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The doctrine of rasa, which is advocated, if not first enunciated, by अिभनवगĮु, is finally adopted by almost 

all writers on general poetics who accept rasa-dhvani as an important element of poetry. With the 
exception of िवĵनाथ and केशविम®, they do not indeed go so far as to declare expressly with अिभनवगुĮ that rasa 

alone is the essence of poetry, but they accept in reality the suggested sense in the form of rasa as 
essentially the main element. The Rasa is viewed as pleasant sentiment belonging to the reader whose 
dormant emotions, derived from experience or inherited instincts, are evoked by the reading of poems 
into an ideal and impersonalized form of joy; an appreciation or enjoyment, consisting of a pleasant 
mental condition in which the reader identifies himself with the feelings of the hero and experiences 
them in a generic form, the fullness of enjoyment depending upon the nature and experience of the 
particular reader. The sentiment thus evoked is essentially universal in character, and the aesthetic 
pleasure resulting from it is not individual (even though enjoyed as an intimately personal feeling). But 
generic and disinterested, being such as would be common to all trained readers (सामािजकसंवेī). It is, 

therefore described as something supernormal (अलौिकक) and invariably pleasant, not to be compared to 

the normal pleasure of life which has always a reference to one’s personal relations or interests, and 
which may be pleasant or painful. Things, which would be called causes of an emotion in the normal 
sense and which may produce disgust, horror or pity in real life, awaken these feelings indeed in poetry 
and drama, but convey them in such an ideal and generic from that these emotions, which are far from 
pleasant in ordinary life, are converted into an impersonal joy, which is ineffable and indivisible. One 
may be removed by disgust, horror or pity and shed real tears; but the underlying sentiment in always 
one of exquisite joy  which must be distinguished from ordinary feelings. 
  
 This is the general position of all later theorists which regard to the nature and function of rasa 
in poetry. धन¼जय, for instance, give us the same process of transformation of an ordinary emotion, 

dominant composition, into a  poetic sentiment, as formally laid down by भरत and interpreted by अिभनवगुĮ  

and in this he is practically in agreement with मÌमट, िवīाधर, िवĵनाथ and others. The dominant emotion 

(Öथायीभाव), he says, becomes a sentiment (rasa) when it is brought into a relishable condition through the 

co-operation of the excitants, the ensuants and the accessories (including the सािßवकभावs). This sentiment 

is further amplified by the assertion that the enjoyer of rasa (रिसक) is the audience (सामािजक) on whose 

capacity of enjoyment it depends, and that the dominant feeling becomes a sentiments when it is so 
enjoyed. the rasa, being a mental state, a subjective experience  of the reader, in which enjoyment (आÖवाī, 

चवªणा, रसना or भोग) is essential and in which the enjoyer and the object of enjoyment become identical, the 

reader receives the presented feeling into his own soul and thereby enjoys it . The locus of the rasa is 
not in the represented hero who belongs to the past; nor is it in the poem itself, the task of which is 
merely to exhibit the excitants etc. by which the dominant emotion is brought into expression and the 
rasa, on its part, becomes revealed to the reader, Nor does the rasa consist of the reader’s mere 
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apprehension(ÿतीित) of the emotions exhibited in the poem or enacted by the actor; for the reader would 

then apprehend not the rasa but a feeling varying in different individuals, just as in real life the spectacle 
of a pair of lovers in union giving different spectators who witness it the varying emotions, according 
to their individual nature, of shame, envy, desire or aversion . The िवभावs etc., therefore, being the Öथायीभाव 

to the enjoyment of रिसक, the aesthetically receptive reader or spectator, and thereby convert it into rasa; 

but they must be generalized and have no specific relation to a particular individual (पåरÂयĉ-िवशेष). Thus, 

the िवभाव is सीता, धिनक explains, must refer to woman in general, and not to the particular individual who 

was the daughter of जनक. Hence things, which are the exciting, ensuing or accessory circumstances in 

ordinary life, act as िवभावs etc. in poetry, and generalize the dominant feeling into rasa. The spectator, 

say, of the deeds of अजुªन on the stage may be compared, therefore, to the child who, in playing with clay 

elephants, experiences the sensations of its own energy as pleasant. The enjoyment in the spectator’s 
mind is manifestation of that joy which is innate as the blissful nature of self, a circumstance which 
gives us the frequent comparison of  रसाÖवाद with āĺाÖवाद.  

 The mental activity involved in this enjoyment has got four aspects taken in connection with the 
four primary sentiments of the erotic(®ङ्ृगार), the heroic(वीर), the horrible (वीभÂस), and the furious(रौþ) 

admitted by Bharata , and consists respectively of the conditions of unfolding(िवकास), expansion(िवÖतार), 

agitation (±ोभ), and distraction (िव±ेप). We have seen that भĘनायक (along with अिभनवगĮु) speaks of the bhoga 

(or आÖवाī) of rasa as involving only three mental conditions, named, िवकास (pervasion), िवÖतार (expansion), 

and धिृत (melting), which later theorists have taken as the basis and justification of the three गुणs of ÿसाद, 

ओजs and माधयुª respectively. With regard to ninth rasa, the quietist, which is not mentioned by भरत but 

which is acknowledge by some theorists, धन¼जय forbids its delineation in the drama (iv.35); for the 

sentiment of absolute peace is in its own nature indefinable, and consists of four states mentioned by 
philosophers , viz. मýैी, कŁणा, मिुदता, and उप±ेा, which are not realizable by the सŃदय. It is exit at all as rasa, it 

must comprehend the fourfold mental activity enunciated above, as corresponding to the fourfold states 
recognized by philosophers in शम . 

