ARANRAIGH! 1T [A=rIT ollc=Ip L™
Aesthetic experience, according to Dhanafijaya, who follows Bhasfa Nayaka,
consists in the realization of blissfulness of the universalized subject, affected
by a universalized basic mental state and accompanied by a corresponding
condition of heart.
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Dhanafjaya describes-

“A: A Ud FARICAIGRID®IAT ddofld]]

O‘ll(\)‘lgCDlﬂi%ﬂ ddcdlIdd PIol><IAcU( dcl:||

g Ul SRR PIGUIRIS R T
clifcpDT IRAVIRRIDRAA Goletrll™’
That means, ‘Very (permanent states becomes) sentiment (Rasa) from the
spectators’ (Rasika), own capacity for being pleased and his attitude, not from
the character of (the hero) to be imitated nor from the work’s aiming at the
production of Rasa. The impression of the spectator with reference to shame,

jealousy, passion, and hatred from seeing one in everyday life united with his

beloved (Ramani).’?

Dhananjaya describes about ‘Rasasvada’ and its definition as-

“TAIG: PIAARIAGIHIOI0GAHGA:|
faprorarzazeiisifagia: 3 aafder||
S ST 1RIG1BIS1 £ [958 (o2 3 5 5 K« T s |

&wqogdaieﬁcqmiqozauuoﬂ deda 3l
IAFASSIGIAL (IUIH BATALIRUIHA| ™!

‘Charm (Svada) is the arising of delight to one’s self from contact with the
theme of a work. It is of four kinds; these are: cheerfulness, exaltation,
agitation and perturbation of mind, in the Erotic (Srngara), Heroic (Vira),
Odious (Bibhatsa) and Furious (Raiidra) sentiments respectively. And these
same kinds of charm are produced in the case of the Comic (Hasya),
Marvellous (Adbhiita), Terrible (Bhayanaka) and Pathetic (Karuza) sentiments.

For this reason (four sentiments just mentioned) arise from those (mentioned
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above); for this very reason a exact determination (Asvadharana) of the

number of Rasas.’?

In Dhanafijaya’s view ‘Svada’ of the aesthetic enjoyment is a expression
of that joy which is innate as the true nature of the self. Dhanika makes it more
lucid that in the expression of joy which is innate in oneself, which comes into
being as the result of the pervasion of the mind of the spectator with the
foremost emotion and the determinants etc. in combination, the distinction of
individuality and objectivity is annihilated, and though that experience is being
universalized because of being caused by fixed Vibhava etc., yet there are four

kinds of stages of the heart

Thus, from all the earlier discussion we may conclude that according to
Dhanarijaya it becomes evident that sentiments or, rather Rasa, is enjoyed by
the spectators who are cultured and aesthetes. Sthayins are transformed into
Rasa and they are called Rasa when they are brought to the level of enjoyment
in combination with their Vibhavas, Anubhavas and Vyabhicarins. Rasa is not
something created from concrete objects, but it is the bliss of one’s own

awareness.
Classification of Rasa:

After discussion the theory of Rasa by Dhanafjaya has been discussed

mainly taking its culmination.
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On the basis of eight strong rational states, Dhanafijaya, in his Rasa
chapter mentions only eight Narya- Rasas. And he includes Santa (tranquillity)

as in Kavya not in Natya.

Dhanafijaya states that the eight Rasas (sentiments) recognised in drama
are: Srngara (Erotic), Hasya (Comic), Karupa (Pathetic), Raiidra (Furious),
Vira (Heroic), Bhayanaka (Terrible), Bibhatsa (Odious) and Adbhita

(Marvellous). #And he includes ‘Santa’ (Tranquillity) only in Kavya.

It becomes evident here, that Dhanafijaya talks of Rasa in relation to

drama, and in the drama he accepts only eight Rasas.

These Rasas, eight in number, prevailed up to the time of Bharata,
Bhamaha and Dandm. Kalidasa also accepted only eight Rasas as becomes
clear from his verse in the ‘Vikramorvasiyam’. Later, up to the time of
Dhanafijaya, Santa Rasa has gained ground and so he defends it in his
Dasarapaka which we will see later in our discussion. Most of the later writers

accepted ‘Santa Rasa’ in one respect or another.

