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FOREWORD

I happened to be one of the examiners of Dr. Smt. Manjul
Gupta’s studied thesis on ‘A Comparative Study of the Abhinava-
bharati and Avaloka’ in 1980. It is gratifying that it is going to be
printed.

In the field of Sanskrit dramaturgy the place of Bharata’s
Natyasistra is unique by its antiquity (not later than 3rd cent. A.D.))
by being pioneer work in the field as well as by the thoroughness
with which the subject is mooted out in it. But unfortunately many
commentaries written thereupon are lost as is seen from the first
extent commentary called Abhinavabharati by the famous
Kashmirian polymath, Abhinavagupta (between 975-1015).

It is happy coincidence that Dhanafijaya, Abhinava’s
contemporary from Malva presents an abridged and practical manual
on the dramaturgy based on the great compendium viz. the
Natyasdastra.

Just as the Natyaéastra is unintelligible without the Bharati, the
Dasariipaka of Dhanafjaya is as well unintelligible without Avaloka,
a commentary by the author’s brother Dhanika.

An exhaustive comparative study of the commentaries—
Bharati and Avaloka was a long-felt desideratum. Dr. Smt.
Manjul Gupta has applied herself for the first time to fill up this
gap by her sincere effort in the form of the present work.

She has scientifically presented a comparative and critical
study of the following dramaturgical principles in the light of the
above two commentaries :—(i) the plot with its 5 avasthas, 5
arthaprakrtis and 5 sandhis (Chapters 4 and 5), (i) the hero and the
heroine with their types (Ch. 6), (iii) the problem and varieties of rasa
(Chs. 7 and 8) and (iv) the vrttis or styles (Ch. 9).
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In the concluding chapter she has presented valuable
observations on the success of Dhanafijaya in presenting a revised
abridgement of the prolific Natyasastra.,

Her observations regarding the contribution of the commen-
taries—the Bharati and the Avaloka are also critical and unbiased.

I hope her study proves fruitful to the students of dramaturgy.

AN. JANI
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PREFACE

The present book is largely based on the findings of my thesis
which I had presented for the degree of Doctor of Philosophy of
Punjab University, Chandigarh. Its importance lies in the fact that
it critically treats the two famous commentaries of Abhinavagupta
and Dhanika written respectively on the Natyaéastra of Bharata and
Dasariipaka of Dhanafijaya.

The earliest and the most important authority available
on Sanskrit Dramaturgy is the Natyasastra of Bharata. After
Bharata’s Natyasastra, the second important work on drama-
turgy that stands as a landmark in the field of Sanskrit
dramaturgy is the Dasariipaka of Dhanafijaya. While making the
critical estimation of Sanskrit drama, this latter work is often
referred to and followed by most of the critics—Indian as well as
western, on account of its concise nature. Dhanafijaya has claimed
that he has abridged and presented in concise form the Principles
of Dramaturgy as propounded by Bharata in his Nityasastra. The
Dagariipaka of Dhanaifijaya is inseparable from the Avaloka
commentary of Dbanika, known to be his younger brother.
Normally his commentary faithfully elucidates the views propounded
by the author of Dasariipaka.

Between the period of Bharata and Dhananjaya, if there had
been written any work on the Dramaturgy, it is not extant at
present. However, various commentaries were definitely written on
the Natyaéastra which, though not extant now, have been referred
to by Abhinavagupta in his famous commentry entitled ‘the
Abhinavabharati’. At places he simply refers to the views of
commentators by adding ‘Kecittvahuh’, nevertheless, in the

context of Rasa he specifically mentions the names of Bhatta Lollata,
Sankuka and Bhatta Nayaka.

Bharata’s Nityaéastra is so far removed from our time that at
places the meanings of Bharata’s text can only be conjectured,
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Even the famous commentary of Abhinavagupta is also removed
from Bharata by about seven to eight hundred years. His elucida-
tions have not been accepted by Dhananijaya and Dhanika. Not
only that, they have even deviated from Bharata in regard to some
points in their works, such as Arthaprakrtis, Arthopaksepakas,
Patikasthanakas, Sandhis etc.

Again while writing their commentaries on the NS of Bharata
and on the Dasarapaka of Dhanaiijaya, Abhinavagupta and Dhanika,
in order to explain the application of the Dramaturgical Rules, have
supplied examples mainly from two works the Ratnivali of Sriharsa
and the Ventsam“aram of Bhatta Nariyana. Of course, sometimes
Abhinava does give examples from the Tapasavatsarijam end the
Krtyaravanam and Dhanika from the Udattaraghavam and Vira-
caritam. Often the plays quoted by them like Krtyaravanam,
Ramabhyudayam, Udattaraghavam etc. are not extant to-day.

However, it is strange to note, when there existed a great
number of dramas written by such renowned poets as Bhasa,
Siidraka, Kalidasa, Visikhadatta, Bhavabhiti and others and these
were produced in a period intervening between Bharata and
Dhanaiijaya, why did Abhinava and Dhanika not choose to
illustrate the application of Dramaturgical Rules from those dramas?
This seems to lead us to the conclusion that either there was no firm
tradition or the playwrights did not slavishly follow it.

This study was therefore, undertaken to examine the two
commentaries in detail and to arrive at a correct appraisal of the
Dramaturgical Rules of Sanskrit Drama as propounded by Bharata
and Dhanafijaya and the nature of divergences that exist between
their views.

I also take this opportunity to thank all those concerned who
have helped me directly or indirectly in carrying out the present
work.

First and foremost I am deeply indebted to Dr. Jaidev Vidya-
lankar, Professor and Head, Deptt. of Sanskrit, Pali and Prakrit,
MD University, Rohtak. He has been a constant source of inspira-
tion to me. He cnlightened me with his mature views, deep insight
and invaluable suggestions whenever 9 appoached him for
consultation. He has ever been a beacon light, a guiding lamp to
me. Words are just insufficient to express my heart-felt gratitude
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for him. Although very affectionate and kind-hearted, yet he isa
hard task-master and does not accept anything below the mark.

Pt. Ramji Upadhyaya, formerly professor and Head of the
Deptt. of Sanskrit, Sagar University, Sagar, one of the learned
examiners of my thesis made some invaluable suggestions which
I have tried to incorporate in my present work and T am very
thankful to him.

My special thanks are due to Dr. A.N. Jani, formerly professor
and Head of the Deptt. of Sanskrit and Director of Gaekwad
Oriental Series, Baroda, also the winner of the certificate of
Honour from the Govt. of India, who most benignly consented to
write a foreword for my book and who was also one of the learned
examiners of my thesis. I cannot state in words the co-operation
and the contribution -of my family members who forebore with

difficulties for my sake.

Most of all I am grateful to M/s Gian Publishing House without
whose assistance this book would not have seen the light of the day
though T have been pondering over it for a considerable time.

Nothing is perfect in this world, like other things this work
must have its own faults. The book is in the hands of learned
Scholars, their comments and valuable suggestions would be most
welcome.

MANJUL GUPTA
Deptt. of Skt , Pali & Prakrit
Maharshi Dayanand University,
Rohtak
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CHAPTER ]_

INTRODUCTION

ORIGIN AND DEVELOPMENT OF SANSKRIT DRAMA

The origin and development of Sanskrit drama is not a new issue.
The problem has been discussed by various scholars including
Western as well as Indian scholars. The wise have taken great
pains to go deep into the problem at home and abroad. The well-
known author Keith has discussed it at great length showing all
pros and cons in his book ‘The Sanskrit Drama’. Rather we may
say that the whole of his book is devoted to tracing the origin
and gradual development of Sanskrit drama, then passing into
decadence. Besides A.B. Keith, German scholars, like Oldenberg,
Pischel, Prof. Hillebrandt, Prof. Luders, Sten Konow, have
contributed a lot in discussing the problem, and reaching at differ-
ent conclusions, they have propounded their own theories. The
problem has been a complex one engaging endeavours of many
scholars. As this is not our field, we shall not go into much
details about it. The problem has been discussed variously, we
shall limit ourselves just to a brief account of the facts accepted all
over.

The first well-arranged work that we find on Sanskrit drama-
turgy is the Natya-Sastra of Bharata. And in it the dramatorgy
has been discussed so elaborately, touching all aspects and not
leaving a single one that it presupposes the existence of some
theoretical works, already written, in whatever form they may have
been. As theory presupposes practice, it can be very well inferred
that there must have been dramatic works written of all forms on
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which Bharata based his magnicious work—the Natyasistra. But
the works, either manuals written on dramaturgy, or plays, preceding
Bharata have been lost to us in the labyrinth of time,

Bhurata® himself has shown the divine origin of drama. Accord-
ing to Bharata the Natyaveda was created by Brahma, when the gods
prayed to Brahma to have a thing of enjoyment which will be
visible and audible because the other vedas did not allow the right
to Stdras and women; the need for the veda belonging to all castes
was felt. The fifth Veda containing all the Sastras, arts and with
history was made. It contained the elements of four vedas. Its
text or recitation was adopted from Rgveda and song from Samaveda,
and the representations from Yajurveda and sentiments from
Atharvaveda.

Scholars have tried to see the origin of Sanskrit drama;
(1) In the dialogune hymns of the Vedas, (2) In the religious
activities accompanying sacrifices, (3) In secular activities, (4) In
the possible foreign influence. General aspects of the problem
may be summed up in the two following broad questions :

(1) Was the origin of the ancient Indian drama religious or

Secular ?
(2) Were the Indo-Aryans its originators or their predecessors
were s0 7

According to M. Ghosh® an approach to the first question
may begin with a consideration of the testimony of anthropology
which shows that a close relation of dance, song and drama with
religious rites exists among peoples of different countries. For
example, in Greece and in Mexico we find some dances of religious
character to be intimately connected with the origin of drama. Hence
it may be assumed that in India too, religion might have played a
part in the origin of this art. The Katyayana Srautasiitra® compiled
probably about 600 B.C. seems to give support to this assumption.
From this work we learn that dance, song and instrumental music
were prescribed in connection with the Pitrmedha rites and dance
only was prescribed for the Atiratra and Sattrayana sacrifices. As
dance, song and instrumental music are the three most essential
elements of the Hindu drama, Katyayana’s testimony seems to be
very valuable in this regard. And it is due to the religious associa-
tion of drama that the Indian tradition has given the status of the
Veda to the carliest work on the subject. There are other evidences
besides of a close connection of drama with religion. For example,
dramas and dramatic scence of Kerala, which undoubtedly have
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their origin in remote past, are performed exclusively in honour
of Bhagavati, the mother goddess. The Bengali folk drama called
Yatra owes its name to different Yatras or festivals held
in honour of Krsna, a member of the Hindu Trinity. The
association of Siva, another member of the Hindu Trinity, with
dance and drama, is equally manifest from his epithet of Natar ja.
Brahman, the remaining member of the Hindu Trinity is also
associated with drama. All these may be said to show more or
less conclusively that the Hindu drama is religious in origin.

We seem to have in Mahabhagya® evidence of a stage® in
which all the elements of drama were present; we have acting in
dumb show, if not with words also; we have recitations divided
between two parties. We hear of Natas who not only recite but
also sing. We cannot absolutely prove that in Patanjali’s time the
drama in its full form of action allied to speech was present, but
all its elements existed and a primitive form may be accepted.
That form, from the express mention of the subjects of the dramatic
exhibitions, we may deduce to have been of the nature of a
religious drama. In the Kamsavadha, is the refined version of an
older vegetation ritual in which the representative of the outworn
spirit of vegetation is destroyed. Both in the Greek and the
Sanskrit drama the essential fact in the contest is the existence of a
conflict. For the religious origin of drama, a further fact can be
adduced, the character of the Vidasaka. Another religious element
may be conjectured as present in the Vidasaka, the reminiscence of
the figure of Siidra who is beaten in the ceremony of the purchase
of soma. Keith holds that its association with religion is to be
seen in the legend of Krsna, place occupied by Siva, part of
Rama, and in the attitude of Buddhists towards it. The evidence
is conclusive on the close connection of religion and the drama,
and it strongly suggests that it was from religion that the decisive
impulse to dramatic creation was given. He has also refuted the
theory of secular origin of drama and of puppet play propounded
by Pischel.

In the opinion of Winternitz® the oldest ballads or dance
songs of this type were, however, such in which stories of gods and
demigods were narrated on the sacrificial and festive occasions,
since as in the case with the people of other countries, so also in
India, the drama has its deepest root in the religious cult. Already
in the Vedic ritual texts several kinds of ceremonies are described,
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that can straightway be designated as a type of drama. In the
post-vedic age dramatic performance got associated with Indra’s
festival celebrated at the close of the rainy season and more
particularly with the cults of gods Visnu (Krsna and Rama) and
Siva. Exactly in the same manner, as the numerous data regarding
the folk-lore prove, dance and mimic have been inseparably
connected with one another among the people, mostly also as
constituent parts of religious or magical ceremonies. The
terminology of the drama further proves that in India, too, such
dances were at the root of dramatic performance. The common
word for drama in Sanskrit is ‘Nataka’ in neuter and the same word
in the masculine has exactly the same meaning of Nata ‘actor’,
whilst Natya means ‘Mimic’ or dramaturgy and ‘natayati’ conveys
the sense of mimic representation. All these words go back to
the root ‘nat’ a Prakrit form of the root nrt ‘to dance’. The fact
that literary dramas begin with the introductory prayer, Nindi goes
to prove that this mimic dance and the dramatic performance; that
originated from it, constituted an essential element of the religious
cult.

As against this some scholars, however, have stressed on the
possibility of its secular origin. Weber Albrecht’” writes in his
history that it has been uniformly held hitherto that the Indian
drama arose, after the manner of our modern drama, in the middle
ages, out of religious solemnicdes and spectacles and also that
dancing originally subserved the religious purposes, but in support
of this latter assumption, I have not met with single instance in the
Srauta or Grhya Sitras, Taking the support of Bharata R.V.
Jagirdar® writes, it is interesting to note that everything connected
with drama is associated with lower castes. Not only the Art and
the advocates, but even the first patron of drama was an anti-vedic
if not a non-Aryan king. King Nahusa is spoken of as the first patron
of drama in the mortal world. From the foregoing discussions it
seems likely that Sanskrit drama has Jeast to do with religion or
religious rites, that it is the work of people treated as anti-vedic,
if not as non-Aryan, fiends and that its origins are to be sought in
the interests of the lower castes. He draws the conclusion that it
was thus the post-epic Siita and not the puppet shows that originated
dramatic representation, the recitation of the epic and not that of
religious hymns is the Bharati stage, the recitation of the Siita and
the Kusilavas, the Sattvati stage; in the Kaisiki stage the dancer
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Nati was introduced; the Arabhati is the final mode of ‘full dress’
staging and from its beginning to its death, Sanskrit drama took ifs
hero from the Siita and the epics that he recited and never, never
from the religious lore or from the host of Vedic Gods. There is
still a third view which would see alike matters sacred and secular,
connected with the origin of drama.

Now we come to the second question—its origin, whether Pre-
Aryan origin or Indo-Aryan origin?

M. Ghosh? asserts that it may be considered quite legitimate
to ascribe the origin of the dramatic art to the very old predecessors
of the Aryans. And he supports the assumption on the fact that
Siva, who plays the most important part in the creation of the
drama has been considered to be originally a pre-Aryan deity.
Visnu, is indeed, an Aryan deity by name, but in his purinic
character is to be sharply distinguished from his vedic name-sake.
The Paja, again, figuring prominently in the various rites prescribed
in connection with the building of a play-house and with the pro-
pitiation of the gods of the stage, strengthens the assumption
about the pre-Aryan origin of drama. It seems to be clear that
the Hindu drama came out from religious rites associated with some
pre-Aryan deity—Siva or Vignu.

Tn the opinion of Som Benegal'® it can perhaps be affirmed
with as much certainty as denied that forerunners of Indian drama
were pre-Aryans and that Aryans took at least some of the extant
forms and traditions and gave them their own unique fashion and
concept. When the historic man appears on the scene, he is
already possessed of sufficient civilization and culture to be able
to refine this dramatic rudiment into a strong and vigorous art.
This seems substantiated by excavations and discoveries made at
various sites of Indus and Ganges valley civilizations, which show
dance practiced well over five thousand years ago, and persisting
down pre-history and history as dance and drama themes through
Vedic, Epic and Classical epochs. ‘

There must have been interaction and amalgamation, fusion
and synthesis between many blends of culture. Keith!! writes ‘when
we leave out of account the enigmatic dialogues of the Rgveda
we can see that the Vedic ritual contained within itself the germs
of drama as is the case with practically every primitive form of
worship’. The ritual did not consist merely of the singing of
songs or recitation in honour of the gods, it involved a complex
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round of ceremonies in some of which there was undoubtedly
present the element of dramatic representation, that is, the perfor-
mers of the rites assumed for the time being, personalities other
than their own. In the Mahivrata we find elements which are of
importance as indicating the materials from which the drama might
develop. There are, however, nothing but elements here and we
have reasonable certainty that no drama was known. We have
not the slightest evidence that the essential synthesis of elements
and development of plot, which constitute a true drama, were
made in the Vedic age. On the contrary there is every reason to
believe that it was through the use of epic recitations that the
latent possibilities of drama were evoked and the literary form
created’. Though origin of Hindu drama may be dated before
Panini. when rituals connected with Siva might have gradually
give rise to this art, we do not possess any definite idea about the
time when such an event occurred. Some scholars have discovered
the beginning of drama in the Vedic age, while others would like
to date this much later. We find mention of Nata-Sutras in
Panini.’* who is now generally believed to have flourished about
500 B.C. The mention is to Nata-Siitras, text-books for Natas
ascribed to Silalin and Kréasva. But Keith'® is prejudiced and
he wants to see a full-fledged representation and he writes that we
are, here, as ever in no position to establish the meaning of Nata,
which may mean no more than a pantomime. He regards Pinini’s
date to be most probably 4th century B.C. and does not accept
Nata as denoting drama. Weber' has written that these Sitras
have not been explained in Bhasya, so may be, they do not belong
to Pinini.
M. Ghosh'® divides the kinds of dramas discussed in the
Natya-Sastra into five distinct types :
1. One act plays in a monologue, Bhana
2. Onue act plays with one or two characters, Vithi.
3. One act plays on different kinds of subject matter and
more characters, Vyayoga, Prahasana, and Utsrstikanka,
4. (a) plays with three loosely-knit acts and many charac-
ters, Samavakara,
(b) plays with four such acts and many characters, Dima
and Thamrga.
5. Plays with five to ten well-knit acts and many characters.
He writes that it is possible that each of these took
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quite a long time to develop. On the basis of this it
may be possible to infer that some kind of drama existed
long before Panini.

Dasgupta'® writes in his history, we cannot trace any drama
in the vedic literature, but hints of the nature are found in
dialogues. It is possible that there were dramatic spectacular
shows of a religious character in the Vedic age. From this Prof.
Von Schroeder drew the elaborate theory that the drama developed
in the Vedic atmosphere of dancing, singing, soma-drinking out
of the dialogues and monologues. Hertel lent support to the view
that dialogues were like mystery plays and hymns had in them the
seeds of drama. Admitting the importance of epic recitation, the
prevalence of songs and dances had much to contribute to the
development of drama, Dasgupta further gives his view, saying, ‘in
our view there were two schools of dancing and acting, one of
Silalin and the other of Krsadva., There were dramatic schools in
which there were teachers who taught pupils the art of acting and
dancing. These teachers were called Saubhikas. Patafijali’s'?
Bhagya settles the question that there was a stage, when the Natas
and the Granthikas played, and that their performance included
vocal speeches. In Patafijali we have the decisive evidence that by
the second century B.C. there were actually the stage or Rarnga
where the Natas imitated the actions of the legendary heroes and
that their performances included prose speeches at least. Dasgupta
and S K. Dey, therefore, conclude that dramas were probably in
existence in the S5th or 6th century B.C. There is not only
‘Kamsavadha drama referred to by Pataiijali but also Balibandhana,

They further maintain, ‘our own position in the matter is
that secular pantomimic dances associated with songs were, in all
probability, held mostly on religious occasions and with the
growth of religious legends these were associated with plots drawn
from those legends. We also know that at the time of Patafijali
the Natas played on the stage with their wives called Nata-bharya or
Nati.

Moreover, Nitya existed in the time of Panini, is evident that
he himself derived the word in his rule.

Again the Kimasiitra'® of Vitsyayana is placed in the 2nd
century B.C. by Schmidt. This work refers to ‘gitam,’ ‘vidyam’,
‘nrtyam’ and ‘nitakdkhyayiki daréanam’. We have evidence
here, that Vidisaka, Pithamarda and Vita were real characters in




8 A Study of Abhinavabhdrati and Avaloka

social life in the second century B.C. and were not merely dramatic
invention.

But Winternitz!® is of the opinion that in Pataijali’s
Mahabhisya, in the Epics—the Mahibharata and Ramayana—in
the text of old Buddhist literature and in the Kautilya Arthasastra,
we hear about raciters, singers, dancers and itinerant musicians of
all types and of their shows and performance; but a literary drama
and performance of any real drama are not attested in any of
these earlier works. For the first time we come by a definite
evidence of a literary drama in the Harivamséa, of which the time
is wholly uncertain; and in the Buddhists Sanskrit texts of the
first century A.D. Now the probability that the Buddhists, first
of all, introduced the drama into literature is almost excluded.
Rather we must assume that the secular Sanskrit drama that
belonged to ornate court poetry preceded the Buddhist Sanskrit
dramas of the first century A.D. We, need not, however, go back
to an age earlier than the first century B.C. or beyond the first
century A.D. During this period there were many cases of Greek
influence on India. Hence, it is probable that during this age
numerous germs of development of a literary drama, that had
existed in India from the earliest times, attained maturity under the
influence of Greek mimes.

The term Nata occurs in Mahabharata.’® In the Santi and
Anudisana Parvans there is an allusion to dramatic artists. In
Riamiyana®' we hear of festivals and concourses where Natas
and Nartakas delight themselves, in another passage, the term,
“Vydmisraka’ denotes plays in mixed languages. But Keith* does
not accept them as the certain evidence of the early existence of
drama and he appears to be prejudiced because when Natas are
mentioned as delighting they must be doing it by acting, not by
mere singing and that acting might not be a full form of drama,
but it was drama alright in its form. He maintains, while the
epics cannot be said to know the drama, there is abundant evidence
of the strong influence on the development of the drama exercised by
the recitation of the epics. The term Bharata which is an appellation
of the comedian in the later texts, attests doubtless the connexion
of the rhapsodes with the growth of the drama. The Bharatas
must be the rhapsodes of the Bharata tribe, whose fame is great in
the early history of India, whose special fire is known to the Rgveda,
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The term ‘Kuéilava’ is apparently derived from the Kusa and Lava
of the Ramayana.

He is of the view that the balance of probability is that the
Sanskrit drama came into being shortly after, if not before, the
middle of the s=cond century B.C., and that it was evoked by the
combination of epic recitations with the dramatic moment
of Krsna legend. The drama which was nascent in
Patafijali’s time must be taken to have been one in which Sanskrit
was mingled with Prakrit in the speeches of the characters. The
epic racitations must have been in Sanskrit; but to be popular, and
as Natyagastra in its tale of the origin of the art recognises both
its epic and popular characteristics, the humble people must have
been allowed to speak in their own language.

Showing the origin of Indo-Aryan drama, M. Ghosh®* writes,
the first available dram., in a finished form of the type V, being
written by Asvaghosa, probably in the first century A.C., the origin
of the Indo-Aryan drama may be dated 1100 B.C. Another fact,
which points to the high antiquity of this drama appears to be the
very prominent position of old Indo-Aryan (Skt.) in the dramatic
literature. Now there is ample evidence to prove that from about
600 B.C. the old Indo-Aryan already changed distinctly to middle
Indo-Aryan which is another name of Prakrit in a wider sense.
Hence the origin of Indo-Aryan drama probably occurred much
before 600 B.C.

Though it may be assumed that the worshippers of Siva
developed from their ritual song and dance a monologue play
possibly in a non-Aryan language, it is not clear how the speakers
of Indo-Aryan adopted this art from and developed itinto a
drama with two actors. The custom of reciting the epic is very
old. After this, recitation was in vogue for sometime, the reciter
or Siita gradually took the aid of an actor or actors to represent
more vividly the events of the story he was to describe. He recited
only the most significant portion of a narrative in separate small
instalments, and at the intervals of such recitations actors appeared
and represented dramatically, through improvised speeches in
accompaniment of gestures, the contents of what he uttered. As
organised dialogues and co-ordinated scenes were yet to be invited,
the reciter had to introduce characters who entered the stage and to
point out the link between their talks to each other. It was pro-
bably due to this function that the reciter was called the Sttradhara.

T
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Another name for Stitradhara was Granthika which meant one who
worked in connexion with a Grantha, i.e. recited from it. The
epic, Mahabhirata may be placed at least in its shorter form,
roughly at about tenth century B.C., and the drama of a very
crude type arose probably one century earlier. Though the Hindu
drama was in all likelihood of pre-Aryan origin, the contribution
of the Aryan tribes towards its development was perhaps not
inconsiderable. The name of the Vrttis may also be said to point
to some Indo-Aryan tribes which played a prominent part in
developing the ancient Indian Drama. The fact that available
dramatic literature is written exclusively in Indo-Aryan (Sanskrit
and Prakrit) may well be the basis of this assumption.

Mankad,?* like M. Ghosh believes in the gradual development
of Natya types from Nrtya types and Nrtya types from primitive Nrtta
types. He mentions the characteristics of the first drama to be (1)1t
was entirely in Sanskrit, (2) It was descriptive in nature, (3) It was
monologous in form (4) and secular in matter. There must be four
distinct periods of evolution; (1) when the Natya types were
represented by simple forms requiring only one actor and one act.
(2) Nitya required many actors but only one act. (3) Less
complicated types with many actors. (4) Full-fledged Natya and
Prakarana types.

Thus we find that many theories have been propounded all
reaching their own conclusions. While some have traced its origin
in the dialogue hymns of Rgveda, others have sought it in the pre-
Aryan deities. Some relate it with religious rituals and solemnities,
while others take it to be secular in origin emerging out of popular
mimes. Some accept plausibility of Greek influence over it,
while others deny it. Some take first drama to bein Sanskrit,
others in Priakrit. But the whole thing is very uncertain and com-
plex. The uncertainty is caused by the fact the dramatic literature
pertaining to the period before Aévaghosa and Bhasais lost. It
is possible that writing of plays rested with professional play-
wrights solely, attached to individual theatrical groups. Every
theatrical party zealously guarded the use of its successive pieces
from their rivals. Under these circumstances plays had little
chance of outliving the time of their first production. As the
vogue of a particular play changed, it came to be altogether lost.
Among the different types of dramatic poetry and among the most
prominent characteristics of the Indian drama, we find traces partly

EEP—
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of the primitive religious ballads or dance songs and partly those
of the popular mimus. Bharata himself recognised the two
elements in the origin of drama. On the one hand, he recognises
divine origin, on the other hand, he also pleads for the popular
cause which can entertain anybody. In Sanskrit drama we find
Sanskrit side by side with the Prakrit, religious or semi-religious
poetry and the popular entertainment. While in Nataka, religious
or semi-religious ballad poetry is stronger that have mytho-
logical or epical themes, the influence of popular drama holds
ground more in Prakarana. The Prahasana and Bhdna must have
sprung up from popular pieces.

Of course, the rudimentary elements of Sanskrit drama may
be found in Rgveda, and this fact is inentioned by Bharata,*> when
he says that recitation or text was adopted from Rgveda. But
drama does not consist of mere text, to be a drama in real sense,
it should have music, representation and sentiments, and Bharata
mentions the adoption of these three elements from other three
vedas. Bharata set it his mission to bring drama to the status of
a veda, perhaps, to raise it in the eyes of higher castes; probably
upto his time, drama was regarded as something worth contempt,
to be avoided. And this view would have prevailed because of the
loose morals of the actors. Bharata redeemed drama from this
contempt and made it a higher art, a vehicle of all psychological
states and actions.

As stated earlier, origin of drama is not our field. We are,
rather, concerned more with the Dramaturgical principles or
theory of drama. Suffice it to say that Sanskrit drama originating
from the primitive ballad poetry and including elements of popular
dance and music, passing from its rough form came to be a fully
developed and perfect form in the mighty hands of Bhasa, Advaghosa
Stadraka, Kilidasa, Visikhadatta and Bhavabhiiti etc., and, then,
degenerated into the hands of lesser play-wrights, and became
stereotyped. It combined the two cultures in itself, the Pre-Aryan
and the Aryan and also fused religion with the secular themes.
Drama, in general, may be said to have sprung from two causes,
each of them lving deep in our nature. First, the instinct of
imitation is implanted in man from childhood; and no less univer-
sal is the pleasure felt in things imitated. Sanskrit drama must
have originated like other arts due to this very fact that man
instinctively wants to imitate and reproduce what he observes, and
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he gains pleasure in his creation. And the theory of imitation
accepted by all the dramatic theoreticians, in one way or the other,
pinpoints this fact.
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CHAPTER 2

PART I

BHARATA’S NATYASASTRA, ITS AUTHORSHIP,
DATE, RECENSIONS AND ITS COMMENTATORS

AUTHORSHIP

Bharata’s Natyasastra is the first eponymous work of Drama-
turgy that is available to us at present. Of course it does not
exclude the possibility of other existent works and Treatises on
Dramaturgy preceding it which are now lost to us because of the
cruel hands of time ; we find only some stray quotations from them
in the later works, but which are entirely out of our access today.
Bharata’s Natyasastra presupposes the Principles of Dramaturgy,
laid down for the guidance of actors, and the assumption is
limelighted by the fact that Bharata mentions traditional Aryas in
his work.

As has already been shown earlier that we find mention of
Natasiitras in Panini’s Astadhyayi, books of rules for Natas compiled
by Silali and Kréasva. Now we may take them as the earliest
textbooks of Indian drama or as the rules for the guidance of
dancers or perhaps pantomimes, taking Nata to denote a dancer or
pantomimist. True, according to the myth' of Natyasastra it was
Brahma, who produced the more mundane Natyaveda consecrated
to the drama, but this veda is not current among men.

K.S. Ramaswami Sastri and Yadugiri Yatiraja, Swami of
Melkot write in their introduction to Bhavaprakasa,® that on
looking into the nature of this Natyasastra, where the dramatic
Rasas are exhibited in a fully developed state, it can be surmised
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that after Valmiki the theory of Rasa was regularly applied only to
the dramatic compositions of ancient writers, and that Bharatas, who
preceded the author of present Natyasastra, composed a number of
rules for the guidance of actors and the play-wrights. Brahma
taught the Natyaveda to Bharatas who composed certain works
which were later known as the Nagyasastra. The original Natya veda
was a work of encyclopaedic nature and for that reason Bharatas
had to compose several digests of it, in order to help the professional
actors.

The extent Natyasastra in siX thousand granthas is said to be

a summary of another preceding work which consisted of twelve
thousand granthas. This theory is corroborated from the works of
Adi-Bharata and Vrddha-Bharata which are now lost ; secondly
Dhanika® and Abhinavagupta® style the author of this Natyasastra
as Satsahasrikara and quotations of many Arya verses belonging to
earlier works and authors are found in the 6th and 7th chapters of
the Nagyasastra. Abhinavagupta also mentions the view of certain
previous authors who held that present Nagyasastra was written by
the followers of Bharata to prove the superiority of the Natyaveda
introduced by Brahma over those of Sadaéiva and Bharata. He
does not subscribe to this view and calls the inventors of this story
as Nastikas. The views of Sadaéiva and Brahma are explained in
the Bhavaprakasa® regarding the origin and nature of the Rasas.
On these grounds it can be said that when it was found necessary to
summarise the original Natyasastra because of its encyclopaedic
nature, the present Natyasastra was composed.

The same view is supported in the preface to the First Edition
of Natayéastra, vol. 1 and Second Edition. As the learned scholar,
M.R. Kavi® writes that the author of this work has Bharata or
simply ‘muni’, the sage. It is known as ‘Siitra’ as it embodies
principles set out in a very concise form. It appears to be an
epitome of an earlier work called dvadasasahasri. The larger work
is now only in part available. Both these works seem to have been
based upon a still older one called Natyaveda which forms one of
the four Upavedas, extending over thirty-six thousand slokas
written by Brahma himself. Dvadasasahasri is simply called
Adi-Bharata and is in the form of a dialogue between Parvati and
Gva. We have fragments of both Brahma Bharata and Sadasiva-

bharata.
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About the authorship of Natyasastra, the view of P.V. Kane
is worth looking into. P.V. Kane writes that the two questions
that are rather puzzling and difficult of solution arise, viz. what is
the original Natyasastra und who is the author ? The striking
features of the extant Natyadistra are : there are prose passages,
there are slokas and Aryas described as ‘Anuvamsya,” several verses
are introduced with the words ‘Siatranubaddhe Arye bhavatah.,” He
infers the conclusion that it is quite possible that the original kernel
of the Natyasastra was in mixed prose and verse.

From ‘Anuvamsya’ it follows that the verses cited as
‘anuvamsya’ had already been composed and had been traditionally
handed down from father to son or from teacher to pupil in relation
to Dramaturgy and were included in the Natyasastra but that they
were not the composition of him who composed the Natyasastra.
As regards the words ‘Satranuviddhe’ it may be said that such
verses are the composition of the author himself. On ‘Atraryah’
may be said that they were not composed by Bharata himself, he
only inserted them at the proper places. Discussing the date of
different parts of Natyasastra and which will be discussed later in
detail, he surmises about the authorship of present Natyasastra that
one may say that at least sometimes before the 3rd or 4th century
A.D. there was a recast made by one man in which were included
prose passages in siitrabhagya style, ancient Arya verses and §lokas
together with karikas composed by the recaster. About its author-
ship many difficulties arise. Long before Abhinava’s day there were
people who held that the first six verses of chapter 1 were composed
by a pupil of Bharata and that questions and answers in the body of
the work also were composed bv a pupil and the text by Bharata.
But the view has been discarded by Abhinava giving the plea that
there is no evidence for holding composite authorship and authors
very often employ the third person for themselves. It appears that
Nandi (Nandikesvara) had according to some MSS, something to do
with Natyasastra, It also appears that Kohala’s work influenced the
redactors of the Natyasastra. About the question of Adi-Bharata
and Bharata, Kane writes that some commentators of Sanskrit dramas
quote verses from both Adi-Bharata and Bharata. For example,
Raghavabhatta in his commentary Arthadyotanika on the Sakuntala
quotes verses from Adi-Bharata and from Bharata. It is to be noted
that when quoting from Bharata he often makes a reference to the
chapter and then quotes a verse or verses, but in the case of
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Adi-Bharata he merely quotes a verse or verses but refers to no
chapter. It is possible that Raghavabhatta had two separate MSS
of which one was called Adi-Bharata and the other Bharata, though
many passages were common to both. It is, generally, compara-
tively later writers that make a distinction between Adi-Bharata.
and Bharata. In other branches of literature also the same work is
styled sometimes Brhad or vrddha. It is possible that two different
MSS of Bharata containing different numbers of verses were styled
Adi-Bharata and Bharata. Dhanafijaya and Dhanika and Abhinava-
gupta have not subscribed to the view of this distinction though
close association of Bharata with Siva and Brahma is shown in their
works.

In the Natyasastra itself the word Bharata is used in the sense
of actor. Itis very difficult to say who the author of the original
kernel of the Natyasastra was. Holding the first five chapters as
later additions, Kane gives his view that it is not possible to say
who the author of prose passages and the versified chapters about
abhinaya, dasariipaka and other closely allied subjects was. When
the first five chapters were added it was easy to say that Bharata-
muni who had access to the heavenly world as well as the mundane
world was the author of the Nagyasastra. It is quite possible that
some one who had mastered the traditional lore of the histrionic art
and was well-disposed to bharatas (actors) put together most of the
present Natyasdstra, and in order to glorify the tribe of bharatas
passed it on as the work of a mythical hero. Traditional verses and
mention of others in the Nityasastra support the view that it was
not the work of a single author done in a century. Rather a single
man compiled all the available material on Natya in his book called
the Natyasastra, It included the Satras that were made from
time to time for the guidance of actors and play-wrights and
producers.

Date of Natyashastra

Like other works, to decide the date of the Natyasastra has
been a complex problem. Various dates have been ascribed to it.
Its date has wavered with the dates of Kalidasa, Bhasa Aévaghosa
and Siudraka. Unless their dates are decided and which is difficult,
the date of Natyasistra cannot be decided with certainty. Besides,
one thing should be kept in mind that frequent additions have been
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made to the Natyasastra and there are substantial discrepancies in
the MESS of the work.

M. Ghosh® writes in his introduction that the scholars, during
the last one hundred years, examined the work to ascertain its date
and their labours were not fruitless. In his view, the first important
contribution in this regard was made by Paul Regnaud who after a
critical study of the rhetoric and the metrics of the work concluded
that it might go back to 100 B.C. Next should be mentioned
Haraprasaida Shastri, who on the strength of certain data assigned
it to be placed in the second century B.C. But on the basis of
Prikrta passages Jacobi placed it in the 300 A.C. Ghosh then made,
variations in his opinion about its date, First, in 1933, he concluded
that the work existed in 200 A.C. and might even go back to 100
B.C. But when his second Vol. of Natyasastra was completed in
1956, he thought that it might go back even to 200 B.C. His idea
about the date again underwent a change, after he had revised
the critical edition of Vol. 1 and finally came to believe that the
antiquity of the work could still be pushed upwards and it was most
probably written in the fifth century B.C. To support it he has
given some major points on the basis of which he reached the final
conclusion. We will not go into the detail but look at them
surpassingly.

1. Its vocabulary of the Sanskrit points to a period between

500 and 300 B.C. Quite a large number of words used in
it became totally forgotten or are found only in very old
works.

2. Metres used in the Natyasastra lack in many cases Sandhis
and allow hiatus in places of internal yati, show the vedic
tradition carried on.

3. Consideration of the figures of speech shows it to be
earlier than Asvaghosa (100 A.C.).

4. A comparison of the mythological elements of Natyasastra
with that in Ramayana and Mahabharata shows that these
are similar.

5. The author of N.S. mentions an Arthasistra. Then Bhisa
once mentions the Natyasastra.

M. Ghosh again discusses whether it should be assigned
to Maurya period (324-336 B.C.) as geographical data seems to
point in this direction. On the basis of arcas mentioned for the
production of styles, he concludes it to be written in 500
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B.C. As it mentions Sikya-sramanas it cannot be assigned to a
date much prior to the Mahaparinirvina of Buddha. In the
opinion of Keith® it appears clearly to be based on the examination
of a dramatic literature which has been lost, eclipsed by the more .
perfect dramas of Kalidasa and his successors. The Prakrits
recognised by the Natyasastra are clearly later than those of
Aévaghosa and more akinto those found in Bhasa; again
Natyasastra recognises the use of Ardha-magadhi, found in these
two dramatists, but not later, while like them, he ignores the
Maharastri of the later dramas. He further points out that allusion
to N.S. by Bhasa'® shows, it is most probable that both he and
Kalidasa had knowledge of the prototype of the present text. Thus
there is nothing to contradict the date thus vaguely indicated by
Jacobi in his introduction to Bhavisattakaha, which is suggested to {'
be third century.

Here, Keith seems to have based his arguments on vague
facts, because only fragments and not the full play of Asvaghosa
have been recovered. He wrote his play mainly in Sanskrit.
Moreover, in Bharata’s Natyasastra only names of prakrits have
been recounted. Those may be later additions. So it cannot be
said with certainty that Asvaghosa preceded Bharata. It is still yet
uncertain in Sansi.rit literature who preceded whom. On the other
hand chances are likely that Asdvaghosa followed Kalidasa. So
Keith’s view appears to be prejudiced as he has based it on certain

! things which are themselves vague.

P.V. Kane'! expresses his view that it is a very difficult task to
say what the original Natyasastra contained. Ifa very tentative
theory may be advanced, then, it may be stated as follows. The
present 6th and 7th chapters, 8-14 dealing with Abhinaya of various
kinds, movements and gaits, chapters 17-35 were put together at one
time. The prose portions in the 6-7 chapters and Arya verses,
probably taken from older Acaryas were probably composed about
200 B.C. and were taken up into the work when other chapters were
composed. It appears that the first chapter of the present
Natyadastra, and probably the next four were added some centuries
before the 5th A.C., as Kalidasa, Bhavabhiti and Damodaragupta
refer to the legend of Bharata being the promulgator of Natyasastra.

That most of the chapters now found were in existence from at least
the 3rd or 4th century A.C. follows from several considerations.
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Abhinavagupta who wrote his commentary about 1000 to
1030 A.C., notes several interpreters of the N.S. He quotes Udbhata
and Sankuka. So at least in the 8th century A.C. the principal
chapters of the N.S. were in existence. We can push them a
century or two before Udbhata. Then accepting the first half of
the Sth century as the date of Kalidasa it follows that the present
Natyaéastra existed at least a century or two earlier than 400-450
A.C.,i.e. inthe 3rd or 4th century, if not earlier. Kalidasa'* has
mentioned Bharata as the sage and in his time the legend of
regarding Bharata as ‘Muni’ has gained ground. It follows then
that quite sometime must have elapsed for Bharata to become so
renowned at the time of Kalidasa that the later mentioned eight
Rasas enumerated by him with great respect.

In the drama called Sariputtaprakarana, fragments of which
had been recovered by Prof. Luders, there is remarkably close
coincidence between its technique and that of the Natyadastra.
In the present state of our knowledge the only work which could
have been drawn upon by Asdvaghosa must be deemed to be the
Natyadastra. Then as stated earlier, Kane is of the view that some-
time before the 3rd or 4th century A.C., there was a recast made
under one hand. P.V. Kane'® quotes Prof. Levi’s view who tried to
establish that Natyasastra of Bharata was composed about the times
of the Indo-Scythian ksatrapas, some of whom like Nahapana and
Castana are styled Swamin and Bhadramukha in their inscriptions.
But Kane shows its hollowness and gives his own conclusion that
before 300 A.C., there existed a work on Natyasastira ascribed to
Bharata and dealing with the Rasa theory and Dramaturgy in
general., Although he does not agree with several things that
M. Ghosh has written in placing Natyasastra between 100 B.C.
to 200 A.C. yet the date that Ghosh arrives cannot be far from the
truth in his view,

The upper limit of the Nagyadastra cannot be fixed with any
certainty. Though the N.8. mentions Visvakarma on architecture
and house, a Pur@na, Parvacaryas, Kamasiatra, Kamatantra,
Brhaspati, Narada, Tandu, Pasupatas, Sabara, Abhira, Dravida
and Saka, but all these details cannot lead to any certain inference
about the date of Naityasastra. They only make it probable that
the present N.S. is not much older than the beginning of Christian
era. The lower limit car be indicated with more certainty. Taking
the examples from Kavyaprakasa, Anandavardhana, Kuttanimata,
Bhavabhiiti, Bana, Kalidasa, Yajiavalkyasmrti, and Saptadati of
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Satavahana, from Fleet’s Sanskrit and old Kanarese inscriptions,
Kane asserts that the Natyadastra cannot be assigned to a later date
than about 300 A.C. Bhasa’s plays which have been regarded as
earlier to Kalidasa, do not strictly follow the rules of Bharata’s
Natyadastra. From this it follows that upto the time of Bhasa,
Natyasastra had not become such a binding authority.

S.N. Sastri'* writes in his introduction that the date of Bhasa,
as is recognised by all the historians, has to be put between the third
century B.C. and third century A.C. If the date of Bharata be accepted
during the 3rd century, A.C., as he assigns him a period to be circa
2nd century B.C. to 5th century A.C., then the plays of Bhasa
must have developed without the guidance of Bharata and
Kalidasa was guided to a large extent by Natyadastra.

But as we know that the date of Bhasa, Kalidasa, Asvaghosa
etc. is uncertain it is also uncertain who preceded whom. In that
condition the date of Bharata’s Natyadastra cannot be fixed unless
and until the date of Kalidasa and Bhasa is decided. We can only
say as much that the present Nityasastra cannot be assigned to a
later date than 300 A.C. and there is the possibility of its being
earlier.

Recensions

In Bharata’s Natyadastra we find changes in the text at many places
and no two MSS are alike. M.R. Kavi,' the editor of the first
edition of volume 1, writes that though no two of them taken at
random fully coincide in their readings, an examination of all of
them convinces that there are two recensions of the text. For the
sake of convenience we may call them A and B. A recension seems
to be of later origin, closely fostered by the sphota school of
Kashmirian critics, to which Abhinavagupta and his preceptors,
Tota, Utpaladeva and Bhattenduraja belong. The earlier recension,
which we call B, seems to have been followed by the Mimamsa
and Nyaya school of literary critics, represented by Sankuka and
his predecessors, Lollata, Udbhata, etc. All the copies obtained in
the Telugu, Tamil, Kanarese and Malayalam districts, with the
exception of two in the last named country, represent the earlier
recension, while the edition of Kavyamala, their original copy,
obtained from Ujjain by the Baroda state, and the two copies in
the Library of Maharaja of Bikaner represent A recension. One
may call the earlier recension southern and the later northern,
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Both the recensions seem to have been used according to the
commentaries available. Dhanafijaya used A Recension when he
quoted from Bharata in his Dasariipa but Bhoja of the same period
used B text in quoting the same passage in his Srigaraprakasa.
B recension seems to be more ancient but in it several portions
according to the different schools of Nandin and Kohala had been
interpolated here and there long before Abhinavagupta. The
chief tests that differentiate the two recensions are that:

1. In A sets about 40 verses are omitted as mere interpola-
tion at the end of the fifth chapter, while B sets give them.

2. The ninth chapter in A sets is divided into two chapters
(9th and 10th) in B and thus the numbering differs
thenceforth.

3. The 14th and 15th chapters in A dealing with prosody for
the stage introduce later terminology of Pingala, while the
B sets merely equate the measure of a line in short and
long syllables of laghu and guru.

4. The definitions in the sixteenth chapter are givem in
Upajati metres and in a certain order in A but they are
given in Anustubh metre and in a reverse order in the
17th chapter of the B sets.

5. The subject matter of the 26th chapter in A is found in
the 35 chapter in B sets.

6. 36 chapter in B sets is divided into two chapters 36 and
37 in A sets, or even as 38th in one of the copies of A
recension,

The edition in Kavyamala series represents A set while the
French Edition (1 to 14) has combined the two sets by adding the
excess from B to the A recension of Poona and Bikaner MSS,
Chapters published by Hall and other Eurepean scholars represent
the older or B recension.

M. Ghosh'® also mentions its two recensions as the chapters
dealing with Natyagunas and Alankaras have forty slokas differently
worded in the two recensions. He writes in his introduction, ‘as
the text of the N.S has been available in two distinct recensions,
selection of readings involved some difficulty. After the most
careful consideration the translator has thought it prudent to adopt
readings from both the recensions, whenever such was felt necessary
from the context or for the sake of coherence.’ P.V. Kane'? also
agrees with M.R. Kavi and writes that the MSS and editions do
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not agree as to the number of slokas in each chapter, about the
number of chapters and also about their places in the book. This
shows that the text of Natyasastra is unsatisfactory and has
been tampered with in almost every chapter.

It becomes clear from Abhinavagupta’s Abhinavabharati that
he knew the two recensions of N.S. as he writes that who read
éantarasa, in their view, its form is stated and then he writes
‘sthiyibhavan pasatvamupanegyimah’ in the old texts after
‘permanent states will be carried to sentiment’ characteristics of
¢inta are read At the beginning of the 15 chapter on metres he
notes that there were two recensions.

Besides the difference in the text of Bharata’s Natyasastra
about Vrtti, angds of Vithi show that there were two recensions.