 िवĵनाथ is the only important writer, among later theorists, who boldly accepts अिभनवगुĮ: extreme 

view that the rasa-dhvani alone is the essence of poetry and builds up a system of Poetics on its basis . 
 Following up his own definition of poetry as “a sentence of which the soul is the rasa”, िवĵनाथ: 

gives us an elaborate analysis of rasa in almost all its aspects. His sums up at the outset the characteristics 
of rasa in two verses thus. “The rasa, arising from an exaltation of the quality of सßव, indivisible, self-

manifested, made up of jay and thought in their identity, free from the contact of aught else perceived, 
akin to the realization of Brahma, and having for its essence supernormal wonder (चमÂकार), is enjoyed by 

those competent in its inseparableness (as an object of knowledge) from the knowledge of itself”. He 
explains चमÂकार as consisting of an expansion of the mind and as synonymous with िवÖमय. In the 

connection, िवĵनाथ: quotes with approval an opinion of his ancestor नारायण who put a premium on the 

sentiment of the marvelous (अĩुतरस) and maintained that it was essential in all rasas. It is also explained 

clearly that the rasa is identical with the enjoyment of itself, or, in other words, there is no distinction 
between the object and the operation in the apprehension of rasa; so that when we say ‘the rasa is 
enjoyed’, we only use a figurative expression. It follows from this that the enjoyment of rasa is different 
in its nature from the ordinary processes of knowledge. िवĵनाथ: insists very strongly on the necessity of 
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वासना in the spectator, which consists of experience or instincts acquired from previous births (ÿाĉन). It 

one is not endowed with these germs of the capacity of appreciation, one may be develop them by study 
of poverty and experience of life. In the case of the grammarian, the philosopher or one well-versed in 
the sacred lore, these susceptibilities are deadened. If it is sometimes found that an eager student of 
poetry is still deficient in the capacity of relishing of rasa, we must assume that it is the result of his 
accumulated demerit of a previous birth. Thus, िवĵनाथ is anxious to show that experience and cultivation 

of the power of imagination are essential in one who seeks to enjoy rasa. 
िवĵनाथ also insists that the िवभाव etc. as well as the dominant feeling (Öथायीभाव) must be felt as generic or 

impersonalized. The reader must not take the feeling a his own individual emotion; for it would then 
remain as his feeling (and never become rasa) and would sometimes (e.g. in the case of the pathetic 
sentiments) cause pain, and not joy. Nor should the feeling be taken as pertaining solely to the hero; for 
then if cannot, as the feeling of another person, affect the reader become rasa. It is necessary, therefore, 
that the excitants etc. as well as the dominant feeling, should be generalized by a generic function 
(साधारणीकृित) inherent in themselves, which corresponds to the generic power (भावकÂव) postulated for poetry 

by भĘनायक. This universalisation of the factors and the feelings enables the reader to identify himself with 

the personages depicted; and this conceit of community removes all difficulty about accepting 
extraordinary episodes of exalted personages who may be superior in virtue or prowess to the average 
reader. The excitants etc. are indeed normally called causes, but in reality the rasa is not an effect in the 
ordinary sense; for in the case of rasa there is the simultaneous presence of itself and its excitants, which 
is not true of an ordinary cause and effect. It is also pointed out that all the factors (िवभाव etc.) need not 

be present at once, for the presence of one would revive the others by association of ideas. In the other 
words, what might seem wanting in the utterance of poetry is supplied, from the suggestive character of 
poetry itself, by force of association of ideas. It also follows from the character of rasa described above 
that it is not necessarily found in the actor, who is assuming the role of the hero performs his part only 
mechanically by rule and rote; he ranks as a spectator (and therefore as a recipient of rasa) in so far as 
he is himself a man of taste and actually experiences the feelings he enacts . 
 In spite of the unquestioned dominance of the Dhavni School, which no doubt recognized the 
importance of rasa but regarded it as one of the phases of the unexpressed only, one class of writes, who 
still adhered to rasa as the only element worth considering in poetry, continued to devote exclusive 
attention to it and built up a system, so to say, on the basic of the rasa alone. Of all the rasa, however, 
as ®ङ्ृµगार: (or love) forms the absorbing theme of Sanskrit poetry and drama in general, and as this 

particular poetic sentiment has an almost universal appeal, these writers naturally work out this 
important rasa in all its phases; and we have in consequences a series of erotico-rhetorical treatises of 
which the earliest known and the earliest known and the most remarkable is ŁþभĘ’s ®ङ्ृगारितलक  . ŁþभĘ states 

distinctly at the beginning of his work that although भरत and others have spoken of rasa in the drama, his 

object is to apply it to the case of poetry, and that a काÓय, in his opinion, must possess rasa as its constant 

theme. Following upon this we have भोज’s ®ङ्ृगारÿकाश   which deals with the subject in the usual elaborate 

encyclopedic manner of its author, with profuse illustrations of every phase of the erotic sentiment in 
no less than eighteen out of thirty-six chapters. After this come innumerable works of a similar nature , 
which take rasa, especially ®ङ्ृगार, as their principal theme and which were composed apparently with the 

object of guiding the poet in the composition of erotic pieces so popular and profuse in Sanskrit poetry. 
Of these, the भावÿकाश  of शारदातनय, which reproduces the substance of most of the chapters of भोज’s work, 



ANVESAK 
ISSN : 0378 – 4568 UGC Care Group 1 Journal 

Vol. 54, No. 1 (III) January-June 2024 194 

 

          

and the exhaustive रसाणªवसधुाकर of  िसङ्गभपूाल , as well as the two well known works of भानुद° , deserve 

mention. But none of these later treatises adds anything new or original to a subject already thrashed out 
it’s almost.  
 A new turn was given to the theory by łपगोÖवािमन्’s उººवलनीलमिण, which attempted to deal with rasa 

in terms of the वÕैणव idea of ujjvala or madhura rasa, by which was meant the ®ङ्ृगाररस, the term ujjvala 

having been apparently suggested by Bharata’s description of that rasa  . The madhuara rasa, however, 
is represented not in its primarily a  phase of bhakti-rasa (मधरुा´यो भिĉरसः); for according to वÕैणव theology 

there are five rasas forming roughly the five degrees of the realization of bhakti or faith. Viz. शाÆत 