Dhanafijaya accepted eight Rasas in drama fixing their number to be
eight because of the fourfold tendency of the heart of the spectator, namely-
Vikasa (unfolding), Vistara (expansion), Ksobha (agitation) and Viksepa

(movement to and from of the mind) in the enjoyment of sentiment. **

Assurance of the number also is possible because there may be only eight

kinds of sentiments from four kinds of mental tendency. Thus Dhanafijaya and
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Dhanika are more strong and convincing in their management of division into

principal and subordinate Rasas.

We will first discuss the eight sentiments enumerated by Dhanafijaya and

generally accepted by all and then the Santa Rasa.
Sragara Rasa (The Erotic Sentiment):

Dhanafijaya mentions that among these Rasas ‘Srrgara’ caused by the
strong psychological state of love i.e. Rati. He states that the definition of
Srigara Rasa as-

“IFRIG D CIIDICIANSISIIGAdor: |
UalcIca 2Aet: Ad AoilRoAIoIDL:
UESIHAIUI ISIIRI AgRISaIadited: "

In his word- Love (Rati) is essentially delight (manifested) in fondness
for lovely places, arts, occasions, garments, pleasure and the like. That (feeling)
on the part of two young people mutually enamoured, gladsome and manifested

by the tender gestures, constitutes the Erotic sentiment.

In other words, to explain his definition further, in the hearts of two
young persons, attached to each other, love is essentially delight through the
enjoyment of pleasing, beautiful place, arts, season and dress etc. The same
permanent mental state of love consisting of delight becomes Srrigara through

the sweet and elusive mimetic changes of the limbs.

Give the examples of Dvesa Vibhava, Kala Vibhava, Kala Vibhava,

Vesa Vibhava, Upabhoga Vibhava, Pramadatmarati Vibhava, Yuvati Vibhava,
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Yianor Vibhava, Anyanyanurdga Vibhava and Madhurangachestita

etc. are given below:
At first, Dvesa Vibhava-

“F#RR3A IcTo] Aol ud] cIg Il
Ufeifdf R RN AIRIBIG]
I} IAARI 1 sligIast ar
3R a AguIedtaraIddoifor
Kala Vibhava-

“3rgolodiolfgaddol: JAferT: AdIsTek:
UIGRIRIcIIIUSIAodIrd 31Ul
IRARII oG eRRFAlGDCUTodT-

[ 9 C

#1d $11d oG e ferRITe] BTG A udll™”’

Kala Vibhava-

“3R( JAeL: PYAIGAND: TDGLCUILIT AUccIdIiol]
UIGol olldeid Yoo 2lull JFudsaniortsiciog2on|*
Vesa Vibhava-
“3roNpfotifc ATUS Rt St fIab Uipray]
APIDAIIDPARIGIAR TAGAYSUIRUI o™
Upabhoga Vibhava-

“agIcIHIHiDU] DafcTAFAFcRBISHE
Ao a3t dulcTweld cffd SIPTEfeL:|
Sitol el ATforfol YUIRioll bIRIURIDA-

31o0il HIOTHBIABIABI0I I AeT:Terctafee:

Vibhava
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Promodatmarati Vibhava-

“SIoIfel SIRoId ¢ 11T oTdoGDCIIGR:

UPDICIHERI: AocldIod doll AT Al

191 A AL cllcb fAeidotafogdl
ORIGIANRII SIodIoRId: I Ud HalcAd: |
Yuvati Vibhava-

“Safsi 9RfGogmIiod dgol aIg ofrdr:
3iférd forfdsIoolaoms2: urd usgee 3di

a1e: uIforf3rAl forafde Srerol urTaRIcirgsycit

B601 SIARIRIEIT HORI: JUSE ALl2RAT Ag: 1™

Yunah Vibhava-
“911 9RT: AfdeToPRIZeAI WRicodd
E6¢dl e8¢l ddoldctsfiqgsIararIorzel
A18iIcp1e ofafdra Aeraaictcdl smerd G-
SIGlrdooIclieIdciiei RS oIbaAEIdl e

Anyanyanuraga Vibhava-

“Ulorl JBdicIDoeRaAoIo] -
SIAdod9ITU>fo18] dgocal
feoeNzorcIol < faiur @ ugHCIIgRI
o116 forard sa 1t &5 werst:I