But K.S. Ramaswami'? Sastri refutes the view of two recen-
sions in his preface to second edition. He writes that after an
examination of all the different manuscripts collected from the
North and South for this purpose it has not been definitely possible
for us to conclude that there existed two distinct recensions, to be
called either the northern and southern or the earlier or the later
based on the differences of the readings. It is difficult to get
convinced that there could be distinct recensions in the sastric
works of all India importance such as the Dharmasastras, the
Arthagéastras, the Kimasastras, the Nityasastras and other philosophi-
cal works and Bhasgya of Patafijali, Sabara, Sankara and others.
Bharata's work also like these &astric and philosophical works,
seems to have been preserved with a certain amount of uniformity
in the Northern and Southern manuscripts. It is indeed possible
to find differing recensions among such works as [Itihdsas and
Purianas which are traditionally inhecrited and handed down by
oral recitation. The siitas, the Maigadhas and the learned
Paurianikas used to recite the epics in different parts of the country
and therefore, it is understandable that reciters might have added
to or subtracted from the originals to suit each occasion and given
rise to various recensions. But there is no likelihood of such
recensions in the cass of works of sastricimportance. No doubt
there are scribal errors, additions, and interpolations in different
MSS but these can bz easily detected and eliminated. Moreover,
the Natyasastra, also known as Natyaveda seems to have been
preserved all over India in one recension only in the same manner
as all other vedas and §istras have been preserved. It is true that
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there were many commentators of the N.S. during the period ending
with 11th century A.D. Also true that there were many independent
treatises on dramatics composed by eminent authors such as
Kohala, Riahula, Dattila, Harga, Nandikesvara, Vartikakara and
others, Tt is possible, therefore, that some commentators of the
N S. might have effected some changes in the text to suit their own
methods of interpretation and some scribes might have mixed up
portions of other later writers with the text of the N.S. These seem to
be some of the possible reasons for the differences existing in the
MSS of the N.S. today. The textual additions at the end of the 5th
and 6th chapters seem to have been made from the works of later
writers and from the commentaries of the N.S. The portion dealing
with the §anta rasa in the text of the N.S. and the commentary on
it by Abhinavagupta seem to have been added by lovers of danta
rasa, beginning from Udbhata in the 8th century A.D. to
Abhinavagupta in the 11th century A.D. Moreover, the manu-
scripts collected from the South and the North and collated by him
do not disagree in such disputed parts, The Santa-Rasa section
of the text is found only in the Trivandrum manuscript but it is
omitted in the three other, the Madras and the northern manuscripts.
The interpolated portion at the end of the 5th chapter is found
only in the Madras manuscript, while the manuscript from
Trivandrum and the other manuscripts from North India make no
reference at all to this portion. The section of the commentary
where great efforts are made by Abhinavagupta to establish the
Sinta-Rasa in teeth of strong opposition is also found only in the
manuscript of palace Library of H.H. the Maharaja of Travancore.
Ramaswami concludes his argument thus, ‘It is, therefore, obvious
that there is no wide divergence among the variants of the manu-
scripts of the N.S. which may warrant for the division
of the text into two recensions, southern or mnorthern or earlier
and later, so far as the first seven chapters are concerned. Many
variants of the text, noted down in the foot notes on each page,
indicate some minor changes of the text, either introduced
erroneously by the scribes or purposefully by some scholars who
must have handled the MSS of the N.S. at a later stage’.

We ca 1 only say this much without committing on either
side that the MSS and editions do not agree as to the number of
slokas in each chapter, about the number of chapters and also about
their places in the book, The text of Natyasdstra is unsatisfactory
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and has been tampered with in almost every chapter. The problems
of the text of Nagyasastra, its authorship and its date will remain
puzzles and matters of conjecture till the earlier dramatic works
such as those of Kohala, Nandikeévara and the commentaries of i
Udbhata and others are discovered.

Bharata’s Natyashastra and Its Commentators |

Various commentaries were written on the N.S. of Bharata by authors
like Kohala, Dattila, Drauhini, Rahula, Harsa and others. The [
works of these authors are not available to us, except some quota- |
tions embodied in some later works. We come to know about them
from the works Sangitaratnakara of Sarngadeva and the Abhinava-
bharati of Abhinavagupta. The other commentators of N.S. are said
to be Bhattodbhata, Lollata, Matrgupta, Sriéankuka, Bhattanayaka, r
Abhinavagupta, Bhattayantra and others. We come to know
about the view of these authors through the quotations®*
found in the Abhinavabharati. Besides these, there might have
been other commentators whose views have been quoted by
Abhinavagupta by saying ‘according to some’, ‘according to others’,
and the teachers of Abhinavagupta referred to as ‘our Upadhyayas
or our teachers’. Among the commentators of N.S. Bhatta Lollata
preceded Srifankuka and the former’s view about Rasa has been
criticised by the latter. In the absence of their works it cannot be
said with certainty whether they wrote their commentaries on the
whole of the N.S. or on the parts of it, or wrote as the independent
works in which were discussed the views of Bharata. Besides
these we find allusions®* made to Kirtidhara, Tikakara or Tikakrta
Harsavartika and to some authors on drama in Abhinavabharati.
The views of Bhattodabhata and Bhatta Lollata have been quoted
in other works also, for example the view of Udbhata®** about
Vrtti has been quoted by Dhanaijaya in his Dasariipaka and by
Saradatanaya in his Bhavaprakadam. Among the above mentioned
commentators, Kohala®? is one whose relation with the N.S. is not
very clear. Kohala has been mentioned as one of the hundred sons
of Bharata. His views have been oft quoted by Abhinavagupta.
He is mentioned in the same breath as authority on dancing in
Damodaragupta’s Kuttanimata.

K.S. Ramaswamy?®! opines that apart from these commentators
there were many other authors in Kashmir, who wrote standard
works on literary criticism and who were also well-versed in the N.S.
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of Bharata. They were Bhamaha, Vamana, Udbhata, Anandavar-
dhana of Dhvani School, Bhatta Tauta, Vamanagupta, Mahima-
bhatta, Kuntaka, Rudrata, Ksemendra, Rajanaka Mammata, Tilaka,
Rucaka, Mankhaka and Jayaratha. These literary critics flourished
in Kashmir during a period ranging from the 7th to the 14th
century A.D.

Moreover, we find treatment of Natya, Nrtya and Rasa in
Agnipurina, and of Nrtta, Natya and Abhinaya in Visnudhar-
mottarapurana. But in the opinion*® of M. Ghosh and Kane
these two works are later to Nagyasastra of Bharata as the treat-
ment of Agnipurina depends considerably on the N.S. There is
literal borrowing from it as well as paraphrases of some of its
metrical passages. Visnudharmottarapuriana closely follows the
N.S. of Bharata, though in certain matters such as the number of
Riipakas and Rasas it differs from it.

Abhinava Bharati

The most famous and the most erudite commentary that we find on
the Natyadastra of Bharata is Abhinavabharati of Abhinavagupta.
We come to know about many lost works and old authors from this
commentary. We find the commentary, ‘Abhinavabharati’ given
with the text of Bharata in the three volumes of Bharata’s
Natyasastra in Gaekwad Oriental Series K.S. Ramaswami®®, the
editor of the revised ed. of the first volume writes in his preface
that the manuscripts of Abhinavabharati also were not available upto
the year 1915 A.D. The party, for search of MSS appointed by
the Madras Government was able to discover the Abhinavabhirati,
from some private libraries of Malabar. Unfortunately the two
MSS of Abhinavabharati are found highly imperfect and fully
corrupt in their contents Many reputed scholars such as Drs.
Sushil Kumar De and Manomohan Ghosh, Prof. Mm. S. Kuppaswami
Shastriar, Drs. A. Sankarana, V. Raghavan of Madras, Shri
M.R. Kavi, and many others have tried their best to improve the
commentary, Hemacandra in his Kavyanuéasanaviveka has
incorporated verbatim the famous text of Abhinavagupta dealing
with the Rasa portion and the process of aesthetic enjoyment stated
in the Abhinavabharati in the 6th chapter of Bharata’s Natyasastra
Sarnigadeva in the 7th chapter of his Sangitaratnakara has versified
some prose portions of the Abhinava’s commentary on the descrip-
tion of 108 Karanas. Dr. S.K, De has reconstructed the entire Rasa
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section of the 6th chapter. Dr. Raghavan has reconstructed the
Rasa section and Santa Rasa section in particular. In spite of all
the efforts of these eminent scholars, there remained a number of :
places where the text of Abhinavabharati does not yield a sensible 1
and satisfactory construction which agrees with the context, due to r
!
{
i

scribal errors requiring corrections and filling up the lacuna.
Uncertainty of the sentences and ambiguity of views have continued
to remain in many places. Ramaswami further states that everyone
who undertakes the work of editing or reconstructing the imperfect
MSS of Abh. Bh., should before correcting the manuscript,
necessarily bear in mind that Abhinavagupta has introduced many
improvements and new thoughts into the systems of Sanskrit !
Literary criticism. All the later writers beginning with Mammata in
the 11th cent. and ending with Jagannatha Panditardja in the 17th
cent. have held him in very high esteem. Sccondly, he has rejected
the views of earlier thinkers and commentators on the Natyasastra |
such as Bhatta Lollata, Sankuka and Bhagandyaka. Thirdly, every
reconstructor of the work of Abhinavagupta should necessarily be
conversant with his style in writing the commentary. He was a
Very able commentator, who had the capacity to explain in a best
suitable manner, the text without any ambiguity or confusion. He
has invariably constructed every sentence of his text so well as to
convey rational and appropriate sense beyond our expectation. He
has clarified satisfactorily every doubt which is likely to arise in the
mind of every thinking man who may attempt to understand the
! text. About the Santa Rasa portion of the commentary, Ramaswamy
is of the view that the Santa Rasa portion of the N.S. has been
inserted in one ms. only asif a genuine part of the N.S. and also
commented upon either by Abhinavagupta or by someone else who .
was conversant with his views on the Santa Rasa through his '
statements, contained in the Dhvanyalckalocana. It is also very
difficult to believe that the great Acirya Abhinavagupta might have
himself commented upon it. But the method of writing, advance-
ment of arguments, references to other writings of his own and
quotations from the works of great authors do suggest it as one of
the genuine writings of Abhinavagupta. However, this is possibly a
separately, written small discussion on the Santa Rasa and does not
appear to be a commentary on the passages of N.S. in question.
M R. Kavi®” explains in his preface that no .complete copy of the
commentary in a single volume has been hitherto discovered. The
commentary is available in several places in part only and these
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make up two continuous sets almost complete excepting the commen-
tary on chs. 7 and 8. These two sets differ in readings, but the
differences are due to erroneous deciphering of a scribe or to an
intelligent suggestion of a missing word or letter where insects had
damaged the leaf. However the set A closely follows Hemacandra
who quoted in extenso from this work in his Kavyinusisana and
B set differs in several places and is generally less correct. With the
aid of Nrttarathavali and Sangitaratnikara which closely follow
Abhinavagupta, the proper connection of missing links in the
commentary was traced and some lacuna were filled up by (Kavi’s)
own commentary. The originals are so incorrect that even if
Abhinava descended from heaven and saw the MSS he would not
easily restore his original reading. It is in fact an impenetrable
jungle through which a rough path has now been traced. Kavi
further makes it clear that Abhinavagupta under the sublime
teachings of his master, Bhatta Tota has fixed the limits of Natya
and rejected such matter as strictly belongs to the province of music
and dancing arts. He criticizes his previous commentators in the
light of his own theory whenever they have overstepped the
boundaries of Natya and fallen into the allied grounds. His
conception of Natya is very liberal and aesthetic but it rejects all
musical dramas. His text slightly differs from that of the others
which he points out or criticizes. Tt is the difference in interpreta-
tion that gave rise to various recensions.

Abhinava’s text ends with Ch. XXXVII while most of the
others end after XXXVI. The apparent reason for extension of
the number seems to be the introduction of the 36 tattvas one for
each chapter by Abhinava and the commentary of the 37th is headed
by the verse indicating anuttaram dhama of Pratyabhijnd school.
Abhinava maintains in a high degree the Vedic and aesthetic aspects
of Natya, viewing it from a psychological perspective, while others
mix them up to produce only the pictorial effect. This is about the
text.

Now to come to the commentary, ‘Abhinavabharat’ and
Abhinavagupta. Abhinavabharati represents the erudition of the
close of the tenth century. Abhinavabhirati of Abhinavagupta
along with the commentary of Dhanika will be our main
basis. The time of Abhinava’s Abhinavabhirati and that of
Dbanatiajaya’s Dasariipaka is not much for apart. Abhinavabharati
was written after the work of Bhajtaniyaka, as becomes
evident from the fact that Bhajga nayaka has been quoted by
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Abhinavagupta. The date circa A.C. 975-1015 has been ascribed to
the Abhinavabharati of Abhinavagupta. Abhinava’s commentary
is the best on Bharata’s N.S. Abhinava has explained difficult and
vague portions of N.S. But at places he gives his own interpreta-
tions?® not found in Bharata’s N.S. As we will take his commentary
in detail later, just to point out here may be taken his interpretation
of Arthaprakrtis and his dividing them into two broad categories as
animate and inanimate and dividing the vidravas found in the
samavakara likewise. Sometimes he stretches his imagination 100
far. Sometimes he criticises Bharata also, as for example, about
the use of sthayibhava in ‘drstanta’ presented by Bharata 1O
illustrate the production of Rasa. Sometimes he does not give his
own view as about Avamarsa Sandhi®® (Ch. 19). In the view of
Ghosh® although like any other work of this class, it professes to
explain the text, it is not always an adequate help for understanding
the several difficult passages of the N.S. This drawback is
considerably due to its defective text tradition but there is still
another reason. It is probably because he wrote the commentary
with a view to help scholars of his time, whose knowledge on many
things relating to the Indian drama, theatre and general literature, he
could easily assume. However, his commentary sometimes falls
short of our needs. But inspite of these limitations his commentary
is indispensable. Whenever he has to explain any theory or
problem concerning the dramatic art or general aesthetics, he does
it very exhaustively by quoting all available views on the same and
often cites examples from a vast number of dramatic and other
lost works. Often he sums up the discussion in a masterly fashion.
One thing that we find remarkable in his commentary is that he often
criticizes and makes fun of the Sankhya views, as is seen in
his commentary on the production of Rasa (Ch. 6, p. 276). At
many places the commentary of Abhinavagupta is tinged with
his philosophical thought, for example in the sixth Chapter on
Rasa.

To be brief, throughout we have depended upon the
Natyasastra of Bharata published in G.0.S. and available in three
volumes with the Abhinavabharati, commentary of Abhinavagupta
given below the text of Bharata. Between the period of first G.O.S.
ed. of N.S. and the second, two new editions, complete in 36
chapters were out, one from Benaras in 1929 and the other from
Bombay in 1943. The First edition of Volume I containing chapters
from 1 to 7 was published in’year 1926 and the second revised ed.
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in 1956. Vol. II containing 8 to 18 chapters was published in 1954
from Oriental Institute Baroda and the Vol. IIT containing chapters
19 to 27 in 1954, the Vol. TV containing chapters 28 to 37 in 1964,
Besides, M. Ghosh published the critical text of Natyasastra in two
volumes and his translation in English in two volumes. We have
not perviewed all the chapters of Natyadastra of Bharata or
Abhinava’s commentary thereon but have mainly considered those
topics which were relevant to the Dramaturgical Principles and were
in accordance with the subjects found in Dasariipaka of Dhananjaya.

PART II

DASARUPAKA OF DHANANJAYA
AND
DHANIKA’S COMMENTARY AS AVALOKA

DASARUPAKA

As we have stated earlier, our problem deals mainly with the
Abhinavabharati of Abhinavagupta and Avaloka of Dhanika. The
commentaries cannot be studied without works on which they were
written. So the study of commentaries necessarily enjoins the
study of Bharata’s Natyadastra and Dhanaiijaya’s Dasariipaka.
Bharata’s N.S. is encyclopaedic in nature and it includes topics
other than dramaturgy proper. Bharata has written upon the
allied topics® of Natya, too, like music, dance, Alankara, stage,
construction, metres, prosody.

When Bharata’s N.S. proved too elaborate for use, necessity
for short compendium was felt and which was fulfilled to a large
extent by the Dasariipaka of Dhanafijaya. In his Dasariipaka?
Dhanaiijaya claimed to follow Bharata precisely stating that his
work is the concise form of Bharata’s Natya-veda in his own words,
We shall see how far Dhanafijaya is justified in his claim? Did he
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exactly follow Bharata or some other work or to what extent did
he follow Bharata and how did he interpret Bharata’s text 2 Some
of the differences that we find in the works of Dhanafijaya and
Bharata are due to the differences in the readings of the Natyasastra
itself, G.O.S. eds. have mostly followed the text adopted by
Abhinavagupta, and his text differed from the texts used by others,
as this very fact has been carefully shown by M.R. Kavi®® in his
introduction of the second volume of N §. Vithyangas are given in
Abhinava’s textin Ch. XVIII so also in G.0.S. ed. in the same chap.
under the treatment of Vithi itself, while in one of the texts, that
is, in bha MSS$ it is given in Bharativrtti in Ch. XX, and perhaps
Dhanafjaya followed the same recension as he gives Vithyangas
in his Dagartipaka in discussing Bharativrtti.™ Abhinava reads
the Lasyangas® in the Sandhyanga, Ch. XIX, and Dhanafjaya
defines them in the treatment of Bhana. This shows that Dhanaiijaya
followed a different MS than that used by Abhinavagupta, though
according to M.R. Kavi®® both Dhananjaya and Abhinavagupta
followed A set.

After Bharata’s Natyasastra some works were written upto
the time of Dhanaiijaya but they were more or less on poetics in
general. The works written between the interim period concen-
trated their attention upon poetry and incidentally touched upon
the principles of Dramaturgy. Only Rasa was touched upon by
almost all the Canonists. The works written in between on
dramaturgy are not available, so after Bharata’s N.S. Dagariipaka
marks the second Hall mark in the field of dramaturgy proper and
like Bharata’s N.§. It has been followed and quoted by the later
writers, playwrights, critics and commentators widely. Because of
its conciseness, it has been preferred to Bharata’s N.S. by some
of the Western scholars. The greatest characteristic of Dagarupaka
is that it is compact and deals only with the topics relevant to
Dramaturgy or Natya only. No extraneous material is available
there.

Authorship of Dashar@ipaka

The Dasarupa or Dagdaripaka a Treatise on the ten forms of drama,
one of the most important works on Hindu dramaturgy was
composed by Dhanaiijaya, son of Visnu, in Malava in the last
quarter of the tenth century A.D., during the reign of vakpatiraja
11 or Mudja (974-95). The monarch’s name is given by Dhanafijaya®
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in his concluding stanza. As is evident the work takes its name
from the ten primary forms of drama which constitute the subject
matter of Ch. XVIII (G.O.S. ed.) of Bharata's Nityadistra and it
also brings in a few other relevant matters scatterred over other
parts of the N.S.

Scope and Importance of the Dasharfipaka

Haas® writes in his introduction that in the Dasarapa Dhanafijaya
presents, in the form of a brief manual, the Rules of Dramatic
composition originally laid down in the great compendium of
Hindu dramatic sciencc, the Bharatiyanatyasastra, That monu-
mental work, although regarded as authoritative and even invested
by tradition with the character of semi-divine revelation, was
altogether too cumbersome for ordinary use and had the additional
disadvantages of diffuse and a somewhat unsystematic arrangement,
From the point of view of the dramatist, particularly, it was
unsatisfactory, since the purely dramaturgical portions were
submerged in a mass of histrionic and general prescriptions.
While Haas, Keith and M. Krishnamachariar praise®® Dhanafijaya
for this, M. Ghosh® regards it as a shortcoming. He writes ‘but
Dhanaiijaya carried too far the work of his abridgment and left out
quite a number of important matters. The special stress which he
lays on the literary aspect of drama by his exclusion of its histrionics
and other technical sides, very clearly indicates the general decadence
of the study of the subject at the time. It becomes clear from
the above statement that M. Ghosh regards histrionics etc. as the
essential parts of dramaturgy and hence he gives this view.
Otherwise Dhanafijaya was not alone in following the Dramaturgical
Principles. Even Abhinavagupta, as becomes clear from M.R.
Kavi's*! introduction, has fixed the limits of Natya and rejected
such matter as strictly belongs to the province of music and dancing
arts. Even the passages which were said to possess wider signi-
ficance to include graces and flourishes in gita and Nrtya, were
explained by Abhinava to apply only to Naitya.

Dhananjaya adheres for the most part to the terminology
and definitions of Bharata, except to a little extent in the classifica-
tion of heroines and treatment of Srngara. As we will show
further, the other variations and deviations between the two works
are not of any special significance and are few in number. Often
the variations found in Dhanaiijaya are largely due to differences
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found in Bharata’s original MSS. But there was a basic difference
in their approach to the subject, it cannot be denied and this is
seen in their treatment of plot and Hero. The excellence of
Dhanafijaya’s presentation and its convenient form gave the
Daéartipaka a prominence that it has retained to the present day.
As a compact exposition of the dicta of the Bharatiya Natyasastra,
it largely superseded that work, which seems to have become rare
with the passage of time. And if there were other works on
dramaturgy, they have been eclipsed by the Dasartupaka of
Dhanaiijaya. Its importance is further attested by the numerous
citations** of its rules, and allusions to them in later rhetorical and
dramaturgical treatises and in the commentaries on the Sanskrit
plays. For example in Prataparudriya we find quotations from
Dagartpa, and the Sahityadarpana not only refers to the Dasariipa,
and criticises some of its statements but bases its treatment of
dramaturgy to a great extent on Dhanafijaya’s work and repeats
verbatim or with minor variations a large number of its sections.

Style and Method of Treatment

In style the Dasariipaka is extremely condensed and avoids
all formulaic ‘padding’ except where it is absolutely required by
the meter,*® for example ‘atha Laksanam’, ‘Laksanam Ca Praniyate’.
In many cases, however, brevity is attained at the expense of
clearness, and not a few definitions would be absolutely obscure*
except for the help to be derived from the commentary and the
parallel passages that are to be found in other dramaturgical and
Rhetorical treatises. This is especially the case where only a
single word is used to explain the meaning of a technical term,
as often happens in Book I, in the treatment of dramatic structure.
To illustrate we may take his definition of Paryupasti, ‘Paryupastir-
anunayah’, his definition of Abhutaharana, ‘Abhitaharanam
Chadma’, his treatment of Arthaprakrtis, his definition of Bindu,
his statement about the killing of the principal hero, about the
variety of Natika etc. In his definitions of technical terms
Dhanafijaya occasionally resorts to the etymological®® explanations,
on the supposition that the root of a word or its component parts
will give a satisfactory idea of its meaning and application. Asa
typical example may be cited the treatment of the word ‘Adhikarika,
in book 1. Analytic in the character is the definition of the term
‘Vyabhicarin, other examples of etymological interpretation are
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also found at places. Fondness for minute and often fatile
classification and subdivision is in evidence throughout the work
but is best exemplified in the classification of Hero and Heroines,
of the Erotic sentiment, of the Vastu.

Subject matter

Four books of Dasariipaka treat respectively, of the subject matter;
the first with plot, i.e. Vastu, the second with the Hero (Netd),
heroine and other characters, in other words characterisation, the
language and Diction of the drama, and the styles of procedure,
the third with prologue, and different forms of drama; and lastly
the fourth with the sentiment (Rasa) and its constituents and its
production. Thus, roughly, we may say that according to
Dhanafijaya the essential Dramaturgical principles are Vastu or
plot, Neta or characterisation, Language and Diction and styles
of procedure, the prologue and introduction of the play; and the
sentiment.

AVALOKA COMMENTARY AND OTHER COMMENTARIES

As the Bharata’s Natyasastra is intelligible in the light of Abhinava-
bharati of Abhinavagupta, in the like manner, Dasariipaka is
intelligible only in the light of its running commentary, Avaloka.
In most of the MSS the Dagariipaka is accompanied by a Sanskrit
commentary, in prose, entitled, ‘Dagariipavaloka’ or examination
of the Dagariipa. The Avaloka commentary is ascribed to Dhanika,
son of Visnu and an officer of king Utpalardja who is none other
than Muija, the patron of Dhanafijaya. Dhanika was probably
Dhanafijaya’s brother unless as some say Dhanika and Dhanafijaya
are one. The identity of the two writers is suggested by the fact
that later!® writers ascribe passages of the Dasartupa itself to
Dhanika and that without the commentary the work is in a sense
incomplete. Haas'’ has also cited this view of others and also
refers to Wilson’s theatre of Hindus and Levi’s journal Asiatique.
He writes further, ‘but on the other hand there are in the commen-
tary a number of indications of a difference in authorship. For
example, Dhanika® gives two possible interpretations of the text
of ‘Sukhartha’ and in ‘tyajyam ivasyakam naca’ his explanation
seems to read a technical meaning into an apparently simple line.
In place of ‘bhedaih’ used by Dhanafijaya, Dhanika uses ‘angdni’,
As both®® declare themselves as sons of Visnu, it may be concluded
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that Dhanika, the author of Avaloka was some contemporary of
Dhanafijaya and was his brother, who collaborated in the
production of the work.

In the opinion®® of A.B. Keith and George C.O. Haas, the .
Avaloka commentary might have been completed after Muifja’s
death, approximately towards the end of the tenth century as the
work contains a quotation®* from Padmagupta’s ‘Navasahasanka-
carita’ which was written after 995 A.D. in the reign of Sindhuraja.
Dhanika often quotes stanzas®® of his own in Sanskrit and Prakrta
in his commentary, as illustrations of Dhanafijaya’s definitions, and
from the seven couplets quoted in his commentary it appears that
he composed a treatise on poetics, entitled Kavyanirnaya, of which
nothing further is known.

Although professedly an aid to the understanding of the text, %
the commentary leaves much to be desired and is not nearly so
helpful as the average work of its kind. Sometimes, it explains
a very simple and clear statement, often on the other hand, it does
not clarify obscure words and phrases and whole sections are
occasionally dismissed with the single word ‘spastam’. Even where
Dhanafijaya’s definitions of technical terms are illustrated by means
of examples from Sanskrit literature, the absence of further explana-
tion sometimes leaves the exact meaning in doubt. Though the
charge of Haas is true to a certain extent and as we will show
further in our respective chapters, Dhanika sometimes confuses
the matter, and sometimes he does not offer any explanation where
he ought to, especially this is the case in Book 1, yet his commen-
tary is indispensable and it helps us a lot in understanding the
meaning of Dhanafijaya’s otherwise short and pithy sentences.
Sometimes we could not even guess the meaning of Dhanaiijaya
if Dhanika would not have offered us help. The real merit of
Dhanika’s Avaloka lies in the occasionally lengthy discussions of
disputed and obscure points as in the Book four on sentiments
and in his collection of illustrative quotations, many of which are
valuable in obtaining a clear conception of the principles of Sanskrit
Dramaturgy. In his explanation of rules, stated by Dhanafijaya,
Dhanika not only refers to scenes and situations of the principal
Sanskrit dramas but also quotes such passagesas will serve to
illustrate the matters under discussion. He quotes not only from
dramatic works but also from other fields of literature, particularly
from the sententious poetry and the so called Kavya productions
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like that of Magha and Kalidasa. Occasionally also he corroborates
his statements by an excerpt from the Bharatiya Natyadastra or
some other technical work. Some of the quotations occur more
than once, being used as illustrations of two or sometimes three,
different statements. Besides referring to actual dramatic works,
Dhanika makes mention also of legends and stories on which plays
were based.

OTHER COMMENTARIES

There are other commentaries®™ also by Nrsimha; Bahuriipamiéra,
Pani or Devapani, by Ksonidhara Misra and Karvirama. As we
are not concerned with these, we won’t go into their details here.

Edition of Dashartipa

The earliest ed. of the Dagdariipa is that of Fitzedward Hall,
published in 1865 in Bibliotheca Indica. After Jivinanda
Vidyasagara’s ed. in 1878, another reprint of Hall’s text prepared
under the supervision of Kashinath Pandurang Parab was published
by Nirnaya Sagar Press of Bombay in 1897. Haas published his
Dagariipa with transaliteration of the text and notes in 1912. We
have depended on Dagariipaka of Dhanafijaya with Avaloka,
commentary of Dhanika; the Chawkhamba Sanskrit Series ed. 1967,
which is edited by Dr. Bhola Sankar Vyasa. The number of the
Karikas and page numbers refer to this ed. only. We have also
consulted the Dasartpa ed. by George C.O. Haas, published by
Motilal Banarasidass, 1962.

One point should be borne in mind at the outset that while we
do not know the literature and the authority on which Bharata’s
rules were set, in the case of Dhanaiijaya we know that he had
before him the best dramatic literature of Sanskrit available upto
that time. So his views must have been modified by looking at
the plays available at his time. As both the works, Bharata’s
Natyadastra and Dhanafijaya’s Dasariipa cannot be understood
completely without the help of their commentaries, and as Abhinava-
gupta’s Abhinavabharati and Avaloka of Dhanika render immense
help in understanding the respective works on which they are
written, the need for their comparative study arose. Both the
commentaries are somewhat contemporaneous. So also it becomes
essential to study them comparatively and to know how far both
the commentators differed in their views and their approach. We
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have tried to ascertain how successfully, they commented, how they
deviated from their originals, and how they differed. As the study
of commentaries would have been incomplete without the text, we
have also tried to look how far Dhanafijaya followed Bharata,
what innovations he made, and where he deviated from his declared
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CHAPTER 3

ESSENTIAL ELEMENTS OF SANSKRIT DRAMA

In the Greek theory of Drama or Western theory of drama,
Aristotle! mentioned six parts of a Tragedy which determine its
quality —namely ; Plot, Character, Diction, Thought, Spectacle and
song. Now these six parts were accepted as the six elements of
drama.

In Sanskrit Dramaturgy we do not find any express mention
of the essential elements of drama. Dhanafijaya® mentions three
elements, namely, Vastu, Neta and Rasa in his Dadariipaka which
distinguish a kind of play from the other kinds. These three
elements were accepted as the essential elements of a play. We do
not find any consensus of opinion about the elements of drama
either in Western theory or Sanskrit theory. Roughly, plot,
characterisation, Dialogue, Moral or Message and the stage direction
are accepted as the elements of a drama.

Though in the works of Sanskrit Dramaturgy the essential
elements of drama have not been enumerated, yet we may infer them
from the plays in practice and the treatises of Bharata and
Dhanaiijaya.

The first element to be noted about drama is that it is to be
represented on the stage. It is visible’ and this distinguishes it
from other forms of poetry. This fact has been equally stressed by
Bharata and Dhanafjaya, as Bharata writes, ‘we desire that type of
entertainment which will be visible and audible both’. In the words
of Dhanaifijaya ‘It is called Ripa because it is seen’.

The second point to be stressed is that drama should have the
element of entertainment.* To please is its basic purpose, and this
is verified by Bharata and Dhanafijaya both. We see that every
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type of play whether it is serious or comic, supernatural or realistic,
entertains us. This element of pleasing the audience has been in
consideration of every play-wright.

Let us now regard Nandi as the first essential element of
Sanskrit drama, because no Sanskrit play begins without offering a
prayer to gods and asking their blessings. We may say, rather,
almost all the plays begin with an invocation to gods in one way or
the other. It is also confirmed by the statement of Bharata,® when

“he writes ‘first Thave made Nandi consisting of words of blessings,
having eight padas. Nindi (Benediction) is so called because it
must always include the blessings of gods, Brahmins and kings.
It should be recited in medium tone, consisting of eight or twelve
padas.

We may take up the second essential element to be introduc-
tion. Before the actual commencement of the subiect-matter of
the play, an introduction is found in almost all the plays, though it
may be very brief or lengthy. It may be composed by the poet or
the Saitradhara. In introduction a brief account of the poet, and
his work is given ; the subject-matter is suggested figuratively by
employing the angas of Vithi or the talk between the actors. In
introduction the curiosity of the audience is aroused. Bharata gives
elaborate rules for introduction in his discussion of Parvaranga. In
the opinion® of Bharata and Dhanaiijaya, after the performance of
ceremonies of Piirvaranga, another Actor, in the manner and dress
alike to Satradhdra enters the stage and makes proper introduction
for establishing the play at hand. He is in the form of divine or
mortal or both as suited to the subject-matter of the play ; he
pleases the audience with the sweet worded stanzas, and, then, after
lauding the poet and his work, he hints at the subject-matter in
hand in various ways,and, then, he goes out after introducing the

play at hand. This applies not only to Sanskrit dramas but other
dramas also. We find prologue in Western dramas too.

The third essential element we may take to be that the subject-
matter in Sanskrit dramas is broadly divided into two: (a) to be
represented on the stage, (b) to be indicated. It is not possible to
represent all the matter on the stage. There is some portion of the
story in each play, knowledge of which is essential for the link of
the story. There are some incidents which have either happened
in the past or distant lands, and it is not possible to show them all

on the stage. Then there are some actions essential but not good
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enough to be shown on the stage. All such matter is indicated by
various devices. In Sanskrit dramaturgy, Arthopaksepaka® is the
technical name to indicate all such extraneous matter. To indicate
the matter, Viskambhakas and Pravesakas or five kinds of
Arthopaksepakas are used. Bharata and Dhanafijaya both have
given rules about the matter to be indicated® and ways of indicating
it. The most essential fact about this is that death!® of the hero
is never shown in Sanskrit plays. Besides Sanskrit plays, in Western
drama also, techniques were employed for the matter to be
indicated.

The matter to be directly shown was divided into Acts."
Whatever was interesting, leading to sentiment, involving Hero and
his actions, or persons related to him, sweet, and having Bija and
Bindu, was shown into Acts as Bharata and Dhanafjaya have
mentioned this and we find this in plays also. All the characters
made their exit at the end of the Act. In English the plays are
divided into acts and scenes, and the characters exit at the end of
the Act.

The next most essential element, and without which no play
can be constructed, is plot or the subject-matter. Aristotle gave it
the top priority. In Sanskrit also, it was regarded as the body of
the drama. And in the plot there are three essential elements,
without which no drama will be complete. In a play, Avasthas®
are very essential ; every action of the play, leading to the attain-
ment of final aim, must have these five stages in the order narrated,
both in the views of Bharata and Dhanafijaya. These Avasthis are
five in number ; Beginning, Effort, Possibility of attainment,
Certainty of attainment, and the attainment of the Phala. In the
short plays all the avasthas may not be found for example in the
one act plays of Bhasa like Urubhanga and Diatavakyam all the
five avasthis are not available. But then Bhasa has not strictly
followed Bharata.

Another essential element of the play is Arthaprakrtis.
Though their number is stated to be five, yet all may not be present
in a play. But the Arthaprakrtis will be there alright. These
Arthaprakrtis'® stated by Bharata and Dhanaiijaya include Bija,
Bindu, Pataka, Prakari and Karya. Patikd and Prakari may not
be found in every play but Bija and Karya will essentially be present
in each play. Arthaprakrtis are the means in realising the object of
the phala.
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After these two, Sandhis are the third essential element of the
plot of the play. A play is divided into Sandhis following the stages.
Though Sandhis' are stated to be five, but plays may be lacking in
them, and not having all the complete Sandhis, due to necessity of
the play. Bharata and Dhanafijaya state five Sandhis : Mukha,
Pratimukha, Garbha, Vimaréa and Nirvahana. Mukha and
Nirvahana are found even in one act plays. Thus these three—
Avasthas, Arthaprakrtis and Sandhis are the basic elements of the
plot of a play, though there may be variation in their number, and
yet a play without them would be incomplete.

After plot comes the characterisation. It is also one of the
most essential elements of a drama. A plot presupposes characteri-
sation because the story of Vastu involves the characters. Plot
consists of incidents and incidents cannot occur in vacuum, SO
characters are developed to make a story come to life. In Sanskrit
‘Hero’ includes all the characters, it should be understood to mean
characterisation. ‘Hero’ includes heroine, her assistants, messengers,
his assistants and his retinue. In Sanskrit there are imagined three'®
varieties of characters depending them on the three fold human
nature, i.e., (a) Uttama or Best (b) Madhyama or middle and
(c) Adhama or low. 1n Sanskrit dramas we find a large variety of
characters. Dhanafijaya regards ‘Neta’ as the distinguishing
element of the play. In modern western plays much importance
has been given to characterisation.

After characterisation, we come to the foremost essential
element of the Sanskrit drama and that is Rasa or sentiment. In
Sanskrit theory and practice its importance has been fully recognised.
Tts force has been accepted by western critics also. It holds a
unique position. Rasa or sentiment is the soul or core of a play. It
is rather the first principle of Sanskrit drama, and about it Bharata'®
says ‘No Artha’ proceeds without Rasa. In seeing the enactment
of a play, the spectator feels a sort of delightful aesthetic experience,
unique in itself, under the influence of which his soul is elevated
from the mundane reality of the world, and his soul relishes an
experience totally different from the worldly experience. We may
define it, roughly, as the emotional impact on the mind of the
spectator. There are generally recognised eight sentiments in
Sanskrit Dramaturgy but there may be more. Each play has one
sentiment dominant in it and the other subservient to it. The
sentiment!? depicted in the play is aroused in the heart of the
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spectator, through the configuration of Vibhavas, (Determinants),
Anubhavas (consequents) and Vyabhicarins (Transitory psychologi-
cal states).

The permanent psychological states, present in almost all
human beings, play a vital role in the arousal of the sentiment.

Now the arousal of the sentiment is mainly dependent upon
the successful production of the play. The production is closely
related with Vrttis. The Vrttis are the modes of behaviour or
styles of procedure. There are recognised, generally, four Vrttis,®
namely Sattvati, Bharats, Kaiéiki and Arabhati in Sanskrit
Dramaturgy. A play may have any one of these Vrttis or may have
more than one. The Vrtti in the play will be dependent upon
its respective sentiment in the play. So as sentiment or Rasa
is the most important element of the drama, in the like manner,
Vrtti becomes also an important essential element of the play, asit
is closely allied with sentiment.

On the one hand, Vrtti is related with the sentiment, on the
other hand, it is closely related with the four types of representa-
tion,’® recognised in Sanskrit Dramaturgy. In Sattvati, the Sattvika
Abhinaya is prominent ; in Bharati, the representation of words or
Vacikabhinaya is prominent ; in Kaisiki, the Aharyabhinaya is
prominent and in Arabhati the angika or the representation of
limbs is dominant. All these four Vrttis consist of the representa-
tion of words and limbs. With the help of four types of Vrttis and
four types of representation, the play is enacted and produced on
the stage, and these two elements help in the enjoyment of the
play and in the enjoyment of its important element, i.e., Rasa.

After these, comes the element of -dialogue or speech.
Dialogue or speech is an essential element of the drama, because it
is through speech that the characterisation finds its expression. In
Sanskrit Dramaturgy and Drama, there are various modes®® of
speech. Dhanafijaya®' has divided all the subject-matter of the play
into three, keeping in view the element of speech. This three-fold
division is ‘audible to all, audible to the limited and not audible.’
The speech audible to certain persons is again of two kinds,
Janantika and Apavarita. There is a slight difference between these
two. In Janantika®* a particular position of the hand is made,
called tripataka. In Sanskrit drama, there is also another popular
technique of speech, often used in dramas called, ‘Akagabhasita’ or
‘speech made in the void or vacuum’. In this technique a character
utters questions and answers supposing another character to be
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present but not really present, and the speaker is shown as facing
the sky. ‘Inaudible or ‘asravyam’ is that speech which a character
utters to himself and which is not supposed to be heard. This
‘Svagatabhasana’ or speaking to oneself is essential to reveal the
inner thought or emotion or certain idea passing through the mind
of the character concerned, and so the dramatist has to resort to
this technique. We also find this mode of speech employed in
English and other Western dramas in the form of soliloquy. In the
element of speech we may include the text or recitation® of the
play. In Sanskrit dramas both the ‘Samskrta’ and ‘Prakrta’
recitations are used in the plays as the need be. In dialogue or
speech of the characters Sanskrit dramas freely employ prose and
verse equally well. Although not so much important, yet we may
include modes of address also in speech.

After speech last but not the least important element is
Bharata-Vakya or the concluding stanza of the Sanskrit drama.
Though we do not find any separate mention of it either in the
Natyaéastra of Bharata or in the Dasariipaka of Dhanaiijaya, yet
it is mentioned as a subdivision®® of the last segment, i.e., the
Nirvahana Sandhi, in which a wish for the well-being of the nation,
or the people, is expressed. We find almost every Sanskrit play
ending with Bharatavakyam or ‘Prasasti’; resembling to it is found
the epilogue in Western plays.

So in brief we may say that, Prologue or Prastavana, including
Nindi, Prarocana and Amukha, division of subject matter into two,
Acts and Arthopaksepakas or in other words, worth representation
and not worth representation, Plot or Vastu including Avasthas,
Arthaprakrtis and Sandhis, Netd or characterisation including all
types of characters, Rasa or sentiment, and related with it Vrttis
and Abhinaya or representation, speech or dialogue and the
Epilogue including Kavyasamhara or attainment of phala and
Pragasti, the prayer for the general well-being, are the essential
elements of Sanskrit drama. Without them a Sanskrit drama seems
to be incomplete. Though not expressly mentioned in any work of
Sanskrit Dramaturgy as such, yet they may be regarded as the

elements essentially present in Sanskrit drama, and these elements
include the essential elements of Western drama also.
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CHAPTER 4.

THE TEN FORMS OF SANSKRIT DRAMA

Bharata!, the earliest extant author on Sanskrit Dramaturgy, uses the
word ‘Dasdaraipavikalpanam’, while discussing the divisions of Sanskrit
drama into ten forms. This seems to have inspired Dhanafijaya,
the next important author in the line, to designate his treatise as
‘Dasariipakam’.

Abhinavagupta®, the famous exponent of Bharata’s Natyasastra,
takes the compound ‘Dadartipavikalpanam’ as a genitive Tatpurusa
one and explains it ‘Dadanam Ripakapam Vikalpanam’, including
under the term ‘Dasartpa not only the matter which is to be present-
ed on the stage but also the works which contain that matter. In
his opinion the view of those persons who take ‘Dadaripam’ to mean
Kavyam and who try to exclude other forms and interpret it as the
assumption of characters etc. is just being laborious. Other forms
arising out of the combination of major ten forms, such as Rasaka,
Totaka, Sattaka etc. mentioned by Kohala can be understood as
subdivisions on the model of Natika and need no separate mention.

The term ‘Ripa’ used in Dasaripavikalpanam and
Dasariipakam has been explained by the commentator of Bharata
and the author of Dasariipakam identically, In their opinion it
signifies the visibility of the subject matter However, Dhanafijaya*
goes one step further and explains the term Riipaka to signify a
thing where the visibility of the object to be witnessed by the
audience is imposed or assumed by the characters, and, therefore,
the works depicting that subject-matter are named as Riapakas.
While explaining the statement of Dhanafijaya, Dhanika® concludes
that the terms ‘Natyam’, ‘Riipam’ and ‘Rapakam’ are synonyms and
refer to one and the same thing. These three terms also indicate the
nature of the actions included therein.
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Of course the view of Abhinavagupta is most logical and
convincing. Riipa means the matter which is seen by the eyes and
the works containing that matter are called Ripani or Riipakas.
Dhanaiijaya and his followers may be held right in holding Rapaka®
to be assumption only to this extent that as the matter which is
seen, is represented by the actors, so the works containing that
matter and represented by the actors are called Riipakas. Butitis
only a subsidiary reason. The main reason in calling them Ripakas
is that they consist of the matter which is seen. We shall now deal
with the number of the dramatic forms which has been mainly
restricted to ten by the earlier dramaturgists. Bharata does not
provide any reason for limiting Riipakas to number ten. After
describing two major forms, Nataka and Prakarana, he describes
Natika which is a combination of the chief characteristics of the
two major forms in a much abridged form. Despite this the
pumber with regard to the major forms remains the same. It can
safely be concluded by this treatment of Bharata that there might
arise other minor forms as a result of the combination of major ones
but they are not to be treated as independent forms.

Abhinavagupta’ referring to the views of others about the
number of Ripakas who had tried to raise it, finally discards their
views and abides by the dictum laid down by Bharata. Dhanaijaya
and Dhanika are strict about it holding it to be tenfold only in its
pure form as Natika is a mixed form. Following Bharata,
Dhanafijaya and Dhanika also discuss Natika while enumerating the
ten forms of the Riipakas®. The ten forms have been distinguished
from Dombi, Srigadita etc. which are supposed to be based on the
emotional states (Nrtyam) by Dhananjaya. Dhanafijaya’ maintains
Nrtya (Pantomime), based on emotional states, as quite different
and in his view Nrtya and Nrtta are the auxiliaries in a Nataka.
Keith'® approves the same view when he writes that further light is
shown on the nature of drama (Natya) by the discrimination of it
from dance (Nrtta) and mimetic art (Nrtya) which united with song
and speech serve to make up the drama. The dance is based on
time and rhythm, the mimetic art is concerned with representing the
feelings or emotions (bhava) while the essence of the drama is the
sentiment which it evokes in the spectator, a fact which places it on
a higher plane than either of its handmaidens. But there may be
dramas in which these auxiliaries take first place, and on this fact is
based the distinction between the primary forms and the secondary
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forms, i.e. Upariipakas. Naitaka, Prakarana, Anka, Vyayoga,
Bhana, Samavakara, Vithi Prahasana, Dima and Thamrga are ten'
primary forms.

Having recounted the names of ten forms Bharata' proceeds
to discuss the essential constituent elements of these forms. He
regards Vrttis as the mother of all poetic works, from which the
ten kinds of representational compositions are evolved with respect
to their production. In his own words just as the musical notes
(Svara) constitute scales (grimas) due to the $rutis together with
their Jatis, so the varieties of plays come into existence due to
varieties of styles. The two major kinds, Nataka and Prakarana are
made up of all the styles and they include varieties of situation.
The other ecight forms, Bhana, Samavakara, Vithi, Thimrga,
Utsrstikdanka, Vyiyoga, Dima and Prahasana should not include
the graceful style.

Abhinavagupta'? criticizes the views of those who apply this
statement to Dadariipa only and not to other poetical works.
Abhinava maintains that although Vrttis are like mothers of all
poetic compositions, whether representational or non-representa-
tional, yet recognising their representational ability, the plays are
said to be caused by Vrttis, as they are made directly visible to the
eyes. He further elaborates that to denote the peculiar characteris-
tic it is stated that just as the Gramas differ in music from the other
Grama, though the notes are common, because of their prominence,
shortness, completeness or incompleteness, similarly Vrttis being
prominent or otherwise in the ten forms, one kind of play differs
from the other kind. And the distinction of the Riipakas is based
on Vrtti, being either complete in its angas or lacking in them.
From Nitaka and Prakarana having complete Vrttis and their
angas, are imagined other kinds of Rapakas, lacking in Vrttis or
their angas. The Riipakas not narrated, here, may also arise. The
particular ten Ripakas, arising out of the Vrttis are discussed here
just to set the example. While Bharata and Abhinava accept
Vrttis as the basis of distinction of the forms of drama, Dhanatijaya
and Dhanika hold Vastu, (subject matter), Neti (Hero) and Rasa
(sentiment) as the elements'* which distinguish one form of drama
from its other forms. We shall now take up for our discussion the
ten primary forms of drama one by one.
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NATAKA

The foremost among the ten primary forms is Nataka's.
It is a full-fledged drama. Bharata'® mentions its chief characteris-
tics to be :

1. that its subject matter or Vastu is Prakhyita, i.e. well-

known far and wide.

2. Its Hero or Nayaka is Prakhyata, i.e. well-known and
Udatta, i.e. exalted. :

3. It deals with the character of the persons bora in the
family of royal seers and having divine protection.

4. It consists of many achievements, and properties of
wealth, love etc.

5. It is rich in Acts and introductory scenes.

6. It deals with the behaviour of kings, caused by their joys
and sorrows, consisting of actions variously revealing
many sentiments and psychological states.