(tranquility), दया (servitude or humility, also called ÿीित), sakhya (friendship or equality, also called 

preyas), वाÂसÐय (parental affection) and माधयुª (sweetness). The last, also called the ujjvala rasa, being the 

principal, is termed भिĉरसराज्   and constitutes the subject matter of the present treatise. The कृÕणरित or the 

love of कृÕण forms the dominant feeling of Öथायीभाव of this sentiment, and the recipient here is not the 

literary सŃदय but the bhakta or the faithful . This Öथायीभाव, known as मधरुारित, which is the source of the 

particular rasa, is defined in terms of the love of कृÕण  ; and the nature of नायक and नाियका is defined in the 

same manner and their feelings and emotions illustrated by adducing examples from poems dealing with 
the love-stories of कृÕण and राधा. The work is, therefore, essentially a वÕैणव’s religious treatise presented in 

a literary garb, taking कृÕण as the ideal hero, with the caution, however, that what is true of कृÕण as the hero 

does not apply to the ordinary secular hero (i. 18-21) . 
 With the exception of the उººवलनीलमिण, which attempts to bring erotica-religious ideas to bear 

upon the general theme of rasa, these specialized treatises have, however, very little importance from 
the speculative point of view; and as they belong property to the province of Erotics rather than poetics, 
treatment of them should be sought elsewhere. The simple idea, elaborated less in all these works is that 
awakening of rasa is all important in poetry, and that the fundamental rasa is ®ङ्ृगार or the erotic, which 

is consequently treated in its various phases with copious illustrations. This is clearly expressed in the 
attitude of the author of अिµनपुराण and of Bhoja, who accept only one poetic rasa, viz. the erotic . In the 

same way, ŁþभĘ declares ®ङ्ृगारनायको रसः (i.20), and  भानुद° appears to take it for granted that ®ङ्ृगार occupies 

an honored place among all the rasa (तý रसषे ु®ङ्ृगारÖयाËयिथªतßवेन etc, ed. Benaras, p. 21). 

 It is unnecessary, as it is unprofitable, in the discussion of general principles, to enter here into 
the elaborate definitions, distinctions and classifications of the amorous sentiments with all its varying 
emotional moods and situations, which these treatise industriously discuss and which have always 
possessed such attraction to mediaeval scholastic minds. The  theorists delight in arranging into division 
and sub-divisions, according to rank, character, circumstances and the like, all conceivable types of the 
hero, the heroine and their adjuncts, together with the different shades of their gestures and feelings, in 
conformity with the tradition which already obtained in the cognate sphere of dramaturgy . Thus ŁþभĘ, 

after a preliminary enumeration and definition of the rasas and the भाव, proceeds to speak of two aspects 

of ®ङ्ृगार, viz. सÌभोग (love of union) and िवÿलÌभ (love of separation) , and classify the hero (नायक) into the 

faithful (अनकूुल), the gallant whose attention is equally divided among many (दि±ण), the sly (शठ), and the 

saucy (धķृ), according to his character as a lover. Later writer, however, subdivide each of these, again, 

into the best (उ°म), the middling(मÅयम) and the lowest (अधम), and arrange the whole classification under 

the fourfold division of the genus hero into four types viz., (i) the brave and the high-spirited (धीरोदा°) (ii) 

the brave and haughty (धीरोĦत) (iii) the brave and sportive (धीरलिलत) and (iv)the brave serene(धीरÿशाÆत), thus 
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giving us altogether forty-eight subdivisions of hero . The follows a brief description of the assistants of 
the hero  in matters of love (narma-saciva), viz. the Comrade (िपठमदª), the Companion (िवट) and the Buffon 

(िवदषूक), some adding चेट (or the servant) in the enumeration. 

 In the same way, the heroine is taken broadly in threefold aspects in her relation to the hero as 
his wife (Öवीया), or belonging to another, (परकìया) and as common to all (सामाÆया) The Öवीया is subdivided 

again into the adolescent and artless (मµुधा), the youthful (मÅया), and the mature and audacious (ÿगÐभा), i.e. 

the inexperienced, the partly experienced and the fully experienced. Later authors introduce greater 
fineness by subdividing each of these according to her temper, into the partially self-possessed (धीरा), the 

not self-possessed (अधीरा), and the partially self-possessed (धीराधीरा), higher (ºयķेा) or lower (किनķा), each 

holds in the affection of the hero. The परकìया or अÆयदीया who, according to वÕैणव ideas, is the highest type of 

the heroine, is twofold, according as she is a maiden (कÆया) or married (ऊढा) ; while the सामाÆया heroine, 

who is sometimes extolled (ŁþभĘ), and sometimes deprecated (ŁþभĘ), is only of one kind, the वÔेया or 

courtesan . The sixteen types of heroine thus obtained are further arranged according to eightfold 
diversity in their condition or situation in relation to her lover, viz. heroine who has the lover under 
absolute control (Öवाधीनपितका), the heroine disappointed in her assignation through misadventure or 

involuntary absence (उĉा), the heroine in full dress expectant of her lover(वासकसिºजका), the heroine 

deceived (िवÿलÊधा), the heroine separated by a quarrel (कलहाÆतåरता as called अिभसिÆधता), the heroine outraged 

by the discovery of marks of unfaithfulness in the lover (खिÁडता), the heroine who meets her lover by 

assignation  (अिभसाåरका) and the heroine pining for the absence of her lover gone abroad(ÿोिषतपितका). We 

arrive in this way at an elaborate classification of the heroine into three hundred and eighty-four types; 
and one of the later writers states characteristically that there are other types also, but they cannot be 
specified for fear of prolixity (SD. iii.88, p. 120). 
 But here the theorists do not stop. The hero is endowed further by a set of eight special 
excellences, as springing from his character(सािßवक): e.g. brilliance (शोभा) including heroism, cleverness, 

truthfulness, emulation with superiors and compassion to inferiors; vivacity (िवलास) indicated by his 

glance, step and laughing voice; grace (माधयुª) displayed in placid demeanour even in trying 

circumstances; equanimity (गाÌभीयª) consisting of superiority to emotions; steadfastness (Öथैयª) in obtaining 

one’s object; sense of honour (tejas) manifested in his impatience of insult; gallantry (lalita) in his word, 
dress or deportment; magnanimity (औदायª) exhibited in generosity, agreeable words and equal treatment 

to friend and foe. The heroine is allowed a more generous set of qualities. First we have the three physical 
(अङ्गज) characteristics; भाव or first indication of emotion in a nature previously exempt, हाव or movement 

of eyes and brows indicating the awakening of emotion, हलेा of the decided manifestation of feeling. 