And last one is Madhurarngacestita Vibhava-

“('\ oY o ey o(v 7 8¢ hd
IRIUIID TG Yo ARSI
UfcrorIoiforurd fdpsaaIgpiacrol

fafdersrssrerd urtarciiichrotey]
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The rhetorician says-

3 JedSll: JAIRI6l Bd aIsel BiolereIl 21 sIfdreni3ur]

Uplolu>I9lGH 8 #1rar Jae fordgr: uRuIwRIfodl

SICTRIAIS AU[ SE[LAT ARIZRIG AfdB.g eI
‘The eight involuntary states and the eight permanent states and the thirty-three
transitory states-these forty- nine stators, skilfully employed, cause it i.e. the
erotic sentiment to develop; Indolence (Alasya), Cruelty (Ugratd), Death
(Marapa) and Disgust (Jugupsa), are each declared to be prohibited because of

the unitary basis of it i.e., the ‘S‘rﬁgdra Rasa’®

Srigara Rasa is three fold, according to Dhanafijaya-

“3rRIIeNl fatRIer AFHiorAfer 31 Brem ™

The Srigara Rasa is three kinds, these are: Privation (Ayoga), Separation

(Viprayoga) and Union (Sambhoga).

Dhanika states that the terms Ayoga and Viprayoga have been used to

avoid the popular meaning of Vipralambha, which denotes deceiving.

Dhanafjaya defines Ayoga that it is the impossibility of being united on
the part of two young persons with but a single thought because of their
separation through dependence on others, even though a passion exists between
them. It has ten stages. These stages are: Abhilasa, Chinta, Smrti, Gunakatha,
Udvega, Pralapa, Unmada, Samjvara, Jadata and Mararpa; those are the

unfortunate stages in due order.*
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Dhanafijaya differentiates Viprayoga from Ayoga. In Viprayoga, there is
sundering of two persons between whom an intimacy has sprung up. He
accepts its two divisions arising from resentment and absence, and the

separation arising offence arises in a state of fondness.

According to Dhanafijaya Viprayoga arising from offence becomes of
two Kkinds, arising from fondness called Pranayamana and arising from
jealousy called Irsyamana. The Viprayoga arising from jealousy belongs to
women. Dhanafjaya hearing the beloved attached to another seeing. If it is
inferred, it is of three kinds, accordingly as is deduced from words uttered in a
dream, from indications of intercourse or from the advertent mention of name.
This increasing resentment may be remedied by six expedients in proper
succession: Sama (appeasement), Bheda (dissension), Dana (gift giving), Nati
(humility), Upeksa (indifference) and Rasantaram (diversion). Dhanafijaya
elaborates and defines these terms. He defines separation arising from Pravasa
(absence). Pravasa is the presence of the two at different places owing to

business, confusion.

Dhanafijaya mentions the Nayikas (heroines) in Syigara, in separation
and privation. In separation arising from fondness and Ayoga (privation) the
heroine is Utka (one distressed at her lover’s absence), in separation due to
absence Prositapriya (whose beloved is away) and in separation due to
resentment arising from jealousy. She is Kalahantarita (one separated by a

quarrel), Vipralabdha (one deceived) and Khandita (one enraged).
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Dhanarfijaya comes to the discussion of Sambhoga i.e., love in union. In
his view union is that blissful state in which the two playful lovers, in complete
agreement, enjoy seeing each other, touching each other and the like. In this
state of union, there occur the ten actions of women, Lila etc., according to

kindness, gentleness and devotion to their lover.

Though it is found in its two states, union and separation and is depicted
between two opposite sexes. In the aesthetic experience of love the

consciousness counts mainly.
Vira Rasa (The Heroic Sentiment):

The Sthayi bhava of Vira Rasa is Utsaha. Vira Rasa in one of the Rasa in
the Dasariupaka and it deals with the exhibition of energy with persons of high
rank. The Vibhavas or determinants of Vira Rasa are Asammoha or composure
and absence of obsession, Adhyavasaya or perseverance, an Naya or good
tactics, Vinaya or humility, Parakrama or valour, Sakti or Power, Pratapa or
aggressiveness, Prabhava or mighty influence and other similar things. The
presentation of the Vira Rasa on the stage is through the Anubhavas or
consequents such as Sthairya (firmness), Shaurya (heroism), Dhairya

(patience), Tyaga (readiness to sacrifice), and the like.