7. In Nataka and Prakarana there are five to ten Acts.

8. In a Nataka Pravesakas or introductory scenes are
employed for many purposes. Bharata also states
the rules about the breaking up of the Acts in a Nitaka.

9. Battle, Loss of a Kingdom, death, siege of a city and such
like things are not to be directly shown on the stage, they
should be indicated through Pravesakas.

10. The death or killing of the leading Hero should not be
devised either in Act or introductory scene, either his
flight or capture or negotiation should be depicted.

11. In his opinion a Nataka or Prakarana should not contain
a large number of attendants, in accordance with the
sentiment. The men of action should be four or five and
the action of the drama should be like the tip of a cow’s
tail, all the exalted situations should be placed at the
end.

12. The last segment, Nirvahana in all dramatic compositions
should always contain the Marvellous sentiment.

This is in brief how Bharata has described the Nataka. We
shall now discuss the views of Abhinavagupta in this regard. In
the light of Abhinava’s'? interpretation Nataka depicts the subject-
matter traditionally or mythologically well-known, which signifies
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the character, the action and the place. The word exalted ‘Udatta’
should be understood to mean a Hero suitable for the Heroic
sentiment and, therefore, all the four types of heroes, i.e.
Dhiralalita, Dhirapradanta, Dhiroddhata and Dhiroditta should be
understood by it. He does not accept the view of those, who, on
the basis of Bharata’s statement made at another place that Gods
should be known as Dhiroddhata, kings as Dhiralalita, chieftains
of army and chief ministers as Dhirodatta, business men and
Brahmanas as Dhirapraganta, consider Dhiralalita as the only fit
Hero for the Nataka. Abhinava forwards the argument that
Janaka etc. or Rama etc. are not Dhiralalita but Dhirodatta and
Bharata’s general rule mentioned there about the three kinds of
nature should not be applied in case of the special rule which
clearly mentions Udatta and well-known person, born in royal
family as the Hero of the Nataka. His further view is that the
divine should not be described as the leading Hero in a Nataka,
cather divine should be given subsidiary roles as Pataka hero or
Prakari Hero. In the case of divine, being the Hero, the draw-back
will be that there will be difficulty in the mutual communication or
rapport of the heart of the spectator. Though the heroine may be
a divine one, like Urvaéi, because in that case, incidents involving
her, are covered by the incidents of the Hero. In his opinion, the
ultimate phala of a Nataka should not be depicted as renouncing
all and taking to asceticism. He provides the plea for the depiction
of the actions of the kings because it impresses upon the audience
a feeling of submission, through the manifold actions reflected in
the histrionic representations of the actors. In his opinion,
whatever causes distaste and obstructs the cognition of enjoyment
should not be described in a Nataka, and this is the reason that the
behaviour of the contemporaries is not a fit subject for portrayal.
Abhinava does not attach much value to the view of those persons
who distinguish between the types of death and suggest that a
particular type of death can be shown on the stage In his own
view death is equal in every situation and is not fit to be represented
on the stage. Explaining the statement of Bharata, he widens the
scope of ‘Mahajanaparivara,’ including under it the action
performed by many persons, or causing averse feelings in many
persons. He has also quoted various interpretations of the ‘tip of
the cow’s tail’ phrase, some taking it to mean beginning with subtle
events, others meaning by it some actions to be finished in the
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beginning, some going upto Pratimukha, some upto Avamarsa and
some reaching upto the end.

While in Abhinava’s view gods are not fit to be the leading
heroes of the Nataka, in the opinion'® of Dhanafijaya and Dhanika,
in the principal plot of the Nataka which is well-known, the hero
may be a great king born in a renowned family or may be a god
(Divya). Moreover, in the view of Dhanafijaya the Hero of a Nataka
is endowed with attractive qualities, 18 exalted (Dhirodatta),
glorious, eager for fame, a preserver of three Vedas, a ruler of the
world, and has great encrgy. Dhanafijaya regards Nataka as the
root (Prakrti) of other dramatic forms. In his view, after determin-
ing upon the beginning and end and its division into five parts, the
sandhis should be broken into small sections. Those Angas should
be employed which are not inconsistent with the main plot. Though .
Bharata has not mentioned any rules about the sentiment,
Dhanaiijaya, in mentioning them, becomes more assertive. One
sentiment either the Heroic or the Erotic, should be the principal
sentiment, and it should be furthered by means of consequents,
determinants, the permanent state and the transitory states,
occasionally taken up and dropped. Neither the subject-matter
should be made disconnected too much by the excess of sentiment,
nor the sentiment be overwhelmed with matters relating to the
subject-matter or its embellishments. Dhanaiijaya follows Bharata
in recommending Marvellous sentiment in the conclusion, and in
forbidding unpleasart sitvations to be represented on the stage. He
also abides by Bharata in the exclusion of the death of the leading
Hero, but he adds, whatever is necessary should not be left, which is
interpreted by Dhanika as that the killing of the leading hero should
not be indicated through Pravedakas also and the offerings to gods,
ancestors etc. should be done somewhere, if necessary. Dhananjaya
and Dhanika followed Bharata in respect to the description of Acts
etc. Though it is not mentioned by Bharata but in the line of
Abhinava, Dhanafjaya makes it a rule that whatever in it (i.e. in the
original story) is at all unsuited to the character of the hero or
inconsistent with the sentiment is to be omitted or to be arranged
in some other way. To take Dhanika, as for example the killing of
valin by deception is left out by Mayuraja in Udattaraghava ; in
Mahaviracarita, when he comes to kill Rama, inspired with the love
of Rivana, is killed by the later and thus devised otherwise. Or to
take a better example, Kalidasa in his Abhijianasakuntala envelops
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the forsaking of Sakuntala with the curse of Durvasa, thus exalting
the character of the Hero, and not putting the blame upon him.
When we scrutinise the precepts of Bharata and Dhanarfijaya
and their commentators, one fact is limelighted that a commoner :
has no place to be the Hero of a Sanskrit Nataka. Kings were 1
recommended to be the heroes of a Nataka, because they being
above us, the common level, their joys and sorrows appeal more to
the heart. Persons, belonging to a higher rank, raise us from our
common level and ordinary life, and liberating the audience from
the sordid reality take them to the realm of poetry. It is also right
that the Hero of a Nitaka should be well-known and belonging to
the past, because, then, the undesired feelings like jealousy etc. do
not arise, which may in the case of heroes belonging to the present
time. Most of the Sanskrit Natakas follow the precepts of Bharata
about the subject-matter and the hero. For example, all the three
heroes in the Natakas of Kalidasa are well-known and exalted. In
the Nitakas of Bhavabhiiti, Rima is the Hero who is a super-human
being, rather a god incarnated in human form.
We find that in Sanskrit a Nataka is the most complete form
. of drama. It is comprised of five Sandhis, Avasthas, Arthaprakrtis.
| In addition, it also contains Episodes, Episodical incidents,
! Episodical indications, appropriate to the plot. It employs
| subdivisions of Sandhis and many other embellishments. In it all
i the sentiments, psychological states and actions find their way of
i expression. Its heroes are generally exalted, but there may be other
kinds of heroes also. It deals with the character of kings, known
far and wide, for their bravery, good qualities, and lineage. It is
divided into Acts at least having five in number, conforming to five 4
Sandhis. The matter not presentable is indicated through
b explanatory devices. Finally a Nataka is complete in Vrttis and
other things,

PRAKARANA

Bharata'®, distinguishing Prakarana from Nataka, mentions that in
a Prakarana a poet devises (Prakurute) an original Vastu and Hero
by his own intellect and works up its elaboration. In it a playwright
, constructs a plot with an original seed and a hero not coming out
i of Rsis works to carry on the action. Whatever has been narrated
about the subject-matter, phala, Vrttis and their varieties
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in respect of a Nataka, is equally to be applied to the Prakarana
also. Another factor distinguishing it from Nataka it that varied
exploits of Brahmanas, merchants, ministers, priests, officers of the
king and leaders of caravan are depicted in it. He emphasises the
fact that it does not have an exalted hero, nor it contains the divine
character, nor the enjoyment of pleasures by a king and is mainly
concerned with the men outside (the royal palace). A play of this
type should include slaves, Vita and head of the banker’s guild and
should contain incidents arising from the attendance of courtezans
as well as exploits of women of good family not very well-known.
He uses the term ‘Mandakulastrinam’ which has been interpreted
differently. In the family circle and discussion of family matters
of a minister, head of banker’s guild, Brahmana, priest, leader of
caravan, a courtezan should not be present. If a prakarana is
having a courtezan as the heroine, her meeting with the women of
good family should not be devised, and if having good women, then
courtezans should not be there. Thus Bharata forbids the encounter
of the two, but he modifies the rule and sates, if out of necessity,
their meeting occurs, then their language and manners should be
kept undistorted. In Prakarana, Viskambhaka should be employed
by middle characters, adopting sanskritic speech and should be
concise in matter like Pravesaka.

In Abhinava’s®® opinion the final object or the ultimate aim
and the story leading to that aim is devised by the poet’s inventive
power. In it the story may be taken in its crude form, from other
previous works, but the poet presents it more beautifully and skill-
fully with the help of his imagination. He follows Bharata in
not commending an exalted hero for a Prakarana and in his view,
Brahmanas etc. should not be depicted enjoying the pleasures
appropriate to kings. He brings out the contra-distinction
of Nataka and Prakarana more clearly when he writes that
there is a slave in lieu of Kaficukin, vita in place of
Vidasaka, Sresth1 instead of Amitya. It contains the Srrgira
caused by a courtezan and in it the actions of women born in
good family are depicted in a small measure. He refers to the
interpretation of his teachers also who take ‘Mandakulastrinam’ to
mean the conduct of women born in mandakula (middle class),
i.e., good families not very well known. In his opinion where the
family matter, i.e. part of the Itivrtta dealing with human object
related to minister ectc. is discussed, there a courtezan should not
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be shown as the heroine. But in the case of Vita etc. as the
heroes she can be the heroine in domestic matters also. He also
excludes the meeting of the two. Thus two kinds of pure
Prakaranas having women of good family as the heroines and having
courtezan as the heroines are mentioned in the case of Sresthi,
minister etc. It is Sankirna or mixed in the case of Vita etc.
as it contains both a courtezan and woman of good family as the
heroine. Abhinava makes Bharata’s statement about their encoun-
ter more clear. In his view if the meeting of both is to be depicted,
then both should be depicted with their appropriate language and ]
conduct, as for example, the language of woman of good family
is uncontaminated Sauraseni and Sanskrit, is that of the courtezan;
the behaviour of respectable ladies is modest, while in a courtezan |
it is contrary. He accepts twentyone varieties of Prakarana. !
Both®*! Dhanafijaya and Dhanika in line with Bharata, accept the
action of the Prakarana to be invented and taking place on earth
and its hero to be either a minister or Brahmana or a merchant who
is self controlled and calm, undergoes misfortune and has virtue,
pleasure and wealth as his chief objects. All the rest, Sandhis,
Pravedakas, Rasa etc. are as in the Niataka. Dhanika adds that in
Prakarana the success of the object should be impedded with calamity.
In Dhanafijaya’s view the heroine of the hero in a Prakarana may be
of two kinds, the woman born ina good family and a courtezan.
In some plays only the woman of good family is the heroine, in
some the courtezan, and in some others both may be the heroines.
The woman of good family stays indoors, so she is Abhyantari.
i.e. she is the heroine at home; courtezan stays outside the
home, so she is Bahya or public, and the two should not cross each
other. Bharata and Dhanafijaya perhaps mean to say that ina w
Prakarana a woman of good family is the heroine at home, and
outside the home a courtezan is the heroine and the two should not
cross their boundaries. Depending upon the heroines, the Prakarana
becomes of three kinds, the Sankirna (mixed) variety of Prakarana
abounds in rogues. Dhanika takes for the example of these three
types, Tarangadatta, Puspadiitika and Mrcchakatika.

Thus see that by the consensus of all, the Hero of a Prakarana
is not of the exalted type and the subject-matter is devised by the
poet’s own imagination, or renovated, making it more powerful,
The subject-matter being invented, a Prakarana deals with the
behaviour and conduct of middle class characters. In contrast
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to Nataka, it is not putona celestial ground, rather it is a drama
based on realistic grounds. No divine characters are to be present-
ed init. It deals with the human objects of worldly persons. Its
heroine may be a woman of good family, or a courtezan or both.
Generally, the two do not encounter each other, even if they do,
they resort to their respective  conduct and language. In other
respects like Sandhis etc., if follows the laws of the construction of
the Nataka. It offers a larger variety of characters. We may
agree with the views of Keith®* that Prakarana is a bourgeois comedy,
a comedy of manners, of a rank below royalty.

NATIKA

Following the scquence enumerated before by Bharata, there
ought to come the description of other forms of Ripakas,
but Bharata after describing Natzaka and Prakarana discusses
Natika as it arises from the combination of Nataka and Prakarana.
Bharata,?® after stating that the playwrights should make another
kind of play, either well-known or devised as the case may be with
the combination of Nataka and Prakarana, mentions the chief
characteristics of Natika. In his opinion, it is distinct from the
two—the Nataka and the Prakarana. Its plot should be invented;
the hero should be a king. It should be based on an incident
relating to music or affairs of the harem. It contains an abundance
of female characters, has four acts, graceful gestures as its soul,
well arranged constituents, many dances, songs and recitations
and love’s enjoyment. It should also be known to contain royal
manners, anger and its pacification and pride, and should have hero,
his queen, female messengers and the attendants as its dramatis
personae.

Abhinava * agrees with Bharata and adds that it is arranged
in Kai¢iki style and all the four angas of Kaisiki are completely
well arranged in it. The enjoyment of love and the attainment of
kingdom is the main phala in it. If the king’s behaviour is
depicted in respect to other heroines, then the anger,
its pacification, cheating etc. should be depicted as pertaining to
the first heroine. Female messengers are common to both (i.e. king
and his queen). All other Sandhis and their angas are like before,
meaning like Nataka and Prakarana. Here Abhinava deviates
from Bharata as the latter does not say anything about Sandhis.
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Abhinava quotes others’ views too. In the view of Bhatta Lollata
as quoted by him Natika has six padas. Sridankuka enumerates
it to be of eight kinds, because the queen and the maiden become
of four kinds on the basis of well-known and not well-known and
the two types of maidens, belonging to harem and music. In
Ghantaka’s view, this much is dependent on Nitaka that the
hero should be a king, not that he must be well-known, hence due
to that twofold difference other eight types become sixteen. Some
others opine that its Vastu, being invented is taken from Prakarana,
its Hero, being the king, is taken from Nataka. In the opinion
of some Natika differs from Nataka and Prakarana. Nataka may
be taken to denote the ‘Riipakamitra’—that is to be represented,
to show delicacy in it, it is termed in female gender. Thus,
there may be Prakaranika also, prominent in Kaiéiki where business-
men of the guild etc. may be the Hero. Unlike his usual manner
Abhinava is silent here and does not defy the above views of
others, so it may be inferred that he broadly accepted the many
divisions.

Dhanafijaya®® defines the Natika for the purpose of disposing
of the other kinds of drama that are mixed. Dhanika®® writes in
his Avaloka that some people by a fallacious interpretation of
Bharata’s statement, accept Prakaranika also, but that is wrong
because its definition and characteristics have not been stated by
Bharata. Moreover, there is the absence of distinction, because the
characteristics of the two are common and the Vastu, Rasa and
the Hero in Prakaranika are not different from Prakarana. Natika
has been defined toshow the rule that among the mixed plays,
Nitika should be devised. In Dhanaiijaya’s view, in 2 Natika Vastu
is taken from the Prakarana and the hero is taken from the Nataka
who is renowned and Dhiralalita; the principal sentiment is the
Erotic with its various characteristics. Dhanafjaya may be said to
follow Bharata as the latter has mentioned its Vastu to be invented,
and its Hero a king and its having the characteristics of both
Nataka and Prakarana. Though Bharata has not expressly men-
tioned that its Hero should be renowned and Dhiralalita, but
elsewhere he has accepted a king to be Dhiralalita and Dhanarijaya
mentions it expressly. Dhanika elaborates the point that the
invented subject-mattér is the characteristic of the Prakarana,
well-known king as the hero is the characteristic of the Nataka.
In the view of Dhanafijaya and Dhanika, if on the basis of the
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number of females and the Acts to be employed in a Natika, the
divisions are considered, then this would lead to innumerable
varieties, and, therefore, it is advisable to limit the form of Natika
to one only. Dhanika opines that by mention of it in feminine
gender, abundance of women is justified in it, and its having four
Acts is also justified because of the presence of Kaigiki Vrtti and
the number of its angas, and also because Avamaréa is scanty in
it. Then Dhanafijaya mentions its special points to be that the
elder queen is experienced, born of a royal family, grave, proud,
and the meeting of the hero with another heroine is with difficulty
and under her control. The heroine to be attained is like the
queen, i.e. born of a royal family etc., and is inexperienced, divine
in beauty and very attractive. The heroine comes near the hero
because of her relation with the harem and the like; through
hearing and seeing her, newly awakened passion of the hero arises
in her in its regular stages; the hero in it is apprehensive through
the fear of the queen. In the view of Dhanafijaya and Dhanika,
Natika contains four acts having four angas of Kaidiki, each Act
appropriately having the subdivisions of Kaiéiki. In mention-
ing the special points Dhanaiijaya cannot be said as deviating from
Bharata. What Bharata has mentioned in general that it contains
the behaviour and the manner of the kings, Dhanaiijaya elaborates
that, making them special characteristics of the Natika. Dhanafijaya’s
description of Natikds seems to be influenced by the examples
of Harga’s Nagikas. It appears that when he mentioned the
characteristics of Natika, he had, obviously, before him the plays
like Ratnavali and Priyadarsika.

Of course, looking impartially, the description of Natika
after Prakarana among the ten major forms of drama, seems some
what out of place and its name has not been mentioned when the
names of ten forms have been counted. M. Ghosh* may be held
right in his assumption in taking Natika as an interpolation, because
Haas ® also thinks its description out of place amidst the ten forms
of drama. It becomes proved from Bharata’s®® own statement also
when he says ‘I have spoken briefly the characteristics of Nataka
and Prakarana, next, now, I speak of Samavakara with its
characteristics’. But if it is an interpolation, it must have been
inserted long before, because Abhinava has defended its description
and has commented upon it. Abhinava and Dhanika hold the
view that its description is to show other mixed plays. Thus,
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Natika, while combining the characteristics of the two major
forms, Nataka and Prakarana, is distinct from them. It has
generally the king as the hero who is well-known, the story is
either invented or innovated, and it contains generally queens and
maidens. Queens are jealous and first, but ultimately they sanction
the nuptial of the maiden with the Hero. It abounds in anger,
its appeasement, intrigues, songs and dances and soft representation.
It has for its object the attainment of a maiden accompanied with
the gain of the kingdom. We may call it a Romantic comedy.

SAMAVAKARA

Bharata®, now, discusses Samavakdra. In his view a Samavakara

should have exploits of gods and asuras as its subject-matter and

its Hero a well-known and exalted. Tt is to consist of three Acts i

presenting three kinds of deception, three kinds of tumultuous

action and three kinds of love. It abounds in twelve heroes, i.e.

the number of heroes may reach twelve, and its duration is eighteen

| Nadikds. Bharata further discusses its arrangement of Acts and

f the distribution of Nadikas. The first Act should have a duration

f of twelve Nadikas (4 hours and 48 minutes) and should contain

1 laughter, excitement, deception and Vithi The second Act should

also be similar having a duration of four Nadikas (one hour thirty

1 six minutes), and the third Act should contain the conclusion of the

\ subject having duration of two Nadikds (48 minutes). By Nadika

| he means the half of a Muhfirta, The duration of Nadika

l should be employed in the production of Acts in accordance with

the Sastra. He, further, elaborates that in composing such a play,

the different Acts should be made to have different objects and

these objects should be loosely related. Now he defines three kinds 1

| of excitement, three kinds of deception and three kinds of love. |

| Excitement of three kinds may be caused by battle or flood (lit. )
i water), storm (wind) or fire, and elephant at large, or by the siege

of the city. The three kinds of deception that create joy or sorrow l

|

may be due to a devised plan, acts of gods (Daivavaéid), or that
brought about by the adversaries. Three kinds of love to be present-
ed through different actions are: that in relation to Dharma (duty),
that related to Artha, i.e. actuated by material gain, and that
related to Kama, i.e. actuated by passion. When sticking to duty
| one’s desired well-being is accomplished in many ways by regular
austerities, it is to be known as Dharmasrngara. Artha Srigira
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is of various kinds because of its love for the gain of the different
objects. Kamasrngara includes the education of a maiden and
also gentle or excited love affair of a man with a woman, The
metres, as stated by Bharata; to be used in Samavakara have been
interpreted differently. Following the simple interpretation Usnik,
Gayatr1 and other metres, complex in construction are to be
employed in Samavakdra, while according to others they should
not be used, Sragadhara etc. should be employed. Thus in the
view of Bharata a Samavakara should be composed having many
sentiments.
Abhinavagupta® pleads for the taking up of Samavakara. In
his view, sequence is not for the purpose of counting and this
sequence has been broken by the description of Natika. Asin
Nataka and Prakarana, there is abundance of production, so it is
in Samavakara because of the representation of ‘Trivarga’ (i.e. three
human objects). Other forms of plays do not contain means leading
to Trivarga as they are one Act plays, Dima has four Acts, but it
has been described afterwards, its reason will be discussed later on.
As the Samavakara produces ‘Trivarga’ and contains many acts like
Nataka and Prakarana, so its description with all its characteristics
is appropriate after describing Nataka and Prakarana. Abhinava
further opines that the term Prakhyata has been used to exclude the
gods and asuras who are not very well-known and who are described
in story-books like Brhatkatha etc. and through imagination,
Although gods are violent in comparison to man, yet in comparison
to themselves on the basis of prominence of gravity (Gambhiryam),
they have been stated to be exalted and the like. In his view each
Act of the three Acts contains Vidrava ctc., three in number. He
refers to the difference of opinion about ‘twelve heroes’ mentioned
by Bharata. In the opinion of some, each act contains twelve
heroes, while in the view of others, there are four persons
in every Act, Hero, his antagonist and their assistants, and
thus they become twelve in three Acts and the number twelve is to
denote the characters collectively, Abhinava follows Bharata in the
arrangement of three Acts. He etymologically defines Samavakara as
the play where the object is scattered and connected. And the Acts
in it are not interrelated to each other. He adds of his own accord,
while interpreting three kinds of tumult, that three kinds of tumult
include, tumult caused by inanimate, caused by the other, i.e.
animates and caused by both. Water and wind are stated to
exemplify the tumult caused by the inanimates. Elephant exemplifies
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the tumult caused by the animates, and the siege of a city serves as
the example of the tumult caused by both. His interpretation of
the three kinds of deception is also somewhat new. He interprets
the ‘Vastugatakramavihita’ deception as the deception wrought by
intellect only, which is produced at the time when the agent who is
to reap the fruit thinks over the ways and means and acts upon
them, and in the process is deceived by the deceiver. But where the
deceived person is himself guilty that deception is used by others.
The third is caused by ‘daiva’ where it does not cause somebody’s
Jjoy and other’s sorrow and where the both (hero and the enemy)
are equally engaged in phala but one is progressing, the other
decreasing. Explaining the three kinds of Srigara Abhinava adds
that by the use of the locative case in ‘Dharme’, ‘Arthe’, ‘Kame’,
the cause and effect of three kinds of Sragara is mentioned. Thus
where in the attainment of the heroine Dharma is either the cause
or the result to be attained, that is Dharmasérngira. Thus should
be considered in the case of Artha and Kama also. By Spnigara is
meant the object of Spngara. The doubt may be posed, how the
desire for Artha is found in gods. In the opinion of some, it is
possible in Gandharvas and Yaksas etc., in the view of others gods
may have the desire for that which is worth desiring.

Abhinava provides the reasons for its lack of Kaigik1.
Samavakira lacks in Kaiéiki as it does not contain songs, dance etc.
To support this statement, he refers to the view of his teachers, that
Kaisiki cannot be said to be present merely because of the presence
of Kama, as it is not possible in the persons of terrible nature.
Abhinava concludes that persons of devout nature, devotees of gods
get delight out of this type of production and the persons of not
very keen intellect, like women, children and fools are enraptured
by the depiction of tumult etc.

In the view of Dhanafijaya®® and Dhanika, Amukha should be
done in Samavakara in the manner of a Nitaka. Its vastu (subject-
matter) is well-known, belonging to gods and asuras and it contains
all the sandhis except Vimarsa. It has all the Vrttis but Kaisiki
faintly developed. Dhanafijaya also mentions its twelve heroes, to
be well-known and exalted, all of them attaining their Phala
separately. It contains all the sentiments with much of the Heroic,
as in the churning of the ocean. In its three Acts it presents three
kinds of deception, three kinds of love and three kinds of excite-
ment. Dhanaiijaya follows Bharata in this respect and in mentioning
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its sandhi etc., but he differs from Bharata when he mentions
its twelve heroes to be well-known and exalted, and having separate
object, because Bharata is silent over this point. Morcover, it does
not become clear either from Bharata or Dhanafijaya or Abhinava-
~ gupta whether each Act is to present three kinds of deception, three
kinds of love and three kinds of excitement, or each act should
present one kind of love, one kind of tumult and one kind of
deception.

Dhanaiijaya deviates from Bharata in the arrangements of
Acts. While Bharata mentions first Act having Prahasana, Vidrava,
deception and Vithi, and is silent over sandhis to be employed in it,
Dhanafijaya mentions two sandhis in it (First Act). Bharata has
defined Nadika as half of the Muhiirta, and Abhinava has used the
term Ghatika in place of Nalika, Dhananjaya defines Nalika, as
consisting of two ghatikds. He, following Bharata, also mentions
briefly three kinds of deception : caused by the nature of the object,
by supernatural acts (daiva) and by encmies. He further mentions
in brief, the three types of Vidrava, resulting from the siege of a
city, from a battle, violent winds, fires and the like. He agrees with
Bharata in mentioning the three kinds of love. He forbids Bindu
and Praveéaka in it, while Bharata is silent. In his view, one may
employ angas of Vithi in it, as in the Prahasana, according to one’s
requirements.

In Dhanika’s®® opinion, which is akin to that of Abhinava,
this type of play is called samavakara, because various themes or
objects are strewn in it. Dhanika contributes a lot in making the
point clear thatin each Act of it only one type of Vidrava should
be employed out of the three Vidravas. i.e. three Vidravas should
be properly divided into three Acts, each Act having one of the
Vidravas, so in the like manner should be employed three érngaras
and three deceptions.

Finally, we find that dividing three kinds of excitement into as
caused by animates, inanimates and both, is Abhinava’s own
contribution. Tt is not supported either in Bharata or in
Dhanafijaya. Dhananjaya has followed Bharata to a large extent
and has not deviated from him in important points. We may say
that Samavakara is a kind of supernatural drama, abounding in
inhuman characters, having a well-known story and twelve heroes.
It is marked by three Acts, properly divided into Nadikis, contain-
ing three types of deception, §rngara and excitement. It is loosely
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connected. « It is also clear from Abhinavagupta’s statement that
persons of superior intelligence will not gain much pleasure in it.
It appears that this type of drama was not very popular, because no
old specimen of it is available, except Amrtamanthana or
Samudramanthana. M. Ghosh® expresses his view that Samavakara
was not a play of the regular type and belonged to a very early
stage of evolution of Indian drama. Keith? also supports the
assumption, when he writes that the supernatural drama Samavakira
is described obviously on the basis of a single play, the
Amrtamanthana.

THAMRGA

Now Bharata®® discusses the characteristics of Thamrga. In
his view, it has as its heroes divine males who are implicated in
fights about divine females. It should be constructed with a well-
arranged plot and should be convincing. It is to abound in
vehement persons and to have its construction dependent on
feminine anger which is to give rise to commotion (Sarmksobha),
excitement (Vidrava) and angry conflict. The Ihdmrga should be
a play with well ordered construction in which the plot of love is
to be based on causing discord among females. Carrying them off
and oppressing. All that are to be made available in the Vyayoga
(which will be defined further), its characters, styles and sentiments
should be brought in the Thamrga also except that Thamrga is to
have the connection with divine females, i.e. it is to include the
goddesses as its female characters. Bharata further prescribes that
when persons intent on killing are on the point of killing, their
battle should be avoided or pacified on some pretext.

In the opinion of Abhinavagupta® divine persons are as its
heroes, and by entrance of divine persons it should not be under-
stood that it is loosel y-knit like Samavakara, as Bharata has used
the word well-knit and well arranged plot. The phrase
‘Vipratyayakarakah' employed by Bharata admits of two interpreta-
tions and has been explained by Abhinava to mean the composition
lacking in elements to produce mutual confidence. However, M.
Ghosh® understands the compound to mean that the plot should be
convincing. Here everything, like anger, avega and other discords,
is related with the females. Bharata has not mentioned that its
Acts should be like Vyayoga but Abhinava® adds length of the Act
himself. He takes ‘Karya’ to mean Act. Therefore, he prescribes,
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it should have one Act like Vyayoga and twelve characters. He
also gives its Etymological interpretation that where action like that
of a deer pertains to the attainment of woman only, that is Thamrga.
As a deer is pursued and is hard to attain, in the like manner effort
to attain a woman is depicted who is hard to win.

Although Bharata has not mentioned the type of Vritta in it,
according to Dhanaiijaya,!® its plot is mixed, i.e. partly legendary
and partly invented ; it is divided into four Acts and has three
Sandhis. The Hero and the opponent of the Hero may be either
divine or human, without restriction ; both should be renowned and
vehement (dhiroddhata), the latter committing inproper acts by
mistake. Bharata has not mentioned that Hero and anti-hero may
be divine or human without restriction, nor he mentions them to be
well-known. He simply mentions its hero to be divine one. In
Dhanafjaya’s view one should also present, though only to a slight
extent, the semblance of love on the part of one who tries to obtain
a divine woman against her will by carrying her off or some such
means. He also agrees with Bharata in mentioning the avoidance
of battle at the climax and in its having three sandhis. Dhanika*!
like Abhinava, explaining the term Thamrga writes that this kind
of drama is called Ihamrga because here the Hero pursues a woman
as unattainable as a gazelle (Mrga).

Thus, we see that the play of Ihamrga type may have divine or
human Hero and anti-hero. Its subject-matter is mixed, consisting
both of legend and invention. While Bharata is silent about the
number of Acts to be employed in such type of drama, Abhinava
on the model of Vyayoga, suggests the number of Acts to be one.
However, Dhanaiijaya prescribes four Acts without mentioning any
authority. It has six radiant sentiments, three Vrttis and three
Sandhis, Mukha, Pratimukha and Nirvahana, Battle init is
prevented at its climax. Here, all the actions are related to a divine
female who is unattainable and it owes its name to this very fact.
No old specimen of this type is extant.

DIMA

Next Bharatat® takes up Dima. As stated by him, the Dima
should be constructed with a well-known plot and its Hero should
be well-known and exalted. It is to have four Acts only, and all
the sentiments except Erotic and the comic and a plot with exciting
sentiments and various psychological states. It is also to include

e
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incidents such as an earthquake, fall of meteors, eclipse of the Sun
or Moon, fighting in battle and personal combat and angry conflict.
It should also abound in magic, deceit and jugglery. It has gods,
demons, raksasas, bhiitas, yaksas, piacas and nagas in abundance.
It is abundant in sixteen heroes and is rich in Sattvati and Arabhati
styles. Thus, it should be composed carefully having many
psycho]ogical states to support it, and having four sandhis except
Avamaréa. Abhinavagupta‘® opines that in Dima all other things
are like Nataka, the only difference is that here Sandhis and senti-
ments are incomplete in comparison to Nataka, and except srigara
and Hisya, in the six sentiments present, there is the possibility of
§anta. He takes Dima, Dimba, Vidrava as synonyms, and because
of their combination it is called Dima. It has variegated beauty
because of the presence of all the psychological states. Abhinava
defends the discussion of Dima at this place, giving the weak reason
that though Dima ought to be described after Nataka as it has well-
known plot and well-known, exalted hero like the Nitaka, but to
exclude Pravesaka etc. which are found in Naitaka, it has been
described here, taking it away from the relevant context. Abhinava’s
view does not appear to have the support of Bharata, as the latter
nowhere mentions that it should have all the things like Nataka,
and he is silent about the Pravesaka etc. to be employed in it.

Dhananjaya® mostly abides by Bharata in mentioning the
Characteristics of Dima. 1In Dhananjaya’s view, the sixteen heroes
consisting of gods, demons, yaksas, etc. are wvery vehement, while
Bharata has not mentioned their nature and he has mentioned the
Hero of the Dima as well-known and exalted. Dhanafijaya also
mentions its main sentiment to be Raudra, prominent in justice.
Like Abhinava, Dhanika*® also defines it etymologically, taking
‘Dima Sanghate’. This type of play is called Dima because it
involves the procedure of injuring on the part of the hero, Dima
being equivalent to Sanghdta ‘injuring’. Moreover, quoting
Bharata, Dhanika writes that Muni Bharata has himself shown that
its plot should be like that of Tripuradaha.

In Keith’s*® view, it is clear that the type is described on the
basis of inadequate material ; it may represent a popular form of
entertainment which did not attain full recognition. The origin of
the name is unknown, for no root ‘dim’, ‘to wound’ is found in the
language though Dhanika asserts its existence.

Thus, Dima is a play more akin to Nataka, in having a well-
known plot and well-known Hero. It is full of Arabhagi and
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Sattvati Vrttis with their sub-divisions. The radiant six sentiments
are found in it excluding Srgara and Hasya, and hence it is devoid
of Kaiéiki Vrtti. Only Bharata has mentioned a Dhirodatta and
well-known Hero in it, while most of the later'” dramaturgists like
Saradatanaya, Viévanitha, Ramachandra and Gunachandra, includ-
ing Dhanafijaya and Dhanika, accept sixteen heroes to be haughty
and vehement. And these later dramaturgists accept Raudra
(Furious) as its predominant sentiment, based on justice, and other
sentiments subservient to it. It is a play of four Sandhis and four
Acts having the duration of four days.

VYAYOGA

Next Bharata®® comes to Vyayoga. According to him the
Vyiyoga should be constructed by experts with a well-known hero
as its basis and containing a small number of female characters and
having the duration of one day only. Many males are to take part
in it asin Samavakira, but it is not to have the latter’s length, for
it is to have one Act only. Then it should not have the divine
personages as its Hero but a sage like king'* Here, we find
different readings of the text and different interpretations of it. It
should include battle, personal combat, challenge and angry conflict.
Thus a Vyayoga should be composed with a plot having exciting
sentiments, and three Sandhis except Garbha and Avamarsa.

Abhinava® has rather confused the statement by concluding
that neither a god, nor a king nor a sage should be made heroes
in this type of play. In his view, it is called Vyayoga because men
are engaged in the exercise of battle in it.

Dhanaiijaya® mentions that a Vyiyoga should have a well-
known subject and should have men (as principal characters) well-
known and vehement. Dhanafijaya deviates from Bharata in
mentioning its characters to be vehement because the latter has not
mentioned their nature. In other respects, like Sandhis sentiments,
Acts and their duration etc. Dhanafijaya follows Bharata. Like
Abhinava, Dhanika®’ also gives its etymological interpretation that it
is called Vyiyoga as many men are employed in it, but etymologically
it may be explained in both the way as many men disagree and
many men are employed in it. As sentiments contain Vrttis, it should
be inferred that here vrttis other than Kaisiki are found, Thus,
Vyayoga is a military spectacle in which the Hero is well-known, but
the divine personage is exciuded from it. It contains many
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characters and exciting sentiments and a few women characters.
We find its old specimen in Bhisa’s ‘Madhyamavyayoga’.

UTSRSTIKANKA

Now we shall take up the Utsrstikanka.

As defined by Bharata,®® the subject matter in it is to be
usually well-known, sometimes only it may be otherwise ; and it is
to have male characters other than divine. It should abound in
Pathetic sentiment, it will treat women’s lamentations and despon-
dent utterances at a time when battle and violent fighting has
ceased. It should include bewildered movements of the mourners
and it must be devoid of Sattvati, Arabhati and Kaisiki styles.
This means, then, that only Bharati will prevail in it.

Abhinavagupta® justifies the discussion of Utsrstikinka after
Vyayoga, because it has been stated that the result of the Raudra
should be known as Karuna ; Utsrstikanka has Karuna dominant in
it. So, it is described after Vyayoga which has Raudra dominant in
it. Interpreting Bharata, Abhinava explains it etymologically that
as it is characterised by the lamenting women whose life is to
depart, so it is called Utsrstikanka. Itis called Anka because of
its Vrtta. It lacks in divine characters, because of the abundance
of Karuna, as Raudra, Bhayinaka and Bibhatsa may be found in the
divine personages but not Karuna.

While in the opinion of Bharata the plot of Utsrstikdnka is
generally well-known, only sometimes imagined, in the view of
Dhanafijaya®® one should develop a well-known subject by means
of the imagination. He mentions its heroes to be ordinary men.
Its Sandhis, vrttis with their sub-divisions are those of a Bhana
(which will be discussed later on). A battle is to be presented by
means of a speech and likewise ultimate victory or defeat. In the
opinion of Dhanika,™ it has been termed Utsrstikanka just to
distinguish it from the Act found in a Nataka.

Thus, according to later® theory, Utsrstikinka has the common
persons for its hero not divines as prohibited by Bharata. It is
one Act play having Karuna as prominent and Bhirati style,
consisting of only Mukha and Nirvahana sandhis and is characte-
rised by the lamentations of women and descriptions of battle etc.
Its subject-matter may be well-known or invented. 1t is discriminated
from the Act ofanormal drama. Itis not represented by any
early play only Sarmisthayayati is cited by Vigvanitha,

s e
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PRAHASANA

Bharata discusses Prahasana dividing it into two ; that it should be
known of two kinds, pure and mixed. Their characteristics are
mentioned separately. First the pure kind of Prahasana is taken.
The Prahasana is pure when it contains comic disputations by Saiva
Gurus, ascetics, Brihmanas and others and abounds in jocular
remarks by persons of low class (Kapurusa) and all this gives
uniformly to the plot a realistic picture of the language and conduct
of all these in passages describing their psychological states. The
Prahasana is mixed where courtezans, servants, eunuchs, vitas and
dhiirtas and unchaste women appear with their immodest appearance,
dress and movements Some popular topic of scandal or incident
hypocrisy should be introduced in Prahasana through the disputations
of dhiirtas and vitas. It should include the sub-divisions of vithi, in
accordance with its requirement.

In Abhinavagupta’s®® view, Prahasana of both kinds has the
comic sentiment predominant, and he adds that though it contains
men of low taste in relation to jocular statements, even then
language and conduct are not false or obscene and in its parts of
the story contain transitory psychological states. In other words
when the plot deals with the character of one person only, whose
conduct being improper is to be laughed at, that is pure Prahasana.
But where it contains courtezans etc., and the construction is rough -
and through the medium of one the character of many courtezans
is laughed at, it is called sankirna (mixed), as it describes the
mixed character of many to be laughed at through one. Abhinava
quotes others views that according to others the behaviour of
persons, naturally to be laughed atamong the civilized circle, as
being othewise than the cultured is called Sankirna and the play
containing that behaviour of those persons, who are pure by nature
like ascetics etc. but become objects of fun because of impropriety
in relation to others, is termed ‘Suddha’ or pure. As Bharata has
not mentioned any rule about the Act in a Prahasana, in the opinion
of some, the pure has one Act and the mixed has many or more
than one dependent upon the number of incidents of the courtezans.
Others take it to be of one Act as it is described in context of one
Act plays. While Bharata accepted two types of Prahasana, in the
view of Dhanafijaya, Prahasana is of three types : Suddha (Pure),
Vikrta (Impure) and Sarnkirna (mixed) Dhanaijaya differs a little
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from Bharata, in the treatment of pure and mixed Prahasana.
Besides Brahmana etc. mentioned by Bharata in the pure Prahasana,
Dhanaiijaya includes slave servants and vita in it, which have been
mentioned by Bharata in the mixed type. Dhanafijaya and Dhanika
give the reason of mixed Prahasana that it is so called because of
its admixture of the Vithi and its angas and it is filled with rogues.
Dhanafijaya and Dhanika define the Vikrta Prahasana as one which
contains eunuchs, chamberlains, ascetics with the speech and dress
of the lovers and the like. In Prahasana the sixfold comic senti-
ment is to be employed. It may be inferred from Dhananjaya’s
statement that it contains one Act as Bhina is one Act play and
Prahasana resembles that.

Thus, Prahasana has every sign of popular origin and vogue.
It appears to be one Act play having predominantly comic senti-
ment. Tt consists of two Sandhis—first and the last and it should be
in Bharati Vrtti. One type of Prahasana deals with the matter in
which persons use their real language and dress, while in the other
type they leave their original nature and act as lovers. It has
broadly two varieties, and the third variety mentioned by
Dhananjaya may be included in these two, Suddha and Sankirna.
Vithyangas may be employed in it as per requirement.

BHANA

According to Bharata’s description Bhana is a kind of
monologue to be acted by a single character, and it is of two kinds :
that recounting of one’s own feelings and that describing of some
one else’s acts. The Bhana which is to include somebody else’s
words addressed to oneself should be acted by means of replies in
course of conversations with an imaginary person (Akasabhasita)
along with the movements of limbs and representations. It should
be acted by a Dhiirfta or a vita, containing different conditions of
them. It consists of one Act and many incidents.

In explaining Bhina Abhinavagupta® simply accepts Bharata
and follows him.

Dhanafijaya,®’ too, follows Bharata and mentions that it is a
kind of Riipaka in which a single, clever and shrewd Vita describes
roguish exploits, engaged in by himself or someonc else. Dhanaijaya
does not mention dhiirta, while in the view of Bharata either a
dhiirta or a vita presents the matter. While Bharata has mentioned
its having a variety of substrata, in the view of Dhanaijaya, he, i.e,

e
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Vita should indicate the Heroic and the Erotic sentiment by means
of descriptions of prowess and of beauty. Bhirati Vrtti is abundant,
and the Vastu is invented in one Act, the sandhis are Mukha and
Nirvahana in it and there are ten angas of Lasya also. Inits
manner of presenting the matter, Dhanafijaya is in line with
Bharata. The former also denotes the names of ten angas of Lasya
which Bharata has not included.

We find that though Bharata has not stated the sentiment,
Vrtti and nature of the Plot and ten Lasyangas, yet later® theory
recognises ten Lasyangas in it, namely Geyapada, sthitapathya
Asina, Puspagandika, Pracchedaka, Trigiida, Saindhava, Dvigudaka,
Uttamottamaka and Uktapratyukta. Later theory also accepts Vira
and (wrongly) Sragdra sentiments as to be indicated only in it and
the prominence of Bharati style, the subject matter invented and
Mukha and Nirvahana sandhis. While in the opinion of some a
clever vita narrates the experience of himseclf or others, in the
opinion of some others vita or a dhirta does so. Dhanafijaya
defining Bhana has stated ‘Siicyed Viradrngarau Sauryasaubhagya-
sanstavah.’ Here although Ramji Upadhyaya objected that there
is scope for Vira and Srigara as both the sentiments are related
with the Uttamaprakrti. But this objection is not very valid as
both the rasas are just to be indicated and not to reach their full
culmination and a vita can indicate them certainly when describing
them in the form of one’s own experience or the other's experience.
By the consensus of all it is one Act play, represented by a single
actor through the employment of speeches, made in the air. It
seems to be an early form of drama (and it might have originally
been introduced as an interlude to give comic relief or to produce
laughter).

Vithi

Lastly we come to Vithi !
As defined by Bharata, Vithi should have one Act and is to
be acted by one person or two. It is rich in all sentiments and

consists of thirteen angas. It isto include characters of superior,
the middling or the inferior type.

Udghatyakam, Avalagitam, Avaspanditam, N. I, Asatpralapa,
Vakkeli, Prapafica, Mrdavam, Adhitala, Chalam, Trigatam,

Vyahara and Ganda, these are its thirteen angas which we will take
up later on,
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In the view of Abhinavagupta,® Vithi is mentioned last of all
because of being made of all sentiments and due to its limited
nature. It can be briefly produced and its anigas may be employed
in any play (composition) from Natika onwards. He understands
by ‘ekdhiryaih’ to be represented through the speeches in the void,
and ‘dviharya’, through the beauty of the statements and their
replies.

In the view of Dhanafijaya®” Vithi is in Kaidiki Vrtti and
here he contradicts his former statement where he accepts it as an
anga of Bharati Vrtti. In his opinion Vithi resembles Bhana in its
sandhis, sub-divisions and Act. This means it should have one Act
and Mukha and Nirvahana sandhis. Erotic sentiment is to be
indicated which may touch other sentiments also. The statement
can be interpreted in other way also that Erotic sentiment is to be
indicated but one should touch on other sentiment as well. It also
contains the angas, narrated in the context of Prastivana like
Udghatyaka etc. Thus Vithi is to be arranged, with the employ-
ment of one character or two. Except mentioning it into Kaisiki
Vrtti, in other respects he follows Bharata. Bharata has not
mentioned its Vrtti while discussing it but bhas accepted it as the
part of Bharati Vrtti while discussing Vrttis. Moreover in his
former statement Bharata has accepted Vithi Samavakara, Thamrga,
Utsrstikanka, Vyayoga, Bhana and Dima lacking in Kaisiki Vrtti.

In Dhanika’s® opinion Vithi receives its name because it is
like a Vithi, i.e. ‘Marga’ or ‘Pankti of angas’. The particular
sentiment Srngira, being incomplete is to be indicated abundantly,
other sentiments should be little touched upon. Kaisiki Vrtti is
mentioned because of its appropriateness to the sentiment.

Except Bharata and Abhinavagupta, other® theoreticians
include Kaisiki Vrtti in it.

Now we come to the angas. The term anga in this respect
can be understood variously such as ‘type’, divisions, ‘elements’.
One thing is to be noted here that while Bharata discusses these
angas in the context of Vithi, Dhanafijaya has discussed them when
discussing Amukha as division of Bharati Vrtti. Now, we shall take

them one by one.

Udghatyaka
In Bharata’s™ view, when in order to explain ‘Padas’ men connect
words of obscure meaning with words other than these intended by

—
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the speaker it becomes Udghatyaka. Abhinava,™ rather, modifies
the statement of Bharata and defines it that words having meaning
asked in question-form are employed otherwise in answer forms
through their synonyms, and that group of answers is Udghatyaka.

Dhanaiijaya’s definition resembles much with the interpretation
of Abhinavagupta and the example supplied by him. Dhanafjaya™
accepts two kinds of Udghatyaka. It is a series of successive words
(synonyms) whose meaning is hidden or of question and answers,
where there is mutual conversation.

Avalagitam

In the opinion of Bharata,’™ where a different purpose is achieved in
addition to the one for which the action is initiated by merging
one into other, that is known as Avalagitam. Abhinava’s
interpretation agrees with that of Bharata. Like Udghatyaka
Dhanaiijaya™ accepts two kinds of Avalagitam. In the first part
of his definition, he follows Bharata, but differs a little in the later
part. Both the kinds of Avalagitam mentioned by him, can be
very well included in the definition of Bharata. According to
Dhanafijaya, in it a different matter is carried out because of a
simultancous occurrence or there is a different turn in the matter in
progress.