Then we have seven inherent qualities. e.g. brilliance of youth, beauty and passion, the touch of 
loveliness given by love, sweetness, courage, meekness, radiance and self-control. Then are enumerated 
her ten graces, to which िवĵनाथ adds eight more. All her gestures, moods or different of delight, 

involuntary expression of affection, self-suppression through bashfulness, affected repulse of 
endearments, as well as the deepest and tenderest display of sentiments, are minutely analysed and 
classified. To this is added a detailed description of the modes in which the different types of heroines 
display their affection, the maidenly modest demeanour of the मµुधा or the shameless boldness of the more 

experienced heroine. We should recognize the subtle power of analysis and insight which these attempts 
indicate; but speaking generally, the analysis is more of the form than of spirit, based on what we should 
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consider accidents rather than essentials. At the same time, marked as it is by much of scholastic 
formalism, there is an unmistakable attempt to do justice to facts, not only as they appeared to the 
experience of these theorists but to the observation of general poetic usage; and in the elaborate working 
out of the general thesis that the rasa is evolved on the basis of one or other of what they call the 
permanent mental moods, with the help of the various emotional adjuncts, the writers on poetics 
emotions, the psychology of which bears an intimate relation to their theory and in itself deserves a 
separate study. 
 The discussion of this extensive topic of the नायक and नाियका comes in topically under the theory 

of िवभाव and अनभुाव, which act as factors of rasa. The mood, which is at the root of sentiment, is held to be 

the Öथायीभाव, the dominant feeling, the main theme of the composition in question. These feelings, 

according to Bharata, who is accepted on this point by all writers, can be classified into eight categories, 
viz. Love (rati), Mirth (हास), Sorrow (शोक), Anger (krodha),  Energy (उÂसाह), Fear (bhaya), Disgust (जुगुÈसा) 

and Astonishment (vismaya), though some later writes add, as we shall see. Tranquility (शम or nirveda) 

to the number. These dominant feelings are worked up into a corresponding number of sentiments of 
rasas through the means of the िवभावs etc . The िवभावs or Excitants are said to be of two kinds , viz., (1) 

the Substantial or Essential (आलÌबन), which consists of such material and dispensable ingredients as the 

hero, the heroine, the rival hero and their adjuncts, and (2) the Enhancing(उĥीपन) viz. such condition of 

time, place and circumstance as serve to foster the rasa, e.g. the rising of the moon, comprise such 
outward manifestations of feeling as sidelong glances, a smile, a movement of the body, or such 
involuntary action of sympathetic realization of the persons depicted (सािßवक)  as fainting (pralaya), 

change of color (वैवÁयª) trembling (vepathu) etc., which are, again dogmatically classified into eight 

varieties. There are other feelings of a more or less transitory nature, which accompany or interrupt the 
permanent mood without, however, supplanting it; and these are known, as we have noted, by the name 
of Accessories or Óयिभचारीभावs. These are linkened to servants following a king or to waves of the sea, 

whereby the dominant mood is understood as the king and the sea respectively, and classified elaborately 
into thirty-three categories, first mentioned by Bharata (pp.337f above) and implicitly accepted by his 
followers. 
 All these elements contribute towards developing the eight or nine Öथायीभावs into eight or nine 

different types of rasa. We have the earliest and most orthodox mention in Bharata.(p. 337 above) of 
eight Öथायीभावs and the resulting eight rasa corresponding to them, of which the Erotic (®ङ्ृगार), the Heroice 

(वीर), the Furious (raudra), and the Disgustful (बीभÂस) are the main, leading to four others, the Comic (हाÖय), 

the Marvellous (adbhuta), the Pathetic (कŁण) and the Terrible(भयानक). दिÁडन् accepts this classification 

(ii.280-87), but उĩट (iv.4) adds  the Quietist (शाÆत) as the ninth rasa, although Bharata  neither defines it 

nor mentions its corresponding िवभावs. Łþट is singular in postulating a tenth rasa, called the 

Agreeable(preyas), which is accepted by Bhoja, with the tradition of two new rasa उदा° and uddhata, as 

well as शाÆत. ŁþभĘ admits nine rasas in Poetry; so do Hemachandra and the two वाµभĘ. The अिµनपुराण in the 

same way mentions nine rasas (and eight Öथायीभावs), but follows Bharata in regarding four as principal 

and says special stress on the ®ङ्ृगार. आनÆदवधªन admits शाÆत (pp. 138, 238). Those later authors who accept 

the ninth rasa, The quietistic, necessarily postulate nirveda or self-disparagement, arising out of the 
knowledge of reality (तßव²ान), as its Öथायीभाव, which is called by some authorities शम, or repose resulting 

from freedom from mental excitement . The वÕैणव writers (especially किवकणªपुर add दाÖय, sakhya, वाÂसÐय, 
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preman and bhakti . 
  The author of the दशłपक, however, contends that there can be no such  Öथायीभाव as nirveda or शम, 

for the development of that state(if it is at all possible to destroy utterly love, hatred and other human 
feelings) would tend to the absence of all moods; and in the drama, the object of which is to delineate 
and inspire passion, it is inadmissible. Others, again hold that the Quietistic rasa does exit, as it is 
experienced by those who have attained that blissful state, but it has no Öथायीभाव in dramatic composition; 

for nirveda, being the composition; for nirveda, being the cessation of all wordly activity, or शम being 

freedom from all mental excitement, it is not fit to be represented. Hence मÌमट takes eight rasas in the 

drama(p.98) and nine in poetry (p.117). Bhoja, in accordance with the views of the school which lays 
special emphasis on the ®ङ्ृगार, accepts only one rasa, the Erotic, in his ®ङ्ृगारÿकाश; and although he 

mentions as many as ten rasas in his सरÖवतीकÁठाभरण, including the शाÆत and the preyas, he appears to devote 

almost exclusive attention to the ®ङ्ृगार in his treatment of the rasas in his work. The views about the 

admissibility of the शाÆत are discussed by the author of the एकावली (pp.96.7) who maintains that Bharata 

has mentioned nirveda as Óयिभचारीभाव immediately in context after the enumeration of the Öथायीभावs and at 

the beginning of the list of the Óयिभचारीभावs; and this fact is interpreted as indicating that the sage meant it 

both as a Öथायीभाव and as a Óयिभचारीभाव; but Hemacahandra (p.81) anticipates and rejects this quibble of 

verbal interpretation, though agreeing in the general proposition as to the admissibility of शाÆत as the 

ninth rasa. 
िवĵनाथ primarily admits eight orthodox rasas (iii.p.160) but adds the ninth शाÆत in deference to the views 

of these authorities, add a tenth rasa, called वाÂसÐय or parental affection, subscribing apparently to वÕैणव 

ideas (pp. 185-86) . He quotes a  verse to explain that the mood, called by the great sages the Quietistic, 
which has, among all sentiments, tranquility (शम) as its basis, is that state in which there is neither pain 

nor pleasure, nor hatred, nor affection, nor any desire . But the question arises how can Quietistic, being 
of the nature described, arising only in a state of emancipation wherein there is an absence of all feelings 
like the Accessories etc., be rasa, which implies a state of relishable enjoyment . To this objection िवĵनाथ 

replies that the Quietistic is a rasa because in that state the soul is only about to be emancipated (युĉ-