Dhanafjaya defines Vira Rasa as-

“di3: UAIUfdoRIIEAdARRITd-

HIBIAIGoRIfA AR HIEL ||

SCATEIL: A T GARVIGIOTAISII
el fepetpt sifeprdefersut:
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That means, ‘the heroic sentiment (Vira) is induced by power, good conduct,
determination, courage, infatuation, cheerfulness, polity, astonishment, might,
and the like, (as determinants), and is based on energy (Utsaha). It is of three
kinds, having benevolence, fighting, or liberation. In it assurance, arrogance,

contentment, and joy’.*!

Example of heroic sentiment is-

“JdsIfoerfdsepAfod] [ADAGEE: IPIcdlIzasl
foraiconiIRRISIP S AcIplorsiizaeafoll
UBIAIRIARIDo] dicToll AlolocaAlcilichd

URILG: hAqciarolAfsareR] sRredy|
The Saficari bhavas or the transitory states of Vira Rasa in Dasaripaka
are Dhrti (fortitude), Mati (intellect), Garva (pride), Vega (impetuosity),

Augrya (ferocity), Amarsa (indignation), Smrti (recollection), Romafica

(horrification) and other akin features

Dhanika in his commentary, the permanent mental state of energy is
relished (svadate) by the means of determinants like fame of one’s might,
discipline etc. and consequents like sympathy, war, giving of gifts etc. and by
transitory states like pride, contentment, joy, indignation and the like. This
heroic sentiment results in unfolding the heart of the aesthete and causing

pleasure.
Bibhatsa Rasa (The Odious Sentiment):

Vibhatsa Rasa in Dasariupaka deals with the odious sentiment. The Sthayi

bhava of Vibhatsa Rasa is Jugupsa or disgust. The outcome of Vibhatsa Rasa
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is from the Vibhavas or determinants such as Ahrdya- apriya- aveksa (seeing
what is unwholesome or displeasing), Anisfa- Sravana- Darsana- Parikirtana
(hearing, seeing and discussing what is undesirable) and such similar things. Its
representation on the stage is through the Anubhavas such as Sarvangahara
(squeezing up all the limbs), Mukhanetraghur-rana (moving the face to and
fro, rolling the eyes), Hrllekha (heartache, grief anxiety), Nisthivana (Spiting),

Udveja (expressing disgust) and the likes.
Dhanarijaya’s definition of Bibhatsa Rasa as-

“af_\[ ( . o Ty ((\, N\ C h\Y 81_-
C (2 () DD (&Y

ool BieRTeHIbIbAdABIASI: Siotur:|

PSSO GIIIGY HUNgLgleolsddl
oIRIAPIADUIeic #idsdeniciorsdreer: I
‘The odious sentiment (Vibhatsa) has disgust (Jugupsa) as its sole basis; it
causes distress (Udvegin) chiefly by means of worms, stinking matter, and
nausea; it causes horror by means of blood, entrails, bones, marrow, flesh, and
the like; it causes unmixed aversion in the case of the hips, breast, and so forth
because of renunciation. It is accompanied by contraction of the nose, mouth,
and so on as consequents. In it (Three occur) agitation, sickness, apprehension,

and the like.”**

Example as-

“IepAICD Dt eI YCEIIRITTT ATAI-
RRARBIUSUUSEIaRacTeiIoIaId ol SToeal
3IIct: URIRAoT: UbfedG9lol: YRS D: DISDI-

GSPRRIIGRERIe FAYCIIAHIU DRIFARSIALRTII™
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The Vyabhicari Bhavas are: Apasmara (loss of memory), Vega,
(agitation), Moha (delusion or loss of sense), Vyadhi (illness), and Marana
(death) etc. The Sahityadarpana states that the Vibhatsa Rasa arises through
many things causing antipathy such as seeing what is not desirable, defects and
abnormality in tests, smells touch and sound. Its presentation on the stage
should be perfectly earned out by means of shaking the head, soiling the eyes,
closing the eyes, covering the nose, lending down the head and walking

imperceptibly.