Avaspanditam

Bharata?™ defines it that when in the matter arisen from auspicious
or inauspicious, the other meaning is conveyed with cleverness, that
is Avaspanditam. Abhinava™ interprets it that ‘Subhasubha’
denotes fate. Therefore, when some inauspicious sense arises
accidentally, and with a desire to conceal that the answer is given
having another sense with expertness, that is Avaspanditamas it
conveys the inner sense like the throbbing of the eye. To explain
it, he takes the example from Venisamhara (1.6) where the meaning
accidentally arises that sons of Dhrtaristra are falling. There the
answer is given, the calamity should be avoided and that swans are
coming on the earth. Bharata’s definition is superficial, and his
mention of auspicious and inauspicious things coming up, on
consideration, would turn out that only inauspicious sense is to be
suppressed by using the wit. While Dhanafijaya,”” who regards
sentiment to be the essential feature of a drama, improves upon
Bharata’s definition and mentions that because of sentiment—a
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particular psychological state, if something comes out, it is to be
presented in another forni, by the poet (using his skill) Dhanika has
cited a very appropriate example from Chalitarima to explain
Dhanaiijaya’s definition.

Nalika
Bharata, Abhinava, Dhanafijaya and Dhanika all agree in regarding
Nalika as an enigmatical™ remark that gives rise to laughter.

Asatpralapa (Incoherent Chatter)

There are found variants™ in the definitions of Asatpralapa in the
Natyadastra. According to the commonly accepted reading,
Bharata’s definition ‘would be that when to a foolish person, a
learned man speaks the right words involving his well-being, but his
words are not listened to, it is an instance of Asatpralipa.
Abhinava accepts it and simply explains it. Dhanafijaya®® accepts
another reading of Nétyasastra in which incoherent talk is done.
In his opinion, then, Asatpralipa consists of incoherent chatter
suited to the answers. Dhanika®! states that this is not the rhetori-
cal fault called Asangati which consists in lack of coherence, but
it is the incoherent talk of persons who are just awakening, drunk,
insane or childish. Actually, it is prattling about the matter not
relevant in both the senses.

Vakkeli

In the words of Bharata®* Vakkeli arises from a single or two-fold
reply. Inthe view of Abhinavagupta®® there is one answer of the
two in it and the use of ‘dvi’ (two) is to denote many, therefore, the
entire group of question-answer may be accepted by it.
Dhanaiijaya® defines it in two ways. It arises from stopping short
in it, i.e. in a speech, or from replying two or three times.
Dhanika®® explains the first part of the definition clearly that ‘asya’
means sentence which is not complete.

Haas®® observes rightly that the term ‘Vakkeli’, literally
‘speech play’ is appropriate only to the second of the two varieties
mentioned, i.e. speech and counter speech. Thus, it is a series of
questions and answers or speech and counter speech, producing
comic effect, in the later®” theory.
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Prapaiica

Bharata®® defines that when comic and untrue words pur=-
porting to be the mutual praise of two persons are uttered in the
interest of one person, it is Prapafica. Abhinava accepts it and
illustrates it with the example from Ratnévali. Dhananjaya agrees
with Bharata, while Dhanika® adds in his commentary that the
mutual praise through false matter, i.e. expertness etc. in the women
of others and so on is Prapaiica.

Mrdavam

According to Bharata®® when due to an altercation, one
represents another’s merits as demerits by showing cause for it and
vice versa, itis called Mrdavam. Interpreting it etymologically,
Abhinava® accepts its meaning as crushing because by crushing
other’s side one’s own side is protected. Dhanainjaya® following
Bharata gives its simplified definition that in Mrdavam demerits are
considered as merits and merits as faults.

Adhibala

Bharata®® defines that when somebody else’s words and those of
one’s ownself, in course of a dialogue, lead to their mutual
modification, it is outvying or Adhibala. Abhinava also agrees
with Bharata and states that it is so called because in mutual
dialogue one tries to outdo the other by making his stand firm.

Dhanafijaya is also in line with Bharata, but he simply defines
it in concise words as a dialogue of two persons in emulation, each
of which outdoes the other in his remarks.

Chala

In the words of Bharata,® the speech having another sense
causes deception, laughter and anger and that is called chala.
Abhinava agrecs with Bharata in his explanation. There is another
varient® in the MSS of Natyasastra according to which when after
alluring one by replies, something opposite is done through those
very replies being considered meaningless, it is Chala.
Dhanafjaya’s® definition of Chala corresponds with the
definition given in the latter reading. In his view, it arises from
deceit that misleads by means of unfriendly words that seem
friendly. Later” authors, generally, take it in the sense of deceiving
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the other by means of words though unfriendly yet having the
semblance of friendliness.

Trigatam

According to Bharata,® in which several meanings are attached
with devices because of similarity of sound, and which may be
comic or not comic, should be known as Trigatam. According to
Abhinava’s® interpretation ‘Srutisaripyad’ means because of
similarity of words, and the word ‘Bahavah’ implies in question-
answer form; words can be used through various devices like Kaku
etc. “Tri’ is used to denote many, i e. more than one. Abhinava
also adds that in a sentence the main answer applies to many
common questions. Here, the special point is that the question
is the answer.

Dhanaifijaya’® follows Bharata but he does not mention
comic or non-comic as is done by the latter., Dhanafjaya adds
that this is declared to be a conversation of a triad of actors and
the like in the Parvaranga (preliminaries).

In Keith’s' opinion it seems to denote guesses made at the
cause of a sound, which in its character is ambiguous. We find

other variants also of this term interpreted differently but they have

not been commonly accepted.

Vyahara

Bharata'®* defines it as the speech uttered vividly, bordering on
the comic sense. Abhinava'®® understands by ‘Pratyaksa’ the
future happening. Dhanaijaya,'* deviating a little from Bharata,
defines it as a remark made for someone else causing laughter and
desire.

Ganda

In the view of Bharata'®® Ganda occurs, according to the wise, due
to excitement, confusion, quarrel, reviling and many people’s
abusive words. In the words of Abhinavaguptal® Ganda is like
Ganda as it contains the matter to happen. It is a sentence,
little incomplete. He quotes Kohala’s view, that at the end of the
related sentences, disjoining at the ‘pada’ which appesars as joined
or related is Gangda.

Abhinava cites for example, the speech of Kafcukin and
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Duryodhana in the second Act of Venisamhira about the breaking
of the banner.

In the opinion of Dhanaiijaya'™ it is a separate matter
suddenly mentioned that has some connection with the matter in
progress. Dhananjaya deviates from Bharata and is more in line
with Abhinava and Kobhala as quoted by Abhinava. Thus, Ganda
is related with the matter in hand uttered suddenly and in incom-
plete sentences.

Thus, when these thirteen divisions of Vithi, or majority of
them are employed in a series in a composition, the resultant form
would be a Vithi type of Ripaka,

Abhinava'® has tried to show the difference of these angas
from Laksana and figures of speech, because all the three have got
beauty of expression. Vithi, a series, is intolerant of other’s
answer, and it contains beauty of expression in the form of state-
ments and counter-statements in reply, because of this fact it is
different from Laksana and Alankira as their form is not limited
to utterance. Concluding Vithi Abhinava writes that Vithi contains
thirteen angas, and as it conveys all the sentiments, so duz to
their prominence, its Hero may be belonging to the best, middle
or low type. A person of low nature cannot be the Hero, alright,
but what about Prahasana and Bhana? Where comic sentiment
is dominant, the Hero will be low because the Hero is principally
related with the phala of the subject-matter or the story. More-
over, as an attendant, he can be depicted in any Ripaka without
restriction.

Thus, Bharata has discussed, briefly, the characteristics of
the major forms of dramas. There are other varieties
also dependent upon these, called Uparapakas. Viévanitha
mentions eighteen kinds of Uparipakas, including Natika
in them. As Bharata and Dhanafijaya have described these ten
forms only, so we have restricted ouerselves to them only.
Besides, there are mentioned by Bharata and Dhanaiijaya ten
sub-divisions of Lasya, in reference to Bhana which may be useful
in a play.

Therefore, in the view of Dhanafijaya,'® after observing in
this manner, the series of definitions of the ten forms of drama,
considering ong’s subject-matter and examining the works of the
poets, one may produce without effort a literary work that has
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thetorical embellishments, eloquent and pleasing words and slow
metres.

We see that in these ten major forms, Nataka and Prakarana
contain all the sandhis, Vrttis and Arthaprakrtis and Avasthas.
Dima and samavakara contain only four sandhis; Vyiyoga and
Ihamrga contain three sandhis, Vithi, Prahasana, Bhana and Anka,
are one Act plays having only two sandhis—the first and the last,
mainly having Bharati Vrtti. Nitaka and Prakarana are the full-
fledged forms of drama.
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CHAPTER 5

PART I

PLOT : VASTU OR ITIVRTTA

We shall now discuss, first of all plot, one of the basic elements
of Indian drama. Sentiment (Rasa) may be the soul of a play,
but it is only through its plot that the sentiment gets
nourishment. The Plot consists of the subject-matter that is to
be described in the play or in other words, it is the story of the
play on the basis of which a play is constructed. According to
Aristotle, the Plot is the first principle, rather the soul of a
tragedy, while according to Bharata it is not the soul; it is the body
of the play. Dhanafijaya has also accepted the subject-matter,
the Hero and the sentiment as the elements on the basis
of which Dramas in Sanskrit are classified. So, let us first describe
the Plot as is understood in Sanskrit dramaturgy.

Bharata® uses the term Itivrtta or sometimes ‘Vastu’ for the
plot, while Dhanafijaya® uses the term Vastu. Now the problem
is; Are the two terms synonymous and denote the same thing or
are they separate and why this divergence came in the two terms ?
Let us look closely into the matter. ‘Vrttam’, in general, would
mean what has happened and Itivrttam would mean, ‘it happened
in this way.” The subject-matter, that has happened, appeals more
and is more probable than what may happen. Previously, the
sources of Sanskrit plays were, generally, the two great epics: the
Ramiayana and the Mahabhirata which described the incidents
of the great heroes of the past. Hence, the use of the term Vrtta
for the Plot. As the story could not be presented in the same raw
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form, it was adapted, modified and beautified, in the manner
suited to the needs of the play. Therefore, the term ‘Itivrtta,
was used. While ‘Vastu’ means the subject-matter in its raw form
and it may consist of the present matters also. Hence ‘Vastu’
is a wider term. This appears quite a plausible reason that later
in Sanskrit Dramaturgy, the term, ‘yast’ was more commonly
used than °‘Itivrtta.” The two words—Itivrttam and Vastu have
been used as synonyms, generally, denoting the subject-matter or
Plot of the story. In defining the subject-matter of a Nataka,
Bharata® uses the term ‘Prakhyatavastw’, in the definitions of
Prakarana, Natika, Dima, Prahasana, Utsrstikanka, the term, ‘Vastu’
is used. But when Bharata describes the constituents of the plot,
he uses the term Itivrttam. So the only difference that we find
between the two terms may be that “Vastu’ denotes the story or
subject-matter in the raw form and ‘Itivrttam’ in the refined
form, when it has been adapted in a play. However, Bharata has
also used the word ‘Vastu’ for the well-arranged plot.

Abhinavagupta® takes the two terms as synonymous when he
explains the term ‘Itivrttam’ meaning by it the matter that is to
be represented, thus refined and beautified by the poet. Dhanaifijaya
has also not made the difference between the two. Dhanafijaya,’
while mentioning the three distinguishing elements of the plays,
uses the term ‘Vastu’ and also applies it when he describes the
division of the plot. Then he uses the term “Vrttam’ and
‘Itivrttam’, when he defines defferent kinds of plays in his third
Book. Dhanika® has not made any remarkable contribution in
this field. He just defines ‘Vastu’ as to be described i.e.
“Varnaniyam’. Dhanafijaya has just reversed the use of these two
terms from Bharata.

As we see there is no great difference between the two terms
and the dramaturgists have used them synonymously, so we will
take the two terms as synonyms, generally, denoting the subject-
matter of a play, i.e. Plot and which is an aggregate of all the
incidents and episodes depicted in the play.

Division and Construction of the Plot

The order adopted here for discussion will be to take up the

arguments of Bharata, first of all, followed by those of Abhinava-

gupta and then those of Dhanaiijaya, Dhanika and others.
According to Bharata? the Plot has been called the body of
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the drama. Tt is known to be divided into Five Sandhis (segments).
Then the Plot (Itivrtta) should be devised into two: one should
be Adhikarikam (Principal) and the other Prasangikam (subsidiary).
Bharata, next, defines the Principal kind of Plot. An assemblage
of acts which are constructed with a view to the attainment of
Phala (result), is to be known as the Principal Plot (Adhikarikam).
Acts other than these constitute a subsidiary Plot (Prasangikam).
The attainment of the object and its exaltation, which the ingenuity
of the play-wright plans by means of the associated characters
(lit. heroes) acting in a regular manner constitute the Principal
plot on account of an attainment of the result. Anything (incident)
mentioned for helping the Principal is called the subsidiary plot
(Prasangikam). In short, in Bharata’s view that part of the subject-
matter will be termed principal which deals with the Principal
Attainment of the leading character, and the other part of the story,
auxiliary in that attainment will be termed as subsidiary Plot
(Prasangikam).

In the view of Abhinavagupta® the ‘Itivrttam’ should be
devised by the poet into two only and by the use of ‘Ca’ Bharata
means that the poet should devise the plot in Prakarana. Explaining
Bharata, Abhinava writes that it is not by nature that one is
Principal and the other subsidiary. This division is made by the poet.
When the poet has made one plot Adhikarika, the other will be
subsidiary and this is indicated by the word ‘dvidha’. A collection of
events is divided into two parts; it is just like one plot having two
branches. It becomes clear that a poet chooses a story, he makes
some portions in it principal and other incidents subsidiary to it.

Abhinavagupta, further, explains the Adhikarika and the
Prasangika plot. Arambha (to be defined further) consisting of
knowledge, desire, effort and action, in the Phala principally
to be attained, is called Adhikarika Itivrtta. As for example,
in the Principal Plot there is no employment of another effort
other than the one which remains wedded with it to fulfil the

desire connected with the means that are to be proclaimed and the
achievement of the final Result, likewise in the subsidiary plot

there is always the absence of another effort.

Abhinavagupta, next, has defined Prasangikam. In his words
Prasakti (association) is Prasanga, and derived from that will be
termed Prasangika, or as it is inserted for the attainment of
Principal Phala, so that is Prasanga and the plot consisting of that

et
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associated incident will be Prasangika., Though Bharata has not
mentioned whether the subsidiary plot is of one form or of many
kinds, yet Abhinava has raised this point in his commentary and
he maintains that all the subsidiary plot is of one form and refutes
the view of those who think that Prasangika may be of many types,
depending upon the association of other powers or not having
their association. As he states that the varieties of Prasangika
narrated by Tikiakara, are not accepted by our teachers and he
accepts their view. He, further simply explains the statement
of Bharata without adding anything new. Bharata and
Abhinavagupta have divided the plot into two, namely,
Adhikarikam and Prasangikam and they have not broken the
subsidiary plot further. They have discussed Pataka and Prakari
in the context of Arthaprakrtis.

In conformity with Bharata, Dhananjaya? also divides the
subject-matter into two. According to him also, Vastu is twofold
and in these two, the Adhikarikam is the Principal and the
subsidiary is called Prasangikam. In the opinion of Dhanika,'?
the matter, which is described as Principal, is Adhikarikam like the
episode of Rama and Sita in Ramayana, and the matter, described
as subordinate to the main is Prasangikam like the episode of
Vibhisana and Sugriva etc. in the Rimayana. The Dhanaijaya
has defined Adhikarikam, first defining Adhikiara. In his words
Adhikara is the possession of the desired result (Phala) and the
possessor of that resalt is called Adhikarin, the incident related to
him is called Adhikarikam. According to Dhanika’s commentary,
Adhikara is connected with the possessor of Phala and the posses-
sion of Phala is Adhikira, so the Plot, leading to the attainment
of Phala by the possessor or possession, is Adhikirikam. Like
Bharata and Abhinavagupta, Dhanafijaya and Dhanika have also
related the Principal Plot with the attainment of Phala.

After Adhikarika Dhanafjaya defines Prasangika. Prasangikam
is for the purpose of another person by means of which one’s own
purpose is incidentally furthered. Dhanika just explains Dhananjaya
and adds that it is called Prasangikam as it ends with the Prasanga
(context).

Bharata’s definition of the Prasangikam is very clear in itself.
Bharata has simply stated that the Vrtta other than that dealing
with the principal phala is termed Prasangikam and this
Anusangikam is described to help or support the principal plot.




94 A Study of Abhinavabharati and Avaloka

Dhanafijaya and Dhanika divide the subsidiary plot again into
two. When it is continuous, i.e., it is with Anubandha it is called
Pataka (Episode) and when it is of short duration, that is, limited
to a short extent, it is Prakari. According to Dhanika, the
Prasangikam, which follows upto greater extent, is Pataka like the
episode of Sugriva, and which is short, is Prakari like the incident
of Sramana.

Next Dhanafijaya and Dhanika have defined Patakasthanaka,
and again they come to the division of the plot.

Dhanika, prior to the Karika of Dhanafijaya, comments that
the three-fold plot, Adhikarika and two kinds of Prasangikam is
again threefold. As Dhanafijaya has put, that threefold plot is
also threefold depending upon the classification into ‘Prakhyata’
(legendary), the ‘Utpadya’ (invented) and the Misra’ (mixed).
The legendary is derived from the history etc., the invented
(Utapadya) is devised by the poet, the mixed is from the combina-
tion of these two in accordance with a classification into gods,
mortals and the like. Thus the plot becomes ninefold.

This will be according to Dhanika’s commentary. Dhanafijaya
has further divided it on the basis of characters either having divine
or mortal or both. It is further divided into two, some to be
indicated and the other visible and audible. This is further declared
to be of three kinds with regard to the dramatic conventions
(Natyadharma) : audible to all, audible to the limited, not audible.

If we compare Dhanafijaya and Dhanika with Bharata and
Abhinavagupta we find that Bharata has not divided the plot thus.
To avoid confusion and to be systematic and rational, Bharata has
divided the whole Itivrtta only into two ; the principal and the
subsidiary. Bharata has neither directly mentioned the two kinds
of subsidiary plot, nor he has refuted like Abhinava who says that
subsidiary plot is only of one kind everywhere. On the other hand
Dhanafijaya has accepted plot or Vastu as the first important
element among the three elements that distinguish the ten kinds of
play from each other. So his treatment of the Plot is done keeping
this fact in view. This is the basic difference between Bharata and
Dhanafijaya in treating the constituents of drama. Dhanafijaya’s
classification of the Vastu is wider keeping in view all the aspects of
the plot. Therefore, he has first divided plot into two in accordance
with Bharata. Next he has divided it keeping in view the source
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of the story, the characters, the portrayal and the dramatic con-
ventions. He has covered all the possible classification of the Plot.
Although Bharata has not mentioned Pataka and Prakari as the
two kinds of subsidiary plot and has discussed them under
Arthaprakrtis and Dhanafijaya has accepted them as the two kinds
of subsidiary plot, they may be accepted so, as they also constitute
the part of the plot related with the subsidiary characters, who help
the principal characters in attaining the main object and serving
the principal purpose, fulfil their own objective, too, incidentally.

Finally, we may say that all have accepted the division of the
plot into two, the principal one (Adhikdrikam) and the subsidiary
one (Prasangikam). Principal plot consists of the main incidents,
connected with the attainment of the main phala by the Hero and
the subsidiary plot deals with the incidents connected with the main
incidents of the plot.

Five Avasthas or Stages

Next, in the view of Bharata,'! the exertion of the hero, (i.e. one
who strives) towards the object to be attained is known to have
five Avasthas occurring according to their due order. These five
stages enumerated are : ‘Prarambha’ (beginning), ‘Prayatna’ (effort),
‘Prapti sambhava, (possibility of attainment), ‘Niyata-Phala-Prapti’
(Certainty of attainment) and ‘Phalayoga’ (Attainment of the object).
Bharata defines each of them in the following manner.

‘Arambha’ (Beginning)

The part of the play, which merely creates a curiosity about the
attainment of the great object, with reference to the Bija, is called
‘Arambha’.

‘Prayatna’ (effort)

Hero’s striving towards the object, when the same is not in view
and (his steps) exciting curiosity about, it is called ‘Prayatna’.
‘Prapti-Sambhava’ (Possibility of Attainment)

When the attainment of the object is slightly suggested by some
psychological state (bhava), it is to be known as the ‘Prapti-
sambhava’. :
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‘Niyataphala-prapti’ (Certainty of Attainment)

When the hero visualises, due to a psychological state (bhavama-
trena), a sure attainment of the object, it is called Niyata-phala-
prapti, attended by virtue or accompanied by virtuous happenings
(Saguna).

‘Phala-Yoga’ (Attainment of the object)

When a suitable result of the intended actions is achieved in full at
the end of the events of a play, it is called ‘Phala-yoga’.

Thus, in Bharata’s opinion these are the five successive stages
of every action begun by persons who strive for results.

In Abhinavagupta’s'® view, the stages of the action, both
belonging to words and mental effort, should be depicted in due
order, by the poets. And in the Karika of Bharata (19.8) words
‘Ca’ and ‘tatha’ denote that the successive order must be followed.
He also interprets each of them.

In his view, Prarambha is that stage, in which there is keen
curiosity and zeal for the Bija, which serves as a means in the attain-
ment of the great phala befitting to its hero. Here, the hero acts
with a keen desire and curiosity thinking that by this means, this
object will be attained. Abhinava adds that Prairambha Avastha
may be depicted of the hero, of his minister, of the heroine, of the
anti-hero or of the Providence (Daiva). This is a new contribution
of Abhinavagupta. While Bharata said that mere eagerness of the
‘Bija’ for the great attainment of the phala is Phalirambha,
Abhinava has explained it clearly.

In interpreting ‘Prayatna’, he agrees with Bharata and writes
that striving towards the attainment of the object with great
eagerness, analysing and trying to find out the means for the attain-
ment when the same is not in view, is ‘Prayatna’. In this stage
there is anxiety, desire to find out the means and to act for the
attainment of the object.

In his definition of ‘Pripti-Sambhava’ Bharata has used a
pada ‘Bhavamitrena’ to indicate the psychological state, Abhinava
explains this compound by splitting it into two words ‘bhava’ and
‘matra’. By ‘Bhava’ he takes the means (of attainment) and by
‘Mitra’, he includes the accessories of the means and the removal of
the obstacles in the attainment of final object. It would thus, mean
that when a partial attainment of the particular phala is suggested
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by the achievement of its means only, then, there is Praptisambhava.
Here, at this stage, there is only the possibility of attainment, not the
certainty. This is the third stage of the hero (Lit. doer, Kartuh)
which consists of the capability for possible attainment, characterised
by the presence of impossibility.

In interpreting ‘Niyatapti-Avastha’, he, rather, confuses the
issue by offering two contradictory interpretations of the word
‘Sagunam’ used in Bharata’s definition. On the one hand, he
suggests that this Avastha is secondary in nature which is absolutely
against the conception of Bharata. Bharata has not anywhere
stated that these Avasthis may be primary or secondary. On the
other hand, Abhinava interprets ‘Saguna, Sahagunena, Darsanena
Vartate’, i.e. which has the special characteristic of being visualised.
He does not accept the view of those who interpret ‘niyatim’ as
doubtful. In Niyatipti, there is certainty of success because of the
removal of obstacles, but actual attainment is not there. At this
stage the attainer clearly sees that the means adopted will definitely
lead to the final success.

In the view of Abhinava ‘Phalayoga’ is that part of the plot
in which the hero attains the phala in its entirety which was desired
by him and which was proper for him, This ‘phala’ is not like
“Vidhiphala® which is described as requiring another phala like
heaven etc. to be gained at another time. But this ‘phala’ of the
play in its entirety does not require another phala. He, further,
elaborates that it is not necessary that all these stages should
directly involve the Nayaka, because even the stages, pertaining to
the ministers etc., result ultimately in the attainment by the hero.
By quoting the stanza of Ratnavali ‘Prarambhe’ smin Svaminah
Siddhihetau’, he illustrates his point. In the same play (Ratnavali)
the stages, related to the minister Yaugandhardyana, ultimately
lead to the hero’s attainment of the phala. Thus, Abhinava has
widened the scope of Avasthis and made Bharata’s point more
clear. A doubt may be posed about the possibility of these stages
in the case of attainment controlled by fate. He removes the
doubt by stating that though in the play, where the phala is
controlled by fate, the hero does not endeavour, even then he
attains the phala. Wherever there is ‘phala’, there must be these
five stages. The hero, as he attains the ‘phala’, becomes ‘phalarthi’,

While Bharata’s description of five stages is in proper
sequence, Dhanafijaya has first discussed five Arthaprakrtis, and

e s e e
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then Dhanika states, another group of five stages is now described.
Of course in his treatment of Avasthas Dhanafjaya does not differ
from Bharata. In line with Bharata, he also states the five stages
of the action which is set on foot by those that strive after a result.
He terms them ; Arambha, Prayatna, Priptyasa, Niyatapti and
Phaligama. Now we shall view these stages as discussed by
Dhanafijaya’® and Dhanika.’* Dhanafijaya defines Arambha, in
brief, as the mere eagerness for obtaining the more important
phala. In Dhanika’s view ‘this I perform’ this much exertion, the
mental effort is Arambha, as may be illustrated from Ratnivali
where the Arambha of the action of Vatsaraja, whose success
depends upon the minister, is shown through Yaugandharayana
when he states ‘Prirambhe’ smin Svimino Vrddhihetau etc.
While Abhinavagupta has made this clear in his commentary that
this stage may pertain to anyone—the hero or the heroine or the
minister, Dhanafjaya and Dhanika do not make it clear to whom
this eagerness pertains.

In his definition of ‘Prayatna’ also Dhanafijaya does not
differ from Bharata and accepts it as the exertion attended with
great haste when that (phala) has not been attained. Agreeing
with Dhanafijaya and Abhinava, in Dhanika’s view too, the
particular effort directed towards the seeking and employing the
means for the attainment, when the same is not in view, is
‘Prayatna’. Dhanika as usual illustrates it from Ratndvali, when
Sagarika devises her meeting with Vatsardja through painting etc.

Dhanafijaya defines ‘Praptyaéa’, the third stage, as the
possibility of succeeding in attainment, with means at hand, but
also with fear of failure. Dhanika has illustrated this from
Ratnavali when the device of meeting through change of dress etc.
is present, but there is also the fear of Vasavadatta’s arrival, as
Vidiisaka expresses the doubt ‘if Vasavadatta does not come like the
sudden gust of wind.’

Although Bharata did not mention like Dhanafijaya that there
is fear of obstacle, yet it may be taken as implied when the former
mentions that a little gain is devised, not the complete gain. The
difference between the two is that Dhanafijaya makes it more clear
that there is hope of succeeding because of the presence of means,
but also the fear of obstacles, while Bharata has not ment.oned it
clearly and his term ‘bhava’ is ambiguous. But Abhinava has
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mentioned this fact in his commentarya. Dhanafijaya may be said to
follow Bharata.

In Dhanafjaya’s view certainty of attainment or Niyafapti is
the assurance of succeeding because of the absence of risk. Here,
the word ‘“apti’ is very appropriate as it denotes that there is not
the complete success actually attained, but it becomes certain that
the hero will gain the ‘phala’ by these means. Dhanika, agreeing
with Dhanafijaya comments that the attainment of phala has been
assured in the favour of one and he illustrates it from Ratnivali
when king realises that there is no other way out except pleasing
the queen. It becomes certain that the queen will be pleased and
she will be no more a hurdle. But the lines quoted by Dhanika
to illustrate Niyatapti occur prior to the lines quoted by him to
illustrate Praptisambhava, in the play. Here we find a little
difference between Bharata and Dhanaiijaya. While in Bharata’s
view hero visualises this stage through ‘bhava’ and it is ‘Saguna’,
Dhanaiijaya has not used these words. While Bharata’s definition
is ambiguous, Dhanaiijaya’s is clear, and we may say that be has
improved upon Bharata.

In Dhanafijaya’s view Phaligama is the accomplishment of
the entire ‘phala’ as it arises, Dhanika has not thought it necessary
to explain. He has simply stated that as for example in Ratnavali
Natika, the attainment of Ratndvali and of universal sovereignty
(Cakravartitva) by the king.

Bharata is comprehensive in his definition and he has made it
clear that ‘phalayoga’ is that stage when the entire phala is
attained which is complete, appropriate and suited to the hero and
which is as was desired. Abhinava has also made the point very
clear in his commentary that it is complete in the sense it does not
need any other result and the word ‘Abhipreta’ denotes that even the
stages belonging to the minister etc., actually result in the attain-
ment of the Hero. On the other hand Dhanaiijaya is concise in
his definition. The word, ‘Yathoditah’ used by him may be
interpreted in two ways : first as arisen, which will mean as the
result has arisen, according to the action, and it is more appro-
priate than the other which would mean ‘as uttered’ and that will
create contradiction as Dhananjaya has not previously mentioned
it. We find a drawback in Dhanika’s commentary also. He has
not supplied any commentary here, which he ought to have done.

Thus, we find that Dhananjaya has not deviated much about
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the stages from what Bharata stated. He has followed Bharata to
a large extent. Abhinavagupta has made additions to make the
view of Bharata more clear., He has added his own interpretation
while discussing the Arambha-Avasthd’, the ‘phalayoga-Avastha’
and has properly shown the ambiguity of Bharata’s definitions by
bringing out two interpretations of ‘Saguna’ and Splitting
‘Bhavamatrena’ into two in ‘Niyataphala-prapti Avastha’.

Finally, we may say that the view of Bharata about five
Avasthas is comprehensive and all inclusive. The main action
must necessarily have a beginning and an end. But as these two
stages cannot coalesce, so as to endure the interest in the action, the
beginning and end must be intervened by obstructions, efforts for
their removal, success of such efforts and consequently the ultimate
success in the undertaking. These five stages are essential for any
action in the successive order and they may be illustrated from
Abhijnanasakuntala of Kalidasa.'s The first stage of Arambha which
consists of mere eagerness and zeal begins in the case of Dusyanta
from the statement ‘well I will see her’ and of Sakuntala from the
statement, ‘seeing him, I feel something against the feeling suited to
the hermitage’.

The second stage of Prayatna, which consists of eager efforts
to discover all sorts of means for the end when the same is not in
view, begins when Dusyanta says to Vidisaka, ‘I have been
recognised by some hermits. Then think, on what pretext we can
go again to the Asrama’,

The third stage of Praptyasa, which consists of attaining
possibility of attaining the object but at the same time is fret with
chances of failure, may be taken pertaining to the fourth and fifth
acts, as there is the possibility of attaining the phala and there is
impossibility of attaining the phala due to the presence of obstacle
in the form of course.

The fourth stage of Niyatapti arises when all impediments
that stand in the way of begetting success are removed and the
‘phalarthi’ visualises the certainty of success. This is present in the
sixth act of Abhijfidnasakuntala because all the obstacles in the
way of union of Sakuntala with Dusyanta have been removed with
the attainment of the ring that was lost. The fifth stage Phalayoga
is when all efforts of the hero, his counter-part and assistants are
crowned with success and bear the result of total acquisition of the
desired object and the dramatic action reaches its apex of fulfilment,
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This stage will be found in the last Act of every play. Itis present
in the seventh Act of Sakuntala as there is final union of Dusyanta
with Sakuntala.

Thus, we see that an ‘Avastha (stage) is a significant psycholo-
gical phase of the mind and five Avasthas are related with the
psychological or mental state of the Nayaka throughout the whole
action of the play. This division of the plot into five Avasthas is
psychologically based.

Arthaprakrtis (Elements of the Plot)

Bharata has mentioned five Arthaprakrtis after stating five
Avasthias. Now these five Arthaprakrtis give rise to some problems:
as for example, what is the necessity of these in a plot ? How they
differ from Avasthas and what is the relation of these with the Five
Avasthas ? We will discuss these problems, gradually, with the
views of important author. First, we will take up the view of
Bharata.

Bharata'® states that as the five stages Arambha etc. have
been described in the ‘Itivrtta’, in the same mannzr there are stated
five Arthaprakrtis, Bija etc. in the plot. In other words, the five
stages of the plot such as Arambha etc. have five means of attaining
objects of the Plot. Bija (seed), Bindu (Expansion) Pataka
(Episode), Prakari (Episodical incident) and the Karyam (Denoue-
ment) are the five elements of the plot, which should be reckoned
and applied in a proper manner. Bharata defines each of the
Arthaprakrtis.

Bija
That, which scattered in a small measure, expands itself in various
ways and ends in fruition is called the Bija of the plot. Bija, put

in the beginning of the play in a very small measure, ultimately
results in the attainment of the phala.

Bindu

That, which sustains the continuity till the end of the play even
when the chief object of the play is (for the time being) suspended,
is called the Bindu. Viewing the definition of Bharata more
closely, we can say that when all the purposes have stopped, i.e.
the purposes or the means previously introduced by the play-wright
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have come to an end and the story comes to a halt and does not
proceed further, then the cause that helps in resuming up the story
and pushes it onwards is called Bindu. It is Bindu as it becomes
the linking point, connecting the story with the previous purposes.
It maintains the continuity of the main story upto the final attain-
ment of the phala, so it extends upto the end of the play. As a
result, it may occur more than once. Of course, in the definition
of Bharata, the word ‘Prayojaninam’ is not clear in itself. It is
used in plural in genitive case. It may mean the means or the
Upayas of the main phala, (as is taken by Abhinavagupta) or may
mean the subsidiary aims or the purposes adopted by the playwright
or should it be taken to mean sixfold purposes as Ragaprapti etc.
mentioned in the context of Sandhyangas. But it appears out of
context here. Its first interpretation seems to be more appropriate.

Pataka

The subsidiary Vrtta, which is introduced in the interest of the
principal one and is treated like it, is called Pataka, It supports
the cause of the main. Bharata does not mention directly that
Pataka serving the interest of the other, (i.e. principal) serves its
own purpose too, but it may be inferred from his statement about
Prakari. Though Bharata has introduced Anusandhi, a topic
intimately connected with Pataka, after describing the five
Arthaprakrtis, it is more logical to treat that here, so that its
character and relation with Patika could be understood clearly.
Anusandhi is another segment, connected with Pataka itivrtta.
Bharata has not supplied any details about it. It is Abhinava who
discusses its relevance which we shall take up at a proper place.

Prakari

In the view of Bharata, when the result of an event is presented for
the purpose of another only (i.e. principal plot) and it has no
continuation (anubandha), it is termed Prakari. Thus Prakari has no
aim of its own to serve.

The difference between Patika and Prakari is that Pataka
has continuity, it lasts longer, it benefits the principal plot, but at the
same time it may fulfil its own purpose, so has been said that it should
be devised like the main. On the other hand Prakart’s sole purpose
is to serve the interest of the principal plot, it is of short duration,
having no continuity. The common point between the two is that
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both are introduced in the play to support the principal plot
or to assist in the final attainment of the leading hero.

Karyam

The efforts, made for the purpose of the principal, introduced in
a play by the experts, are called Karyam. To be more clear,
Karyam is the whole action begun leading to the ultimate gain.

Bharata further states about the Arthaprakrtis that among
these elements that, which has others for its support and to which
the rest are taken as subordinate, should be made prominent and
not the remaining ones. Obviously, the statement of Bharata is
not very clear in itself. We may interpret it thus, out of these,
the means that help the hero most in realising success should be
made prominent and the other subsidiary.

On the close examination of Bharata’s definitions of Avasthas
and Arthaprakrtis we find that while the five Avasthas pertain to
the principal plot, five Arthaprakrtis include subsidiary plot also.
The other difference to be noted is, while five Avasthas are to be
employed in due order as stated, there is no such rule given about
Arthaprakrtis. Arthaprakrtis may be used at will and as suited
to the nature of the play. While the action of every play consists
of five Avasthis, in the case of five Arthaprakrtis it is not necessary
that all should be present. While all the Avasthas are joined
together in a play for the attainment of the phala, among five
Arthaprakrtis one may be made prominent and the other subservient
to it.

In the view of Abhinavagupta'” ‘Upaya’ or the means have
not been known till now. To show the material which consists
of means, helpful in the attainment of phala, five Arthaprakrtis
are introduced. Abhinavagupta throws light on the importance
of Arthaprakrtis and their part played in a play. As
there are stated five Avasthas of the ‘Adhikarika itivrtta’, in the
same way, Arthaprakrtis are also stated, five in number. If we
do not describe these Arthaprakrtis, then, the nature and pattern
of the means will not be known; and without their knowledge the
five Avasthas as Prarambha etc. will not be actually realised and in
the absence of five Avasthas, principality (Adhikarikatva) of the
plot will not be known. Bharata has used the compound
Arthaprakrtayah. Now the problem arises, what is this Artha,
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and what is meant by Prakrtis? This compound can be interpreted'®
differently. Abhinavagupta'® takes Artha to mean phalam or in
other words, Arthah is phala, Prakrtis of that Phala are its means
(Upayah) and these means are the causes or instruments in the
realization of phala (phalahetavah). To quote him in actual words
“Yatrarthah phalam tasya Prakrtayah Upayah Phalahetavah
Ityarthal’. Abhinavagupta further divides these Arthaprakrtis into
two, animate and inanimate. Inanimate is again divided into two
and in them which are important means, the first, is Bija and the
other is Kirya which ought to be done or applied. The animate
is also divided into two, main and subsidiary. Subsidiary means
are again of two kinds; first with its own interest, while serving
the Principal, the other only for Principal’s interest. In these animate
means, the first, and important one is Bindu, the second is Pataka
with its own interest when serving the other’s purpose, the third
is Prakari, which is present only for the purpose of others. By
these five means, the complete phala is attained. They should be
employed in the proper manner and should be used in the same
order as enumerated. In the opinion of Abhinava, if by the Artha,
in the compound ‘Arthaprakrtis’, is understood, the entire plot,
then, every single incident or event like the performance of sandhya
etc., or every part of it like Sandhis etc. will also be included in
this, and the cause for this could be termed Arthaprakrti, thus it,
would make the sense vitiated due to the fault of ‘Ativyapta’ which
is undesirable. He, then, interprets each of these Arthaprakrtis in
his own manner. In his view, the cause, that put in a small
measure, spreads in many ways by all means and which leads to
the end, i e. attainment of phala, is Bija. Above all means Karya
is its ultimate point where it has to reach, as for example, in
Ratnavali, putting of Sagarika in the harem, at the time of
Vasantotsava, its serious purpose is not realised, results in the phala.
Though Bharata has not mentioned, yet in Abhinava’s view, the
Bija is of various kinds, somewhere it is only as a means, somewhere
as a phala only, somewhere it is both, somewhere is as the obtaining
or material cause, somewhere is as returning from the obstacles,
somewhere is both. Depending upon its object, whether it belongs
to hero or anti-hero or others, it also varies. In Abhijidnasikuntala
Bija is ‘phala-type’, because it is expressed in the blessings of
saints as the attainment of a sovereign son by the king. Phala is
called Bija as it can exist only with its cause,
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After Bija he takes up Bindu. In his view when the causes,
by which phala is attained, are delinked, because there are some
other issues to be inserted owing to the requirements of the
plot, then, the point of indicating the link, relating to the
main Hero, and which will take towards the attainment of phala,
is Bindu. This indication of the link acts as a source in attaining
the phala. Though he, too, has not explained the ‘Prayojanas’
or means, yet he shows the importance of Bindu and its range.
Bindu’s range like Bija, is upto the proper attainment of phala.
He states that unless and until the discovery of the link about the
main hero to recover all the means is done, uptil, then, the whole
of the animate and inanimate means are useless, because all the
previous prayojanas are delinked and the story has come toa
halt. Now that eclement comes which leads the story. To
illustrate his point Abhinava has taken the example of Tapasavat-
saraja, in which the discovery of love towards Vasavadatta is
shown in every Act through the statement of the king. Itis the
action of the living beings, indicator of the main, obliging the
causes, and itself the most important cause. On account of its
applicability throughout, it is termed Bindu like the drop of oil.
Abhinava also marks the difference between Bija and Bindu that
while Bija (unfolds) itself, beginning from the Mukhasandhi, Bindu
comes after that. Both extend to the whole plot of the play. He
defines Pataka as the part of the plot, which, even being present to
fulfil the aim of another, i.e., principal Hero, fulfils its own purpose.
In other words, the character of Pataka, benefitting the principal
hero attains his own aim also. Therefore, it has been said by
Bharata that it should be made like the principal one. Animate,
indicator, Pataka’s success benefits the main success. For example,
Sugriva, Vibhisana, etc., while benefitting Rama etc, and in return
themselves also being benefitted by Rama etc., accomplish the fame
and glory of the principal Hero. Abhinava refers to the view of
old theoreticians, also, in whose opinion useful in the knowledge
of propriety and impropriety, it signifies the fame and glory of the
principal hero, like emblemed flag and for this reason it is termed
Patakd. Abhinava writes about Anusandhi that itis right that
Anusandhis being subservient to principal have not been counted,
separately, because if we accept five sandhis in it, taking the support
of the statement that ‘Patika, should be devised like the main’, then,
there will be separate counting of five Arthaprakrtis too in Pataka.
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It is not possible that there would be another Patdka in the
complete description of Patikia. He refutes the view of Bhatta
Lollata etc., who think that in serving the other’s interest, the parts
of the plot belonging to Patikanayaka are Anusandhis. When it
has been stated that five stages belong to everyone, no purpose is
served in repeating it by the name of Anusandhi. The success of
Patakanayaka should be described upto the extent where Pataka
itivrtta ends. When the phala of the Patakanayaka has been
attained and he is employed in the main phala; itis called Pataka
by its previous existence, not mainly. It is said that it should end
at Garbha or Avamar$a because if its phala is extended upto
Nirvahana then, the interest of the principal will not be served, as
the two situations of benefitting and being benefitted cannot exist
at the same time. Abhinava does not accept the view of those
persons who take ‘@’ used in Bharata’s statement in ‘Maryada’
(limit). He holds that there is the utility of Pataka in Vimarsa
sandhi which mainly deals with reverting the downfall, because
the person, recognisant of the favour, tries to revert the downfall.
And there Patakanayaka fulfils the purpose of another even when
serving his own end.

About Prakari Abhinava simply explains the statement of
Bharata. For its example may be taken Kulapati in Krtyaravana
and God Krsna in Venisamhira. It is termed Prakari because
it highly neglects its own purpose.

In interpreting Karyam, by the word ‘Prajiiain’ he under-
stands the animate beings, that is, principal hero, Pataka Hero,
Prakari Hero. The Vastu, that is presented, is indicated to be
accomplished in the form of phala by the principal hero, Pataka
hero and Prakari hero and is termed Karyam because it is
accomplished by the animates. This Vastu——phalaprayo_iana-——is the
phala of formerly adopted main cause called Bija, and it is
complete. ‘Arabhat’ thus, Arambha means all the auxiliary group
of Kirya including Dravya, Guna Kriya, the whole artha. ‘Samyak’
means that the animates leading to it are full of three powers of
sovereignty, advice and fortitude. Then Karya includes the
action consisting of the dominated region, wealth, fort etc. and all
the stratagems like Sama etc. This Karya is denoted in the beginn-
ing through the main cause called Bija.

Interpreting the statement of Bharata about the prominence
of these Arthaprakrtis, Abhinava concludes that all the five
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Arthaprakrtis may not be present everywhere in the manner five
Avasthas are. The means or Arthaprakrtis that helps the hero
most in realising his success is the main for him, and others though
present are subsidiary, and so like not present as for example,
Patika and Prakari in the case of Heroic Nayakas who are proud
of their energy. Bija, Bindu and Karya are present everywhere.
Even in them is found the distinction of main and subordinate.
The second doubt if they should be present in the same number
with Avasthas and Sandhis is removed by the statement that among
these three—Sandhi, Avastha and Arthaprakrti, that which is
properly connected with the other should be made prominent in
the Nataka. The Arthaprakrti that helps quickly in the attainment
should be described mainly and largely and the other which is
described subsidiarily in the main success, if proves beneficial in
some part, should be made prominent there As for example, in
Tapasavatsarija in the attainment of Vasavadatti, Bindu is
important, in the attainment of kingdom of Kausimbi Prakari
and Pataki are important.

Abhinavagupta has made a real contribution in his commen-
tary. He raises some problems and tries to answer them satisfac-
torily. He provides the best commentary on the text of Bharata,
though at places he deviates from him, Authors of Natyadarpana,
later, accepted the view of Abhinava about the Arthaprakrtis but
they changed the order of these Arthaprakrtis and used the term
“Yatharuci® in place of ‘Yathavidhi’, They accept the use of Patdka
and Prakari as optional.

Now we shall take up the view of Dhanafijaya and Dhanika.
While Bharata has described the Arthaprakrtis in a very systematic
manner and Abhinava has tried to explain almost every point about
these Arthaprakrtis in his commentary, in Dasarapaka® these
Arthaprakrtis are described in a very haphazard manner without
supplying any answer to the problems arising about them.
Dhanafnjaya and Dhanika have been discussing the Vastu and now
without discussing the importance and place of Arthaprakrtisin a
play and their relation with Avasthis, they first take up the Karya
which is taken as synonymous to phala, as Dhanika says what is
the phala of the itivrtta and, then, Dhanafijaya directly comes to
Karyam, In Dhanafijaya’s view, the Karyam consists of three
objects of human existence, and it is either $uddha (pure, unmixed
with the other) or it may be related with one or more. Dhanika
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just explains this that Trivarga means Dharma, Artha and Kama,
i.e., virtue, wealth and pleasure. Now the question arises, Dhanika
has accepted Arthaprakrtis as the causes or means in the success of
principal aim, as he states, ‘Arthaprakrtayah—Prayojanasiddhihe-
tavah’. Then how can karyam which is taken as synonymous to
phala, be an Arthaprakrti and at the same time phala also?
Obviously, Dhanaiijaya and Dhanika do not provide us any clue.

Dhanika further states, now the source of that Kairya is
explained. He regards the Bija as the means or sadhana of that
karyam and then Bija is discussed.

Dhanafijaya defines Bija that cause of that (karyam) is Bija
manifested as very small, but expanding in manifold ways. He
does not differ from Bharata in his definition, except that, while
Bharata has clearly mentioned that Bija ends into the attainment
of phala, Dhanaiijaya is concise and has not mentioned this fact,
though it may be taken as implied when he calls Bija the Hetu of
karyam, because the cause will lead to its effect. Dhanika elabo-
rates the statement of Dhanafijaya and illustrates it from
Ratndvali. The particular cause is Bija just like a seed. As the
seed develops gradually into a tree and bears fruit, so the Bija
develops into Karya and bears fruit in the end. In Ratnavall
the action of Yaugandharayana, which is the cause of attainment
of Ratnavali by Vatsaridja and which is accompanied with the
favourable fate, is put after prelude in Viskambhaka in the speech
of Yaugandharayana.

Like Abhinavagupta, Dhanika also accepts its manifold variety
depending upon its bzing either the cause of the great Karya, ie.,
ultimate karyam or subsidiary karyam or the like.