िवयुĉ-दशा) and is not completely absorbed in the Divine, so that the presence of feelings, like the 

Accessories etc. it is not incompatible. As for the statement that there is an absence of even pleasure in 
it, it is not contradictory, for it refers only to wordly pleasure . जगÆनाथ, the latest writer on the subject, 

advocates nine rasas and maintains (pp.29-30) that like all other rasa, the शाÆत is Capable of being 

represented and appreciated by the audience. Since the clever performance of the actor, representing 
such a state of mind, free from disturbance and not affected by the passions or desire, is found in actual 
experience, to produce an impression on the mind of the audience it is their state of mind, exhibited by 
their silent and rapt attention, which ought to settle the question.  The representation of absolute 
indifference or the actor’s power of representing it is not the point in issue: it is the capacity of the 
spectator who actually feels the sentiment. जगÆनाथ also adds that even those, who do not admits this rasa 

in the drama, should accept it in poetry from the fact that poems like the महाभारत have for principal theme 

the delineation of शाÆत rasa, which is thus established by universal experience (अिखललोकानुभविसĦÂवात्). नागेश 

remarks on this that the शाÆत rasa should also be admitted in the drama on this ground, in as much as the 

Prabodha-candrodaya  is universally acknowledged as a drama(p.30). 
 Coming to the essential bliss of rasa, viz. the भाव, we have seen that Bharata defines it in general 
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terms as that which manifests the sense of poetry through the three kinds of representation. वािचक, आङ्िगक 

and सािßवक ; it is the emotion which ultimately becomes a sentiment, if it is dominant and therefore, serves 

as the basis of rasa. But later writers arrive at a greater precision and apply the term technically to those 
cases where there is no proper or complete development of rasa. Both धन¼जय and भानुद° expand the 

definition of Bharata, the later defining it as  a deviation from the natural mental state (िवकार) which is 

favourable to the development of rasa (रसानुकूल) and which may be either physical (शारीर) or mental (आÆतर). 

But मÌमट fixes the conception of भाव as रितद¥वािदिवषयाÓयिभचारी तथाि¼जतः (‘love having for its object a deity or the 

like, and also the suggested Accessory’), on which he adds the gloss : आिदशÊदात्  मिुन-गुŁ-नपृ-पुýािद िवषया, 

काÆतािवषयया तु Óयĉा शङ्ृगारः (‘by the term the like are meant sages, preceptor, the king, the son etc., the one 

having a beloved woman for its object becomes the erotic’) Govinda explains that the word rati here 
implies the Öथायीभाव which has not attained to the state of rasa  . What is meant is that when the Öथायीभावs, 

like rati, have for their objects god, king, son and the like, or when the Óयिभचारीभावs are manifested as the 

principal sentiment in a composition, there is no rasa but भाव; and this definition is accepted by all writers 

after him. 
Thus, िवĵनाथ explains the भाव as follows: 

स¼चाåरणः ÿाधानािन, देवािद-िवषया रितः। 
उĨुĦमाýः Öथायी च भावÂेयाÈयिभधीयते॥ 

In other words, when the Accessories are principal, or when love etc. has a deity or the like for its object, 
or when a dominant feeling (Öथायीभाव) is merely awakened, we have भाव. His own gloss upon the above 

verse explains it in this way. Although they are always concomitants of rasa in which they finally rest, 
such Accessories as are for the time being followed by his king in his marriage procession; or love etc. 
having a deity, a sage, a spiritual guide, a king and the like for its object; or such Öथायीभाव as are merely 

awakened or have not attained the state of a rasa from their not being fully developed, are denoted by 
the term भाव. In all these cases apparently there is no complete or proper development of Rasa; and a भाव, 

therefore, in later terminology, may be generally described as an incomplete rasa. But this must be 
distinguished from the रसाभास or semblance of rasa and the analogous भावाभास, which occur when the poetic 

sentiments and emotions are falsely attributed(e.g. sentiments in animals such as described in कुमारसÌभव, 

iii. 36-37), or when they are brought out improperly, i.e. when there is a lack of entireness in them as 
regards their ingredients . The cases occur, according to Bhoja (v.20) when the mood or emotion is 
developed in an inferior character (हीनपाý), in animals(ितयªक्), in the rival hero (नायकÿितयोिगन)् or in any other 

subordinate object (गौणपदाथª) , but िवĵनाथ elaborately summaries various other cases (iii. 263-66), especially 

noting improprieties in connation with particular rasa. Thus, there is an impropriety if the Terrible (भयानक) 

is made to reside in a noble personage, or the Comic (हाÖय) in a spiritual guide. It must be noted, as जगÆनाथ 

explains, that if a mood or feeling is developed by impropriety, the impropriety, unless it acts as a bar, 
does not constitute a fault . 
In the same way (1) when there is an excitement only (and not full development) of sentiments, (2) when 
two opposing sentiments, striving for mastery, are represented as being relished in one and the same 
place and at the same time, or(3) when a number of sentiments, of which each succeeding one puts down 
the preceding, they constitute  respectively भावोदय, भावसमािध and भावशबलता. Now, all these phases of 

sentiment are taken as rasa topically, inasmuch as they are capable of being tasted (सव¥ऽिप रसनाþसः). These 

cases do not seem to have been formally recognized by Bharata, though hinted at by him in vi. 40, as 
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we learn from Abhinava’s commentary on ch.vi, which is partially reproduced also in his Locana, p. 66. 
They are first met with in उĩट, who includes them under ऊजªिÖवन ्(vi. 6); but in Łþट (xii.4) and the Åविनकार 

ii.3) we find them definitely established. 
This incomplete development of rasa and its subordination must be distinguished from the cases of the 
opposition (virodha) of simultaneously existing sentiments in the same theme. It is laid down formally 
that some rasas are intrinsically inconsistent with one another, e.g. the Erotic is opposed to the 
Disgustful, the Heroic to the Quietistic, and so forth . The incongruity or opposition result in three ways, 
viz. (1) from identity of the exciting cause (आलÌबनिवभाव) (2) from identity of the subject of emotion and 