Dhanafjaya describes the odious sentiment and its three varieties more
lucidly. In the view of Dhanafijaya, as also explained by Dhanika, the odious
sentiment having disgust as its sole basis is Udvegz, i.e., causes distress, by
means of worms, stinking matter and nausea, it is Ksobhana, i.e. causes horror
by means of blood, entrails, bones, marrow, flesh and the like, it is pure
causing unmixed aversion in case of hips, breasts, and so forth (of women)
because of renunciation. The transitory states and consequents are in line of
those mentioned by Bharata. But the pure type of odious sentiment should not

be taken as Santa.
Raudra Rasa (The Furious Sentiment):

Raudra Rasa is one of the important Rasa in Dasariipaka. The Sthayi
Bhava in this Rasa is Krodha or anger. It takes its origin in the Raksasas,
Danavas and very haughty human beings with a regular battle as its immediate
cause. Its outcome is though the Vibhavas or determinants much as Krodha

(anger), Dharsana (violation of modesty), Adhiksepa (abuse), Apamana
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(insult), Anrtavacana (uttering falsehoods), Vakparusya (harsh words), Droha
(animosity), Matsarya (jealousy). The activities connected with Raiidra Rasa
are beating, tearing, harassing, chopping off, breaking, piercing, striking
hurling missiles, shedding blood, seizing of weapons and similar activities.

Raiidra Rasa as-

“cPIel] ACARARADARR: UINI2RT AGISoIST:
8I91: IALRGADIUHPICIAGRRRBRIC:I|

anBlIccIRIfddbcelcRIRuTaIaufisIeIE-

BIAYAG] IAMTHUCTARRISRIABIGRE: "
‘Anger (krodha) by such as indignation and aversion to an enemy; the resulting
development of it is the furious sentiment (Raiidra Rasa), a state of agitation
accompanied by the biting one’s lip, trembling, frowning, sweating, redness of
the face, by the drawing of weapons, the shoulders boastfully, striking the earth

vowing, and imprisonment. In it indignation, intoxication, recollection,

inconstancy, envy, cruelty, agitation, and the like.*’

Example of Matsarya Vibhava Raudra as-
“cd SeIadAeR] IS aciaroll
AGT FASIICRAI6] Elolel: JRT: |
33U HIFAd AUSAUT GBI
USTIoRR A€l U pufer™*
And Vairivaikrta Raudra as-
“CISIPLBIGICANIGOIRAHIUAL:
oy faeaforaRly d of: e |
3IIDECUIUS AUl

JIael 91dod AR Sftafer endreer: I
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The presentation of Raudra Rasa in the dramatic performance is through
the Anubhavas, such as making the eyes red, perspiring profusely, knitting of
the eyebrows, clapping the hands, biting of the lips, throbbing of the cheeks,
hitting the palm with the fist etc. The Vyabhicari bhavas of this Rasa are
riotous battle, energetic enthusiasm, impetuosity, wrath, restlessness, ferocity,

profuse perspiration, trembling, rising of the hairs etc.

Dhanarijaya follows Bharata in the Vibhavas, Anubhavas and transitory
states of Raiidra. According to them anger is caused by the determinants, anger
and the foul acts clone by the enemy; the resulting development of anger is the
furious sentiment, a state of agitation accompanied by biting one’s lips,
trembling, frowning, sweating, redness of the face and also by drawing of

weapons, holding the shoulders boastfully, striking the earth as consequents.

Dhanika comments that in the behaviour of Parsurama, Bhima,
Duryodhana etc., in the plays like ‘Mahaviracaritam’ and ‘Venisamharam’, its

examples may be found.
Hasya Rasa (The Comic Sentiment):

Another important Rasa is Hasya is an integral part of the Dasarapaka.
Laughter is the Sthayi bhava or the dominant emotion in Hasya Rasa. The
determinants or Vibhavas of Hasya Rasa are Vikrtavesa (unseemly dress),
Vikrtalankara (misplaced ornaments), Dharstya (impudance), Laulya
(covetousness), Kalaha (quarrel), Asatpracapa (near-obscene utterance),

Vyanga Darsana (displaying deformed limbs), Dosoda Harana (pointing out
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the faults of others) and other related things. In the dramatic performance it is
displayed through the Anubhavas or consequents like biting the lips, throbbing
of the nose and the cheek, opening the eyes wide, contracting the eyes,

perspiration, colour of the face, holding the sides.