Dhanafjaya next discusses Bindu. Dhanika calls Bindu as
another name given to ‘avantarabija’. ‘Avantarabijasya safjnan-
taramaha.” Thus instead of explaining, Dhanika confuses this vital
Arthaprakrti by terming it as another name of subsidiary cause.
Dhanaiijaya’s definition is vague and the compound can be inter-
preted in many ways. The definition of Bindu given by Dhanaijaya
runs thus ‘Avintararthavicchede Binduraccheda Karanam’. Now we
may interpret it as, Bindu is the cause of linking when the main
Artha is delinked by subsidiary incidents. This interpretation is
supported by the example given by Dhanika., If we take this
interpretation we face the question, subsidiary prayoianas are to
strengthen the main story not to disrupt it. The other interpretation
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may be, when the subsidiary Artha, i.e. aims are broken,
Bindu is the cause of linking them. Another interpretation will be,
when the main Artha is delinked from the subsidiary artha, Bindu
is the cause of linking the two. Another interpretation is, when
the secondary matter is interrupted, the cause of its being resumed
is Bindu. But this may be the most unconvincing interpretation,
as the secondary matter even if blocked will not affect much if the
main story proceeds. Dhanafijaya and Dhanika have not explained
the meaning of Artha whether they take Artha to mean plot or
the main story or the phala or issue. This definition is very vague
and it does not become clear. Bindu connects what with what and
what is the difference between Bindu and sandhi, because sandhi
also connects the main parts of the story. Here, Dhanika’s commen-
tary gives a poor performance and is deficient, while Abhinavagupta
has explained Bindu very clearly in his commentary. It is also
not clear whether Bindu will be one or many. Dhanika has illustra-
ted Bindu from Ratnavali, when the worship of Ananga which was
a subsidiary aim being over, the story is broken, the cause of
another Karya, Vaitalika reads the praise of Udayana and hearing
it Sagarika says ‘this is the king to whom 1 was bestowed by the
father’. Now we see that the main story was broken after the
worship of Ananga, it could not proceed further. To further the
story Vaitalika reads the praise of Udayana and then the story
proceeds. This praise by Vaitalika serves as Bindu. Then accor-
ding to Dhanika it is Bindu like the drop of oil in water. As drop
of oil spreads so Bindu joins the broken end with the other end by
spreading. While Bharata has made it clear that Bija and Bindu
extend upto the end of the play, Dhanafijaya does not mention the
extent of Bija and Bindu. Though Dhanika has done it by defining
it like the drop of oil in water which is also defined so by Abhinava.
Dhanaiijaya just recounts the names of five Arthaprakrtis and does
not describe Pataka and Prakari, here, to avoid the repetition as
he has already discussed them in the context of subsidiary plot. In
another context about Nataka, Dhanafijaya speaks about Pataka
and adds its one more special characteristic that it has to contain
Anusandhis.

We find that Dhanafijaya’s treatment of Five Arthaprakrtis
is not very clear and is haphazard, too. He has not given proper
scope and importance to these Arthaprakrtis. Dhanafjaya has not
made it clear what is meant by Artha nor has thrown any light on
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the problem of their relation with the Avasthis and the utility of
these Arthaprakrtis in a play. He has termed Bija as the hetu or
cause of karya, but what about other prakrtis, are they also the
causes ? Obviously, he is silent about them. Then he has not
discussed Pataka and Prakari in the context of Arthaprakrtis, it
means he did not think them important enough to discuss as
Arthaprakrtis. While Bharata has mentioned that these
Arthaprakrtis should be reckoned and applied in a proper manner
as the need arises, Dhananjaya omits this fact. Bharata has also
discussed their relative importance, in stating that the Arthaprakrtis,
helping the hero most in the realisation of success should be made
prominent and the other subsidiary. Dhanaiijaya has not given
any such rule about their importance. We can only say this much
that while Bharata’s treatment of Arthaprakrtis is inclusive of all
the points and is systematic, Dhanaiijaya has omitted much which
makes his treatment of Arthaprakrtis unsatisfactory, Dhanika’s
commentary on Arthaprakrtis also proves to be insufficient and
confusing at times.

In comparison to Dhanafijaya and Dhanika, Abhinava, as we
have seen, has taken up every problem, related with Arthaprakrtis
and has tried to answer them quite satisfactorily. Another
difference between them is that while Dhananjaya and Dhanika
have accepted karya as consisting of Trivarga and either simple or
mixed, Bharata and Abhinavagupta have not made any such
distinction. Bharata and Abhinava take kdrya in its wider aspect
inclusive of all the actions and efforts introduced during the play
for the attainment of the Phala.

Finally, we see that authorities are not of one view about the
Arthaprakrtis. Some take Artha in the sense of Plot or Vastu of
the play and others in the sense of phala. Without committing
ourselves, we can say with Bharata that these Arthaprakrtis are
also essential in a Plot and they are found in the itivrtta just as
five Avasthdas are found in the itivrtta of the play. We may
accept them as the five elements of plot which serve as the means
by helping in the realisation of the ultimate aim of the play like
five Avasthas. They differ from ‘karyavasthd’ in this respect that
while every action has got five stages in the successive order, one
leading to the other, all the Arthaprakrtis may not be equally
important in a play, and they may not occur in the order narrated.
All of these may not be present in 2 play. For example a play




|
|
|
|
! |

112 A Study of Abhinavabhérati and Avaloka

may not necessarily have Patika or Prakari. They may be applied
as the manner dictates. They may be regarded as the causes or
sources of phala in the sense that as the plot is related with the
main phala, these Arthaprakrtis ultimately lead to the final attain-
ment of the play. Among these Bija is the first and the very
important element of the plot. With Bharata, we may accept it
as the element of the Plot which manifests itself minutely at the
outset, but expands into many ways with the progress of the action
and it extends up to the end of the phala. It corresponds with
the first stage of the action. Dusyanta’s attraction at the first sight
of Sakuntala and blessing of the Rsis for a sovereign son, or
Cinakya’s zeal in ‘Mudraraksasa’ may be cited as the illustration
of the germ in a dramatic Plot. This Bija may be of many kinds
and there may be more than one Bija in a Nataka.

As we have seen that the other element Bindu has been
interpreted differently, taking it with its metaphor we may finally
say with Bharata that Bindu is the linking point that proceeds the
main story when it has come to a halt due to the delinking of the
prayojanas. With its help the main theme and the means, helpful
in achieving it, get into touch again and the story proceeds crossing
the bar. We may illustrate it from the second Act of Sakuntalam.
With the return of the king from the hermitage to fulfil his obliga-
tion of protecting it from the attack of the wild elephant, the basic
purpose had come to an end. But the plot could not proceed
further if the king was unable to visit the hermitage again. This
problem was solved by the play-wright by getting an invitation
extended to the king to protect the rites of the hermitage through
two Rsikumaras. This device serves as Bindu. Bindu may occur
more than once in a play. It extends upto the end of the play.
Metaphorically, it is called Bindu like the drop of oil or the drop
of water. It is the vital drop that discovers the means again leading
to the attainment of the Phala.

Patika is the subsidiary episode which benefits the principal
plot and is described like the main one. The episode of Makaranda
and Madayantika in Malatimadhava may be taken as the example
of Pataka or the episode of Aryaka and Sarvilaka in Mrcchakatikam.
Bharata has not mentioned that Pataka fulfils its own interest too,
he regards Pataka as having anubandha or continuity. Dhanaijaya
also mentions that Patiki may have its own purpose to fulfil
subsidiarily. From this aspect the episode of Kamandaki in
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Malatimadhava may also bz regarded as Patikd but it cannot be
regarded as Pataka in the view of those who maintain that Pataka has
its own interest to serve, as she has no interest of her own to serve,
Of course Patika is not necessarily found in every Sanskrit play.
Prakari is inserted to benefit the principal plot only and it is short
not having any anubandha. For its example may be taken the
episode of Saudimini in Malatimadhava or of Vidyadharas in
Avimaraka of Bhasa. Its presence will bz more commonly found
in the plays as small episodes are generally inserted in the plays to
support the main Plot. The fifth and most important element is
‘Karya’, It is directly connected with ‘phala’. It is the denou-
ment of the plot which depicts the cause or the motif of the play.
It is the Karya, the attainment of which is desired and for which
all efforts are directed and the achievement of which closes the
action.

To conclude the Arthaprakrtis we may say with Abhinavagupta
that these Arthaprakrtis make the five Avasthis materialised and
recognised together with the principality of the plot. With the
help of these Arthaprakrtis the Nayaka achieves his final goal.
Collateral to five stages, these are present in the Plot. There is no
set rule regarding their use in the play in the same order as they
have been enumerated. A play may have Patika and Prakari or
it may not have either of the two. They should be reckoned and
applied in a proper manner as suited to the need of the play and
among these that Arthaprakrti which helps the hero most, should
be made predominant and the others subsidiary to it.

Sandhis : Five Segments of the Plot

We find that in a plot’s construction Avasthas, Arthaprakstis and
sandhis play the important part. After discussing five Avasthas
and five Arthaprakrtis, in view of their prominence we should
discuss sandhis. Normally, the term ‘ Sandhi’ refers to the junction of
two things. Before proceeding to our discussion, it is better to
note in the beginning that in Sanskrit Dramaturgy, mainly two
schools of thought exist about the sandhis. One school of thought
believes in coambulation theory as five Avasthis with five
Arthaprakrtis giving rise to five sandhis. The other school of
thought does not support the view.

Let us see what Bharata himself has to say about these sandhis
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How this coambulation theory sprang up and what should be the
right view about them?

As Bharata has been regarded the founder of Sanskrit drama-
turgy. First of all, we will take up his view.

After stating that a plot is known to be divided into five
sandhis, Bharata®™ has given rules about the omission of sandhis
in the plot. In his opinion the plot may either have all the sandhis
or lack some of them. The rule requires that all the sandhis
should occur in it; but due to a special reason or necessity of the
plot some of them may be left out. In the omission of one sandhi,
the fourth (i.e. Avamaréa) should be omitted, in the omission of
two, third and fourth (i.e. Garbha and Avamaréa) should be
omitted. In the omission of three, the second, third and fourth
(Pratimukha, Garbha and Avamarsa) should be omitted. But
these rules about the omission of sandhis are to be followed in
the principal plot only. In case of the subsidiary plot this rule
will not apply; for it is to serve the purpose of another. Any event
can be introduced in it without violating the rule.

Bharata has not defined ‘sandhi’. He only describes five
sandhis and their limbs. We shall only take first five sandhis and
then afterwards the limbs there of.

The five sandhis in a Nataka are: Mukha (opening), Pratimukha
(progression), Garbha (Development), Vimaréa or Avamarsa (pause)
and Nirvahana (conclusion).

Bharata® defines each of the sandhis thus.

Mukha Sandhi'® (Opening)

That part of a play, in which the creation of the Bija as the source
of many objects and sentiments takes place, is called in relation to
its body the Mukha sandhi.

Pratimukha'®

Uncovering of the seed, (Bija) placed at the opening (Mukha) after
it has sometimes been perceptible and sometimes been lost, is called
the Pratimukha (progression).

Garbha®® (Development)

The sprouting of the Bija, its attainment or non-attainment and
search for it again, is called Garbha (development).

|
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Vimarsha®' (Pause)

One’s pause (Vimarsa lit. deliberation) over the Bija that has
sprouted in the Garbha on account of some temptation, anger or
distress is called the Vimaréa. Obviously, Bharata’s definition of
Vimaréa is not very clear in itself.

Nirvahana®® (Conclusion)

Bringing together the objects (of the segments) such as the Mukha
ete. along with the Bija when they have attained fruition is called
Nirvahana. In other words, bringing together of the Arthas of
Mukha and other sandhis with Bija etc. and bringing together of
many sentiments ending in wonder and surprise is Nirvahana.
Bharata has next stated the rules of their presence in different
kinds of plays.

In his view these are the five Sandhis (segments) of a Nagaka,
and Prakarana to be known by the producers of a drama. Dima
and Samavakira are to have four sandhis and the play-wright should
never make Avamaréa in them. Vyavoga and Thamnrga shouid
always have three sandhis, they should not have Garbba and
Avamaréa. Prahasana, Anka, Vithi and Bhana are :0 have two
sandhis and only Mukha and Nirvahana should be employed in
them. Thus, these are the sandhis to be planned by the producers
in the ten types of play. The angas of these five sandhis the
utility and sixfold purpose of the Angas, we will take later on.
First we will look into the delineation of sandhis by Abhinavagupta,
Dhanarijaya and Dhanika and others,

Although Bharata has not defined the term ‘sandhi’ itself,
Abhinavagupta®® has defined the term in his commentary that
runs along the text of Bharata’s Natyasastra.

In his opinion, the definition of the sandhis will be the
segments of the plot (Arthavayavah), joined mutually or with the
limbs (angaih). Abhinava has not explained what does Artha
signify here. Should it be taken to denote phala or Itivrtta? He
appears to take it, here, in the sense of plot. So, in his view, the
‘sandhis’ are the five parts or portions of the Artha of the play,
(Riipaka) which is like the sense of a great sentence, principal and
independent, and these sandhis are made in accordance with the
five stages. Abhinava is not consistent in his treatment of sandhis.
He gives two definitions of sandhis, which are hard to be reconciled.
At one place, he would call sandhis as imaginative compositions,
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full of variety and at another, the segments of plot, either mutually
joined, or joined with their limbs. Regarding the number of
sandhis also, he has made contradictory statements. First of all
he regards the number five as traditional and states that there
would be no contradiction even if there are less sandhis ina
Riipaka. But he suddenly takes Somersault and quotes his teachers
opinion with obvious approval that there must be five sandhis. He
further supports this view by stating ‘Samuccayapadaih Paficanam
Sarvatrivadyambhavitvam dyotitam’. Further he mentions that
the adherents of orderliness hold that these five sandhis should be
employed in respective order as stated. Tt is, rather, amusing to
imagine that there could be another possibility of employing these
sandhis but in the order laid down.

Abhinava, next, interprets each of the five sandhis. In his
view, that much part of the main Artha in the play as is useful
for the Arambha stage, which has been described before of the hero
by himself or by others, is Mukha sandhi. It is called Mukha as
it is useful for the ‘prarambha Avasthd’ of the hero, which is like
the mouth of the whole independent aim in the plot. The secon-
dary parts of that portion, Upaksepa etc. are the angas of Mukha
sandhi. That part of the plot, in which proper origin of the
Bija—which is the chief means of the main end—is followed by the
Prirambha stage and becoming manifold on account of the aim
or context becomes the cause of Rasa, is called Mukha. Thus,
in short, the part of the plot, useful for the Arambha stage, and
having Rasas in their initial stage, is Mukha sandhi and it occupies
a part or portion of the whole play. For example, the first Act in
Ratnavali may be taken, because the Heroic sentiment of Amatya,
§rngara and Adbhuta of Vatsaraja and again Srngara, this much
part is useful for Sagarikda’s seeing the king in the Prarambha
stage begun by the minister and so it is Mukha sandhi.

Prior to his own interpretation of Pratimukha, Abhinavagupta
has quoted others’ views about the vague term ‘drstanastamiva
Kvacit’ used by Bharata. As quoted by him, some take it to mean
‘as seen in the form of karya but destroyed in the form of cause’;
others take it to mean, that revelation of the Bija is seen in the
object worth obtaining but destroyed in the object to be abandoned;
some others mean by it ‘seen in the Vrtta of Nayaka and destroyed
in the Vrtta of anti-hero’. In Abhinava’s opinion all these inter-

pretations are not right, because of incapability of one object
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being joined with another, and even the objects which are low and
destroyed are seen due to Prarambha. The real interpretation
should be that expanding of the Bija is a particular condition
favourable to phala, and though visible is destroyed like (being
hidden) because of the closeness of the opponent, just like the
sprouting of the Bija covered with dust. In the Pratimukha sandhi,
Bija is further revealed but it is not clearly visible because of the
presence of opponent. Abhinava gives its example from Venisamhara
in the speech of Karicukin. In the speech of Kaifcukin, the Bija,
leading to the progress of Pindavas, put in Mukhasandhi, is
revealed by the death of Bhisma, but is destroyed by the vadha of
Abhimanyu. Abhinava again refers to the view of others that
some taking revelation only useful in Pratimukha and concealment
in Avamaréa have defined ‘drstanasta’ as the gradual consequent
development because the former state though visitle is destroyed
like in comparison to the later state of development. But he
opines that in this interpretation, the meaning of ‘iva’ does not fit
because of not having the power to create. karya.

Abhinava illustrates Pratimukha with the example from
Ratnavali. The incident of Sagarika, put in Mukha by Amatya,
is concealed or destroyed like by the festival of spring and the
worship of Kamadeva. Though the festival etc. are like the cover-
ing to conceal the incident of Sagarika which is like Bija, are really
the cause of its revelation like the soil. As a seed is put in the
soil, the soil covers it and thus conceals it, but even when concealing
the soil helps in its development and reveals it in the form of
sprout. Such is the case with Pratimukha. The Bija, put in
Mukha sandhi and visible, there, is concealed and made destroyed
like and is developed like kunkum bija. The part of the story,
where everywhere, this type of revelation is found, should be
known as Pratimukha sandhi. Itis termed Pratimukha as it turns
towards Mukha, but Abhinava also mentions that turning away
is to illustrate the conception of drstanasta. In his view, the
explanation given by Sankuka etc. just explains a part of it,
Abhinava, next, interprets Garbha that it is that part of the play,
where there is the manifestation of the Bija, which is already covered
with the two conditions of germination and revelation, directed
towards the attainment of the phala. He, further, explains the
nature of the growth. In this disclosure gain belongs to the hero,
that is, in Garbha, the cause of the hero rises and gains ground,




118 A Study of Abhinavabharati and Avaloka

and the loss or non-attainment belongs to anti-hero; and the search
to find means for the attainment of aim is common to both, that
is, hero and his opposite force equally try to find out means which
will lead to the attainment of their phala. They persist in their
search. Thus Garbha sandhi consists of achievement (Prapti),
failure (Aprapti) and search (Anvesanam). These three stages
repeatedly occur in it. As it is accompanied by Prapti-sambhava
Avastha, it is Garbha being pregnant with phala. Aprapti or cause
of missing the aim must be shown in it, otherwise it would not
be possibility of attainment, rather, would become certainty.
Abhinava, now takes up Avamarsa sandhi. Bharata has
defined Avamaréa vaguely. Abhinava has tried to explain it and
has quoted others’ views also upon it. As referred by him, some
read it Vimaréa and others Avamarsa. Vimarsa consists of doubt.
The question may arise, that first, there is the possibility of attain-
ment and then doubt, this does not scem proper, MOTeOoVeET,
Vimaréa sandhi extends to Niyataphalaprapti stage, how the
consistency, would be in certainty and doubt. To answer this it
is said that as after argument, due to a cause posed as a hindrance,
there exists doubt in removing it, in the same manner in Vimarsa
sandhi even in the possibility of phala there arises equally strong
obstacles and the doubt arises about the success as the causes in
favour and opponent causes are equally forceful. Thus, in beating
back and defeating the equally strong opponent forces and in
looking clearly at the result, the fortitude of the hero is glorified,
so after hypothesis, there is doubt and then certainty. ‘Good
results are beset with —many \ obstacles, the obstacles, are
to be removed’ viewing thus with pride and resolution his
effort is multiplied into thousands, as for example, in Ratnavali
even when Sagarika is in prison, the incident of the magician is
cleverly woven which is employed by Yaugandharayana to overcome
the obstacle of Vasavadatta. According to Abhinava there are
others who take Avamaréa as obstacle. So the Bija phala that
has been unfolded in Garbha, its Artha, culmination (nivrtti),
engaging again in that, causes creation of phala because of the
obstacles being dead and that culmination (nivrtti) may be due to
anger, temptation or calamity or curse or by other reason. By the
word ‘api’ may be taken all other causes of obstacles. That extends
from putting of Sagarika into prison by Vasavadattd upto the
statement of the king in fourth Act of Ratnavali ‘my body is
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consoled by the garland, disunited from my beloved after receiving
her embrace like the friend, in the same condition’. Here, in the
obstacle, anger of Vasavadatta is the cause. Temptation may be
the cause as in Tapasavatsaraja. ‘I have lived due to temptation
of getting you’. But others do not tolerate it, because, here, the
temptation of attaining Vasavadatta is not an obstacle in the real
phala and they give the example in the same play that even though
married to Padmavati, not attaining Vasavadatta, the king desires
to die, that not being a temptation, the greater attainment
of the kingdom by the ministers is the cause.

That calamity is caused by Amaréa, i.e., anger, is shown in
Abhijiianasakuntala. Thus other causes should be imagined, as
for example, effect of Vidya in co-wives may be the cause in
Avamarda, somewhere fate, somewhere some condition as in
Vikramorvasiyam the effort in going to heaven because of seeing
the face of her son. Abhinava again, quotes the view of others
who taking Vimaréa in the sense of Avrtti (Repetition) explain
that, that part of the story, in which the Bija consisting of Phala,
exposed from Garbha is in the form of Vimaréa due to the reason
of Vimarda etc., is called Vimarfa. Abhinava does not accept
this interpretation on the basis that the main element of this
sandhi, which consits of removing the obstacles, is almost untouched
in this explanation. According to him there are others who
opine that ability of attainment (Labha), state of destruction (Nasa)
and state of discovery or pursuance, these should be employed in
Garbha and Avamaria according to one’s will. When the state
of attainment is described through Pratimukha, the other two should
be described in Garbha. When the state of loss is depicted in
Avamarsa, then searching should be in Garbha; whesn loss and
search are described in Garbha, then state of ponderance
should be described in Avamaréa. He also quotes Udbhata who
regarded Avamrsti, the place of searching as Avamarsa. But in
Abhinava’s own opinion it goes contrary to the aim and the
sequence of the stages stated ecarlier. Next, he quotes the view
of Sankuka who regards Vimaréa as consisting of contemplative
nature. In Sankuka’s view, where the doer contemplates ‘I was
engaged by this in the failure of action because of temptation’
would be the Vimaréa caused by temptation and the pondering of
the hero about the loss of phala, when it has been destroyed by
anger and calamity etc., would be Vimaréa caused by anger and
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calamity. The downfall or failure of the Karya is depicted to
support the marvellous sentiment which is to come in Nirvahana
sandhi. In his opinion the thought being followed in all sandhis
would be stated separately by Vimaria. Closing the discussion
about Vimaréa, Abhinava writes that all this is wrong and is
discussed according to critic’s own inclination. But, here, rejecting
all the previous discussion about Vimarsa, Abhinava was expected
to give his own view. But he has left discussion in the middle and
has not supplied his own view explaining Vimaréa sandhi. We
cannot say finally what was his personal view. The only point that
can be deducted is that Abhinava includes doubt in Avamarsa
sandhi and the existence of opponent forces, in Avamarsa, the final
certainty that the phala will be attained comes in the end after
overcoming the obstacles. As he has already said, there is the
prominence of failure in Avamarsa. Here, the hero pauses and
thinks over the means and the failure.

In interpreting Nirvahana, Abhinava writes that in definition
of Nirvahana given by Bharata, Prarambha, Prayatna, Préaptisam-
bhava and Niyatapti are the Arthas or aims respectively of four
sandhis, Mukha, Pratimukha, Garbha and Vimaréa. When these
Arthas, i.e. Avasthas together with the four states of Bija, namely
origination (Utpatti), revelation (Udghatana), Exposure (Udbheda)
and disclosure (Nirbheda of the Garbha) and with the manifold
existing psychological states of laughter, anger, grief etc. which
consist of the happiness and sorrow, are brought together in the
state of wonder and are harnessed in the attainment of phala, that
is Nirvahana sandhi pervaded with the phalayoga Avastha.
Abhinavagupta quotes others’ views also. According to him some
are of the view that all these sandhis and the five Avasthas should
be separately depicted in Nirvahana, There are others, who
following the philosophy of Sankhya, though desiring the entrance
of other sandhis in this final sandhi, but not finding the former
stage as the cause resulting in another stage, yet stages becoming
Karya, regard it proper that one Avastha, in relation to phala
becomes an implement and other Avasthas, which have become one
in helping the other, unite with phala. Others interpret that the
Arthas i.e. initial principal means adopted in Mukhasandhi are the
powerful benefactors in the attainment of phala. They are brought
together through the union with phala in Nirvahana. Obviously
the words ‘Arthindm Mukhidyanam’ employed by Bharata have
been interpreted differently. When the phala consists of the
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attainment of happiness, love, laughter etc. will be shown in
majority of Prairambha etc. and when the phala is the loss or grief,
then anger, grief etc., being painful, are shown in majority. The
example of Nirvahana sandhi may be taken from Ratnavali extend-
ing from the entrance of the magician upto the end of the play.

Concluding Abhinavagupta writes that the Avastha of these
sandhi etc. may be depicted in relation to the hero, his minister,
his family, heroine etc. not through hero alone; this is the rule as
has been stated before.

Dhanafijaya and Dhanika represented the school of combina-
tion® theory of sandhis. They believed that the five Arthaprakrtis
are related with five Avasthis and in the same number of five,
sandhis, Mukha etc. arise. Here, one thing to be noted is that
Dhanafijaya does not state it clearly that five sandhis arise as the
result of the connection of five Arthaprakrtis with five Avasthas.
This is the interpretation given by Dhanika to Dhanafijaya’s state-
ment. The sandhis are the structural divisions of the drama which
correspond with the elements of the plot and the stages in the hero’s
realization of his purpose. As we will see further, this theory does
not hold ground, for in the case of Mukha and Pratimukha
it may be true as Bija is put in Mukha and Mukha follows
Prarambha avastha and Bindu is used in Pratimukha when the main
aim is blocked and by Bindu effort, i.e., Prayatna is made. But
the real difficulty comes if we stretch this combination further. As
we have seen, Patika and Prakari are not necessary in a play and
if this is the case, then, how will the combination take place.
Besides, episode (Patdka) is not confined to the development as it
should be, but may extend into the pause and even into the
conclusion.

The other problem about this theory is that in a play Bija
may be manifold and Bindu may occur at more than one place.
In that case will there be Mukha and Pratimukha also whenever
there is Bija and Bindu ? But it has nowhere been mentioned either
by Bharata or any other dramaturgist or Dhanafjaya and Dhanika
themselves. Mukha, Pratimukha, Garbha, Vimaréa and Nirvahana
occur in their due sequence in a play without being repeated.

Now, let us look into the views of Dhanafijaya and Dhanika.
This is the delicate portion of their treatise where they do not agree
with Bharata and differ from him to a large extent.

Dhanafijaya and Dhanika first define sandhi. According to
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Dhanaijaya™ sandhi is the connection of one thing with a different
one, when there is a single sequence (of events). In Dhanika’s’®
view the connection with the subsidiary events of the different parts
of the story related with the common object is sandhi. We find
that the definition of Dhanafijaya is not clear. Nor the commentary
of Dhanika helps much in making it clear. What is the common
object of relating and what is that Artha with which sandhi connects
the parts of the plot? This definition of Dhanaiijaya is not in
keeping with his former statement and of Dhanika where they say
that five sandhis are created as a result of the union between five
Arthaprakrtis and five Avasthas. As we have seen, five Arthapra-
krtis are not purpose, thsy are, rather, the means in the success of
the aim as Dhanika himself has said while explaining Arthaprakrtis,
‘Arthaprakrtayah Prayojanasiddhihetavah’. It seems that even
Dhanaiijaya and Dhanika were confused in their mind while writing
about Sandhis. Even five stages are not the aims of the play, they
mark the conditions which the main plot passes through in achieving
its final aim.

Dhanafijaya has not mentioned anything about the rule of
omission of these sandhis, while Bharata has done so. He is silent
about the issue whether the plot should have all the sandhis or may
lack some of them. He simply states that the sandhis are five in
number. Then he defines each of them.

In his definition of Mukha, Dhanaiijaya follows Bharata as he
states that Mukha (opening) is the origination of the germ (Bija),
giving rise to various purposes and sentiments: it has twelve limbs,
because of its connection with the Bija (Germ) and Prarambha (the
beginning).

As in Mukha there is the origination of Bija and the Arambha
Avastha, so it may be the reason that Dhananjaya was guided in
his combination theory of Avastha and Arthaprakrti giving rise to
Sandhi. In the view of Dhanika, in Prahasana etc. where Trivarga
is not the phala there the cause of production of Rasa is Bijam.

Dhanaiijaya’s definition of Pratimukha is more clear than
that of Bharata and he does not differ from Bharata if we take the
meaning of ‘drstanastamiva Kvacit’ as somewhere perceptible and
somewhere not perceptible. As defined by Dhanafijaya, Pratimukha
(progression) is the development of that (Germ) in accordance with
its quality of being perceptible by turns. Its limbs arising from the
sequence of Bindu (expansion) and Prayatna (effort) are thirteen.
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In Dhanika’s view, Pratimukha is that revelation of the Bija where
it is at times revealed and at times concealed. He means to say
that in Pratimukha, development of Bija is at times obscured from
the view. As for example, in the second act of Ratnavali, the
revelation of the Bija, which is sometimes visible and sometimes
invisible, constitutes Pratimukha, because the Bija which is the
cause of meeting of Vatsaraja and Sagarika sown in the first act
becomes perceptible because of its being known to Susangata and
Vidasaka, and through the incident of picture is likely to be inferred
by Vasavadattd. Thus in short, revelation (Udbheda) of the Bija
is Pratimukha.

Dhanaiijaya states that in the course of Garbha sandhi there
is a regular search for Bija which sometimes becomes visible and
at others missing. It has twelve limbs. Later half of the last line
of his statement may be interpreted in two ways: firstly, there
should be a Pataka (episode), or (else) there should not be prapti
cambhava (prospect of success), secondly Patiki may not be
necessarily there but Praptisambhava is there. Dhanika has accep-
ted the second interpretation.

In our view though the contradiction may be there in
Dhanafijaya’s statement with his former statement, yet the interpre-
tation given by Dhanika appears to be more correct, as Dhanika was
more near to Dhanafijaya than the present critics in respect of time
and he had better chances of knowing Dhanafijaya’s real interpreta-
tion.

Dhanika interprets Garbha sandhi that the Bija was little
revealed because of its being perceptible and imperceptible in
Pratimukha sandhi. Garbha sandhi consists of the Praptyasa
stage in which phala is not decided in one direction and in Garbha,
particular revelation of the Bija is done accompanied with its
repeated gain, dislocation and search. He, further, adds that the
exception of generally found Pataka is shown by the term ‘Patika
Syann Va:’ Praptisambhava should be there as is shown by the use
of ‘Syat’. For example in the third Act of R .tnavali Vasavadatta
is posed as a hindrance in the meeting of Vatsardja, by the adoption
of Vasavadatta's dress etc. means of Sagarika’s meeting are shown,
and through the speech of Vidiisaka Praptyasa of Sagarika is first
shown, then the possibility of attaining Sagarika is jarred by
Viasavadatta, again there is gain, again disruption, then the search to
discover the means and to remove the hindrance is shown by the
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speech of the king ‘there is no other means except by pleasing
Vasavadatta’

In Dhanafijaya and Dhanika’s statements we find contradic-
tion which is due to their combination theory. And in the definition ¥
of Garbha sandhi it becomes clear that they are not sticking firmly
to their theory of combination about sandhis. As they have main-
tained in Mukha and Pratimukha that they are the result of
combination of Arthaprakrtis with Avasthds, they appear to lose
that hold in Garbha. It may be that upto this time they realised
the weakness of the combination theory or may be they saw their
deviation from Bharata. From Garbha onwards they have left
their combination theory. Though as a result of this contradiction
has arisen in their statements, yet it is for good that they have left
their theory of combination. If they had stuck to it, it would have
created real difficulty. Because if they had maintained that Garbha
arises out of the union of Pataka with Praptyasa, then in the plays
which do not have Pataka, what would take its place? For Patakid’s
substitute they had nothing to offer. Still they have not forsaken
their theory altogether in Garbha and so the confusion and

| contradiction have arisen.

Dhanafijaya gives a better definition of Avamaréa than %

'|! Bharata. He has made his definition more clear while he follows 3
| Bharata. According to him Avamaréa (Pause, lit. deliberation) is ]
i. that group of limbs in which one stops to reflect because of anger ?
1l or passion or temptation and which has as its subject the Bija that 'n

‘ has been unfolded in Garbha. Dhanika states that Avamarsana

means thinking deeply or critically viewing the phalaprapti and
that review is made either due to anger or calamily or temptation.
‘It should be by this means® determining thus, which culminates in
EIR the decided phalapripti on one side and the deliberation connected
| with the ‘Bijartha’ which has becen unfolded in Garbha is i
! Avamaréam. As in the fourth Act of Ratnivali upto the extent of ‘
I

Agnividrava, ‘through the pleasing of Viasavadatta Ratnavali will be
W attained certainly without hindrance’, Vimarsa consisting of this
determination is shown.

Here, we see that Dhanafijaya and Dhanika have already given

‘ up their original view of combination. In Avamarsa Dhanafijaya
,| does not say a word about Niyatapti Avastha and Prakari i
! Arthaprakrti. He closely follows Bharata here. In the light of E
their former statement Avamarsa ought to be arisen out of the s |
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union of Prakari with Niyatipti. But they contradict themselves
here. Perhaps they realised the fallacy of their theory as they found
that plays in practice may have more than one Prakari, and in the
other case, a play may not have it altogether. Like Abhinava,
Dhanika also maintains that Vimarsa sandhi consists of the
resolution about the means which will certainly lead to the attain-
ment of phala in one direction. Dhanafijaya defines Nirvahana as
that sandhi in which the matters that occurred in Mukha and in
other sandhis, and that contained the Bija and were distributed in
due order, are brought together to one end. He means to say that in
Nirvahana all the imeans and purposes having Bija in them, distri-
buted uptil now, are unitedly brought together for one aim, 1.6,
leading to final attainment of the phala. Dhanika has not given any
commentary. He has only supported it with the examples from
Venisamhdra and Ratnavali. In Venisamhira, in the sixth Act,
the Bijas like tying the hair of Draupadi etc. put in Mukha sandhi
and others, distributed in their proper places, are employed for one
end.

The most strange thing in Dagaripaka is that neither
Dhanafijaya nor Dhanika utters a single word about the union of
Kirya and phalayoga, both of them, to be found in Nirvahana,
while they so strongly professed that all the sandhis are born in the
sequence of number of five, out of the combination of five Arthapra-
krtis with five Avasthas. As we have also said before, the apparent
reason may be that they found it impossible to hold it any longer in
the light of plays. Whatever may be the reason, it is certain that
in their treatment of sandhis contradiction is found and in pro-
pounding the theory of combination they have deviated from
Bharata.

If we look closely we find that Bharata has not defined the
term ‘sandhi’ anywhere. He has simply mentioned five sandhis,
making them five component parts of a plot. Generally, as a rule,
these five should be employed in a Nataka, but due to special
reason a plot may omit some of them. In the omission also, Mukha
and Nirvahana are never to be omitted and it is truly laid down so,
because Mukha deals with the germination of Bija and the
Nirvahana deals with the attainment of Phala, which is a result of
that Bija. No play can dispense with its beginning and end. In
discussing five sandhis, Bharata has nowhere tried to establish
their relationship with either Avasthdas or Arthaprakrtis. Bharata
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| rather shows the states of ‘Bija’ in five sandhis, its appearance
‘ (Utpatti), its partial bloom (Udghatana), its decay, and also its
fruition at length. Thus the different situations of the Bija—the
concentrated quintessence of all dramatic action, (1) showing its rise
or (2) fall or (3) involving efforts to sprout it and (4) depicting
anxious care to vivify it, no sooner than it appears fading or
withering, determine the different sandhis that weave the entire
dramatic theme.

Abhinavagupta and Riamacandra and Gunacandra followed
this view of Bharata about the sandhis. At the, same time Abhinava-
gupta and Ramacandra and Gunacandra established their relation
with five Avasthas too. As we have seen, Abhinavagupta regards '
these five sandhis as the five major portions of the main independent I
plot, which are made in regard to the Avasthas. Abhinavagupta
has relegated each sandhi with one of the five Avasthas, for
example, Mukha sandhi extending to Prarambha Avastha, Prati-
mukha to Prayatna Avastha, Garbha to Praptisambhava, Avamarsa
to Niyatapti and Nirvahana to phalayoga. Later writers, on drama-
turgy more or less have connected these five sandhis with the five

1l Avasthas. Dhanaiijaya and Dhanika do so. Sagarnandin and :

| EEM Ramacandra and Gunacandra likewise do so. Abhinavagupta has i
; H defined sandhis as the segments of Artha (which may be phala or
‘ plot) joined mutually and also with their angas. Thus sandhis ,
i are the joining points, they are connected with each other with
! the main phala and also with their respective limbs. We cannot '
!

blame Dhananjaya and Dhanika for defining sandhi as the connec-
tion of one thing with a different one, when there is a single !
sequence of events or the connection with the subsidiary events, of 1
the different parts of the story related to the common object. But !
M there is a fault in their definition. Their definition of sandhi does 7
| not (27) differentiate it much from Bindu. Another fault in the theory {
| of Dhanaiijaya and Dhanika about sandhis is that they first started I
' with the coambulation theory in maintaining that sandhis arise out |
L of the combination of Arthaprakrtis with five Avasthas, but they ‘
‘ could not stick to their theory upto the end, in view of irregularity
,f | in the matter of juxtaposition of these two concurrent phases of
dramatic action.

Abhinava deviated from Bharata in his explanation of
Avamaréa and he has not given his final view about Avamarsa. ‘
Abhinava has also taken the meaning of ‘hinasandhi’ differently
taking it to mean sandhi lacking some of its angas.
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Looking at the position we may finally say that sandhis are
the important parts of a plot. A plot is divided into five parts
marking different phases of the main aim. These five sandhis are
related to each other and to their limbs. Usually, they are five in
the kind of play called Nataka. In other kinds of play like Bhana
etc. they may be less in number. As a rule these sandhis should be
at sequenced but exception may be there due to some necessity.,
These five sandhis are related somehow or other with the five
Avasthas of the action.

In the conception of sandhis, essential need of a dramatic
conflict is recognised. The way to final attainment is not a smooth
path. It is loaded with difficulties. In the course of time these
obstacles are to be overcome and the path is to be paved which will
ultimately take to the final attainment of the Phala. Following
Abhinavagupta we may, briefly, say that these must be five if
a Nataka is to be inclusive and comprehensive in its Phala.

Sandhyangas (Divisions or Limbs of Sandhis)

Bharata and later dramaturgists have discussed limbs or divisions,
rather, the parts of sandhis which come to number sixty four. In the
view of Keith,"® the insistence on the sub-divisions of five sandhis
in sixty four ‘member’ is very complex. The distribution, however,
has no real value, because the limbs are not confined to that sandhi
alone to which they are assigned in the practical usage of drama-
tists. Not all of these limbs need be used. Even when used, they
should be essentially subservient to the sentiment which the piece
seeks to create. But the definitions and classifications about them
are without substantial value,

Bharata®® has thrown light on the importance of these limbs and
their sixfold purpose in the plot. In his view the events in the segments
in their respective parts (Pradesa) will in due order support those
limbs of segments by means of their own qualities. The incidents of
the sandhis in their parts respectively which consist of the quality of
that particular sandhi, are the angas. (1) Expressing the desired
object, (2) expanding the plot, (3) attaining the quality of pleasing
in production, (4) concealment of the objects to be concealed,
(5) mentioning of things in a manner as producing surprise, (6) dis-
closing things to be disclosed are the sixfold purposes of the angas
described in the Sastra. Bharata shows the importance of these angas.
Just as a man, deficient in his limbs is unable to start any action,
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similarly, a play deficient in the limbs (of segments) will be unfit for
successful production. A play which has a lofty theme and is
accompanied with the Guna and alankara, but if it is devoid of
requisite limbs will never please the mind of the aesthetes. On the
other hand, a play which is having a low aim like Prahasana etc.
will, when furnished with requisite limbs, attain beauty because of
the brilliance of its production. In other words, if not all, some
of the limbs must be included in a drama, since a play without any,
would be like a man without limbs, and when adroitly used, they
may add merit to a mediocre subject-matter.

Interpreting Bharata Abhinava® opines that the term
‘anupirvasah’ indicates the sequence in regard to the fulfilment of the
main aim and not the order in which these angas are mentioned.
In his view, these are called limbs as they are present in the parts,
namely, beginning, middle and end. They are also termed angas
because in the fulfilment of their respective sandhi, they partake its
quality and in the rest they act as appropriate parts. In interpret-
ing the sixfold purposes mentioned by Bharata, Abhinava takes
‘prayoga’ in the sensz of ‘itivrtta’ and in his view it should attain
the capacity of pleasing, and this is achieved through the union of
Avastha with proficiency in production.

Interpreting their purpose of producing surprise, he states that
the repeated mention of itivrtta by itself does not produce surprise,
but described in angas it does so. In the importance of angas, he
agrees with Bharata.

Dhanafijaya® agrees with Bharata in assigning the same
sixfold purpose to these sixty four angas.

We find that all these angas are not available in a single play,
some of the important ones are used by the dramatists, and
generally, the use of four or five only is found in one segment.
Whatever limbs may be allotted to a particular sandhi, their total
number is sixty four. We shall first give the names** of limbs of
each sandhi as mentioned by Bharata and Dhanafijaya. Bharata
mentions angas of Mukha sandhi to be : Upaksepah (Suggestion),
Parikarah (Enlargement), Parinyasah (Establishment), Vilobhanam
(Allurement), Yukti (Decision), Prapti ( Accession), Samadhapnam
(settling) Vidhanam (Conflict of feeling), Paribhdvana (surprise),
Udbhedah (Disclosure), Karanam (Activity), and Bheda (Incitement).
The number of these comes to twelve. Dhanafijaya agreeing with
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Bharata has also mentioned the same limbs of Mukha, twelve in
number.

The limbs of Pratimukha sandhi mentioned by Bharata are :
Vilasah (Amorousness), Parisarpah (Pursuit), Vidhitam (Refusal,
unrequitedness), Tapanam (Pessimism), Narma (Joke), Narmadyutih
(Flash of joke, amusement), Pragayanam (Response), Nirodhah
(Frustration), Paryupasanam (moving forward, courtesy), Puspam
(Sweet words, gallantry), Vajram (Thunderbolt), Upanyasah
(reference, intimation) and Varnasamhara. These come to number
thirteen. Dhanafijaya accepting thirteen limbs in Pratimukha
mentions §ama in place of Tapanam and Pragamana instead of
Pragayanam. But as both the readings are found in the MSS of
N.S., Dhanafijaya cannot be said as deviating.

Bharata mentions limbs of Garbha which are thirteen :
Abhutiharanam (Mis-statement), Marga (Indication), Ripa
(supposition), Udaharana (Exaggeration), Kramah (Progress),
Sangrahah (Propitiation), Anumanam (Deduction), Prarthana
(supplication), Aksiptam (Revelation), Totaka (Quarrel), Adhibala
(outwitting), Udvegah (Dismay) and Vidravah (consternation).

Dhanafijaya mentions twelve limbs of Garbha instead of
thirteen. He omits Prarthana from the list and instead of Vidrava
mentions Sambhramah which is also found in other MSS of N.S.

Bharata, next, mentions limbs of Avamarsa. As given in
G.0.S. ed. Baroda, their number comes to fifteen, though two of
them Yukti and Vidrava are repeated. The limbs of Avamarsa
are Apavada (censure), Sampheta (angry words), Vidravah or
Dravah (insolence), Sakti (Placation), Vyavasayah (Assertion),
Prasangah, (Mention), Dyuti (Injury), Kheda (Lassitude) Nisedhanam
(Opposition), Virodhanam (Altercation), Adanam (summing up),
Chadanam (Humiliation), Prarocana (Foresight), Vyavahara and
Yukti. In these Vyavahara and Yukti should be omitted as
interpolations.

Abhinava® accepts twelve in Mukha, thirteen in Pratimukha,
thirteen in Garbha, twelve in Avamarsa and fourteen in Nirvahana,
thus becoming sixty four. He, himself has not discussed Vyavahira
and Yukti and about the number of limbs in Avamarsa, he writes
that some term Prarocani as Yukti. There are some who do not
accept other limbs and maintain twelve angas in Avamarsa. Others
regards the counting unjust as its Vrtta is included in Nirvahana
also but due to its thirteen angas support the number of sixty four,
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Dhanafijaya® has mentioned thirteen limbs of Avamarsa. He
includes Vidrava and Drava both in it. He deviates from Bharata
in the names of angas of Avamaréa. He mentions chalanam
instead of kheda and vicalanam in place of chidanam and omits
Nisedhanam. The thirteen limbs mentioned by him are : Apavada,
Sampheta, Vidrava, Drava, Sakti, Dyuti, Prasanga, Chalanam,
Vyavasaya, Virodhanam, Prarocana, Vicalanam and Adanam. We
find much variation®® in the MSS of N.S. about the names of
angas of this sandhi.

Bharata®® now mentions the limbs of Nirvahana which are
fourteen : Sandhi (junction), Nirodha or Vibodha (Awakening),
Grathanam (Assembling), Nirnayah (Ascertainment), Paribhdsanam
(Conversation), Dyuti (Confirmation), Prasdda (Gratification),
Anandah (joy), Samaya (Deliverance), Upagihanam (surprise),
Bhasanam (Clever speech), Parvavikyam (Retrospect), Kaivya-
samhara (Termination) and Prasasti (Benediction).

Dhanafijaya® also mentions the fourteen limbs of Nirvahana,
employing Krti instead of Dyuti and Upasamhara instead of
Kavyasamhara. Thus we see that Dhanafijaya does not differ much
from Bharata in his treatment of limbs of the segments. Both
Bharata and Dhananjaya have accepted sixty four limbs of the
sandhis.

Abhinava®® refers to the views of others about angas, some
opine that beginning (Upakrama), conclusion (Upasamhara) and
Middle (Madhya) these are the three distinct places related to each
stage. In these three, each must have five Avasthas minutely, thus
fifteen states occur in sequence, amidst them the previous ones are
described as the parts or subsidiaries of those states. In Nirvahana
all the fourteen occur because of phalayoga, in other sandhis such
as Mukha etc., some are omitted. Twelve divisions etc. are not the
angas there. Abhinavagupta holds this view to be wrong and we
also find that this view was not accepted by any prominent writer
on dramaturgy. In Abhinavagupta’s own view this order of the
limbs is just to give their definition, not their usage. Udbhata etc.
who accept this sequence as a rule of angas in sandhis are wrong.
As for example, Yukti, described in Mukha, is worth employment
in other sandhis too. But some angas follow the rule of occurring
in that particular sandhi only due to their very form, as for
example, Upaksepa is used in Mukha sandhi only. By the state-
ment ‘having sixty four’ only their possibility is stated not that it
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is the rule. The angas that are narrated in each sandhi are as found
in the majority of the cases. The Riipaka consists of five sandhis,
the order of sandhis only is definite and the limbs are not to be
used in the same order as narrated. Natyadarpana also follows
the view of Abhinavagupta. Dhanika® also does not state that all
the limbs occurring in a sandhi should be used, he has specified
some to be used in each sandhi. As he says that out of these
twelve angas of Mukha, Upaksepa, Parikara, Parinyasa, Yukti,
Udbheda and Samadhana must be present, others may also be
employed. He marks Parisarpa, Prasama, Vajra, Upanyasa and
Puspa as prominent in Pratimukha, others should be used as
possible. In Garbha, he mentions Abhiitiharanam, Marga, Totaka,
Adhibala and Aksepa as prominent and recoinmends the use of
other limbs as much as possible. In the thirteen limbs of Avamarsa,
Apaviada, Sakti, Vyavasaya, Prarocand, Adina etc. are important.
The view of Dhanika is also supported by the authors of Natya-
darpana.®® About these angas Bharata himself states that with a
view to introducing sentiments and psychological states, expert
playwright should insert these limbs into appropriate segments of
his work.

Out of these sixty four angas, we shall only discuss those
angas -in which either Bharata and Dhanaiijaya differ between
themselves or their commentators do so.

In the definitions of twelve angas of Mukha sandhi Bharata
and Dhanafijaya do not differ much in their sense, except some
change in words about the eleven angas. Though Bharata and
Dhanaiijaya define Udbheda?! differently, yet the sense conveyed is
the same. Bharata defines Udbheda as the sprouting of the
purpose of the Bija, while Dhanafijaya defines it as the disclosing
of something hidden. It is only in the definition of Bheda that they
differ widely.

Bheda*’

In the view of Bharata Bheda is that Anga which is meant for
disrupting the union, while in the view of Dhanafijaya, it is the term
for an urging on. It encourages some action tending to foster the
main cause. In the view of Abhinavagupta dissociation of the
characters for the purpose of exit which turns them in their own
duties is Bheda. It helps the main cause, always, happening in the
Act. To illustrate it both Abhinava and Dhanika cite the same




132 A Study of Abhinavabhdrati and Avaloka

example from Venisamhara when Bhima replies to Draupadi that
Pangavas are expert enough in moving in a battle-field. For it we
may only say that it helps in the main cause either by dissociation
of characters or by encouragement. The example!® cited by
Abhinava to illustrate Samddhanam from Venisamhara is cited by
Dhanika to illustrate Udbheda and the example cited by Abhinava
from the same play to illustrate Parinyisa is cited by Dhanika to
illustrate Samadhanam.