(3) from immediacy of succession. The incongruity in the first two cases may be removed by 
representing the sentiments as having different subjects (e.g. in the hero and the rival hero). The last 
case conflict may be removed by placing, between the two immediately succeeding sentiments, a 
sentiment which is not opposed to them. These are cases where two or more rasas stand in the relation 
of principal and subordinate; the term ‘subordinate’ being misleading, it is sometimes called a 
concomitant rasa (स¼चाåरन)्, which implies that it cannot terminate absolutely in itself and at the same time 

is distinct from a fully developed rasa, as well as from a mere undeveloped भाव  . There is also no 

incongruity where a conflicting rasa is recalled or described under  comparison. All these questions 
properly come under the theory of Propriety or Aucitya in relation to rasa, elaborated by आनÆदवधªन and 

his followers and is ultimately based on  the dictum attributed to the Åविनकार (p.145), cf. Locana p.138), 

which lays down in general terms that the secret of Rasa lies in conforming to the established riles of 
propriety. 
 The doctrine of the ÅवÆयालोक that in a composition in which the sentiment is awakened, proprieties 

of various kinds (e.g. with reference to the speaker, the theme, the employment of the िवभावs etc., the use 

of the अलङ्कारs and other elements, pp. 134f, 144f) should be observed, and that certain items of 

conflict(virodha) with the dominant sentiment should be avoided, gave rise to a theory of Propriety, 
which is generally comprehended by later writers under the discussion of the doÒas of rasa. Thus, in 
later treatises, the conventional doÒas of पद, पदाथª, वा³य, वा³याथª recognized since वामन’s time. It is ±ेमÆेþ alone 

who emphasizes the importance of the subject by making it the theme of his औिचÂयिवचारचचाª which will be 

noticed in its proper place. मिहमभĘ, in the twelfth chapter of his work, considers the question of anaucitya 

in some details. According to him, impropriety or incongruity has two aspects, according as it refers to 
शÊद or to अथª respectively. Then he speaks of propriety as external (बिहरङ्ग) or internal (अÆतरङ्ग), apparently 

as it is शÊदिवषय or अथªिवषय. The cases of internal propriety, which consists in the proper employment of the 

िवभावs etc. have already been explained by previous writers(e.g. ÅवÆयालोक pp. 144f). मिहमभĘ, therefore, takes 

up the question of external propriety, which he thinks falls under five faults of composition, viz. िवदेहािवमशª 

(non- discrimination of the predicate), prakrama-bheda (violation of uniformity in the expression), 
karma-bheda( syntactical irregularity), paunaruktya (tautology) and वा¸यवचन (omission of what must be 

expressed), to the explanation and exemplification of which he devotes, amidst several digression, the 
rest of the chapter(ch. ii). It is difficult to say why these faults of expression alone are singled out as 
defects resulting in a violation of rasa (rasabhaÉga). Later writers would include them under general 
defects, reserving the cases of virodha or opposition of rasa as specific instances of rasa-doÒas. 
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1. But the Natya-darpana, as noted above (p. 446 fn), as well as Bhoja (सखुदःुखावÖथाłपः), believs that Rasa is सखुदःुखाÂमक. The रसकिलका 

(p. 312) also holds this view. See the elaborate arguments set forth in Natya-darpana(ed. GOS, p. 159) in support of this view. 

Siddhicandra (Kavyaprakasha-khandana pp. 16-21) refers to this theory of the “Navyas” that all Rasas are not pleasurable, but 

some distinctly painful. They accordingly admit the four pleasurable Rasas, viz. ®ङ्ृगार, वीर, हाÖय,  and अĩुत only, and not those 

which involve pain, viz. कŁण, रौþ, बीभÂस and भयानक. See the question discussed by V. Raghavan, Number of Rasas, ch. viii. 
1. Cf. Jacobi in GgA, 913, pp. 308f. 
1. These circumstances, Dhanika thinks, disprove the Óयङ्µयÂव of Rasa. It seems that Dhanika does not accept the Óयङ्µय-Óय¼जक relation 

of Rasa to poetry, but holds some views similar to the भाÓय-भावक theory of भĘनायक (ed.   Parab, 1917, p. 96). 
1. See above p. 337. The fourfold division is probably adopted as an ostensible rationale for the doctrine  of four primary and four 

secondary Rasas recognized by Bharata. 
1. E.g. Yoga-sutra i. 33.  
1. न च तथाभतूÖय शाÆतरसÖय सŃदयाÖवादियतारः शािÆत अथ तदपुायभूतो मिुदता-मैýी-कŁणो ÿे±ािद ल±णाः तÖय च   

  िवकास िवÖतार-±ोभ-िव±ेपłपतैवेित। 
1. भानुद°ः, who substantially follows the doctrine of Rasa detailed their, is however singular in his classification of some aspects of 

Rasa. He speaks of Rasa as Laukika and alaukika, subdividing the latter into svapnaika (enjoyed in a dream), manorathika (fanciful 

like a castle in the air) and anupanayika (as depicted in poetry). He again gives us (रसतरङ्िगणी. Ch. viii, p. 65, ed. Regnaud) a three 

fold arrangement of Rasa with Reference to its manner of manifestation: (i) abhimukha, when it is manifested by means of the 

भाव, िवभाव and अनभुाव. (ii) vimukha, when these elements are not directly expressed; so called because it is comprehensible with 

difficulty. (iii) paramukha, which has again two aspects according as it is (a) alamkara-mukha, i.e. where the alamkara is principal 

and the rasa is secondry. This includes probably the cases of figures like rasavat, which are included in गुणीभतूÓयङ्µयकाÓय by the 

Dhvani theorists, and (b) bhava-mukha where the bhava is in the same way principal. 
1. This follows धन¼जय’s dictum that the enjoyment of Rasa is not precluded in the actor, if he realizes in himself the feelings depicted. 
1. The topics dealt with in its three chapters are : I. The rasas, the Öथाियभावाः, the dramatic विृ°s, शङ्ृगार and its division; the नायक, 

classified with illustrations; his assistants; classification of the नाियका, II.      