Hasya Rasa as-

“fdparpiiraredizcacilzel U3 dll
BRI:FACURUINI 23 BRARSUDL: Zoc:11
‘Mirth (Hdasa) by one’s own or another’s strange action words or attire; the

development of this is declared the comic sentiment (Hasya), which is of three

fold, origin.”™

The Vyabhicari bhavas or the transitory states of Hasya Rasa are
lethargy, dissimulation, drowsiness, sleeplessness, dreaming, waking up, envy

and other things.

Hasya is of two kinds, Armastha or self-based, Parastha or based in
others. When the actor laughs to him it is called Atmastha when he makes
another laugh it is called Parastha. The display of oddly placed ornaments,
unseemly behaviour, irrelevant words, faulty dress, strange movements of the

limb etc. make people laugh so this rasa is called Hasya.

Example of Atmastha Hasita as-

“SIIT 3 TSI $ITHAISIAT (IccdoGolleg;clol
BRI asif31 ASRBIRIA fdrettel SIeT: Poeetr|
BoI8l: ADCl: Jcolder RPIgID dedel
AHlercilaorsly wicursal 24=i ay: DIfdroL:|*
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And Parastha Hasita as-
“farsl aArAforaui Uy ? b ol a1el fdotr
fb o arerafy fUrrey ? OR8] aRISIonidL: A8
d9UI GRIxIC: PAIAA: &ofd] ? Ellol dIYUI ar

dlferui¥sralet 1l ? o5 dl2o I aIfeT: 2

This Rasa is most common to women characters and persons of the lower
order. It has six distinct varieties which are Smita (gentle smile), Hasita (slight
laughter), Vihasita (open laughter), Upahasita (laughter of ridicule), Apahasita
(obscene laughter) and Atihasita (boisterous laughter). The superior types of
persons, the middling ones and the base ones have respectively two of these.
Smita and Hasita belong to the people of high rank; Vihasita and Upahasita to

the ordinary people and Apahasita and Atihasita to the lower people.

The transitory states of Hasya Rasa are: sleeping (Nidra), indolence

(Alasya), weariness (Srama), weakness (Glani) and stupor (Murca).
Adbhiita Rasa (The Marvellous Sentiment):

Adbhuta Rasa In Dasariupaka is about the sentiment of wonderment
surprise. The Sthayi bhava of the Rasa is Vismaya or astonishment. The
outcome of Adbhita Rasa is through the Vibhavas such as Divyadarsana
(seeing a heavenly being), psitamanorathavapti (attainment of the cherished
desire), Uttamavanadevakulabhiga- mana (proceeding towards excellent park,
temple etc), seeing magical tricks and creations of things that can never be
imagined about etc. The presentation of Adbhiita Rasa on the stage is through

the Anubhavas such as Nayanavistara (gaping of the eyes), "Animesapreksana
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(staring with wink less eyes), Romafica (horrification), Asru (tears), Sveda
(perspiration), Harsa (delight), Sadhuvada (uttering words of congratulation),
Pradana (making qifts), Bandhahahakara (senses of shouts of ha, ha),

karacaranangulibhramana (movements of hands, feet) and the like.

Dhanafijaya defines Adbhiita as-
“3AfeIclldD: UGTE: JRAMGTFRACHT T2 GeT: |
DA ARYAIGIATYIAGIIGSE: |
suidereferurn srafod cafdrarfsor:

The Adbhiita Rasa, whose essence is astonishment (Vismaya), by supernatural
things; it has as its result (Karma) exclamations of surprise, weeping,
trembling, sweating, and stammering; the transitory states are generally joy,

agitation, and contentment. >

Example as-
“GISUSI Ao IRATEOISUSTANSIILGel-
tcsPREAORRIAICA R AU Ao S US|
ST UICRIFYCIHCIGHEIUS SIUSIGR-
AFIfcufUSAaiUsHI derdRil olrenty fagme=ifenl >