In the view of Abhinavagupta,** out of these twelve angas, the
group of four, i.e., Upaksepa to Vilobhanam, is commonly found
in Mukha sandhi, and these four are in the sequence as narrated,
i.e. Upaksepa, Parikara, Parinyasa and Vilobhanam. The purpose
of these four is to sustain interest in the Vrtta and the purpose of
Parikara is to express the desired object also. In the angas of
Pratimukha, Bharata and Dhanaiijaya differ about Vidhita.

Vidhiita®

In Bharata’s opinion Vidhiata is not complying with the request
made. It is a non-acceptance of a courtesy or an advance shown
by one to another. In the view of Abhinava, first thereis non-
acceptance of the request, but lateritis accepted. Dhanaiijaya
takes it as ‘arati’, i.e. absence of pleasure due to unrequited love.
But the definition given by Dhanaifijaya is also found in some MSS
of N.S.

Bharata and Dhananjaya differ in Tipanam and Samah.
Bharata defines Tapanam® as the appearance of some impediment.
Dhanaiijaya defines Samah' as the allaying of unrequitedness,
They also differ about the definition of Narmadyuti.

Narmadyuti®®

In the view of Bharata and Abhinava the laughter which is meant
for concealing one’s faults but produces laughter is called
Narmadyuti. But in the view of Dhanafijaya Narmadyuti is con-
sidered to be the satisfaction caused by the joke (Narma).

Upanyasa®®

Bharata defines it as a remark based on reason, while, according to
Dhanaiijaya, it is a remark embodying a stratagem. Bharata and
Dhanaiijaya do not differ much. But Dhanika takes it in the sense
of propitiation.
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Varnasamhara®

Though Bharata and Dhanafijaya agree in their definition
of Varnasamhira defining it as ‘meeting of the four Varnas’, but
their commentators interpret it differently taking ‘Varna’ in
different sense. Abhinava understands characters by the term
‘Varnas’. So in his view, where characters, though situated
separately, are brought together, there it would be ‘Varnasamhara’,
i.e. drawing the characters near. He refers to the views of his
teachers, that according to them, in a Nataka Prominent in Vira,
Hero, anti-hero and their ministers are mainly described, so they
are Varnas, so also in the Nataka prominent in love, hero, heroine
and their advisers. Abhinava does not accept the view of those who
regard it as the meeting of four castes. Dhanika illustrates it by the
meeting of Rsi, Ksatriya and Amitya etc. in Mahaviracarita.
Though not clearly mentioned, yet he seems to take Varnas in the
sense of ‘meeting of four castes’.

In the limbs of Garbha, Bharata and Dhananjaya differ
slightly about the definition of Ripa.®® Bharata defines Rupa
as a hypothesis with which novel meanings are combined. It
entails inconclusive remark due to a variety of curious things
presented at the occasion. Dhanaiijaya omits the first part of
Bharata’s definition and simply defines it as a remark embodying
hypothesis.

Krama®®

Bharata defines Krama ‘Bhavatattvopalabdhi’ which has been
interpreted differently, ‘bhava’ and ‘tattva’ being taken differently.
Following one interpretation, Krama would be foreseeing of what is
coming afterwards. Following other interpretation it would be
expressing the reality of some emotion. Abhinava interprets it
as the attainment or certainty of the object which has been thought
over when there is excess of feeling. Dhanafijaya defines Krama
as the attainment of what one is thinking earnestly about.
Dhananjaya also gives another definition of krama stating that in
the view of others, knowledge or acquaintance with the feelings is
krama.

Prarthana®®

Bharata has defined Prarthana as the request for love’s enjoy-




134 A Study of Abhinavabharati and Avaloka

ment, rejoicing festivity and the like, while Dhanaiijaya omits it
altogether.

Dhanafijaya and Dhanika take Aksipti® or Aksepa in a
deeper sense than Abhinava and Bharata.

Dhanarijaya® quotes two definitions of Adhibala and Totaka.
In his definition of Udvega® Bharata includes the fear caused by
the king, enemy and the robber, while Dhanafijaya only includes
the fear of enemies.

Bharata mentions and defines Vidrava®® as the panic caused
by apprehension ($anka), fear (bhaya) and uneasiness (Trasa),
Abhinava understands by it the apprehension from the object which
causes fear and trembling. Dhanafijaya terms Sambhrama in
place of it and he includes apprehension and uneasiness in
Sambhrama. It is in the limbs of Avamaréa that Dhanaiijaya and
Bharata differ much. In the definitions of Apavada, sampheta,
Drava, Prasanga, Prarocana and Adana, Bharata and Dhananjaya
agree. In interpreting Drava Abhinava® adds that moving
away from the accepted norm is Dravanam, so it is called Drava.
Bharata and Dhanafijaya differ about the definition of Vyavasaya
and Dyuti.

Vyavasaya®®

According to Bharata Vyavasiya is a promise made on account
of some reason. As interpreted by Abhinava Vyavasaya is the
achievement of the causes of the Artha which has been vowed and
promised. Inthe view of Dhanafijaya it is the mention of one’s
own capacities.

Dyuti®®

As stated by Bharata, Dyuti should be known as the words spoken in
contempt. Dhanaiijaya defines it as reprimanding and inciting the
feelings.

Kheda®

Bharata has mentioned and defined Kheda which Dhanafijaya has
not accepted. As defined by Bharata and Abhinavagupta, Kheda
is fatigue arising from mental fatigue and physical exhaustion.

Pratisedha®

Bharata has mentioned and defined Pratisedha as the obstruction
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of one’s desired object, while Dhanaiijaya has not mentioned it.

Virodhanam®®

Bharata defines Virodhanam as the gain of impediment in Karya.
Abhinava terms it Nirodhanam. Dhanafijaya has defined it as the
opposition of excited and angry persons. Dhanika interprets it as
the proclamation of their powers by excited persons.

Chadanam®*

Bharata has mentioned and defined Chadanam as the words caused
by insult for some purpose. Abhinava interpreting it states that
it is termed Chadanam as it ends the blot of insult. In its place,
Dhanafijaya mentions Chalanam as disrespect or insult and we also
find this reading in the MSS of Natyadastra.

Dhanafijaya® has also defined Vicalanam as a self-panegyric
statement and the Vidrava as slaying, taking prisoner and the like.
Both these limbs have not been included in the common reading of
Natyasastra.

In the limbs of Nirvahana, Bharata and Dhanafijaya agree in
the definitions of Sandhi, Nirodha, Grathanam, Nirnaya Dyuti,
Ananda, Samaya, Upagihana, Prasida, Kavyasamhara, and Pragasti.
Dhanarfijaya mentions Vibodha in place of Nirodha, and Krti, in
place of Dyuti. Definitions of Prasada and Kaivyasamhara, given
by Bharata are wider and inclusive of more aspects than that of
Dhanaiijaya. In his definition of Kavyasamhara® Bharata includes
giving and receiving of the boon in it, while Dhanafijaya includes
the receiving of the boon only. While Bharata defines Prasada®
as the gratification caused by attendance etc., Dhanafijaya regards
it as the act of pleasing or showing courtesy. Bharata and
Dhanafijaya differ in their definitions of Paribhasanam, Piirvavakya
and Bhasanam.

Paribhasanam®

Bharata defines Paribhisanam as the talk full of censure. Accor-
ding to Abhinava’s interpretation, it is disclosing of one’s own faults.
Dhanafijaya defines it as the mutual conversation in which one or
more characters participate. Abhinavagupta and Dhanika illustrate
it with the same example from Ratnavali.
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Bhiasanam®

In the opinion of Bharata, Bhisanam is said to be full of conciliatory
words, gifts etc.,, while in the view of Dhanafijaya, acquisition of
honour etc. is bhasanam,

Piirvavakyam™

Bharata defines Parvavikyam as showing the Artha (object of
Phala) stated before. Dhanarfijaya terms it Parvabhava and defines
it as foreseeing of the Karya (Denoument), There is not much
difference. Thus we see that Dhanafijaya does not deviate from
Bharata in the description of major limbs of segments. The devia-
tion often found in Dhanafijaya is usually a variation, present in
the MSS of Natyadastra itself. As a play concludes with Nirvahana,
so all its limbs are important in it. Tts last limb Pradasti marks
the end of the play in which a desire for the general well-being or
for the welfare of the nation and king is expressed. Pradasti is the
concluding part of a Sanskrit play and it is also termed Bharata-
vakyam, perhaps, because it was recited by the actors in the end.
It has been a general mode with Sanskrit play-wrights from Bhasa
upto present day dramatists to end their play with Pragasti or
Bharataviakyam.

Finally, these are the limbs of the five segments. There may
be more than sixty four. These limbs should be used in accordance
with the sentiments and feelings. Among these angas while some
are restricted by their very nature to their respective sandhis, some
may be used in more than one sandhis.

Sandhyantaras

While discussing Plot, Bharata™ has mentioned twenty one Sandhyan-
taras. Dhanafijaya’™ has not mentioned them separately in his
Dasariipaka, and he states that the thirty-six Laksanas, Bhiisana
etc. and twenty one sub-divisions, beginning with sama etc. are not
enumerated separately because they are included in these (i.e.
states of joy, Energy and the rest) and their embellishments.
Authors of Natyadarpana,” Ramacandra and Gunacandra, too,
have not mentioned them separately. In their opinion, some of
them are themselves angas, some become transitory states, some
become the part of the story, and others are included in other
sub-divisions, so they need not be mentioned separately. Most
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later writers have not mentioned them separately. Bharata™ him-
self, does not give them much importance. He only gives their
names in his Natyadastra. In his view these Sandhyantaras are the
special features or particular characteristics which are found in the
midst of the sandhis and their limbs. These are twenty one,
namely : Sama (Conciliation), Bheda (Disintegration), Danda
(Chastisement), Pradana (gift), Vadha (arrest), Pratyutpannamatitvam
(Ready wit), Gotraskhalitam (slip of tongue), Sadhasa (enterprise),
Bhaya (consternation), Hri (shame), Maya (deceit), Krodha
(Indignation), Ojas (Prowess), Samvaranam (concealment), Bhranti
(misconception), Apadhdrana of Hetu (conclusion), Dita
(assistance), Lekhah (Parchment), Svapnah (vision), Citram (Portrait)
and Mada (intoxication).

Interpreting these Abhinava™ refers to the views of others.
In the opinion of some ‘Antara’ means gap, sandhi means the same.
These sandhyantaras act as inter-links. They are the special
characteristics of the sandhyangas. In the view of others they are
the particular subsidiary divisions of Upaksepa etc. which have
been narrated in general. Upaksepa, in general, is different from
the particular sima etc. Abhinava gives his view that these
Sandhyantaras are in the form of Vibhava, anubhava or Vyabhicari-
bhava. Nothing exists in the world except them in the production.
To guide the poet for the purpose of making the play (Przyoga)
more bright, they are mentioned as twenty one. He, further, adds
that sima etc. serve as the causes in brightening the Heroic (type of
play), Vadha in Raudra, and ready witis in the form of transitory
state, Gotraskhalanam is found everywhere in jealousy and Vipra-
lambha, enterprise in ériigara and Vira etc., Caipalam in comic ete.
These sandhyantaras are easily available in all the plays like
Nitaka etc. Thus sandhis, sandhyangas and sandhyantaras
becoming useful in the sentiment are the parts of the body, i.e.
‘Ttivrtta’.

Dhanika’ believes that they may be included in Alankiras
and the psychological states. They do not belong to any particular
sandhi or stage of action or to any particular emotion but they,
generally, conduce to the proper weaving of the plot. In brief, it
may be said, that these special features are inserted in sandhis to
fulfil some purpose, to highten some emotion. Their importance
was later minimised by the authors like Dhanafijaya etc.
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Patakasthanakas or Episode Indication

Useful in the plot of drama is another distinct feature termed
Patakasthanaka. This device of Patakasthanaka has been used by
most of the Sanskrit dramatists. It plays an important part in the
plot of a play. Patakasthinaka foreshadows an event, whether
near at hand or distant and thus it informs the audience about the
incidents through equivocal speech or attributes. It also enhances
the beauty of the plot. It involves both the dramatic irony and
pathetic fallacy. It is in fact a point of pivot, which gives at times
an interesting turn to the dramatic action. In the treatment of
Patakasthanaka, we find a great difference between Bharata and
Dhanafijaya, while Bharata mentions four types of Patakasthanakas,
Dhanafijaya contents himself with two types. On other hand,
most of the writers have accepted four kinds of Patikasthanaka
narrated by Bharata. We shall first take up the view of Bharata.

Bharata?” defines Patakasthanaka, in general, when some
matter being taken in hand, i.e., already thought about, another
matter of similar nature, i.e. characteristics, is suggested, through
an accidental idea (Agantuka bhivena), it is termed Patakasthanaka.
In simple words, the present matter in hand indicates suddenly
another matter of similar characteristics which is to happen in
future. The important points to be noted about it are that
‘Patakasthanaka’ is used to suggest the future event; secondly the
words apply equally well to the present matter and to the future
event as they appear to have the common features. The character
spoken to, does not recognise their importance at that time, but
the audience takes them as a valuable information about'the future.
Bharata without giving specific names recounts them as first,
second, third and fourth.

First Patakasthanaka

The sudden development of a novel meaning (arthasampatti) due
to an indirect suggestion is called the first type of Patikasthanaka.
Artha, here, should be understood to mean phala. The first
Patakisthanaka consists of an abrupt revelation of facts which
result in the acquisition of a desired object. An ambiguous
situation may result in bringing about the aim of the hero.

The second Patakasthanaka

Words completely carrying double meaning and expressed in a

1
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poetic language are termed as the second type of Patakasthanaka.
The words ‘Satiayam’ and ‘Slistam’ in the definition of Bharata
have been interpreted differently. Some have interpreted ‘Slistam’
as having more than one sense, while in the opinion of others, it
means related to the present context. This type of Patakasthanaka
may be illustrated from Sakuntalam when a voice behind the scene
bids the female cakravaka to say farewell to her spouse, a command
whose application to the case of the king and the heroine is
immediately appreciated by the audience alone. Here, the equivoca-
tion lies in words, whose sense the spectator alone grasps in its
deeper application.

The Third Patakasthanaka

That which suggests with courtesy the object (of a play) in a
subtle manner and in the form of a dialogue is termed the third
type of Patakasthanaka.

The Fourth Patakasthanaka

Words with a double meaning, expressed in a well-knit poetic
language and having a reference to something (other than what
appears at first sight) are termed the fourth Patiakasthanaka.
Bharata has not set any limit as to when and where these
Patakasthanakas should be used. They may be used anywhere
in the play and their general use is that they indicate some incident
or the subject of the play that is to happen in future, at the same
time they add beauty to the plot.

Abhinavagupta™ understands by ‘Artha’ in Bharata’s defini-
tion both aims and means. In his view when some means Or
purpose is thought over, but another means or purpose, different
from the one thought over, becomes related with it, it becomes
Patikasthinaka. Being based on Pataka, the Itivrtta is also called
Patikasthanaka. The matter described in Patakasthanaka is in
the form of inanimate and animate like Patika. He quotes the
view of his teachers that the place of Patika forms the itivrttata
and the artha performed overcomes the meaning of the former
Pada, hence itivrttam is called Patakasthanaka. The other Artha,
indicator of that, indicates the main motif in a surprising manner.
The similarity between it and Pataka is denoted by the word
‘Agantuka bhaven’. ‘Bhavanam’ here means bhava and that is
the cause which is twofold, in its own form and in the form of
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accompaniment. The cause accompanying is called ‘Agantuka’.
So due to similarity of accompaniment, it has its similarity with
Pataka. In simple words, the direct aim in it is accompanied with
the future aim of the plot. The similarity with Pataka is that just
as a Pataka hero accompanies the main hero, so in Patikasthinaka
another aim or means accompanies the main Artha. Abhinava-
gupta interpreting the first kind of Patikasthanaka writes that
when the desired phala is suddenly achieved without the previous
thought—that it would be achieved by the hero—that is the first
and principal Patakisthanaka as it is related with the main attainable
aim. Here, the hero is related with his final aim by gaining it
suddenly. This achievement of the phala is attributive because it
benefits the doer. Abhinava cites its example from Ratnavali
when the king thinking her to be Visavadatta saves Sagarika from
committing suicide and suddenly finds that she is his beloved
Sagarika. Here, the aim thought over was some what else, but
beautifying it another aim is fulfilled. When the means other
than thought over are gained, may be illustrated from Niginanda.
The Kaficukin offers red garments to Jimiitavihana, which become
the means of forsaking his life, when Jimiitavihana wanted to have
the garments of Sankhaciida. Abhinava’s interpretation of Bharata’s
definition is the most proper and it explains Bharata’s point of
view vividly. Abhinava quotes the view of others also who think
that these four Patakasthanakas, first, second, third and fourth are
to be used respectively in four sandhis, Mukha, Pratimukha,
Garbha and so on. He holds this view to be ridiculous, as used
thus Patakasthinakas will not create any beauty nor there is any
necessity of using them so.

Abhinava, next, interprets the second type of Patakasthianaka.
When the statement or artha related to the present context, uttered
in exaggeration, fits in with the matter not at hand, it is the second
Patakasthanaka. The aim of the speaker in it is to say something
in exaggeration, but due to its exaggeration it also serves another
purpose that is to happen later in the story. He takes for its
example, the message of Sugriva towards Siti in Ramabhyudaya.
Sugriva sends message to Sita, ‘Righava will bring you soon, even
crossing the sea and even if you are beyond the sea’. The state-
ment is uttered to show great power, but it exceeds the present
context and becomes related with the real object of the play, as it
so happens in the case of Sita.

AR A i
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In interpreting the third type of Patakasthinaka, Abhinava
takes ‘Linam’ employed by Bharata, in the sense of not very clear.
When the ‘Artha,’ not very clear, supported with the answer which
is capable of being related to it, but is spoken in another sense,
is brought to a particular decision, it is the third type of
Patakasthanaka. In this type, the matter thought over is not very
clear, an answer is given which spoken in another sense can be
related with the matter at hand, and the character taking that
answer comes to a decision. This can be illustrated with the
conversation between Canakya and Siddharthaka in Mudraraksasa.
Canakaya is thinking about the capture of Raksasa which is the
main motif of the play. Siddharthaka gives an answer ‘it is
taken’, which can be related with the thinking of Canakya,
but Siddharthaka uses it for the message, meaning that
he has grasped the message. Canakya, relating it with his present
thinking comes to a decision as he has devised the course of
action to capture Riksasa. So the answer carries two applications,
and this helps in the real object of the play.

Then Abhinava comes to the fourth kind of Patakasthinaka.
In his view when the arrangement of words or part of the story,
due to the use of double entendre (Slesa) conveys many meanings
and has beauty of expression due to the use of Alankara in bringing
another subject-matter, that is the fourth kind of Patakisthanaka.
He takes its example from Ratnavali when Vaitilika describes
the rise of the moon. In this stanza the use of the Slesa meant for
the description of rising moon in the evening equally applies to
the king Udayana and thus brings in the main matter, belonging to
Sagarikid. By the description of moon, Sagarika, takes the hint and
recognises that he is king Udayana. Abhinava does not accept
‘Uddamotkalikam’ as the fit example of the fourth type of
Patikasthanaka. In his view, though it conveys two senses but it
does not accompany the Artha.

In deviation to Bharata, Dhanafijaya™ recognises only two
kinds of Patakasthanaka, equivocation of situation and deliberate
equivocation of phrase. He defines Patakasthanaka as an indication,
by the mention of something extraneous, of a matter thatis begun
or about to happen and this Patakasthanaka is characterised by
similar situations or attributes. Consequently Patakasthanaka
becomes of two kinds; one known as ‘Tulyasamvidhana’ or that
which bears similarity between the matter indicating and the
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indicated. Second ‘Tulyavisesanaka’ which indicates the matter of
similarity of attributes.

Dhanafijaya only mentions the use of Anyokti while Dhanika®®
mentions Anyokti and Samasokti both. In his view the indication
of the future matter in context becomes like Pataka so it is
Patakasthianaka. It istwo fold, having similarity of situation and
similarity of attributes based on Anyokti and Samaisokti. Dhanika
illustrates the first type from Ratnavali when the setting of the Sun
is described. But Dhanika has not explained how it indicates the
future matter. Of course, through the statement setting Sun is
touching his head with his hands’ is indicated the incident of future,
when Udayana tries to please Vasavadatti. Dhanika gives the
example of similar attributes from the same play when the attributes
applied to the creeper equally apply to Sagariki and thus make
Vasavadatta angry.

Finally we see that Patikasthanakas indicate by sudden intro-
duction of some extraneous matter, something already begun or is
about to begin. Bharata has included more aspects of Pataka-
sthanaka in his Natyaéastra than Dhanafijaya. All the four types
of Patikasthanaka are related in one way or the other with the
actual, real theme of the play. Only the first type is different from
the rest three in this aspect that, while in the next three Patika-
sthanakas use of Slesa is there, and words convey more than one
meaning and thus indicate the real matter of the play, in the first
type no use of Slesa is made and the character suddenly without pre-
thought achieves his desired goal.

The difference between the second type and the fourth type of
Patikasthanaka is that in the second, the real matter is indicated
due to use of excess of poetical language and the matter indicated
is very much related to the words indicating. In the fourth type
of Patakasthanaka, the use of Slesa applies to both the situations,
equally to the subject-matter of the play and the matter in hand.
In the third type the response of a character is applied to the main
theme though he utters it, in another sepse and the Principal device
maker comes to a decisive course of action.

Patakasthinakas may be used anywhere in the play without
any limit on them that they are to be used in four sandhis only.
They beautify the main plot in bringing out the main theme to the
forefront by indirect suggestion.
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PART It

We have discussed in previous chapter, certain essential features,
relating to the Plot. We, now, propose to take up certain other
features which are equally important together with certain accessory
elements prescribed by the dramaturgists.

Before the actual presentation of the play is to commence,
Bharata prescribes certain items to be performed in Parvaranga,
which can be considered as the preliminaries of drama. Most of
these items are performed behind the curtain except the benediction.
We are, here, concerned not with all the preliminaries of drama,
but only Nandi, Prarocana and Prastivana which are, generally,
found in most of the Sanskrit plays.

We find in practice that every play, taking from Kalidasa
onwards, starts with a benedictory verse which is to be recited
before the action of the play for averting any evil that may impede
the success of the performance. Every Sanskrit play begins with a
verse or group of verses invoking the grace of a deity, a Brahmana
or a king for the welfare of the audience and the actors. After the
benedictory verse the stage direction occurs : ‘at the end ‘of Nandi
the Satradhara appears’ ‘Nandyante tatah pravisati Satradharah,
but in the plays of Bhasa after this stage direction benedictory
verse is sung. There is some controversy whether the benedictory
verse is sung by Satradhira on the stage or Sitradhara enters after
it. We will see it in the light of Bharata’s view and that of
Dhananjaya’s and their commentators and also as in practice. The
beginning verse of the play is called Nandi and it is an important
part of the dramatic composition.

Nandi

Etymologically, the expression Nandi is derived from the root
‘Nand’ to rejoice and the purpose of its recitation is to rejoice all
those concerned with the show. Since the aim of all dramatic
literature is to delight, to feast the eyes, the playwrights have
established a practice of making Nandi, the first substantive part of
the drama to reach the audience and of making it the very essence
of the Piarvaranga which has inter alia several other elements
possessing individual significance.

Let us first take Bharata’s view. Bharata®! states that Nandi
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(Benediction) is so called because it must always include and invoke
the blessings of gods, Brahmanas and kings. The moon-god is
pleased with the Benediction.

Next, he prescribes the reciter of Nandi. The Satradhira
(Director) should recite, in a medium tone, the Nandi (Benediction)
which should consist of eight ‘padas’ or twelve ‘padas’. This
limitation set by him of eight padas or twelve padas has given
rise to diversity of opinions. The word ‘Pada’ has been interpreted
differently which we will see later.

Bharata presents the specimens of Nandi showing how the
welfare should be wished in it.

‘Salutation be to all the gods. Blessed be the twice born
class. Let the king and the cows attain good health by his soma-
sacrifice. Let there be an advancement of the cause of the
Brahmanas and let their enemies be killed and let the great king rule
this earth together with all the seas.

Let this state (Rastra) prosper and the troupe of actors
prosper and let the producer of the theatrical show attain virtues
inspired by the Vedic knowledge.

Let the playwright attain fame and let his virtue increase and
by this kind of sacrifice let the gods be always pleased. Between
these Nindi verses or after the recitation of such verses, the two
assistants should loudly and distinctly say ‘Let this be so’. The
Nandi (Benediction) should thus be performed duly according to
the rules, mentioned above.

In general, we can say that in Nandi a wish was expressed for
the well-being of the people. Later in Sanskrit plays, a wish for the
prosperity of the nation, prayer for the well-being of the Kingdom,
Brahmanas and people was expressed in Bharata-vakyam at the end
of the play. Nandi included the invocation of gods to protect the
spectators and actors and a wish was expressed that the play may be
represented smoothly,

In Bharata’s view the Nandi was recited by the Sitradhara.
After performing the items of Parvaranga, the Sutradhdra with his
assistants retired from the stage and Sthapaka entered to begin
Prastavana who resembled the Satradhara in every respect.

From this statement of Bharata it appears that the Nandi
was first recited by the Satradhara with his assistants. The text,
available, seems to have been interpolated and because of this
a confusing situation has resulted about the Nandi. Later, we find
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that perhaps these benedictory verses were included in the play by
the poet and we find the stage direction ; ‘at the end of Nandi, the
Stutradhdra enters’. We may take it to mean collectively the
Paravaranga. This stage direction appears at the very beginning in
the plays of Bhasa, while in later plays it is inserted after the
benedictory verse or verses. Hence the assumption that previously
Nandi was not the part of the play, but later it was made the part
of the play. When was it done cannot be said definitely. It appears
that with the passage of time, the difference between the Sthapaka
and the Satradhara disappeared and the Sthapaka was also called
the Siitradhdra as he resembled the Siutradhiara in every respect.
The anomaly between the statement of Bharata and the later stage
direction can be explained only in this way.

Let us see the view of Abhinava®® also. In his view the Nandi
is always to be used in the Prayoga. ‘Nityam’ means, in the same
form, that is while other recitations like Utthapana etc. may be
made otherwise depending upon the representation, Nindi is recited
in the same manner and form. Abhinava takes ‘adi’ word in
Bharata’s Karika for the Sitradhira and other actors etc. In his
view, this Nindi is mentioned as Prarocani in the discussion of
angas of Bharati Vrtti in Chapter 20. Abhinavagupta does not
restrict Nandi to eight or twelve Padas only. He widens its scope
and accepted Nindi to be consisting of four or sixteen padas also in
Caturasra Parvaranga and three or six padas also in tryasra
Pirvaranga. He does not make ‘Pada’ an issue of dispute, he
accepts it in both the senses as the padas subservient to the sentence
and as avantaravakya having Subanta and Tinanta, i.e. grammatical
word ending in a nominal or verbal suffix.

Dasaraipaka®® does not say anything about Nindi. But from
the brief statement, when the Siitradhira has gone out after dispos-
ing of the preliminaries at the beginning of the play, another actor,
entering in like manner, shall introduce the drama’, it becomes
clear that Dhanafijaya and Dhanika do not deviate from Bharata.
Dhanaiijaya follows Bharata and it may be assumed that according
to him also Néndi was the part of Pirvaranga and Satradhira made
an exit after doing Piirvaranga as Bharata has already stated. The
action of the play was established by another actor called Sthapaka
who was very much like Sitradhara. Dhanika has also explained
Purvaranga as a feature in which first the audience is delighted,
and it was so in fact, because Parvaranga consisted of music, song
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1 and dance. In the opinion of Dhanika, Pirvaranga will indicate
i Natyadala, in modern terms the theatre, and the ceremonies per-
| formed there consisting of Piirvarangati. Another reading of it is
also found, comment needed. Dhanika wrote Piirvaranga, not the
Nityasala but the ceremonies performed therein.

Finally we see that Bharata has not mentioned in reference to
1 Nandi what he actually meant by Pada, so Pada has been interpre-
ted differently, as a metrical unit, the grammatical unit, the syntacti-
cal unit, the musical unit or the caesural unit.

It becomes clear, when we look into the statements of Bharata
and Dhanafijaya and in the plays of Bhasa that first Nandi was
recited in Piirvaranga and Sitradhara used to recite it. In Svapna-
visavadattam, in Avimaraka, in Pratima and other plays we find the
stage direction. ‘At the end of Nandi Siitradhara enters and after
it the benedictory verse. But in Abhijaanasakuntala of Kalidasa,
in Venisamhara of Bhatta Narayana, in Ratnavali of Sriharsa, we
first find one or more benedictory verses and then the stage direction
and then Prastavana. It denotes that gradually Nandi was included
in the play and it was recited at the very beginning of the play;
though when this practice started we cannotsay. Later the acti-
vities of all the three, i.e. Satradhdra, Sthapaka and Pariparsvikas i
were merged and were performed by Sitradhara only.

= ===

e e
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Prarocana (Laudation)

. Bharata has mentioned Prarocana in the items of Piirvaranga, but
' later writers included it in the play under Sthipana. As stated by
| Bharata** in Pirvaranga after the Nandi Rangadvara occurs, after
that Cari and Mahacari, then there is trigata—°‘three men’s talk’ and
thereafter just before the entrance of Sthapaka, Prarocana occurs. |
Prarocana announces the content of the drama, and the Sutradhara |
and his two attendants leave the stage.
Ay Bharata defines Prarocani (Laudation) as an appeal with a _
W view to success which is made (by the director) after suggesting the ]
| action of the play in hand with proper reasoning and arguments. i
!‘ This prarocand is made after trigata. Bharata also mentions 1
| Prarocana as the anga of Bharativrtti and there he prescribes that
1 Prarocana in the Pirvaranga is to attain success, prosperity, good
| : luck, victory and removal of all sins.
?,' \ Bharata does not specify the person who is to present Praro-
| cand. He just mentions that the Prarocani should be done with
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an appeal to the audience and for the success of the performance,
and the subject of the play should be mentioned.

In the view of Abhinavagupta® the appeal which is made to
the audience with a view to achieving success of the performance is
Prarocana. The pleasure—the delight will be gained from this play,
please look at the play’, thus, as it causes the interest greatly, so it
is called Prarocana.

Abhinavagupta states that Nandi mentioned here, becomes
Prarocana in the discussion of angas of Bharati Vrtti because in
that context the definition of Prarocani resembles the definition of
Nandi. He regards Prarocana as of two kinds : one that is the
anga of Parvaranga and another forming the part of Bharati
Vrtti,

Dhanaiijaya®® describes Prarocana as the anga of Bharati
Vrtti, and this Bharatt Vrtti is to be employed by the actors. The
Sthapaka, afterwards called Sitradhara, propitiates the audience
with pleasing verses that hint at the subject of the composition and
after that he employs Bhirati Vrtti in describing some season. As
defined by Dhananjaya, Prarocana is a means of arousing expect-
ancy by means of praise [of the matter in hand]. Dhanika adds
nothing new and he cites its example from Ratnavali where the
expectancy of the audience is aroused by the praise of the poet and
matter in hand, as, ‘Sriharsa is an expert poet and this audience is
also expert in recognising the virtues, the Vrita of Vatsaraja is
attractive and we are also experts in representation and so on.

Dhanafijaya deviates a little from the definition of Prarocana
given by Bharata.

In Dhananjaya’s view the Sthapaka (Establisher) propitiates the
sense of the audience by introducing a eulogium commending the
poetical virtues of the dramatist and panegyrizing the faculty of
critical appreciation of the audience. Thus it helps the Sthipaka
in preparing an attractive atmosphere around him with a result that
the audience thereby feel interested in the play to be staged before
them.

In practice we find that in Bhasa’s dramas, for example in
Svapnavasavadattam, Avimaraka and others, there is no mention
of the name of the author or the play in the prologue part. But in
the Abhijiianasakuntala of Kalidasa, in Mrcchakatika, in Venisam-
hara and the later plays, we find the name of the play and the
author mentioned and a praise of the audience. Thus the practice
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grew up of transferring from the preliminaries which were not a
matter for the poet, the substance of the Prarocana and embodying
it in the poet’s own work. First Prarocand was included in the pre-
liminaries as Bharata has mentioned; later it was included in
Prastivana as becomes clear from Dhananjaya’s Dasariipaka. In
this respect Bharata’s Natyasastra and Dhanaifijaya’s Dasgartpaka
clearly indicate the difference that came into ths theory of Sanskrit
Dramaturgy as a result of the change in practice. The plays upto
the time of Dhanafijaya; except the plays of Bhasa, generally indi-
cate the trend that in Prarocana the audience was attracted towards
the play by the mention of its title, the name of the poet and the
praise of the critical faculty of the aundience. Dhananjaya’s defini-
tion of Prarocana bears testimony to it. Though upto the time
of Abhijiianasikuntalam® this practice had not gained enough
ground as is indicated in the statement of Satradhara. He praises
the audience, gives the name of the Nataka and the poet but is
timid in his praise. But all the same he propitiates the audience.
Thus we can say that in Prarocana which is made before Prastavana,
the action of the play is indicated, an appeal is made to the
audience seeking its indulgence for its successful performance and
the poetical qualities of the play are also praised.

Prastavana or Amukha

Bharata® prescribes that after performing preliminaries in the
manner described, the Sthiapaka (introducer should enter the stage
and he should resemble the Satradhara (director) in every respect,
i.e., in quality and form. He should assume the ‘Vaisnava’ guise
and should have the appealing countenance and on entering the
stage he should observe the movements which the Sitradhara had
used. At the entrance of the Sthipaka the Dhruva should be sung
suitable to the occasion.

Bharata states further that a Cari should be performed in
praise of gods and Brahmanas. After pleasing the spectators (ranga)
with the recitation of §lokas containing sweetwords and evoking
various sentiments and states, the Sthapaka should announce the
name of the play-wright,

After that he should start the Prastivania which relates to
proclaiming the theme of the play and the Udghatyaka etc. should
be employed to start the play. The costume of the Sthapaka
should indicate the nature of the drama as dealing with
divine or human affairs. Thus having recourse to a god in a divine
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play, a man in a human play and a god or a man where gods and
men are, together he should proclaim in different ways the subject
of the play by alluding variously to its Mukha and Bija.

After introducing the play, the Sthapaka (introducer) should
go out of the stage. Thus should be performed the preliminaries
according to the rules. Bharata has also mentioned Amukha or
Prastavana as the part of Bharati Vrtti and at that place he defines
Amukha or Prastivana thusi “That part of a play where an actress,
the jester or the assistant has a talk with the Sitradhara (Director)
on some relevant topic and they use interesting words or adopt any
type of Vithi or talk in any other way, is called the Amukha or
Prastavana by the experts. While mentioning Prastavana in
Parvaranga Bharata mentions only Prastivaka or Sthapaka and
that allusion to the play should be made befitting the Mukha and
Bija and which may be made in many ways. In the context of
Bharati Vrtti he mentions that in Amukha, Nati, Vidisaka or
Pariparsvika talk with the actor. It does not become clear, whether
he takes Prastivana and Amukha to be two different things or the
same. Bharata mentions five angas of the Amukha, namely,
Udghatyaka, Kathodghita, Prayogitisaya Pravrttaka and Avalagita.
He has mentioned Udghatyaka etc., with reference to the Prastavani
in Parvaranga also to make allusion to the play. So the two things
appear to be one, not different.

In the view of Bharata working out skilfully any of the
device which may be relevant, the wise should construct Amukha
without encumbering it with characters and speeches. The Amukha
should be known to the wise with different bases.

We find that some difference exists in actual Sthipana in
Pirvaraniga and Amukha Sthapana in Parvaranga includes the
Dhruvi song, the Cari in the praise of gods and Brahmanas, the
stanzas having sweet words to please the audience and the mention
of the poet. Prastivana or Amukha actually deals with the last
part of the preliminaries, in which the character or the play is
introduced and just after that the play begins.

Abhinava®® takes Sttradhira and Sthapaka identically and in
his view Satradhira after performing the Piirvaranga enters as the
Sthiapaka and the two are not different persons. In the light of
this statement much confusion and contradiction of the Sanskrit
plays may be removed. He further explains that the Sthapaka or
Sttradhara should recite the stanzas to purify the hearts of the
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spectators and to train them so that they may become capable of
enjoying the sentiment.

Abhinava shows the difference between the ‘Upaksepa’ which
is the limb of Mukhasandhi and the suggestion made here in
Prastavand. In the ‘Upakgepa’ of Mukhasandhi the aim of the
play is directly put and stated and in Bija Arthaprakrti that is in
minute form, but here in Prastavana it is not directly put or
mentioned but the allusion just resembles the aim of the play.
Sthapaka and Prastivaka should exit after introducing the play
with the help of those allusions which are made in the heart of the
spectators by Nati, Vidisaka and Pariparévika by the means of their
action and which allude covertly to the Bija of the play.

Abhinavagupta accepts Prastivana as of two kinds, the part
of the Pirvaranga or the part of the Bharati Vrtti. In the Prastavana
which is the part of Pirvaranga, the poet is not concerned;
Sthapaka is either its composer or any other poet. The other kind
or type of Prastavana is mentioned in dealing with Vrttis. This
should be applied to Prarocana also. Thus Abhinavagupta has
distinguished between the two Prastivanas mentioned by Bharata.
He takes one type of Prastivand and Prarocand mentioned as the
parts of Pirvaranga and the other type belonging to Bharati Vrtti.
Interpreting Amukha Abhinavagupta states that in Amukha’ ‘A’ may
be taken in two senses, either in limitation that it is upto the
Mukhasandhi or the beginning is little introduced here. Thus when
Sthapaka, similar in virtues and figure to Sitradhara is represented
as the character Rima etc. then this type of Amukha is composed
by the poet. He takes five angas of Amukha as its five varieties.

Abhinava has quoted others, views also who take Prastivana
mentioned in Parvaranga as the part of Bharati Vrtti. But as we
know Abhinavagupta has taken a different stand. Was it the view
of Bharata also, we cannot say definitely, because Bharata has
nowhere stated them as two types and we are very far removed from
Bharata.

While Abhinavagupta has regarded Satradhara and Sthiapaka
as the same person and there is only the change of designation,
Dhanaiijaya® regards Sthapaka another person, as he says that
another actor entering in like manner shall introduce the drama.
It is not clear in Bharata’s N S. whether Sthapaka was the
Siitradhira or another actor. Bharata mentions only this much,
‘Sthipaka should enter the stage resembling Sutradhara in qualities
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and costume. Dhanafijaya follows Bharata when he mentions
that he shall introduce a play dealing with gods or one dealing
with mortals in that form, i.e. divine or human, respectively. A
play whose characters are gods and mortals co-mingled, he shall
introduce as either of these. He shall allude to the Vastu (subject-
matter) or the Bija (Germ) or the Mukha (opening) or to one of
the characters. The example of allusion to Bija may be taken from
Ratnavali and to character from the Abhijianasakuntalam.
Dhanafijaya further mentions that after propitiating the audience
with pleasing verses that hint at the subject of the composition, he
shall use the Bharati Vrtti describing some season.

Here, we see that Dhanafijaya deviates a little from Bharata,
Next Dhanafijaya defines Amukha or Prastivana (introduction or
Induction) as that in which the Satradhara addresses Nati, Marisa
or Vidiisaka on a matter of his own in bright conversation, hinting
at the matter in progress. And there are Kathodghata, Pravr-
ttakam and Prayogitisaya and thirteen sub-divisions of Vithi.
Dhanika comments after the thirteen sub-divisions of Vithi that the
angas of Prastavana have been spoken, but it is amusing that
interpreting these sub-divisions of Vithi, Dhanika does not cite their
examples denoting Prastavana.

In the opinion of Dhanarijaya also, Siatradhara after hinting
at the theme or character with any one of these shall go out at the
end of Prastavani and then begin the detailed presentation of the
subje ct-matter.

Here, we find some contradiction. First Dhanafijaya men-
tions that an actor, similar to Satradhara, enters and then in
discussion of Amukha he terms him Sitradhira. This contra-
diction can be explained away only by the interpretation of
Abhinavagupta. But Dhanafijaya has clearly mentioned that
Sthapaka was an actor other than Satradhara.

If we examine closely we find that Bharata has discussed
Prastavana at two places, first, in the context of Parvaranga and
secondly in the context of Bharati Vrtti. Now Bharata has not
mentioned them as two different types, and the two things do not
seem separate.

But Abhinavagupta regards the mention of Prastavana at
these two places as two separate varieties of Prastivana, one belong-
ing to the Pirvaranga and the other belonging to Bharati Vrtti.
This view is not upheld by others. The writers like Dhanafijaya and
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Ramacandra and Gunacandra discuss Prastivana under the anga
of Bharati Vrtti, and this Prastavana precedes the Mukhasandhi in
the play and here the actors are in their ownselves, they have not
assumed the roles of the characters.
Dhanaijaya follows Bharata when he states Amukha to be
the talk between Satradhira, actress, Vidasaka and Pariparsvika.
He also follows Bharata when he states that the Sthapaka should
be either as a divine or mortal or one of the two. While Bharata
mentions that introduction of the play should be like Mukha or Bija.
Dhanaiijaya adds character also.
As we have seen, Abhinavagupta regards Sutradhara and
Sthapaka as one and the same person, Dhanaijaya regards Sthapaka
as different from Sitradhara, but further he mentions him as
Satradhara. We find that the theory gets very complicated. It
g cannot be stated definitely whether Néndi was recited before the i
?‘. Sthapaka entered or the Cari was made (o serve as Nindi. To :
which place the sweet $lokas sung to please the audience should be
] i assigned ? The mention of the poet’s name and qualities occurred
in Prarocani, Sthapana or Prastivana? It cannot be stated
definitely whether Sthapana and Prastivana were the same thing
‘ or different. As Bharata’s rules had been laid down on the basis of
i the lost plays, they are not thoroughly applicable to the later plays.
‘ Although the main definitions of Prarocand, Nandi, Prastdvana con-
i taining the important characteristic apply to the later plays as well.
l As Dhanafijaya’s observations are based on the plays, available up to
1! ' his time, mostly his definitions are cited to explain the elements in
1| the plays. In practice in the Abhijianasakuntalam,® after a
' benedictory verse, we find the talk between Sutradhdara and Nati, ]
after that the mention of the poet and his play, then the stanza to 4
N please the audience, next the stanza describing summer season
and hinting indirectly at the happy ending of the play, after that
4 the mention of the play and the end of Prastavana, after intro-
'J‘l ducing the character Dugyanta. In Venisamhara®™ after Nandi
1 verses we find the praise of Vydsa and the mention of the play
and propitiation for the benevolence of the audience, it may be
: called Prarocand, then the allusion to the matter of the play,
description of the season, the talk between Sitradhara
‘ and Pariparsvika and the introduction of the play by the use ’
| of Kathodghata. Bhasa’s plays do not accord to the rules laid
down,
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In Bhasa’s plays there is Sthapana instead of 'he Prastivana;
at the end of Sthapand the play is introduced. We find a talk
between Satradhara and Natiin Pratijidyaugandharayana. We find
no song of the season in Bhasa’s plays.

To conclude, this much we may say that previously Néandi
and Prarocand were the parts of the Purvaranga, later they were
inserted in the play. Broadly speaking, Prastavani or Sthapana
may be said to pertain after Nindi upto the introduction of the
play either through any of the ways mentioned. Specifically
Prastivana or Amukha denotes the part, taking a cue from which
a play begins. In Prastavand we find the mention of the Bija or
Mukha of the play, there may be a talk between the Sitradhara
and the actors hinting at the meaning of the play.

But all the same this is the very important part before the
actual commencement of the play and it is found in almost every
play.

Presentation of the Plot

The entire subject matter of the drama can broadly be divided
into two parts. Firstly that which is presented on the stage and
the other that is indicated through various means. The important
events involving the hero are presented, but there are some events
which cannot be shown on the stage, as they either offend the
feelings or are improper or are impossible. Such events which
cannot be presented, but which are essential to grasp the subject
matter in full, are narrated or related. The matters as are
appropriate for presentation must be presented through the Ankas

(Acts). Now let us see what is an Anka (Act) and what matters are
included into it.

Anka (Acr)

As defined by Bharata®® an expert should properly make an

Anka containing the different conditions (Avasthds) projected by
Bindu.

Arika is the customary word. As by means of presentation
of the psychological states und sentiments it causes the purposes of
the play to develop, and as it adheres to some technical rules it is
called an Anka. That part of the play, where a particular incident
or Avastha is fully expressed and where one state of Bija ends but
is not finally disposed of, is always to be known as an Anka which
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slightly clings to the Bindu. This is the remarkable definition
of an Anka given by Bharata. To be connected with the story, an
Anka clings to Bindu, one Artha (i.e. Avasthi) ends, one state of
Bija out of its Utpaftti, Udbheda etc. concludes.

The Anka which relates to the direct exploits of the heroes
and their various Avasthis should not be made too long. The Anka
is to contain more sentiments than one, arising from words and
deeds of the hero, his queen, their elders, the priest, the minister
and the leader of the caravan.

Anger, pacification, grief, ending of the curse, vidrava,
marriage, beginning of the Marvellous are to be presented in the
Anka.

An Anka should cover events that can take place in course
of a single day. It should relate to the Bija of the play and
should proceed without a clash with compulsory acts (routine
duties).

The Karika of Bharata has been interpreted in two ways.
Some take its meaning in negative that in an Anka not many events
should be put while according to others, sometimes the wise may
put many events in a single Arika. But the events depicted should
be without a hindrance to routine duties. Persons appearing on
the stage during an Anka would all go out after they have performed
things connected with the Bija and purpose of the play and leading
to relevant sentiments. Knowing the length of a day which is
divided into Ksanas, Yamas and Muhirtas, one should distribute
exhaustively the entire action in different Ankas.

With an Anka of the Nataka und the Prakarana the Hero
should be closely associated.

Battle, loss of kingdom, death, siege of a city are not directly
presentable in an Arnka.

In the view of Abhinava when the Prirambha Avastha out
of the five Avasthas of the Itivrtta which is jointed with the thread
of Bindu, comes to fulfilment then the Anka ends and the second
Anka discovered by Bindu should be devised. This should be
relevant to the other four Avasthas also. Therefore, there should
be five Ankas, but what about the plays having less Ankas. The
experts should devise the Anka otherwise also following this
direction. When the Prarambha stage is prominent, then, keeping
in view its beginning and end it occupies two Ankas and the other
one Anka thus the number six, seven etc, However, when all arg
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prominent then the number reaches to ten Ankas. When making
one Avasthi prominent others are described after mixing, then,
the lesser Ankas are found in Natika.

Abhinava quotes others’ view also about Anka. In the
opinion of Bhatta Lollata eic., the Artha covered with Bhiava and
Rasa is termed Anka according to one’s sweet will, and they read
Giidha’ instead of ‘Ridhi’. There are others, in whose opinion
‘radhi’ means growth, so the part of the play, which with the
sentiments Smgara etc. and the feelings Vibhava etc. develops
the Arthas-Bhava etc. in the heart and is accompanied with many
rules, is called Anka because of its being related with the growth.
In Abhinava’s own view Anka has become traditional in the
characteristic to denote the separation from the other. This Anka
also distinguishes itself from the other, i.e, unrepresentational.
In the presentational the one part of the play develops the ‘arthas’
denoted by Rasa and Bhava. It develops the sentiment like the
sprouting of the Bija through the direct representation, and thus
brings the universalization of the heart.