  Characteristics of love-in-separation, of पूवªराग, the ten stages of love, the उपायs, etc, III. The other rasas, viz. हाÖय, कŁण, रौþ, वीर, 

भयानक, बीभÂस, अĩुत and शाÆत; the four vªttis appropriate to the rasas. 
1. See above p. 517. 
1. See pp. 233f, and chapter on Minor Writers. 
1. See p. 235. 
1. See p. 236. The three vilasas of this extensive work deal with the following topics : i. The hero, his qualities and classification; his 

adjuncts; the heroine, her classification and qualities, her sattvika excellences; the uddipana-vibhavas; the riti and the gunas; the 

dramatic vrttis; the satvika bhavas, ii. The vyabhicari-bhavas, the anubhavas, the eight rasas, iii. The drama and its varieties, 

characteristics etc. 
1. The eight tarangas of Rasa-tarangiÆi are (i) Definition of Bhavas and subdivision there of; the sthayi-bhavas. (ii) The vibhavas. (iii) 

The anubhavas. (iv) The eight sattvika bhavas. (v) The vyabhicari-bhavas.(vi) The rasas and detailed treatment of sringara. (vii) 

The other rasas. (viii) The sthayi-bhavaja and rasaja drusti. The Rasamanjari, a much smaller work, devotes more than half of itself 

to the nayika and her companions and applies the rest to the sringaranayaka, his assistants, the eight sattvika gunas, the two aspects 

of srnigara and the ten stages of vipralambha-sringara.  
1. यिÂकिञÐलोके शुिचमेÅयमºुºवलदशªनम ्वा तत् शङ्ृगारेणोपमीयते, Gaikwad ed., pp. 89-90. 
1.िवĵनाथ चøवितªन् explained as शाÆतÿीितÿेयोवाÂसÐयोººवलनामसु मु́ येष.ु.....सवैोººवलापरपयाªयो भिĉरसानां राजा    

   मधरुा´यो रसः। 
1. ÖवाīÂवं Ńिद भĉानामानीता ®वणािदिभः एषा कृÕणरितः Öथायी भावो भिĉरसो भवेत्।, cited by िवĵनाथ चøवितªन्,  

  p.4. 
1. मधरुा´याय रतेलª±णं चोĉं िमथो हरेमृªगा´याĲ सÌभोगÖयािदकारणम,् मधरुापरपयाªया िÿयता´योिदता रितः, ibid., Ioc,  

  cit. 
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1. The orthodox theorists (cf. जगÆनाथ pp. 47f) would regard bhakti( which being based on अनुराग or attachment cannot be comprehended 

by शाÆत रस) as included in भाव, being देवािदिवषय रितः, and as inadmissible as a fully developed rasa. Cf. भानुद°, रसतरङ्िगणी ch. vi-

On उººवलनीलमिण and वÕैणव theory of Rasa see S.K. De, वÕैणव Faith and movement, Calcutta, 1942. 
1. See pp. 135-36. Cf. also मÆदारमरÆदचÌपू, ix, p. 107. (ed. काÓयमाला). 
1. See Bharata नाट्यशाľ ch. Xxii-xxiv; दशłपक iv.50f. and iii. 
1. This statement follows Bharata and is accepted by most theorists including Bhoja; but धन¼जज distinguishes three cases, privation 

(ayoga), sundering (िवÿलÌभ) and union(सÌभोग) : the first denoting the inability of lovers, through obstacles, to secure union, and 

the second arising from absence or resentment. The first case of love may pass through the well known ten stages(longing, 

anxiety, recollection, praise of the beloved, distress, raving, insanity, fever, stupor and death; cf. िशङ्गभपूाल ii. 178-201); while 

the second condition may be caused by a quarrel, due to discovery or inference of unfaithfulness (which may be counteracted 

bysix उपायs, viz. conciliating, winning over her friends, gifts humility, indifference or distracting her attention) or by absence 

arising from business, accident or a curse. 
1. The good qualities of the hero are innumerable. For his characteristics, see धन¼जज ii. 1 f; िवĵनाथ iii. 30f; िशङ्गभपूाल i. 61; etc. On 

the theme of नायक-नाियका, as treated in अलङ्कार works, see V. Raghavan, Intro. To his ed. Akbarshahi शङ्ृगारम¼जरी pp. 14-90. 
1. The ÿितनायक or the rival of the hero is धीरोदा°, haughtiness being his essential characteristic; but he is described also as stubborn 

and vicious(दशłपक ii. 9; सािहÂयदपªणiii. 130, p. 136). The पीठमदª of the heropossesses, in a lesser degree, the qualities of the 

hero(e.g. Markanda in the मालतीमाधव). The term पीठमिदªका in the feminine occurs in the मालतीमाधव in the sense of a trusty go-

between, applied to the nun कौिशकì. The िवट, usually neglected in the serious drama, except in चाŁद° and मृ̧ छकिटक, appears in 

all his glory in the भाण, for which he is prescribed as the hero. 
1. An amour with a married woman cannot, cannot, according to Łþट and ŁþभĘ form the subject of dominant Rasa in a play or poem; 

but this is the central theme of वÕैणव lyrics. 
1. भरत xxii. 197-206 : धन¼जय ii. 21f : िवĵनाथ iii. 67-70; िशङ्गभपूाल i. 121-51. Rarely a heroine, she must be represented as love when 

she is a heroine; but she cannot be so when be so when the hero is divine or royal.The exception occurs in a prahasana or 

farce(and incidentally in a भाण or the erotic monologue) where she can be represented in her low and avaricious character for 

cosmic effect. 
1. The usual meeting places are given as a ruined temple, a garden, the house of a go-between, a cemetery, the bank of a stream, or any 

dark place generally. 
1. Theoretically the Rasa is one, a single ineffable and impersonal joy, but it can be subdivided, not according to its own nature but 

according to the emotions which form its basis. भरत (ch. vi) and other theorists give a full description of the Öथायीभावs, िवभावs 

etc. In the case of each Rasa, into which space forbids us to enter. A summary of it will be found in Lindenau Rasalehre Leipzig 