Dhanafijaya mentions that the marvellous sentiment having its essence in
the permanent mental state of astonishment is caused by supernatural things as
determinants; it has as its result (Karma) i.e. as consequents, exclamation of
surprise, weeping, trembling, sweating and stammering; the transitory states in

it, generally, are joy, agitation and the like.
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The Vyabhicari bhavas of Adbhiita Rasa are shedding tears, paralysis,
perspiration choking of the voice, horrification, joy, excitement, slowness,

sinking down etc.
Bhayanaka Rasa (The Terrible Sentiment):

Bhayanaka is one of the essential Rasa in the Dasarapaka. As mentioned
by Dhanafjaya the terrible sentiment i.e., Bhayanaka Rasa is formed of the
permanent mental state of fear (Bhaya). The Sthayi Bhava of Bhayanaka Rasa
is Bhaya or fright. The outcome of Bhayanaka is through the Vibhavas or
determinants such as Vikrta Rava or terrific noise, Ursana sight of apparitions,
Sivoluka Trasodvega or the panic and worried state on hearing the cries of
jackals and owls, Sunyagara or the empty house, Aranya Pravesa or entering a
forest, Marana or deaths, Svajanavadha or the murder of own people,
Bandhana or imprisonment, seeing or hearing about or discussing any of these
things and the like. Dhanafijaya defines as-

“fdpazazarrarGeiereindl srroi:|
AdISFIAUYRAGINUdqURIcISIUL: ||
SRRIFIIRIAIBIRIIGTACABIG: 1
‘“The Bhayanaka Rasa, with Fear, (Bhaya) as its state (bhava), from change of
voice, loss of courage, and the like; it is characterized by the trembling of all
the limbs, sweating, being parched, and fainting; its associated are: depression,

agitation, distraction, fright, and the like.”® Example as-

“FaoIaIcUoellol (I Ul dlololdel

BIfY ArAIAICGGIsIEaIRAIG JlB1e]
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AGodSoloIS oI IHIGIAIHAIGI of SIVRI-
RRIfT: TDIciR da fARRRIGIaibasdt: 1>

The presentation of Bhayanaka Rasa on the stage is through the
Anubhavas such as- Pravepitakaracarana (trembling of the hands and feet),
Nayandachalana (movements of the eyes), Pilaka (hairs standing on ends),
Mukha Vaivarnya (pallor in the face), Svarabheda (change of voice and tone)
and the likes. The Vyabhicari bhavas are Stambha (paralysis), Sveda
(perspiration), and Gadgada (choked Voice). Romaiica (horrification), Vepathu
(trembling), Svarabheda (change of voice or tone), Vaivarnya (lack of lustre),
Sanka (suspicion), Moha (fainting), Dainya (dejection), Avega (agitation),
Capala (restlessness), Trasa (fright), Apasmara (loss of memory), Marana

(death) etc.

In the view of Dhanarfijaya from the hearing of furious words and seeing
the furious spirits, terrible sentiment arises from the permanent state of fear and
in it trembling in all limbs etc are the consequents, and depression etc. are its

transitory states.
Karupa Rasa (The Pathetic Sentiment):

Karina is also significant in Dasaripaka. The dominant emotion or the
Sthayi bhava in Karuna Rasa is Soka or sorrow. The Vibhavas or determinants
of Karuna Rasa are curse, distress, down fall, calamity, and separation from the
near and dear ones, loss of wealth, murder, imprisonment, flight, dangerous
accidents and misfortunes. Its presentation in the stage is through the following

Anubhavas, viz. discharge of tears, lamentation, parched throat and mouth,
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pallor of the face, drooping of the limbs, gasping for breath, loss of memory

and other similar things. Dhanafijaya defines Karurza Rasa as-

“SECOIIQNGIOISCTH] IlIDICd DBUll2o] 1d]]
foraRiicoaRIBIGATAFIUCTUAIGRT: |
TAMUTUTAR G oI ETRUIICTIRISF 4T |

fAuIcsIsdlcarsiiedren cifsrartyur: |

‘The pathetic sentiment (Karuna), with sorrow (Soka) as its essence, from loss
of something cherished and from attaining of something undesired. In
consequence of it heaving of sighs, drawing of sighs, weeping, paralysis,
lamentation, and the like; the transitory states are: sleeping, epilepsy, sadness,

illness, death, indolence, anxiety, despair etc.”®

Example as-
31 Sfifdotrer Sftaficarfdrerrenicerd=n e g:|
Ge9l YBUIDel {31l 83dpIurolcTarel ddcta]l