Next, Abhinava® interprets the form of the Anka. Anka
occurs where the Artha denoting Prarambha etc. ends or when
compression of the Bija becomes proper befitting to Sandhi then
also occurs the end of the Anka. Utpatti, Udghatana, Udbheda,
Garbhanirbheda and bringing  together the phala, the
particular states of Bija depicted respectively in Mukha etc.
should be taken from ‘Samhara’ word. At the end of an Anka
lest the story may break, an Arka should be done having relation
to Bindu. Regarding the three-fold nature of Anka Abhinava
follows Kohala's view whom he quotes in this context. Abhinava
states that the vastu to be described in the Anka, is of two kinds,
main and auxiliary to it. In auxiliary matter also, some becomes
helpful due to fate or accident and some due to purpose
(Abhisandhi). Thus the Artha of Anka is threefold and that is
sometimes employed in a single Anka as mixed. In the varicties
of Anka—Ciilika and Ankamukha, the main artha is not touched.
This interpretation of Abhinava is his own contribution. Abhinava
further states that not only the incidents and actions are directly
visible but things like anger, delight, grief, destruction of the evil
done by the curse, vidrava caused by fear, apprehension and terror,
marriage, beginning of the miraculous, its accomplishment are also
to be directly presented,
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Dhanaiijaya® follows Bharata in defining an Anka and he
aptly defines Anka in concise words. He states that an Anka
visibly represents the doings of the Hero, is attended with inherence
of the Bindu, and is based on purposes, contrivances and sentiments
of various kinds. Dhanika® states that it is ‘Anka’ like the
Utsanga (lap).

Dhanafjaya agrees with Bharata in forbidding the representa-
tion of impossible acts and he also adds other improper acts
like bathing etc. in it. He follows Bharata in setting the limit of
one day events in an Anka. H=adds that an Anka should be
arranged with a single purpose, with the hero thus engaged, i.e.
near at hand and with three or four characters, all making their
exit at its end. There should be employed Patikasthanakas,
Bindu and Bija in it. In this way the Ankas are to be prepared,

Thus we find that Bharata provides a larger scope when he
admits that sometimes there may be more than one Karya in a single
Anka.

The view of Abhinava that Anka is of three kinds is not
supported by Bharata, Dhanafjaya or even authors of Natyadarpana
who otherwise follow him. The Anka contains the Artha pertain-
ing to Bija and it has Bindu also, as Bindu connects the Ankas by
keeping the story continued, otherwise the story will break with
the break of the Act. Abhinava has accepted as the basis of Anka’s
division the Avasthi like Prirambha etc. In his view Anka ends
generally with the completion of one Avastha of the hero and the
state of Bija. But Dhanafijaya has not supported this view, while
Natyadarpana has accepted this view and we may regard it as a
novel contribution of Abhinavagupta.

Thus a Nataka may have five to ten Ankas, while other kinds
of plays may have lesser Ankas, there may be plays having only
one Anka. There should be an effective development of the plot
in the Anka; at the moment when the characters are to depart and
they seem to have attained their immediate aims, a new motive
should come into play and a fresh impetus be given to the movement
of drama.

Arthopaksepakas ( Explanatory Devices)

The subject-matter of the play which is not directly presentable
is introduced through various devices known as Arthopaksepakas.
The word Arthopakgsepaka applied to the devices which
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indicate the matter not presentable is very appropriate.
The devices are called Arthopaksepakas because they allude
or hint at the matter, they do not directly represent it. Bharata
has not used the term Arthopaksepaka for these devices.
He wuses Pravesaka. But later writers, in one CONSensus,
Dhanaiijaya, Abhinavagupta, Rimacandra and Gunacandra, all
have applied the term to the devices which relate the matter
not presentable. And the term is significant and rightly applied
(but with some exception). The Arthopaksepakas, recognised by all
later to Bharata are five in number, respectively, Vigkambhaka,
Pravedaka, Culika, Ankavalara and Ankamukha. But Bharata has
himself applied two terms, Pravesaka and Viskambbaka.

As Bharata is the forefather in the field of Sanskrit dramaturgy
let us first consider his views.

Bharata®? states, when events that are to be finished in the
course of a day cannot be accommodated in an Anka, should be
presented through Pravesakas after breaking the Anka. Pravesaka
should be known to be made up ofa conversation of attendants.

As in Prakarana and Nataka there are five to ten Ankas,
the number of explanatory devices might extend to that limit.
(In his view events requiring a month or a year should be depicted
in an Anka, but never more than a year. If the interval is more
than that in events, then it should be related through Pravesakas
(explanatory devices) and the Anka brought to a close.) When a
person starts on a long journey due to some business, then also the
Arnika should be brought to a close. Bharata now prescribes the
rules for Pravesakas.

A Pravesaka falls between two Ankas and it will treat the
artha of Bindus in brief i.e. it will refer briefly to the segments in
Nataka and Prakarana.

The Pravesaka should not consist of exploits of the superior
and the middling characters, and there should be no exalted speech.
In practice it should adopt speeches and manners of the common
people (lower people). A Pravedaka may purpose to Serve. (1)-1t
may explain the advent of time, (2) the inner purpose of some
particular move, (3) change of purpose or the inversion of move-
ment, (4) or making a beginning, (5) a state of bewilderment due to
plurality of action or implicit nature of some momentous acts,
sometimes a major endeavour or the attainment of some expedients
likely to help the consummation of the principal motif,
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Nucleus of events or events depending on many persons are
to be compressed by Pravesakas or in segment, for a play containing
too many prose passages will be tiresome at the time of production.
When if due to multiplicity of events it is not possible to present
it completely in an Anka, then it should be indicated through
Pravesaka compressing it in few words. The items like Battle,
Death, Siege of the city etc. should be alluded to by means of
Pravesakas. But asa rule of exception, murder of the rising
hero should not be indicated even through Pravesaka.

Viskambhaka

In relation to Prakarana Bharata prescribes rules for Vigkambhaka.
Here Viskambhaka should be employed always devised with the
middling characters. It should adopt Sanskrit speech and it is
concise like the Praveéaka. Bharata mentions two kinds of
Viskambhaka, Suddha, i.e. pure and Sankirna, i.e. mixed. The
$uddha is employed by middling characters and the mixed is
employed by inferior and the middling characters. It may occur
between Ankas or in the beginning of the Anka suiting the action
of the matter. It should state briefly the ‘arthas’ of the sandhis.

But Pravesaka falls between two Ankas and not in the
beginning of the First Anka. The difference drawn by Bharata
between Pravedaka and Viskambhaka is that Pravesaka consists of the
inferior characters, using Prakrit and it does not consist of exalted
language. Pravesaka may be used for indicating many purposes, while
Vigkambhaka is used by middling characters or middle and inferior;
it is in Sanskrit and it may occur in the beginning also.

Bharata has not used the terms Ankavatira, Ankamukha and
Calika in reference to Arthopaksepakas. The seven stanzas (in Ch.
19) mentioning five Arthopakspakas are bracketed by the editor
considering them as interpolated.

Abhinavagupta® interprets Pravesakas that as they make
even the invisible matter enter the heart, so they are called
Pravesakas and by Pravesakas should be understood Cilika,
Ankavatiara, Ankamukha, Pravesaka and Viskambhaka. And for
that reason Kohala has stated five Arthopaksepakas. Thus it
becomes clear from Abhinava’s commentary that it was Kohala
who seems to have used this term of Arthopaksepakas first of all.

Abhinava refers to the others’ view that there are some who
construe ‘in Nataka and Prakarana’ with the next line and say
that other types of plays different from Nataka and Prakarana do
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not have Pravesaka. In his opinion, made up of the conversation
of the attendants ‘Parijankathanubandha’ is the characteristic of
all the four, namely, of the Cilika used by Sita, Magadha etc.
(i.e. bards), of the Ankamukha made up of male or female or of
Praveéaka and Viskambhaka used by Cett and Kaficukins etc.,
Ankavatira is connected with the mutually joined story. He
further gives the definition of Ankavatara to support his plea.
The device in which due to presentation an Anka follows another
Anka or is in between the Anka, being joined to the story of the
play should be known as Ankavatara. This Pravesaka is to unite
or support the matter of the Anka. To perform variegated junctions
between the Ankas, the Prave$aka of five kinds should be employed.
Pravesakais a general term to denote the five, but here it
connotes the Pravefaka and the Viskambhaka. Abhinava, while
explaining the purpose for the introduction of Pravesaka and
Viskambhaka in the drama, though seems to offer an unconvincing
reason, has certainly based his views on sound psychology. He
states that Pravesaka and Viskambhaka are to be introduced by
the play-wright because the extent of the events to be presented
by him might, in the minds of the audience create an impression of
their running up to a month or a year. The necessary corollary
would follow that the events running upto a month or a year
cannot be presented in one single Act. By the introduction of
Pravesaka and Viskambhaka this purpose can be achieved. The
matter of limited extent should be indicated through Ankamukha,
lesser than that should be through Ciliki and the least through
Ankavatira. In his view what is to be performed through efforts
that much only should be counted a year, the elapse of time without
the events should be considered as not existent. In Ramacartia
also though the story is of fourteen years in the forest to be
depicted, but there are only three or four years where the subsidiary
acts like murder of Marica etc. are performed. There should be
shown only events pertaining to a year not more than that.
Praveéaka occars in the middle of the Ankas, it comes after
the previous Anka. It aims briefly at the purpose of the Bindu
which is in the end of every Anka. In Prakarana and Nataka there
necessarily occurs Pravesaka, because there are unlimited means,
and to describe the acts of ministers etc. Pravesaka is to be devised.
In other kinds of plays Karya being limited, there is not so much
use of Pravesaka. The distinction between Pravesaka in its special
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sense and Viskambhaka is shown. In Pravesaka the superior kind
| of servants and Sanskrit language is forbidden. Somewhere due
[ to presentation. Sanskrit language is to be used in Viskambhaka.
| The purpose of Pravesaka is five fold ; some Pravesakas indicate
i time, by some the subtle matter is explained, some Pravesakas indi-
i cate the special motif and its expedients. In short there are many
| purposes of the Pravesakas.

"'. The Karya of the Anka which is in great details, should be

i narrated in brief through five kinds of Pravesakas like Calika etc.
and that much should be related whatever is useful for the purpose.
1E] Bharata and Abhinava mean to say that Pravesaka should not be
L very long and having many prose sentences full of big compounds.
B | In the events of a day only beautiful and useful should be directly

it shown and others though presentable should be related briefly
i | through Pravesakas. Thus the utility of Pravedaka in relating the
' presentable matter is shown.

Abhinava does not support the view of those who recognise
two different categories of death. In the opinion of Abhinavagupta
it any type of murder is not to be shown on the stage except the one
Hk where the person comes to life soon. Other kinds of death should
be indicated by any of the five Arthopaksepakas.

In a Prakarana usually the characters belong to middle rank,
so there Viskambhaka may be scen in greater majority. In the
: ‘!" view of Abhinava it iscalled Viskambhaka because it supports
(i (the story). It should either be followed by Sanskrit language or
I by Pravedaka, thus viewing the action of the Artha, it should be
made pure or mixed. It should be employed taking as its purpose
the summary of sandhis and the summary of the Arthas like battle,
downfall of the kingdom etc. It should be done either in the

‘ " interval of Anka or in the interval between two Ankas. Abhinava
i quoting Kohala for its application in Mukha sandhi only states
I that it occurs without being forbidden in the first Anka also.
; '} Pravedaka should not be used in the first Upaksepa. By the general
n rule that it follows the Anka, its presence is stated in the middle of

Prastivananka (i.e. first act) also. In reference to Pravesaka and
\ Viskambhaka, the gender and number being not limited they may
: { be employed by women also and may be more in number.

M Though Abhinavagupta has stated that Pravesaka here denotes
‘ five kinds of Arthopaksepaka, yet he has only explained Ankavatara,
Pravesaka and Viskambhaka and for Cilika, Ankamukha and
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Ankavatara he has quoted Kohala. Abhinava in showing three
varietics of Anka has defined Cilikanka, Ankavatara and Ankamu-
kha. As quoted by Abhinava for his support, in the view of
Kohala, putting up of the matter having many meanings by bards,
poets, is riidha. Union of the Act in Another Act is Avatara, where
the beginning of Anka is related in the previous Anka by male or
female that is Ankamukha.

In the view of Dhanafilaya® minute details of the subject
matter that are deficient in sentiment and unsuitable are merely to
be intimated in it. The matter to be intimated should be related by
five Arthopaksepakas. These intimating scenes are : Viskambhaka,
Cilika, Ankasya, Ankavatara and Praveaka. It is to be noted
that while Bharata uses the general term Pravedaka, Dhanafijaya and
Abhinavagupta have used the word Arthopaksepaka. Dhanafjaya,
next defines Viskambhaka. Viskambhaka, which is presented by
middling characters and is for the purpose of condensing the matter,
explains parts of the story that have happened or are about to
happen. Dhanafijaya describes it as the device explaining in con-
densed form of past events or future events, while Bharata explains it
as the summary of segments and matters (Arthas).

In the view of Dhanika!® it may be used by a single middling
character or two middling characters.

Like that of Bharata in the view of Dhananjaya also it, is of
two types; the pure one—where one or two middle characters are
employed and the mixed one where the middle and inferior
characters are employed together. Dhanafijaya has set no rule
about its language or its occurrence in the Ankas, It may be used
anywhere in the Anka. Viskambhaka may be wused in the
beginning of the Anka, when after omitting an extensive part of
the subject-matter that is required, but is devoid of sentiment, one
wishes to present the rest.

Like Bharata, Dhanafijaya accepts that Pravesaka is that which
is quite similar to it (i.e. Viskambhaka) and is performed by
inferior characters in language not exalted (i.e. Prakrit). It explains
between the two Ankas the, matters that have been omitted. While
Bharata has mentioned many purposes of the Pravesaka, Dhanafijaya
has stated that it indicates the rest of the matter.

Dhanika writes that ‘similar to it” means that Pravesaka like
Vigkambhaka explains the matter past and future. Itis distin~
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guished from Vigkambhaka in the manner that it is solely employed
by a single inferior character or characters. By falling between two
Anrkas, its presence in the first Anka is prohibited. For its example
may be cited, the Pravesaka in the sixth Act of Abhijiianasakuntalam
giving the episode of fisherman and the police.

Dhanafjaya defines Ciliki as the indication or information
of a matter by persons stationed behind the curtain. Dhanika
cites its example from Uttararamacarita ‘Welcome to the female
hermit’, here, from behind the curtain the arrival of Atreyi is
indicated. It is indicated by the stage-direction ‘Nepathye’. No
rule about it as by whom it should be spoken, but when it should
be used is given.. Tt means that it can be used any where in the
Anka.

Dhanafijaya defines Ankasya that it is called Ankasya because
the characters in the end of an Anka inform about the matter of
the next Anka which is separate from it. Dhanika interprets it
that the information is rendered about the later separate Anka by
the character who exits at the end of the former Anka. As the
next Anka is opened by it, hence it is called Ankasya. The example
cited by him is from “Viracarita’ where in the end of second Anka,
Sumantra gives the message, ‘Vasdistha, Vi§vamitra with Bhargava
invite you’, and the next Anka opens with Vaéistha, Visvamitra and
Parasurama.

Dhanika seems to follow the definition of Ankamukha given
by Kohala. When the detached beginning of an Anka is summarised
before hand by a male or a famale character, it is called Anikamukha.
Dhanaiijaya states that Ankdvatara is the occurrence of an Anka
at the end of the previous Anka without separation from it. By means
of these one should intimate what is to be intimated. Dhanika
explains that just with the mention of a character’s entrance another
Anka begins without being detached in the matter, devoid of
Pravedaka, Viskambhaka etc., is the Ankavatara. As in Malavika-
gnimitram the same characters of the former Anka continue in the
next Anka. .

It appears from the above definition of Dhanafijaya that
Ankavatara just technically divides the Anka otherwise, the same
theme and characters continue in it. So as a matter of fact, it
should not be taken as an explanatory device, Dhanafijaya’s
definition of Ankavatara and Ankamukha is in accordance with that
of Kohala.

A
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Ankavatara has been defined in this way also; as in practice it
falls between two Acts or within an Act and relates to the purpose of
the seed, it is called Ankavatiara. As Bharata himself has not defined
Cilika, Ankavatara and Ankamukha and Dhanafijaya has described
them, so let us look into some other views also about them.

Authors of Natyadarpana,'®® Ramacandra and Gunacandra
agree with Dhanafnjaya, in defining Cilika, Ankasya and
Ankavatara.

When we look closely into these five modes of indieation,
we find that Ankavatara as defined by Dhanafijaya does not explain
any matter. As in it another Anka begins with the same character,
so it should not be called as an Arthopaksepaka. In Ankamukha
the beginning of the next Anka is indicated by the last characters
of the previous Anka. In Cilika some essential event is indicated
by the characters like bards etc., who are stationed behind the
curtain.

Out of these five Arthopaksepakas only Pravesaka and
Viskambhaka are most important as they occur in Nataka and
Prakarana and they are used to relate the eventsin compression
which cannot be shown on the stage or which cover a long period.
Both are essential to relate the incidents necessary for the sake of
main story but are uninteresting. This is the reason that Bharata
and Abhinava have discussed Pravesaka and Viskambhaka at length
but not the others. Bharata has used the word ‘Pravefaka’in
general, to denote all the modes of indication and in special to
denote the Pravesaka as proper also. These Pravedakas or Arthopak-
sepakas introduce the matter.

It becomes clear from Bharata’s statement that as a matter of
fact Pravesakas or Arthopaksepakas ought to be separate from the
Anka, but in practice, in the plays we find them included in the
Ankas, as for example in Abhijianasakuntala, where Act IV is
written and then Viskambhaka is employed between Anusiya
and Priyamvada. As Ramji Upadhyaya suggested moreover this
division of the subject matter into, to be presented and related is not
appropriate. We find in practice that there is much matter in the
Ankas which is only Siicya, for example in the Venisamhara of Bhatta-
nirdyana the whole speech of Sundaraka in the fourth act is Stcya
and in Urubharga of Bhasa also much of the matter is just related
in the speech of three soldiers, so also in Mudraraksasa, much matter
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is just indicated. So this division of the subject matter into
Ankas and Arthopaksepakas is not very commendable.

Languages, Modes of Address and Intonation

Bharata in detail and Dhanaiijaya in brief, have stated rules about
the usage of Language in a drama.

Languages

Bharata'® has stated that the languages to be used in a drama are
of four types in which ‘Pathya’ (text of the dialogue) should either
be in Sanskrit or in Prakrit. The languages occurring in the plays
are: Atibhasa (superhuman), Aryabhasa (Noble), Jatibhasa (common),
Yonyantari (of other animals) etc. Atibhasi belongs to deities and
Aryabhési to the princely class.

Jatibhasa is twofold or it has various forms as prescribed for
the use on the stage. In Jatibhasa some words even from Mleccha
Vocabulary do occasionally creep in, as are spoken in Bharata-Varsa.
Yonyantari Bhasa is used by the rustics and foresters and has its
origin in animals—domestic or wild and in birds of various species.
It follows the conventional practice (Natyadharma).

The language most popularly used in dramatic literature is
Jatibhasa.

Bharata states that Pathya in Jatibhasa is of two kinds. Prakrta
and samskrta and which relates to the four castes. In the case of the
Dhiroddhata, Dhiralalita, Dhirodatta and Dhirapradanta types, the
Pathya should be in Sanskrit. Heroes of all these classes are to
use Prakrit when the occasion demands that; as for example Arjuna
disguised as Brhannald uses Prakrit.

In the case of even a superior person (in caste) not educated
or poor or due to other causes and intoxicated with kingship or
wealth, etc. Sanskrit should not be used.

To persons in disguise i.e. persons in disguise of different
kinds of professional and religious mendicants, Sramanas, ascetics,
and jugglers, should be assigned the Prakrta Pathya. Prakrit should
also be assigned to Bhagavatas, tipasas, children, persons possessed
of spirits, of the lower order, women, persons of low birth, lunatics
and eunuchs.

But to itinerent recluses, sages, Buddhists, pure Srotriyas and
others who have received instruction in the Vedas and wear
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costumes suitable to their position, should be assigned Sarhskrta
Pathya. Samskrta Pathya is also to be assigned to the queens,
courtezans, female artists to suit special times and situations in
which they may speak.

In the production of a play thelr native language should not
be assigned to tribes such as Barbara, Kirata, Andhras and Dramila.
To pure tribes of these names should be assigned dialects current
in Sauraseni. The producers of plays may, however, at their option
use local dialects, for the plays may be written in different regions.
Bharata mentions seven dialects assigned to different people which
are : Magadhi, Avantija, Pracya, Sauraseni, Ardhamagadhi, Bahlika,
Daksinatya.

In the dramatic composition there are besides many Vibhasas,
such as the speeches of the §akara, abhiras, candalas, $abaras,
dramidas, odras and the lowly speech of the foresters. But we
need not go into detail here. Suffice it to say that according to
Bharata, Miagadhi is assigned to the guards in the royal harem, the
heroes and others like them while in difficulty are also to use
Magadhi. Ardhamagadhi is assigned to menials, princess, and
leaders of banker’s guild. Pracyais the language of the jester and
the like, Avantija of the gallant crooks (Dhiarta). The heroines
and their female friends are also to speak Sauraseni without any
exception. To soldiers, gamesters, police, chief of the city and the
like should be assigned Daksinatya and Bahliki is the native speech
of the Khasas. Thus these are the rules regarding the assignment
of dialects in plays. Whatever has been omitted here should be
gathered by the wise from the popular usage. In the opinion of
Abhinava!® Sanskrit and Prakrit Bhasa due to the distinction of
the speaker become fourfold. Sanskrit Bhasa owing to its
refinement due to proper accentuation, grammatical inflexions and
Vedic influence over its vocabulary, is thus distinguished. He
further thinks that Bhasa is the Apabhraméa of Samskrta, and the
Apabhraméa of Bhasa is Vibhasa, and that belongs to persons
living in caves and open, they are found in the drama also.

Dhanafijaya’® to avoid the tiresome detail has spoken about
the Language in brief. In his opinion Sanskrit is to be spoken by
men that are not of low rank, by devotees and in some cases by the
chief queen, by daughters of ministers and by courtezans.
Dhanafijaya follows Bharata and states in brief what Bharata has
stated in great detail,
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Dhanaiijaya states that Prakrit is the language to be spoken
by women and that too is Sauraseni and characters of low rank
also speak Prakrit in the dialects of Sauraseni. In this Dhanafijaya
agrees with Bharata.

Dhanikal® defines Prakrit as developed from or related to
an original form which was Sanskrit, and the language derived from
that may be of many kinds like Tadbhava, tatsama, dedi and so on.
Sauraseni and Magadhi are fixed in accordance to their rules.
Dhanaiijaya mentions Paiici also. While Bharata has mentioned
other minor dialects like Sakari, Candali, Abhiri, Sabari, he has not
mentioned Paisaci.

Modes of Address

Bharata has prescribed set rules how a character should address
another in a play. Bharata mentions the rules of popular modes
of address or the manner in which persons of equal, superior or
inferior status in a play are to be addressed by those of the superior,
the medium or the inferior class.

As stated by Bharata'®® the great sages even adored by gods
should be addressed as ‘Bhagavan’ and their wives similarly
‘Bhagavati’. For example Kanva is addressed so by his disciple,
and Mairica by Dusyanta in Sakuntalam. Gods, persons wearing
sectarian teacher’s dress and persons very learned should be address-
ed as ‘Bhagavan’ by men and women. Brihmana should be
addressed as ‘Arya’ and the king as ‘Mahardja; the teacher as
‘Upadhyaya’ and the old men as ‘tata’.

The king may be addressed either by name or ‘Raja’ by the
Brahmanas and that is to be accepted, for the Brahmanas are to
be adored by the kings. The minister is to be addressed by
Brahmanas as ‘Amatya or Saciva’ and by other persons inferior to
them (i.e. Braihmanas) always as ‘Arya’. One isto accost one’s
equals by the name with which they are styled. A superior person
may, however, be addressed by name by inferior persons
when the latter are privileged to do so. Men and women in their
employment and artisans and artists are to be addressed as such
(i.e. according to their status). A Marsa (a respected person) is
to be addressed as ‘bhiava’ and a person less so as ‘Marsaka’.
Person of equal status as ‘Vayasya’ and a low person as ‘ Ham, ho,
handa’ or a low person is to be addressed as Ham, ho, handa by
equally low person,
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The chariot rider (Rathi) should always be addressed as
‘Ayusman’ by the charioteer. An ascetic or who has attained
beatitude is to be addressed as ‘Sadho’, the crown prince as ‘Svami’
and other princes as ‘Bhartrdaraka’. Inferior persons are to be
addressed as ‘Somya’ and ‘Bhadramukha’ preceded by ‘He’.

Thus according to Bharata a person is to be addressed in a
play by term appropriate to his vocation, art or learning practised
by him or by his clan or birth.

Thus a disciple or a son is to be addressed by the Guru or
the father as ‘Vatsa, Putraka, tata’ or by name or clan name. The
king is to be addressed by his servants as well as subjects as ‘Deva’,
but when he is Sarvabhauma i.e, he is an overlord of other kings,
then always ‘Bhatta’ by his servants. The kingis to be addressed
by sages as ‘Rajan’ or by patronymic name and “Vayasya’ or
‘Rajan’ by the Vidiasaka. The queen and her maids are to be
addressed by Vidisaka as ‘Bhavati’. The Vidasaka should be
addressed by the king as ‘Vayasya’ or by name. In Abhijiana-
dakuntalam, in Malavikagnimitra and in Ratnavali this rule is
followed. The husband in youth should be addressed by all women
as ‘Aryaputra’, otherwise ‘Arya’ and the king as ‘Maharaja’. The
elder brother should be addressed as ‘Arya’ and the younger brother
like one’s son,  These are the modes of address to be used to
male characters in a play. After it Bharata mentions the modes
of addressing women. Female ascetics, goddesses are to be
addressed as Bhagavati, wives of respectable seniors and of king’s
officers or respected women and a little old ones are to be addressed
as ‘bhavati’.

In a play king’s wives are to be addressed by servants and
attendants ‘Bhattini’, * Svamini’, ‘Devf’.

The chief queen is to be addressed ‘devi’ by the king or the
attendants, Bhoginis and the rest as ‘svamini, unmarried princesses
are to be addressed by their handmaids as ‘bhartr-darika’. An elder
sister is to be addressed as ‘bhagini’ and the younger as ‘Vatsa’,

A Brihmani, a nun (lingastha) or a female ascetic is to be
addressed as ‘Arye’.

A wife is to be addressed as ‘Arya’ or by referring to her
father’s or son’s name. Women friends among their equals are to
be accosted by one another with the word ‘hala’.

A handmaid is to be accosted by a superior woman with the
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word ‘hafije’ and the courtezan should be addressed as Ajjuka by the
servants. The mother of the courtezan is to be addressed by the
servants as ‘Atta’.

In Srigira the wife may be addressed by the king or the
others as ‘Priye’. The wives of priests and merchants are always to
be addressed as Arye’.

Thus Bharata has provided rules for the modes of address to
be used in plays in great details. These rules have been
mostly followed in most of the Sanskrit plays. Numerous examples
may be given from the plays to support these rules.

Dhanafijaya states these modes of address in brief and in
most respects he agrees with Bharata. Butin stating that ‘stitrin’
is to be called ‘bhava’ by his assistant and he i.e. his assistant is to
be addressed ‘Marsa’ by the Sitradhdra, Dhanafijaya'” deviates
from Bharata. He bases this rule on the practice of the plays in
their prologue part. While in the opinion of Bharata ‘Marsa’ is to
be spoken as ‘bhava’ and lesser to him as Marsaka. But these
deviations are minor in Dhanafijaya. Bharata has stated all the
modes of address to be applied in plays very clearly and in great
details. Dhanafijaya has only abbreviated them for the sake of
convenience and to avoid unnecessary details.

In addition to these, there are some more ways of presenting the
matter. As also stated earlier, in the view of Dhanafjaya'® this
subject-matter can be divided into three, with regard to the dramatic
rules. In this some matter is to be heard by all, some by certain
persons and some is supposed not to be heard by any. Dhanaijaya
has also stated that the matter to be heard by all is termed
‘Prakagam’ (aloud) and the matter supposed not to be heard is
termed ‘Svagatam’ or Atmagatam’. The matter to be heard by
certain persons is of two kinds—Janantikam and Apavaritam,
Besides, there are other modes of speech like ‘Akasabhasitam’, in
the ear and so on. We will view these terms in the light of views
of Bharata, Abhinavagupta, Dhanafijaya and Dhanika.

Aatmagatam

Bharata'® defines ‘Atamagatam’ that when overwhelmed with
excessive joy, intoxication, fit of passion, fear, astonishment, anger
and sorrow etc., one speaks out words which are in one’s mind,
that talking to oneself is called Atmagatam, This should be often
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used accompanied with arguments in Nataka etc. This form of
speaking is indicated by the stage direction ¢Atmagatam’ or
‘Svagatam’ as is shown in Abhijiianasakuntalam when Sakuntala
puts her thoughts into words ‘seeing him I am overpowered by the
changes not conforming to the holy Asrama’. Dhanaijaya'!® has
mentioned that inaudible to all is regarded as Svagatam.

Aakashabhasitam

Bharata!"! defines Akadabhasitam that addressing some one staying
at a distance or not appearing in person or indirectly addressing
some one who is not close by is called Akaabhagitam. This
mode of speaking will present the substance of a dialogue
by means of replies related to various imaginary questions which
may arise out of the play. Abhinava agrees with Bharata. In the
view of Dhanafijaya when one actor alone, without another actor,
states ‘do you say so’ or the like as if hearing something though
it is really not spoken that is called Akasabhasitam.

Apaviritam and Janantikam

Bharata,''* next, defines Apavaritam and Janantikam thus.
Apavaritam is concealed speaking and is related to secrecy. When
out of necessity persons, standing close by, are supposed not to hear
what is spoken to some one else, this constitutes Janantikam.
Janantikam and Apavaritam should be indicated by a “Tripataka’
hand covering the speaker and the persons by whom it is not to be
heard. '

Abhinavagupta''® tries to draw a distinction between
Apaviritam and Janantikam which is not very clear. In his view,
in Apaviritam the matter is concealed by all and only one person
hears in it. In Janantikam the matter is talked to one close by and
is concealed from one. He refers to the view of others in whose
opinion both kinds are Janantikam.

Dhanafijaya'!? states that Janantikam is mutual conversation
in the presence of other persons by shutting out the others in the
middle of the story by the hand with three fingers raised.
Dhanika’s explains that the person who is not to hear it, is
screened by means of a twisted slanting palm with first three fingers
raised by the speaker by means of curving his third finger inward.
Thus it is a sort of personal address,
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In Apaviritam a secret is told to another by turning around.
It is understood to be heard only by the person addressed. This is
a talk in confidence.

In the view of Bharata''®, words in a play connected with
secrecy should be spoken in one’s ears. Without making any
mistake one should resort to Akadabhasitam, Janantikam,
Apavaritam and Atmagatam etc.

Thus these are the modes of presenting the matter in a play.
Dhanika''? writes in his commentary that some have stated other
Natyadharmas also like first Kalpa etc., but as they are not
Bharatiya, are only famous in name and some are included in
dialects and are devoid of Natyadharma, so they are not stated.

Thkus we see that a plot consists of many dramatic devices
artifices, embellishments, qualities and figures of speech which have
been dealt at length by Bharata. We need not go into such detail.
Suffice it to say that a Plot is generally divided into two, main and
subsidiary. It mainly consists of five Avasthas, five Arthaprakrtis
and five Sandhis. All these things help in attaining the final aim
of the play which is the sole purpose of the Plot. A Plot consists
of many events, some are extraneous but necessary, some are
important. Events necessary for the story but lengthy, uninteresting
or the like are indicated by the exp'anatory devices, while the
presentable events having sentiments and the like are presented into
Ankas. A Plot contains conversations of all types to present the
matter. Thus, Plot is a very important principle of Dramaturgy.
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6.

7k

10. A

11

Dhanika, Av., p. 74, ‘Vastu Varnaniyam’.
sfage g Areaca a0 afEtfaad |
gaf: afrafaeaes fawmm: gasfera: n
zfagei faar qa Faeq afeFeray |
anfiriferas sarq S frFmara T |
Terid fg weaTeAr grasAafrTag |
qarfywifos soa-gersfs &3 0
FITEEATTED I eararfersmifeaa |
qedtaFwog q eqq g A 1
Fq: TAATHION AFATAT Faeaarararq |
Feeag fg wasfea: gyesafcrass = 1
W, AT @ 3. 19, FT. 1-6
yafsafz wqmeaa smafafa, sasaq ar saweafaswd gfa
garead grnafafa | §7 aFasg AT T FedrE frwear-
Fafamed  AFmgfweeamfa a  agoreamn greege o
qIITH TFAFEIHT |
arfar., sifir. wr, &1-19, 9. 2 FAW |
Dhanaiijaya, D.R., B. I, 11, 13, 15.
geriarTrEtaaagaeaafT afear
seqrafafagragseas sfasferag 1
fasf 7 Axarareat fResmatfagsa: o
gar fawmT: Fq59: ATEATAE TEGA: |
=1 wAq frfag gesrmara e |
ArEaadRgetaeqAgeg Adead |
aagf froaeda AETRAEART T )
q., . €, . ., F1. 15, 56, 63
Dhanika, Av., pp. 7ff, 67, 72. Sagaranandin N.L.R.,
0.U.P., London (1937). 1. 47-50, divides plot into
two Upattam and Pratisamskrtam, Ramacandra,
Gunacandra N.D., Ch. I, Sa 8, p. 29, first accept two
kinds of plot: main and subsidiary, then divide it
into four; to be indicated, represented, imagined and
neglected.
FATER FAAT F SATNT: FIL0ET F: |
Fratgeat fasar, gaEEan, sAEn o
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fuewifia Fifaeraen aferend
wraATAT & sigfafusr srftaarag |
fraat g wamifta aar widw qeafy |
fraat m w@wifed st afesed 1
afuad aad = afasd Frareey |
sfage wamfena waam waifaq: o
aqeqq fz #eq sreeaen ganfafa: |
uarRagFRNa gargear wala fz o
¥., AT @, A. 19, 7-15

JAFATAT A FIT FRM09g fafweesamfadeg sear
FUTEATATAT  Taveaw A g fresfiad gar owrd awwwa
gwiETIARTE R aEAafaeE A gt sqaear | waeg
gxqurfigaa: agwfan: sfasusfragaafeasr 5 amd-
I, AT AT, AR JT AEAT q@EfTTR AT gEfndAT  fraat
faaf=aat saeafenfol q=fs aar fAaasaanfaatmasar
aymfafy avoft se=far aegawaear | saug  qmAas
zanaEeafy afaan 1 afs @1 vggwT s@Re @93, faa-
sagrfeazad amATEeTaT: |

afy. afy. wr, #-19, 9. 6 Fam:
Dhanafjaya, D.R. B.I, 19-22,
Dhanika, AV., pp. 14 ff, Example of Priptyasa from

Ratni., p. 80, ed. by M.R. Kale, Example of Niyatapti
from the same, p. 78.

Kalidasa, Abh$,, ed. by Kapila Deva Dvivedi, Allahabad
(1966), Act I, p. 34, Prarambha stage, p. 70, Prayatna
depicted in Act II, p. 130.

gfaad aaraEan: gareEmfaaT ey
HATFAT: 97 a4t Grarfasr sfq 1
drst faeg: qarEr 7 95 F1ART T
AITFTT: 9F FAwAT Asgr aaifafa o
wEqAT qgeges agar afgmafy |
FATAAA 7597 Arat qeafeFifaag n
sarwaAr fasgR aafasgaar |
araeatfeageaer 7 farg: afeaifaq:
TG G I I T TAEATHIIFHA |
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17.

18.

19.

JATTASS FETAT AT qAEHIA Fraar
e WHEHT AEAT: GUAIT HATH |
agarafadme gxafa fafafaae o
garfasifes aeg g% aTF: Tg57T |
qadt 7 FurENEqeRd af e ifaaa |
wawi aeq IAT4T AATH U LS4 |

a9 YU g Fdeq JUGATIT T 1|
uFIsAE sy ar afea: garwrat @A A
garraigarfeagafea s |
srrwtatfanatar aqer fBfEdd )
FeqraEnIfeasIsear: qud: MERIT |

., AT, 7., &. 19, 20-29
Abhinava, Abh. Bh., Ch. XIX, pp. 11ff.
Sagaranandin, NLR., 4, 130-135, accepts the meaning
of-the ‘Artha’ as the plot of the play and ‘prakrtis’ as
the Svabhavas; Abh., Bh., p. 12, ‘Arthasya Samastaripa-
kavacyasya prakrtayah prakarananyavayavarthakhanda,
ityarthaprakrtayah; Ramacandra Gunacandra, N.D. p. 62.
‘Bijam Patakaprakari  Binduh Karyam Yathéruci,
Phalasya hetavah pafica cetanacetanatmakah’.
aATA: FE A€T IFHAA: ITAT: FALAT TeAS: | aq FqAqAqLT
frar a0, ST GEATTOrGa:, TZa a1 o4 A fadiw w1
weoitd qamaeafaead: | ad-gfaa gpax sfr aw@easy-
gaoufafad eog, wraearfaes geaamand avaars  earfafa
femd | Ao Fafagaraars Fafacranry wfagey e =
safagmarm Fafagizeaaafradd safagwafafs | aaifa aafs-
g Faf=es faaras e fordagar faag | waafa
o wigsrgamafaaraag dafasgsaq |

5gsaT ®W qrarargss: dwifafigaaaaaeasdaaifa-
fafg=gasfy afy Fegarammas gumaEsE  afagsaa
farg:, wAfa=ror saINiOIaETd | TAE ST
AT RITNFATET €49 4 GEAFTRANIaEq @ faegag
gasqraFrarafy fawg: |
SH, IFIT TGTAT a1 FUAHT |

afa., sfa. wr, &, 19, 7. 12 |
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20.

21.
22.

23.
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qeafagaea fr wafpoargsd fasea-ggnamsgalia =
gatfFTan GE 5T YEAhFIgacd a7 | JearH sgeareata
wexeifzezeq, AgATATS AEAATFAT |
srsifgss: waaras:  gEaRasIw faward ggfadm-
droagdre | g AgEETEraTEERgRarEA s IRy |
FAFAETET gAraTHEg AaraudfiRg fAagEgEaTom )
J9T TAFARAFGIIA AT feaaat sardfasag 9
qRATHTARY | —SEAAEARIfEEET | fag—ww  qafaga-
eqaifeaa |

g.,3 %, 9.9, 16-18; afaF, 17, 1. 12
Sagaranandin, NLR. 160-170, has interpreted the metaphor
of Bindu as the original drop of water which links the
different streams together when they are separated, and
in doing so between the groups of drops of water, it
informs its own fall and of the stream; Ramacandra,
Gunacandra, N.D., Sia. 34, p. 77, Bindu may be many
as there are three kinds of phalasiddhi in Nataka;
Saradatanaya, B.P., p. 206, considers Pataka and Prakari
as the essential or eternal limbs of the dramatic action.
Sagaranandin, pp. 9, 200-205, Prakari put like the bunch
of flowers causes beauty or elegance; N.D., Ch. I, Si. 27
‘Avimarsam Pataka cetaccetanah Sa pararthakrt’.
Bharata, N.S., Ch. XIX, 17-19.
a7x Aiagefaafargaaear |
Frer adTgTar aga afEtfaa o
droeaigaEed a9 geeasefaa Fafag
gergeasq 737 ag Sfaged waq
ggwgeaer diwea gifaenfaia &
gagareane 7% ¥ 0¥ =fa afwa o
mifataeaararal faaraagaisaar |
wrgegaast arfy @ fauar =faq @ga: o
gurEgARataT gt aafsEr |
qrArAEE T agAafagge g aq

W., 7. @, A. 19, 37-49

YRAFAGETE TIFIGET (AT ATTATHRT FEqA |
FarataTar R ARTET: TET e geay gfq garerr fAeaarn |
qRYT AIHTFAAENT | SHTRATAsAFEqATHAT €T TR |
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24.

25.

26.

ax myeread gagenfa, 39 Saafadsfs 9 sfiaay &dw:)
o g A T TR, AT FeATAcaIg AR Ay =Aq
warg: | fawer: waifa sfewemas & wearg frgwfafa o
seanufa Ffaq | smEATARAg—adafagd duweda, 7 fe
Fhafa s sreenEEeamws fFar faglq, 9 awEi-
Feq ar | qaeqgasigariaar afggsFafy weawa, 9
ad faaarg=aty, faafad g a3 sToomagriraaaomg=ad |
agsAAqs: AMT gaAFEEATfe  wifqan | fRanafafa
Fafran: | sfagaafaaqes sxadaes aggaREd  qobd,
aFIgEEd FArAEEYy aofage, sfufagers aqsa g
gurggaEar fg geeaseseaar fageran |
T —TeTegAreTar garfaveen fiwed aANgRT:  FAFAATH-
gened @ m : | fana-araeageasr fama
uqTAAEAT  geEArEET  Arasasacaaca farafantimEafy
fadts 7 cawgaaafa fram:
af., sifir. wr, &-19, 9. 2, 7. 10,23 FAW:
RTIFTT: 7 FETgEqranfEar: |
TATHEAT STAT GEATAT: TATHT: |
¥,% ®,%%, 22 23
AFIFAAT TAAT aqrHERAFEaty. qfn fmd gageras
FEAATIT GEATAT: GAHIAT  ATFT |
afq%, @17, 90 16
wra s gae: afeatsray afq
gad fraagefaatargaaerar
AT grEaea ASTTETEEEaTIg |
THEY EIACTEY ASTEATATN Gg: |
ETEATT: qaATHT TR A1 EARITICAGHA: 1)
FATTIANAT sagATEAT FaeT™ara |
wfafsrsadisd: dioana ofy eqa: 0
draaear garat et garaay
rxredgadtaey a7 frggw fg aq
¥, % §,9.9,23,24, 30, 36, 43, 48
oFA gASaATfFEaET SR ETngTarae: g )
EIEIIE CINECEREI R RIE UL IR G L2 S B G C: ) L R
agrend A faaiesr  ggaaEl wWieafagaikg  derafafa |
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27.

28.
29.
30.
31.

32.

33

34.
39
36.
37.

38.

39.

40,

41,
4.
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gfagaaat qearaegsTaar enFEfaer dser afaieig-
Y3qEF:  AFAIAT A, qAfasgm gE wifad, gafasgm:
qagd qerarEaw qRa astaifdsrasaareara ey
wagfufefa | sangdaane: qatdiad as= F197 a1 sqgargar
et a1 wfagsawaarda’ rafasrasaaT eI a AT
mgeggfredaraasT fraataas: |
afr®, @17, 7. 17

sarITrafasys fargsaasang |
seaiFrgaraey afaiwray afq |
Keith, A.B., SKD, p. 299.
Bharata, N.S., Ch. XIX, 50-55.
Abhinava, Abh. Bh., Ch. XIX, p. 31 ff.
Dhanafijaya, D.R., B. I. 54, 55.
Names of Angas, Bharata, N.§.,, Ch. XIX, 57-59.
Dhananjaya, D.R., B.I, 25, 26; N.S. Ch. XIX, 58-60,
D.R., B.I. 31-32; N.S. Ch. XIX, 61-92, D.R., B.I. 37-38;
N.S. Ch. XIX, 63-65.
Abhinava, Abh. Bh. Ch. XIX, pp. 34, 56.
Dhanaiijaya, D.R. B. I, 44-45,
N.S., G.0O.S. ed., Ch. XIX, p. 35.
Bharata, Ch. XIX, 65-67.
Dhanaiijaya, D.R. B.1. 49-50.
Abhinava, Abh. Bh., Ch.:XIX, pp. 34ff.
Dhanika, AV., pp. 26, 36, 46, 57.
Ramacandra, Gunacandra, N.D, Sa. 41, 62, pp. 106ff.
accept Upakgepa Parikara, Parinyasa, Samahiti, Udbheda
and Karana to be used in Mukha only; Pugpa, Pragamana,
Vajra, Upanyasa, as a must in Pratimukba; Aksepa,
Adhibala, Mirga, Abhiitaharana and Totaka in Garbha;
Sakti, Prarocand, Adina, Vyavasiya in Avamarsa.
Bharata, N.S., Ch. XIX, 74, Dhananjaya, D.R. B.I. 29.
agatavzardl a: @ ¥z gfa Afaa )

W, AL @1, . 19, 75

WT: SRAEFAT /AT U
q,3. &, ¥, 9.29
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43.

44.

45,
46.

47.

48.

49.

50.

qragaraEs afaagaisaigagy fAemafasd Y59 g7 orfaa
Gl A
af. afsw. wr, & 19, 9. 41
TRTRAFTRTHCHATT AT AeIHA
sf., afw. W, #-19, To 40, FMHAT 1-25 ufaF, o,
7o 26
Fagaarafad sveaarfiarg’
afiy., sifa. 9T, &-19, 90 38, a4, 1-21 9fF, o4,
7o 23
frgaa-gaemgaasaay foad wafom:
H., A AT, A 19, 77
AMEY TAAT: FACAITATAE GTAAART AfAwor faug, T
qALAF AL |
afw., sif. a1, @, 19, T 43
faga earafa
9., . €., TN 33 & 2
Abhinava, Abh. Bh., Ch. XIX, p. 38.
ATIEAT A, ATTA ATH aLAI |
., L. a1, &. 19, 77
qASSA: A/ |
¥, 3. %.4.9., 33
AEATTAAR TT TAAT |
. AT AT & 19, 9o 43
AraysgrEaTd g gred anafa war
T, 1. 41, 3. 19, 78
gfeeassm afadar u
qg,% §,T.%, 33
qafasar aisd: goearasT q a1l
., 1. 390, 3. 19, 81
IIFITHE HITTAH |
9. T. ®., I. ¥. 35, afqF, &9, To 35
ATTOATTTAT T HZTT T84T |
., AT, &7, &. 19, 82
9,3 ® 9.9, 35
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52.

53.

54.

55.

56.
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TITvIAERT  TIATGTEET | AT FA T qafreaaraly
AT @ FOHET: | A, AEEA A AR iy IEFAAT-
FATGEAAT |

afa. @fr., wr. @ 19, 70 47
a7 freaf garassh —
qfeafegdiomyg’ (3-5)
uf®, @19, 90 36

. sTgETTHRARgAEAfafa egaH |

— ., dT. W, 19, 8BS
w7 fqasagaraq |
—, %% 1-399 1
Hraaed | qAfeaeg F9 seAAIAT 1)
——., AT, AT. A 19, 84
w: dfaeerarArfa: | rEHEHarI i
— 9, %.%.1-39F
fagafaardl g ST FT4A1 WA
——., AT, qTA. 19-86
medigNas aeatfafateafdiag o
——. AT. F;T., 19-86
gaarer-fead g wfasstfaaeatfa aa: gaf=fafamgagaaT-
qgAaAaT ar egzarafe: ar snfafia:, aformaes fg aaET
afg: 4 |
afq., stfw. 91, 90 50
mdTTggERaTaraT: gfetaa: |
g, 3 ®. 142
FreArfaqaid gaastaas gar: |
W, |T1. =T., 19-87
afaaerm fug fy——a e dizg 99 |
SiesraieRinic Sk CESECE I CIEE
qEIMEAA !

fYeHAAd AT, dleh

. q. E., 1'40: 41
w7 qaifaegeagg T afwitaa: |

W. AT. =01., 3. 19-88
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57.

58.

59.

60.

61

62.

63.