1913, pp.8f. Thus, in the case of the heroic sentiment (वीर), the dominant feeling is energy(उÂसाह); the excitants(िवभावs) are 

coolness (असÌमोह), resolve(अÅयवसाय), circumspection(नय), strength(बल), etc.; the ensuants (अनभुावs) are firmness(Öथैयª), heroism 

(शौयª), sacrifice(Âयाग) etc.; the Óयिभचाåरणः or accessory feelings are those of assurance, arrogance. िवĵनाथ gives them somewhat 

differently. The essential excitant (आलÌबनिवभाव) of the heroic sentiment, according to him, consists of those to be vanquished, 

and their  acts and gestures from the enhancing excitants (उĥीपनिवभावs); the ensuants  comprehend the desire or seeking for 

assistants and adherents; while the accessory feelings are patience, intelligence, remembrance, cogitation  etc. The sentiment 

may take three from of corage (Bharata vi. 79=ed. Regnaud vi.80), viz. in battle (यĦुवीर), in virtuous deeds(धमªवीर), and in 

liberality (दानवीर), to which later writers (e.g. िवĵनाथ) add दयावीर. It should also be noted that a special color and a presiding  

deity is attributed to each Rasa. Thus, red, black, white, dark, (Ôयाम) and grey are associated, not unreasonably with the furious, 

terrible, cosmic, erotic and pathetic and sentiments, although it is difficult to explain why horror is dark blue (नील), wonder is 

orange, and heroism us yellow. The respective deities are िवÕणु (erotic), यम(pathetic), ÿमथ(comic), Łþ(furious), इÆþ(heroic), 

काल(terrible), महाकाल (disgustful), āĺा(marvelous),. िवĵनाथ adds that नारायण is  the presiding deity of शाÆत rasa and the colour  

associated is that of Jasmine(kunda). 
1. These two divisions of िवभाव are not mentioned by भरत but distinguished by धन¼जय (iv. 2) and traditionally handed down by िवĵनाथ. 
1. See above p. 339, fn 2. The सािßवकभावs in later works from a special class of अनुभाव:.  
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1. If the verse is genuinely UdbhaÔa’s. See above p. 431, fn. 2- On the शाÆतरस in भरत and धन¼जयsee S.K. De, Some Problems pp. 139-

41. On the number and nomenclature of Rasa generally see V. Raghvan, Number of Rasas, Adyar 1940. 
1. The शाÆत text in Bharata, available in certain recensions, are interpolations. See Bhagavan, op.cit., pp. 15f , िवĵनाथ, कािलदास knew 

only eight Rasas, िवøमोवªशीय ii. 18, where मुिन-भरत is also mentioned.  
1. This sentiment is also closely related to the sentiment of disgust; for it arises from an   

  aversion to worldly things. 
1. See S.K. De, वÕैणव Faith and Movement, p. 145.  
1. भानुद° counts (रसतरङ्िगणी) माया under the Rasaa. Łþट mentioned preyas (friendship), which Rasa is  

  accepted by भोज. Some writers add ®Ħा along with भिĉ. See भानुद°, op. cit., p. 56, 11. 25f (ed. Regaaud) िशङ्गभपुाल admits only eight 

Rasas, but his treatment is from the standpoint of dramaturgy. 
1. न यý दु:खं न सुखं न िचÆता न Ĭेष रागौ न च कािचद ्इ¸छा रसः स शाÆतः किथतो मिुनÆþैः, सव¥षु भावेषु शमÿधानः, cited  

  also in Dasa, iv. 49 (comm.). 
1. इÂयेवं łपÖय शाÆतÖय मो±ावÖथायां एवाÂमÖवłपापि°ल±णायां ÿादभुूªतÂवात् तý स¼चारादीनामभावात् कथं रसÂवम।् 
1. यĲािÖमन् सुखाभावोÈयोĉÖय वैषियकसुखपरÂवाÆन िवरोधः। 
1. A fourth kind of abhinaya is sometimes added, viz. आचायª (extraneous), i.e. derived from dress, decoration etc.  
1. रितरीित Öथाियभावोपल±णं, देवािदिवषयÂेयािप अÿाĮरसावÖथोपल±णम,् p. 206. 
1. अनौिचÂयÿव°ृÂवे आभासो रसभावयोः(मÌमट) explained as : अनौिचÂयं चाý रसाणां भरतािदÿणीतल±णानां  

   सामúीरिहतÂवे ÂवेकदेशयोिगÂवोपल±ण परं बोÅयम।्  
1. िशङ्गभपूाल(pp. 141-2) distinguishes two cases (i) where Rasa is ascribe to an inanimate object and (ii)  

  where it is developed in an inferior character or in animals. 
1. यावता ÂवनौिचÂयेन रसÖय िनÕपि°ः ताव° ुन वायªते, रसÿितकूलÖयैव तÖय िनषेधÂवात्। 
1. Some Rasas again are mutually consistent, e.g. कŁण and िबभÂस go with हाÖय (cf. भरत vi. 40) etc. this  

  question see Lindenau Rasalehre (pp. 71f). According to िवĵनाथ, The Rasas hostile (i) to शङ्ृगार are कŁण, िबभÂस, रौþ वीर and भयानक 

(ii) to हाÖय-भयानक  and कŁण (iii) to कŁण, हाÖय शङ्ृगार and शङ्ृगार (iv) to रौþ- हाÖय, शङ्ृगार and भयानक (v) to वीर-भयानक and शाÆत (vi) 

to भयानक, शङ्ृगार, वीत, रौþ, हाÖय and शाÆत (vii) to शाÆत,वीर, शङ्ृगार, रौþ,हाÖय, and भयानक (viii) to िबभÂस- शङ्ृगार. भानुद° gives the 

antagonistic Rasas as follow: शङ्ृगार-िबभÂस; वीर-भयानक; रौþ-अĩुत; हाÖय-कŁण।   
1.अथैवाý ÿधानेतरेष ुरसेष ुÖवातÆÞय िवमशªरािहÂयात्, पूणªरसभावमाýाĲ िवल±णतया, स¼जाåर रसनाÌना Óयपदेशः  

   ÿा¸यानाम,् Visvanatha, p.420. 
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