Scaffertenl SiforseIdmd: doelollq el Irollac=Id]
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The Vyabhicari bhavas of Karuna Rasa are dejectedness, in difference,
languor, anxiety, yearning excited state, illusion, loss of sense, sadness,
ailments, lethargy, sluggishness, epileptic loss of memory, fear, death,
paralysis, tremor, pallor in the face, shedding of tears, loss of speech and the
kindred feelings. The Sahityadarpana states that the Karuna Rasa takes its
origin through different Bhavas either at the sight of the death (or murder) of
the dear one or when unpleasant words have an adverse impact. It is to be
presented in the stage through sighs, lamentations, loss of sense, weeping

bitterly and other similar gestures.
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Santa Rasa (The Quietistic Sentiment):

Dhanafijaya accepts only eight Sthayi bhava that some add Sama also but
in his opinion there is no development of it in the drama. Dhanika elaborates
the point in some detail. First he comments that the opponents of Santa give
many arguments and he mentions them. Some deny the existence of Santa on
the basis that Bharata has not defined it and given its Vibhavas etc. Others take
it to be non-existent, because they hold that the lack of knowledge (Avidya)
producing Raga and Dvesa is innate in man since the time he began his
migration into this world and they cannot be wholly rooted out. Others include
it under the odious and the heroic sentiment. They thus do not desire even
Sama. Dhanika does not object to Santa on the above grounds. He denies it to
be a Sthayi bhava in drama only because drama is meant primarily to be
presented in action. Such a presentation, however, is not possible in the case of
Sama because it consists in termination of all activities. To remove that doubt
Dhanafijaya states how can an impermanent state produce pleasure or be
relished in the absence of identification, beginning with the discouragement
(Nirveda). The development of that would tend to disruption of sentiment,

therefore, there are declared to be eight Sthayi bhava.

Though Dhanafijaya does not accept Santa in drama, but in their view it

can be presented in poetry.
Dhanafjaya defines Santa as-

(13 % ™ 5- s O, ~ ”63
QlHUDYRIoIdICAT HIGAIGAGICHAII|
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‘The Santa-Rasa, which arise from happiness and the like, is to be defined as a

state having that i.e., happiness as its essential nature.”®

In their view Sama- or Santa, at its highest pitch is not presentable. For
such a state of mind is reached only at the final liberation which consists in the
merging of the individual into the universal. And this state is characterised by
freedom for pleasure and pain, attachment and aversion, and anxiety and desire.
No linguistic presentation of it is possible. Even if somehow presented, there is
no person possessed of the necessary aesthetic capability for Santa. If,
however, Santa be identified, with the means of attaining it such as Mudita etc.
it implies that the aesthetic experience of Santa does not involve a state of mind

distinct from those involved in the first four Rasas such as Srrigara etc.

Dhanafjaya takes Nirveda etc. in its strict sense of opposition, self'-
dissatisfaction and not in the sense caused by realisation of the ultimate. So, in
our humble opinion Santa can be presented in the drama also. And if the
aesthetes can relish Santa from poetry, they can also have its aesthetic
experience from drama. If it is said that it cannot be enjoyed by all then other

sentiments like Raiidra etc. cannot be equally enjoyed by all.

Dhanafjaya accepts only eight Rasas in Natya having the assurance of
the number because of the fourfold state of mind. First present in primary
Rasas and then in their dependant Rasas. In their view the states of Priti,
Bhakti and the like, as well as the sentiments of Mrgaya, Aksa and the like are

not enumerated because they are clearly included in Harsa (joy), Utsaha
(energy).
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Following Dhanafijaya, the aesthetic experience, the awareness,
consisting of the concentrated bliss is enjoyed, and Rati, sorrow etc. act in
beautifying it. So Rasa is one, the feeling of perfect pleasure in which worldly
limitations disappears and the aesthete is conscious only of the pleasure of

bliss.
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