64.

ggmisfezar @fa:
.7 %, ¥ 50. 429
AFTHAATGRAT fazT: agaEa:

7., AT 4T, &. 19-88
waaTERIfen aEgAr ar aFT gIEEA 9 fazg:, fagafy fasad
gag aafa |

#fyr., sifw. 91, #-19, 70 58
AFTATE T FHA: |
9,3 %, 1-42
sagaraes faan sfaaRgaya:
——¥., qdT. 3AT., 19-91
sfamaeatigaandes gaar ¥ awi  gwa:  wifigeaaanm,
Ffir. 9T, . 19, 70 54
RERIDHRS B E e
—H, T, §., 1-47
AFAATIIAYFT AfTEToARAZAT |
——., AT, AT, 19-92
Featgsa afa: | g T F, 1-66
wAgSszIfafasae: qq: ¥ IIET: |
. AT A, 19-92
sfeaardadiara; sfqga:  afifaa: |
., 1. 4T, 1993
Frgierdiaras fadrgafafa sqag
AT 4. 3. 19-93; &, g0 55,
AT ATy
q, ¥ K9, 47
ATHTATS q(F4 FIAG T 94T 1
W, dr. & ;. 19, 94
FUfq agam 7q7, ¥7 geisaafsqara agadiga: |
CESEIREE CICE IRV GBI R
#fir. &1, 19, 9. 55
AT AAATTAY W
9,3 F 9. 9. 46

65. ‘faswegar fagaqay ' fazat agaeafs

H., % F. 9. T. 48, 45
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66.

67.

68.

69.

70.

71.

72.

Then
74.

75.
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qIFRARANC: FTEAFEIT TAT |
., 9. &, 4. 19, 103
gufia: FEaEIT |
. 3. ¥ 59 54
gaaTgaga: sara: ffaesad
W, AT =@ 4. 19, 101
LRI CRIGEE
., % ®, . T. 52
afaregd Feearasrg afeamory |
w., T, @1, 4. 19-99, @f4. 7. 58
afearar fagy si79: |
9.2 ¥, 95 52,
afa®, 9. g0 61, T AT 4
qIHEETET W qYIgTq ||
. A1, @1, #. 19, 102
AraTaTfass Aoy |
€.,%5-%, % %9 53
q@ar# g fasq agvEard w3da9q |
¥., 9T, @1 A 19, 103
FIATEIATHANTAT TAATATTEA 1) 9.3 ¥ 9. 9. 53
aesgeg i el fadrareawfaafa: |
Hq., 91 =1, A. 19, 107
vefaagqumdta aEEasiaafa.
FEAF A AT ARG I F 11
4. 4. & 9. Y. §3-84

Ramacandra, Gunacandra, ND, p. 198.

Bh., N.S., Ch. XIX, 107, 109.

Ffaarg:- a7 fad afafdfa | G goafsezataany awara-
ufer, swaua FiaEr Tz, @9 a7 O
HIATFAT IOHT: AUTHAATEAGT FATFALHEn; | ITaar fg amaifa-
fadmafasa: .. o = fawmmgwaeafiarfear va | 9 g qafafod
safa fefaafe sovi | wawisqaaaEIgg qoaaraTs-

i, 8
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76.

7

8.

79.

80.

fafafegsd Faa™ geafaga... v @9y AESfceody
AT |
afa. afi. w1, &1, 19, 1. 63 Fua:
faquw Frawgfoes @wfwart goeias = wRaaEifa
vefaaq (fagumdtfy) seaaaof aw 3= 599 5 587
aratfa gergrmasfanfaerafeaasity  gatanearfay ara-
AT AT |
gfaF, @17, 90 291
ga1d fafaasafaqeafeaisr: sgsad | SORgHT WET
qETEEATAS g A || Agqard e e g g T | qarh-
ermEfag gag afeFiiaan |
g7 arfaay facsd Freqgrggaragy | aqrwegmsfag fodig
afeiifaas |1 adfngm a3 i afq7s w3q) Raszgagaaed
gefrafaafaery 1 gaat Fwafaam ghase: FEagfya:
ITAAYIERT  ATAGAGAE, TG || FALEATEIIRH AT
Frafaend |
w., 1. @1, A.19, 30-36
Ramacandra Gunacandra, N.D. p. 73, takes §listam as
related, Sagaranandin, N L.R. 9.1015 takes slistam as
having iwo meanings and Satiéayam having many arthas.
g FAAT ITALA, FAFVNSRITAT | TIOFHTRATZTATU-
fafagaafr garweaTasy | IoTEATATERATE - AATHIAT: AT
fafasar, a2 Frd: Gpammonsft gFaagyeasals, 37 amwr-
eqrAsfafagana=aq |
afa, sl @, & 19, 7. 18 Fam
TEIATTAAEET TEGAISFAHIATH, |
TATFTEATAH Jeud faarafasamy |
9 % ¥ 9. 9. 14
giRzfrser qifgAsTer gaF w7 qq@rFEINIANT TATFREATAR
qs9 geytagadar geafawanaar = fgaFrewq weaifw a6
aifewarg | aar wAEeat aAifer agEa Ay, Syt
(3-6, 2-4)
afa® 4., 7. 9
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g1. weeFeagH, fadia Wi, SYawar SEadide (1961) To 860;
qezeaafa | VAR 4T, fardmg &, aa g e
gaarat Fafgsndraramn: | awafa gan fGad ar ax /A=H
N, /T 8FA | Qe qa gattata wifq, A
TAGR Fded  afgEAmAAAREtaianr wafa gEar
TERTRAEATATET TFIATGHT AAATAT-HR 7 |

gsaeamugifafy, =Yarar guFa @1a9 (1967); =fa
G0 oA, VAT
FrEeqey Fesrgafaman Wi 5, S¥arEr §@a s 1962
82. A amaaAAEgwe fied FEARHYSAT |
Rafgsardat qemarEifa |t
AATT TSTAT WEAH TALHIAT: |
arel adgiaafarefaaiassam n
qd Far #AT ARG AT TAHGAT |
sezrgnaaage fafaar aafafaar u
9., a1, AT, -5, 24, 49, 104-109, . 1, 56, 57
B Abhinava, Abh. Bh, Vol. I, pp. 217, 237, 25ff.
83. A qaEd fasrand g fafea |
gfaed agagIL: FEAREATIIF: |

9., T ®,q. T, F. 2
qf werasfenfafa qaagm aaaET  qEaT AT TMEgATT-
AraY qaTEar |

afq®, @19, 9. 147 FA1G |
B Ramacandra, Gunacandra, N.D. Ch. IV, p. 363 state
that either it states good qualities or it is Benedictory.
They take ‘pada’ to mean angas of Vikya. The limitation
of six and eight is spoken to denote middle Nandi in
view of Caturasra and Tryasra type of theatre. In Tryasra,
the best Nandi is in twelve padas; inferior in three. In
Caturasra, the best is in sixteen, inferior in four. WNandi
denotes the whole of the Puarvaranga. Therefore, poets
give the stage direction, ‘Nandyante Sttradharah’. Where
Nandi composed by the poet is not evident, it is
evidently recited by the Siitradhara. Reciters of Nandi
are Satradhara, Sthapaka and Pariparsdvika,




Plot : Vastu or Itivrtta 183

84,

85.
86.

87.

88.
89.

90.

91.

92.
93.

94.

Bharata, N.S., Ch. V, 29, 135, 136, pp. 219 ff, 243,
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CHAPTER 6

NAYAKAH i.e. (HERO), CHARACTERS

Bharata, the epoch maker of Sanskrit dramaturgy, did not divide
the dramatic components into water-tight compartment. He was,
rather, more concerned with all the possible aspects of dramaturgy
that it could evolve into. Rather than being interested into
theoretical side, he was more concerned with the practical side
of the dramaturgy. Keeping in view all the aspects of dramaturgy,
he touched upon, at great length, the four kinds of representation.
Bharata kept in mind all the sides—the spectator, the dramatist and
the actor, involved in the process of drama. So his Natyasastra is
written comprehensively. What type of literature actually he had
before him, when he wrote the guidelines for Sanskrit dramaturgy
in the present form of Natyaéastra, we do not know. We can only
make a conjecture. But on the other hand, when Dhanaijaya
wrote his treatise Dagariipaka he had a vast and the best literature
of Sanskrit drama before him. He had before him the great plays
like that of Bhasa, Kalidasa, Bhavabhati, Sriharsa and others.
So his treatise must have been guided by the examples of such
mighty works in Sanskrit dramaturgy. He had the problems of
mixture which Bharata had not to face. Even then he tried his best
to keep to the line of Bharata and follow him. In this effort he also
modelled his rules taking the authority of Bharata.

The term, ‘Nayaka’ is derived from the rooty/ ‘Nf’ to carry
with a suffix NVUL, meaning one who leads. So, the term Nayaka
or Neta should not be taken in its restricted sense but in its wider
sense. Moreover, we should bear in mind the fact, which constitutes
the real basic difference in Bharata and Dhanaiijaya that Bharata
nowhere regarded the Nayaka as the distinguishing element of the
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Ripakas. On the other hand, to divide the Ruapakas into ten
categories Dhananjaya® laid down the criteria of Vastu, Netd and
Rasa. These three elements are pivotal points upon which his
whole treatise is based. As a result his whole treatise is divided
into four books; first dealing with Vastu, second with Hero (Hero
entails Heroine and his assistants), third with the kinds of plays
and the Fourth with sentiment. So he treats Hero from this point
of view and his treatment of Hero differs from the treatment
of Bharata.

As we have seen, Bharata was concerned with all the aspects
of plays, so he did not attach so much importance to the Hero
exclusively and did not describe him in such great details. In Ch.
X VIIT Bharata has described ten kinds of plays, including in them
both the plays of full-fledged form as Nataka, Prakarana and also
plays constituted of one Act differing in sentiments. As stated
by Bharata, the Vrttis which will be discussed at their proper place,
are the mothers of all poetical works and these ten forms of the
Riipakas owe their origin to Vrttis from the point of view of
representation. Bharata did not regard Vastu, Netdi and Rasa
as the distinguishing elements of the plays, because he knew that
the drama was to cater for the needs of all; it was to be a
representation of all the sides of human nature—both good and
bad. Tt was to be a real Imitation of ‘Triloki’ in its representation.
Four Vrttis were to be represented by four kinds of representation
(namely Vacika, Sattvika, Ahirya and Angika). So he divided
plays broadly into two categories. Plays like Nataka and Prakarana
consisting of all the Vrttis—psychological states and Rasas—
and superior and middle characters and plays not having all the
Vrttis. To represent life in real-like manner plays were also to
have characters of lower order as Bhana, Vithi, Prahasana. Bharata
knew it very well and we also know that life is not all good. Itis
constituted of good as well as bad. Human nature has its weak side
too. So Bharata did not exclude characters of lower order. He
never meant that characters of lower order could not be the heroes
of the plays. This shows his deep insight into human nature as
becomes evident from his definition of Vithi, Bhana and Prahasana.
As defined by Bharata the pure kind of Prahasana consists of the
dialogues—comic in nature-—of ascetics, saints, Brahmanas, the
coward persons, while the mixed kind of Prahasana consists of
courtezen, slave, eunuch, bonded maid-servant® and the Dhirta,
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By no standards these persons belong to high order. Bharata knew
very well that to represent the comic sentiment, a play was to
abound with the characters of lower category. Thus accordingly,
Bhana was to be employed by Vita and Dhiirta. Vithi could
consist of any type of nature either high, middle or low. By the
definitions of Vithi, Bhana and Prahasana and the characters
abounding in them, it may be safely inferred that Bharata did not
think that a hero ought to be wholly virtuous and perfect and
that a person of lower category could not be the hero of any play.
Bharata divides the Human Nature briefly into three types or
categories; namely (1) of high order i.e., persons belonging to
superior category (2) of middle order, persons of middle rank,
(3) of low order, persons belonging to lower rank. Abhinavagupta®
opines that although the natures of women and men are variegated
and differ from one person to another, Yet these connot be
described separately and individually. As a result the persons can
be broadly included into three types of nature. Since the treatment
of Kama ends in Srigira and that belongs particularly to the
Nayaka, so it should be said that types of heroes are spoken here.
But here the word Nayaka is not taken in the narrow sense of
the principal Hero. These categories may be of the main Hero,
Pataka Hero or Prakari Hero and so on.

Bharata* has defined the best nature or nature of high order
as ‘one that has control over the senses, that is full of wisdom,
is expert and skilled in many skills, is Daksina (courteous),
has high aim, gives protection to the weak, has the knowledge of
many Sastras, is serious and benevolent and that has the qualities
of fortitude and sacrifice.” In other words the hero of the high
nature will be one who has controlled his senses and who is expert
judge of many handicrafts, who is not cruel, who has high aim
set before himself, who renders protection to the weak, who knows
many Sastras, who is grave and benevolent in nature and who has
got the qualities of fortitude and sacrifice. Now if we look closely
into Sanskrit plays we find that Rama is such a character. His
nature belongs to the category of the highest order. Rama has
full control over his senses; he is grave, he does not let his emotions
be seen by others. He gives shelter to the weak persons. He is
full of patience and sacrifice. In Uttararimacarita, he forsakes
even his dear wife to please his subjects. Rama keeps his fortitude
in calamity. He does not waver from his way even when swayed
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by calamity. Hence Rama is regarded as superhuman. As a
human being, we may put Jimatavahana of Nagananda in this
category. He forsakes his kingdom to serve his parents, offers
his life to Garuda (a bird) to save a snake-child Sankhaciida, who
is the only son of his mother. He is also skilled in arts. He
paints a beautiful picture of Malayavati. His aim is also high
which is to do good to others. Generally speaking, our heroic
figures like Drona, Bhisma, Karna, Sivi, Buddha, Yudhisthira,
Rama, Krsna and such like persons belong to the high category
of human nature. The examples may be. numerous.

After describing the best nature, Bharara has defined the
middle type of nature. Nature of middle category is clever in
worldly dealings. Bharata has used the compound ‘Silpasastra-
viéarada’ which can be resolved in two ways—either expert in the
Sastra of éilpa or expert in ilpas and Sastras, But the later conveys
a better sense. Thus the human nature of middle category is expert
in various arts and crafts and also in the Sastras, it consists of
excellence and sweetness. In other words persons of middle nature
are expert in worldly dealings, in arts and Sastras and have the
common qualities of excellence and sweetness. To such a category
will belong the average persons of middle rank, not having
extraordinary qualities but having common qualities. The examples
of persons belonging to this category may be Maiadhava in ‘Malati-
madhava’ and Carudatta in ‘Mrcchakatika’,

Bharata next defines people of lower category. Persons of
lowest quality are harsh-spoken, immoral in character, harsh-natured,
dull-witted, angry, murderous, unfaithful to friends, fault-finders,
cruel by violent words, forgetful of the good deeds done to them,
lazy ; they cannot jugde between good and bad or whom to respect
and whom not to respect. They are fond of women and are lovers
of quarrel. These persons are betrayers, commit sinful deeds,
snatch other’s wealth. Sakara in Mrechakatika belongs to the
lower category.

These are generally the three types of nature to be found
among the men. Of course the examples of these types may be
numerous. One thing should be kept in mind that a man possessed
of all the good qualities but angry like Parasurima would not be
called a low person due to his single bad quality of anger and anger
is not always bad too. So the men will vary in their nature depending
upon the number and quantity of the qualities present in them. A
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person like Dusyanta will be called good even if he has some human
weaknesses. These terms good, middle and bad are to be applied
accordingly depending upon the number of the qualities,
Duryodhana occurring in the plays which take their story from
Mahabharata cannot be called a low person Jjust because he is anti-
Pandavas (often the cause decides the good or bad aspect of the
qualities), Nor Raivana can be called a low person just because he
abducts Sita to avenge his sister Sarpanakha’s insult in Ramayana
plays.

These qualities belonging to three types of men enumerated
by Bharata are broadly mental qualities based on the psychology,
nature and morality. Dhanafjaya® has adopted some of these
qualities and enumerated some qualities as common, generally,
belonging to all the Heroes. Of course Dhanafijaya has taken
the Neta (Hero) in its specific sense, accepting him as the distin-
guishing element of the play. By the term Naiyaka he means the
principal Hero of the play, one who leads. who is the Adhikarin
of ultimate phala of the play. In his view a leading Hero must
have some of the common qualities to distinguish him from the
other persons. He states that a Hero is modest, charming, sacri-
ficing, clever, sweet-tongued, loved by people, upright, expert in
speech, of good lineage, resolute, young, having wisdom, courage,
good memory, good judgement, fine art and pride. He is brave,
firm, vigorous, familiar with the codes, and a Law-abider. Dhanika®
only says in his commentary that a Hero has these qualities. But
neither Dhanafijaya nor Dhanika explains whether a person lacking
any of these qualities will be called a Hero or not. Then it would
mean that the Heroes of the plays like the Prahasana and the Bhana
will also have these qualities, but it goes against Bharata’s state-
ment and theirs also, as Bharata regards Vita and Sakira ete. ag
persons of lower category. Moreover, if the heroes of Bhana and
Prahasana possess these qualities, how would they cause merriment.
Then it should simply mean that Dhanafjaya etc. divided the plays
into two categories, of high quality and low quality. Heroes of
Nataka and Prakarana etc. will possess these qualities while the
heroes of Bhiana etc. will not have them. Butwe cannot divide
plays into such categories because a Nataka badly written, weak in
plot and characterization, not producing the proper sentiment may
fail miserably and will naturally be called a play of low quality.
On the other hand, a Bhina very well written, perfect in its plot
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and in the arousal of sentiment will be a play of good quality. We
may only concede this much to Dhanafjaya that generally the
Heroes of Nataka and Prakarana in Sanskrit have got these common
qualities enumerated by him. But lack of one or two qualities,
out of these will not make them a bad hero. For example, if we
make Laksamana the Hero of a Nataka, he is not modest to
Parasurama like Rama, he also shows anger, but he will be a Hero
nonetheless. So the division of Bharata is more liberal and practi-
cal. Dhanafijaya enumerated these general qualities of a Hero
when he found that generally Sanskrit dramas, especially, Natakas
had kings as heroes and they possessed these qualities, more or less
common in themselves. For example Dusyanta in Abhijiiana-
sakuntalam of Kalidasa, Agnimitra in Malavikagnimitra, Carudatta
in Mrcchakatika, Madhava in Malatimadhava, Udayana in Svapna-
vasavadattam of Bhasa and so many Heroes of Sanskrit Nagakas
possessed mostly these qualities. It is also true to say that the
Hero of a Nataka will ensure the sympathy of the spectators only
when he possesses most of these qualities. A Hero devoid of many
of these qualities will not be able to draw the attention of the
audience towards himself. The spectators feel attracted and drawn
to the Hero who possesses moOre qualities, who is virtuous, who
suffers calamity, then the spectators become sympathetic to the
Hero. And this concept of Hero, being a good man has been
followed in Greece, in the tragedies of Greek and in the plays of
Shakespeare also, Dhanika has illustrated these qualities indivi-
dually with the examples from different plays.

After describing the three categories of nature of men Bharata’
describes the nature of women in like manner. Bharata describes
three types of women. The three types of women are: Bahya
(public or outgoing), secondly Abhyantara, i.e., who live inside
the home (homely) and Bahyabhyantara (mixed) who move outside
and then inside, who are (first public then become homely). The
women belonging to good family is known as Abhyantara (homely),
the courtezen is Bahyd (public woman) and a thoroughly tested
woman who has sublimated her character i.e., who was first public
and then becomes a homely woman like Vasantasena and her maid-
servant Madanika in Mrcchakatika is known to be Bahyabhyantara
(of mixed class).

Bharata also mentions three types of female nature., Woman
of high quality or category is soft in feelings, not vivacious, is
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unwavering, talks sweetly with a smile, is kind, expert in following
the speech of elders or she is expert in fulfilling the commands of
the elders, is bashful, full of modesty, has got natural beauty and
sweetness, the natural qualities belonging to a well-bred person, is
full of gravity and patience. For the example of women belonging
to this category we may take Sita in Rama-plays, Savitri, Padmavati
and Vasavadatta in Svapnavasavadattam of Bhasa. The woman
of middle category has these qualities but she does not possess them
in the highest degree and in full measure. She has some faults also,
In this category we may have Iravati of Malavikagnimitra. The
women of low nature are similar to men of low nature. They
possess the similar qualities.

Bharata mentions that a eunuch (impotent) should be
considered mixed and low, the servants etc. be also known as
mixed and low, Sakara, Vita and the characters like these should be
known as mixed and low. These are the natures described by
Bharata of men, women and the eunuch.

Bharata states that here are four types of heroes mentioned,
found only in high and middle natures, defined with various
characteristics. These four types of heroes found in the middle
and high order of nature are : Dhiroddhata (self-controlled and
vehement), Dhiralalita (self-controlled and light-hearted), Dhirodatta
(self-controlled and exalted) and Dhiraprasanta (self-controlled and
calm). The common quality to be found in all these four types is
that of fortitude (Dhirata). They must have patience to bear the
shocks and setbacks of life and then be able to sort out their way
out of those difficulties. Now it may be inferred that in Bharata’s
view there may be only the eight varieties of these four types, as
these four types cannot be found in low nature. These eight
varieties will be, (1) Dhiroddhata of high order. (2) Dhiroddhata
of middle nature. (3) Dhiralalita of high quality, (4) Dhiralalita
of mediocre quality. (5) Dhirodatta of high quality. (6) Dhiredatta
of middle quality. (7) Dhiraprasanta of high order. (8) Dhiraprasanta
of middle order. Bharata does not throw much light upon the
qualities required in each hero of these four types, while Dhanafijaya
made an addition and he defined these terms, Dhiralalita,
Dhirodatta and so on. Abhinavagupta also does not help us much
about this. Of course Dhirodatta would differ from hero to hero
depending upon the quantity of the qualities.

We may place Rama in both the plays of Bhavabhiti, i.e., in
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the Uttararamacartia and Mahaviracarita as Dhirodatta of the
superior-most quality. Dusyanta in Abhijianasakuntalam is Dhiro-
datta of high quality as he is praised by all; even Indra calls him
to his help. Agnimitra in Malavikagnimitra may be regarded as
Dhirodatta of middle quality. Jimatavahana is Dhirodatta of the
high quality as he gives up his life to save another being. Udayana
in Svapnavasavadattam of Bhasa is Dhiralalita of high quality while
Udayana in Ratnavalii of $riharsa is Dhiralalita of middle quality.
Para$urama may be regarded as Dhiroddhata of high quality. But
Bharata has not restricted these terms to be applied strictly to the
principal hero, while according to the later theory a conception
grew in the minds that these terms, Dhiralalita etc. comprising the
four categories could be applied to the main hero only and the
leading hero of a play could be only a Dhiralalita or Dhiraprasanta
or Dhiroddhata or Dhirodatta. But Bharata nowhere expressed
this view that only leading heroes could belong to these four
categories.

Bharata mentions that gods should be taken as Dhiroddhata,
kings as Dhiralalita and chieftain of the army and the ministers are
to be known as Dhirodatta. Brahamanas and businessmen should
be known as Dhiraprasanta.

But it does not forbid that kings cannot be Dhirodatta. When
Bharata mentions the Niyaka of a Nigaka to be Dhirodatta, then
it becomes clear that famous kings in a Nataka are Dhirodatta.
For example Rama, Jimiitavahana etc. are Dhirodatta. And
among gods also, all are not Dhiroddhata. Some are calm also like
Brahma etc.

In the view of Dhanafijaya® this Nayaka is of four kinds—
Lalita, Santa, Udatta and Uddhata. Dhanarijaya defines each kind
of the Hero. As stated by him Dhiralalita is free from anxiety, is
fond of the arts (song, dance etc.), happy and gentle. Dhanika’
elaborates the point in his commentary and says that his welfare
being looked after by the ministers he is care-free, therefore, fond
of fine arts, adept in enjoyment because of the dominance of
Srngara and having a character of delicate strength. The best
example of this kind is Udayana in Sanskrit plays as is also illustra-
ted from Ratnavali.

Dhanafijaya next defines Dhiraprasanta. Dhiraprasanta is a
Brahamana or the like, possessed by the generic merits quoted by
him previously. Dhanika explains that having the common

Lo
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qualities like modesty etc. Dhiradanta is a Brahmana or the like;
this has been stated to denote the heroes of Prakarana like the
Brahmana, businessmen, minister etc. Dhanika is here, guided by
Bharata and he comments that though there may be present other
qualities like care-freedom etc., yet we will have to accept the
calmness of Vipra etc. not Lalityam as in the case of Madhava in
the Malatimadhava and Carudatta in Mrcchakatika.

Dhanafijaya has defined Dhirodatta as one of great excellence,
exceedingly serious, forbearing, not boastful, resolute, with self-
assertion suppressed, and firm of purpose. Dhanika takes Jimita-
vahana of Nagananda belonging to this category and also Rama
in Mahanataka. He comments that qualities like resoluteness,
firmness, etc. enumerated in common qualities are described here
to show their majority. There are some who are dubjous of the
exaltation of Jimitavahana etc, 1In their opinion exaltation is to
behave in supreme most degree and that can be found only in a
person desirous of conquerring. To show the unwillingness of
Jimitavihana of surpassing others, they cite two examples from the
same play; in the first showing his disinterest towards the throne
and in the second showing his devotion to his parents. They
regard him as calm as he is tranquil and full of pity. They accept
Buddha, Yudhisthira and Jimiitavihana etc. as calm. Refuting
them Dhanika has upheld truly the exaltedness of Jimitavihana.
But then he states that the description of love for Malayavati
precludes him from being a calm hero. Here Dhanika has contra-
dicted himself. If Dhanika does not accept Jimiitavahana as a calm
hero because of his Jove for Malayavati, why does he accept
Carudatta and Madhava as calm heroes when their love for
Vasantasena and Malati is described in the plays. Dhanika further
elaborates that calmness is without being self-assertive and that
ought to be of Vipra etc. So Vipra etc. are regarded calm from
this aspect not by their definition alone. But the statement of
Dhanika is not based on good reason. Jimitavahana, nowhere,
shows his self-assertion then why should he not be accepted as calm ?
Moreover, there is no such rule that only Vipra etc. should be calm 2
of course this calmness of Vipra etc. has been accepted in the light
of definition of Bharata.

Dhanafijaya has next defined Dhiroddhata. A Dhiroddhata
hero is one who is altogether dominated by pride and jealousy, wholly
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devoted to magic practices and deceit, self-assertive, fickle, irascible
and boastful. Dhanika supports it with the example of Ravana and
Paraturama. But if we look closely, we find that these two charac-
ters are not wholly Dhiroddhata in the sense, as defined by
Dhananjaya. This definition accords well with the definition of low
persons given by Bharata.

Dhanika comments that these terms Dhiralalita etc. denote the
stages of those qualities, they are not fixed by the caste, otherwise
in the works of great poets, description of many changes shown in
one character would become contradictory. But he is not consistent.
He has accepted the calmness of Vipra etc. on the basis of their
caste, now he states that they do not denote separate categories like
the caste. To illustrate his point that Dhiralalita etc. are merely the
stages of qualities, he cites the example of Parasurama who has been
described as Dhirodatta towards Ravana, first Dhiroddhata towards
Rama etc., later as Dhirasinta in Mahaviracarita. He adds that
this change of stages is not improper in the subsidiary hero. But
Dhanafijaya has used the term Hero taking him in the sense of
leading Hero. Dhanika did not himself put this limitation when he
mentioned that Dhiralalita etc. are the terms denoting stages. Did
he mean them to be stages of secondary heroes ? A leading hero may
also become Dhiroditta and Dhiralalita in plays as Dusyanta
becomes Dhiralalita in Act III in Abhijianasakuntalam. But it
seems that when Dhanika faced the examplzs of the principal heroes
like Rama etc., he got confused and said that the principal hero
must be one of the four types just defined throughout the drama
to insure unity; as the change of Rama first adopted as Dhirodatta
to any other stage would be improper. In the view of Keith!® the
chief hero in any drama must be essentially true to one or
other of those types; any change would spoil unity of development
of drama. It is true, if we change the type of main hero in the
same play, the unity of impression will be destroyed. If necessary,
then changes must be made in the plot as in Rama’s dealings with
Vilin to preserve the consistency. Keith mentions, it is obvious
that there is difficulty in conceiving as a chief hero one of the
haughty type and the theory does not provide us with one.

Bharata!® has tried to distinguish the principal Hero from
other male characters. He states that the person is to be known as
the principal Hero who being in misfortune or distress ultimately
attains elevation. It should be here noted that Sanskrit theory does
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not permit the ultimate downfall of the principal Hero. In the case
where the misfortune and elevation of many are described equally,
no one would be the principal Hero.

As Sanskrit drama deals usuvally with love, the theory has
another division of types of hero based on their attitude to women
(in love).

Bharata'® mentions the terms which women in love are to use
to their beloved ones when the amorous union takes place. Such
terms are Priyah, Kantah, Vinitah, Nathah, Swami, Jivitam and
Nandanah. In the case of anger terms generally used may be
Duhila (itl-natured), Duracarah (tyrant), Sathah (Deceitful), Vamah
(hostile), Vikatthanah (boastful), Nirlajjah (shameless) Nisthurah
(cruel).

While in Bharata’s opinion these are the terms to be uttered
by the women in love and anger to their beloved ones, in the view
of Dhanafijaya'® when the Hero has been captivated by another
woman, he may be Daksina (courteous), Satha (deceitful), Dhrsta
(shameless) towards his previous love. In Dhanika’s't opinion these
are the stages of the Hero in Srigara; and the four types of heroes
described before, each of them belonging to these four stages in
Srngara become of sixteen types. But this is the view of Dhanika,
Bharata has not mentioned any such division and following his
division heroes can be only of eight types.

Dhanafijaya discusses each type of the hero in Srrigiara. In his
opiniona Daksina hero is kind to his previous love. Dhanika
comments that who behaves sympathetically with his former beloved
is Daksina and he gives its example from his own work and
Malavikagnimitra. Agnimitra is Daksina towards Dharini even
when he loves Malavika in Malavikagnimitra. Thus a Daksina
Nayaka can find room in his heart for more loves than one.

As stated by Dhanaiijaya a Satha (deceitful) hero hides his
unfaithfulness. Dhanika explains the difference between Daksina
and Satha. In his view though both commit wrong to the previous
love but the difference between the two is that the Daksina
(courteous and clever) behaves sympathetically with his former love,
The description of Satha given by Dhanafijaya is in keeping with
the description of Bharata.

Dhanafjaya enumerates the characteristics of a Dhrsta hero
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(shameless). A shameless hero lets the disfigurement on his body
show.

Different to these three, an Anukiila (faithful) N yaka has only
a single lady love as Rama in Uttararamacarita. Dhanika poses
the question, to what stage belongs the hero of the Natika like
Vatsardja etc. and answers that they are at first Anukila (faithful)
till the love arises for another, afterwards Daksina (unfaithful but
courteous). They are not to be regarded as deceitful and shameless
even though they at first conceal their love and afterwards openly
confess it; for they always retain some of the affection for their
previous love and a hero may have love for both the heroines as
can be seen in the works of great poets. To support his statement
he quotes the statements of Bharata who has described the best
male as sweet, sacrificing, not becoming engrossed with passion nor
becoming a slave to love. Thus Vatsaraja etc. remains Daksina upto
the end of the play. He adds, since each of the sixteen varieties of
hero may be superior, intermediate or inferior, there are forty eight
varieties of the hero. But neither Bharata nor Dhanafijaya has
enumerated these forty eight varieties of the Nayaka.

Leaving aside all this classification of heroes there are eight
general natural manly qualities (Sattva Paurusa Gunas) that a
Niyaka should possess and which have been enumerated by all
dramaturgists starting from Bharata onwards. These qualities con-
sist of both physical and mental. These qualities are born as a
nature in man and are not artificial. These eight'® excellencies may
be termed as certain general characteristics adding his personal
merits, eight aspects of the male’s sattva.

Eight Male Sattvika Qualities

Bharata mentions that Sobhd (brilliant character), Vilasa (graceful
bearing), Madhuryam (se!f possession), sthairyam (steadiness),
Gambhiryam (gravity), Lalitam (sportiveness), Audaryam (Nobility)
and Tejas (spirit) are the different aspects of the male’s sactva.
According to Dhanafijaya these are the eight sattvika male
qualities.

Now we may take them one by one.

Sobha (Brilliance of character)
Bharata and Dhanafijaya mention that skill (in various things),
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heroism, aversion to mean acts and emulation of the best virtues
constitute Sobha. Abhinavagupta interpreting it says that the link
of the sentence is that skill etc. which are understood from the
change of the body constitute Sobhd. Dhanika has illustrated each
point of §obha with the proper example.

All dramaturgists accept fobhd as the compassion for the
inferiors, emulation with superiors, heroism and skill.

Vilasa (Graceful Bearing)

Bharata defines that eyes moving straight and firmly, gait as graceful
and steady as that of a bull and smiling words constitute Vilasa.
Dhanafijaya follows Bharata and he includes in it a firm step and
glance and smiling words. Dhanika illustrates it with the appro-
priate example from Uttararamacarita. Thus vilasa consists of
steady glance, steady gait, sweet speech, smiling face, laughing
voice.

Madhuryam (Self poise)

Bharata states that if due to a long practice one’s organs retain their
firmness even when great changes of natural state have occurred it
is called Madhuryam. Abhinavagupta interprets Bharata’s state-
ment, when due to practice of organsin exercise etc. a little
upsetting in the body is seen even when there are present many
reasons of turmoil, it should be known as Madhuryam. Dhanafjaya
has defined Madhuryam in very apt and clear words that a little
change in the great turmoil is Madharyam.

Thus we may say that due to this quality a man does not lose
his self-poise even when there are present great reasons of change,
only a mild change may be percepted in the body.

Sthairyam (Steadiness)

Bharata defines that pertaining to Dharma, Artha or Kdma and
rising as a result of good or bad, not swerving from one’s
determination is ‘Sthairyam’. Abhinavagupta explains that dharma
etc. are its phala and it is joined with them. ‘Subhasubhasamutthi-
tat” means caused of good thoughts or ignoble thought because
the dctermination from ignoble also prevents from instability,
In the view of Dhanafijaya also Sthairyam is not swerving from
his determination even when faced by a multitude of obstacles,
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Dhanika elucidates it with the example from Mahaviracarita when
Rama says that he would not forsake his path of weapons.

Thus unflinching devotion to the purpose, though accosted
with a host of obstacles depicts Sthairyam.

Gambhiryam (gravity)

Gambhiryam is something due to an influence of which
outward changes in cases of anger, joy and fear do not occur.
Abhinavagupta states that mental state (cittavrtti) is reflected by
these, so these are called ‘akaras’, i.e.changes in the colour of
mouth, sight etc. Even when anger etc. are born, lack of changes
in colour etc. is there and that absence of changes, making body
unchanged is Gambhiryam. Dhanika comments that Gambhiryam
is different from Madhuryam as in Madhuryam there is seen
little change but in Gambhiryam no change is seen. Thus poise
is that quality of character due to influence of which no change
of demeanour whatsoever is observed even in very great agitation.

Lalitam (Sportiveness)

As defined by Bharata and Dhanafijaya, erotic movements and
changes of features which are not deliberate and which grow out
of a tender nature constitute Lalitam. Keith takes it as grace of
deportment. Thus sweetness of temperament, amiable disposition
and engaging manner constitute Lalitam—character of affability.

Audaryam (Nobility)

As stated by Bharata bestowing of gifts, favouring and speaking
sweet words to others as well as to one’s own men is called
Audaryam (Nobility). Abhinavagupta writes that bestowing of
gifts etc. related to others and causing change in efforts consist
Audaryam. ‘Abhyupapatti’ is protecting the person who asks
shelter. In the opinion of Dhanafijaya, Audaryam is giving up
of even as much as one’s life with a kindly word and the
propitiation of the virtuous. Dhanika gives its example from
Nagananda when Jimiitavahana offers his own life for Sankhaciida
and tries to please Garuda.

This quality relates to moral virtue of a character. Thus
Audaryam is a tendency to oblige someone else even at the cost
of self-interest.
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Tejas (Spirit, Sense of honour)

Bharata, Dhanafijaya and others, all take Tejas as not enduring
insult and the like made by others even at the cost of one’s life.
Abhinavagupta makes it clear that insult made by others means
reproach or insult done by the enemy not by the elders or friends.
Even at the cost of life means that there is no returning back
with tolerance following any policy or observing the time and place.
Thus Tejas is that mental quality in which a person does not
bear with any insult even though he has to give up his life. Sense
of self-respect and intolerance of an insult is called Tejas.

Thus we can say that the Hero of a Nataka type of Riipaka
should not be low and mean who cannot command respect and
love of the people. We see in practice that all the heroes in
Kalidasa’s Natakas have common characteristics. All the three
heroes are brave, highly born, fond of arts, generous, possessing
manly qualities, loved by people, devoted to their subjects,
protector of law and religion etc. Bhavabhiiti also makes heroes
of his two plays, grand and noble in nature. Even in Prakarana
plays like Mrcchakatika and Malatimadhava, hero is praised by
all, is noble in qualities and virtuous.

Nayika (Heroine)

The description o the Nayaka, naturally, involves the description
of the Nayika. It would be, rather, incomplete without the
description of the Nayikd because she is not separate from the
Niyaka. In later theory of Sanskrit we find a detailed classification
of the Nayaka and the Nayika, which is mainly done keeping in
view the Erotic sentiment. The Heroine has been much discussed
in Sanskrit Poetics and Dramaturgy. So much has been written
about the Heroines and their varicties that a detailed description
would be justa repetition and nothing else. So we should take
the Heroine in brief without supplying minute details.

Let us first take Bharata,

On the basis of nature, Bharata'® states that the divine
(Divya), wife of a king (Nrpa-patni), woman of good family
(Kulastri) and the courtezan (Ganika), these should be known
as the heroines having different kinds of nature. They may be
Dhira (self-controlled), Lalita (elegant), Udattd (exalted) and
Nibhrta (quiet). The divines and the wives of the king contain
virtues, they are self-controlled (Dhira), elegant (Lalitd), exalted
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(Udatta) and quiet (Nibbrta). The women of good family are
exalted and meek. Ganika and Silpakarika are elegant (Lalitd)
and prone to exaltedness (Abhyudatta). In the connection of Love
(Conjugal union with the hero), Bharata mentions that heroines
are known to be of eight kinds namely : (1) Vasakasajja (one
dressed up for union), (2) Virahotkanthita (one distressed by
separation), (3) Svadhinabhartrka (one having her husband in
subjection), (4) Kalahantarita (one separated from her lover by
a quarrel), (5) Khandita (one enraged with her lover), (6) Vipra-
labdha (one deceived by her lover), (7) Prositabhartrka (one with
a sojourning husband), and (8) Abhisarika (one who moves to her
lover). In deviation to Bharata, Dhanafijaya and Dhanika have
classified the heroines differently. First they'? put the heroine into
three, having the common characteristics of the hero. These
three types of heroines are one’s own wife (Sviyd), belonging
to the other (Anyd) and a common woman (Sadharana stri). They
further make the three categories of the Sviya as Mugdha
(inexperienced), Madhya (partly experienced) and Pragalbha
(experienced), having good character and modesty etc. They again
classify the Madhya (partly experienced) into three types, showing
her attitude in anger, as Dhira, Madhya and Adhira, and the
Pragalbhi (experienced) also into three, as Dhira, Madhya and
Adhira. Tn their view, Madhya and Pragalbha become of twelve kinds,
on the basis of being elder (Jyestha) andjyounger (Kanistha). Another
woman, not one’s own wife may be either married or a maiden.
A married woman should never figure in the main Rasa, while
an unmarried girl may be described either in the main sentiment or
in the subservient sentiment. A common woman is a courtezan,
skilled in the arts, bold and cunning. In the context of a courtezan,
Dhanafjaya has employed a word ‘§ukhartha’ which has been inter-
preted in two ways by Dhanika either as one who has attained wealth
easily or one having pleasure as the sole aim.

One thing should be noted here that Bharata has nowhere
classified the heroine thus, while later writers have followed this
classification. Tt seems that this classification of the heroines came
into dramaturgy from the works of Sanskrit poetry. And this
classification takes into account only the Rasa of Srngara, while
plays could be written prominently having other Rasas than Sragara.
We cannot apply this classification to the plays like Mudraraksasa,
Uttararamacarita etc,
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In the view of Bharata Viasakasajji etc. are the eight types
of heroines (Nayikah), and the heroine of Nitakas should be
known in these states. In the view of Dhanafjaya'® also these are
the eight stages (Avastha) of the heroines enumerated before. That
is to say that all kinds of heroines belong to these cight stages
only. Dhanika'? elaborates the point that Svadhinapatika, Vasa-
kasajja, Virahotkanthita, Khandita, Kalahantarita, Vipralabdha,
Prositapriya and Abhisarikd are the stages of the heroines
enumerated before as one’s own wife etc., Nayika (Heroine) etc.
also being in Avastha form, mention of other eight Avasthas is to
denote the characteristics of the former heroines. The number
‘Astau’ (eight) is mentioned to stress that they are neither more nor
less. These stages cannot be included into one another, As for
example, Visakasajja cannot be included in Sviadhinabhartrka
because her husband is not near at hand. If she is called Svadhina-
bhartrka, then Prositabhartrka cannot be stated separately, because
distance cannot be restricted. The heroine, not knowing the falsehood
of the lover, cannot be Khandita either. The heroine engaged in
the game of love or having the desire cannot be Prositapriya. She
cannot be called Abhisarika who does not go near the hero herself.
Utkanthita is not Vasakasajja, and Vipralabdha like Vasakasajja is
different from others. Kalahantarita is different from Khandita.
Thus Dhanika asserts that there are only eight stages of the heroines
and they cannot be merged into each other. Bharata'" states that
Khandita, Vipralabdha, Kalahantarit: and Prositabhartrka should
be represented by the conditions such as anxiety, sighs, lassitude,
burning of the heart, conversation with female friends, looking to
one’s own condition, weakness, depression, shedding tears, giving
up of ornaments, sorrow and weeping. Svadhinabhartrka should
be represented with gaudy and brilliant dresses, face beaming with
pleasure and having an excess of blooming. Bharata does not
mention Viasakasajja and Abhisarika here, and Abhinava’ gives
the reason that they are not mentioned separately as they act like
Svadhinabhartrka at their respective occasions. While in the view
of Dhanafijaya®® the heroines of six states (excluding Svadhina-
bhartrka and Vasakasajja) are characterized by reflection, sighing,
dejection etc., Dhanika®® comments that the heroine, belonging to
another, whether maiden or wife, cannot be of all these varieties,
She may have only three states, Virahotkanthita before the appoint-
ment, Abhisarika, when meeting the lover and Vipralabdha, hero
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not approaching at the appointed place. Other states are not
possible as the hero is not independent in this case.

Graces of Women (Alankaras)

Bharata and Dhanafijaya have discussed the twenty natural graces
or Alankiras of women. In their view these graces of a woman in
her prime of youth are twenty. Bharata® elaborates further that
dramatic experts know the young women’s graces (Alankara) to be
the support of sentiments in a drama and these consist of changes
in respect of their faces and other limbs, out of these changes, the
first three are ‘Angaja’ (i.e. caused by limbs), and next to them ten
are ‘Svabhivikas® (natural) and the seven, grown with the sentiments
and psychological states, are Ayatnajah (involuntary changes),
Hela, Hava and Bhava, arising from one another, being different
aspects of Sattva are angajih (connected with the physical nature).

The ten Svabhavikah Alankaras (natural grace) of women are
Lila (sportiveness), Vilasa (Amorous gesture), Vicchitti (Dishabille),
Vibhramah (confusion), Kilikificitam (Hysterical mood), Mottayitam
(Manifestation of affection), Kuttamitam (Pretended anger),
Vibboka (affected coldness), Lalitam (elegance) and Vihrtam (want
of response).

The seven Ayatnaji Alankaras (Involuntary graces) of women
are : Sobhi (Beauty), Kantih (charm), Diptih (Radiance),
Madhuryam (sweetness), Dhairyam  (self-control), Pragalbhyam
(courage) and Audaryam (Nobility).

As stated by Bharata these are found in the performance of
delicate nature (Sukuméra) and except Vilasa and Lalitam, they are
also found in radiant (Dipta).

Interpreting Bharata Abhinava®® first explains ‘Sattva’. The
mental state transmitted to consciousness extends to body also and
is called Sattva. Hz furthzr comments that the Sattva in relation
to feeling has been considered in Rasa chapter. The other Sattva
belongs to the body. The superiority of the women is restricted to
Sragara Rasa only and of men’s to Virarasa. The whole worldly
human object is pervaded with the Srigara related to women and
Vira related to men. These Alankiras of actions are not found
anywhere else except in the best female made of best Sattva.

These Alankaras belong to body only and are not in the form
of mental state. They represent only the love sentiment. They are
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seen developed in the prime of youth, they are not developed in the
childhood and they disappear in the old age.

Some changes of the body even having the form of Kriyi,
transmitted from the previous birth are present in the body in the
form of residual traces, awakened by Sattva, they are called Angaja
as for example Bhava, Hava and Hela. Others becoming apparent
by the entrance of particular Vibhavas, appropriate to the present
birth, develop in the body perm:ated with the love emotion. They
are called Svabhavikas as they arise out of their own love sentiment
which is visible to heart. They are also called natural because they
arise differently in different persons. The same do not arise in all
the women. All the three, Bhava, Hava and Hela are present in all
the women of best quality, having excess of Sattva. In the same
manner are seven Sobha etc. Thus Angaja (physical), Svabhavika
(natural) are caused by action (Kriyd), others Sobha etc. are the
virtues in nature and they are Ayatnaja (involuntary). Born as a
result of effort are called Kriyatmaka because there is effort (from
desire) and then the action of the body. Others different from them
arc involuntary (Ayatnajah). Thus among those Graces Angaja
arise first as they arise out of the body subjected to the natural
residual traces of previous birth. Nataral and the involuntary are
enlivened with their feeling of love. They are of the living beings.

In Dhanafijaya’s®® view in accord with Bharata, the Natural
Graces of women in prime of youth are twenty in number, arisen
from Sattva. In them Bhava, Hiva and Hela, these three are
Sariraja (physical) i.e. born out of the body. These seven qualities:
Sobha, Kanti, Dipti, Madhuryam and Pragalbhatia, Audaryam and
Dhairyam are Ayatnaja as they come of their own accord. The ten
‘Svabhavaja’ qualities that arise from one’s disposition are consi-
dered to be L1la, Vilasa, Vicchitti, Vibhrama, Kilkificita, Mottayitam,
Kuttamitam, Vibboka, Lalitam, and Vihrtam. Dhanika has nothing
particular to add here.

Abhinava®? referring to the views of others makes the point
clear about these Alankaras. He writes that in the opinion of some,
although these are mental states, yet they have not been enumerated
under psychological states, because they lack the characteristic of
Vibhavas and they cannot make Rasas felt. But he holds this view
wrong. Sobha, Kanti, Dipti pertain to the external form of beauty,
while Avega, Capala, Trasa, Amarsa etc. are feelings. These have
been discussed separately from tramsitory psychological states
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because they are restricted to body only and they pertain to erotic
sentiment only. These are only twenty in number as enumerated,
therefore, stating of other graces like innocence etc. by Sakyacarya
and Rahula etc. is going against Bharata.

Finally, we may say that we have not gone into details here, as
these are just minute details related with other aspects and not with
real Dramaturgic principles. Moreover, Sanskrit drama has never
been Heroine-oriented. We may add about the graces of women
that as the male Sativika qualities are possessed by the Heroes,
in the like manner, all the heroines, generally, possess these
qualities.

Now we come to the other characters of drama.

Other Characters and Assistants of Nayaka (Hero)

We find in practice in the Sanskrit plays that there are many
persons both male and female to assist the Hero and Heroine in
attaining their desired object. They help the Hero and Heroine.
Some of them hold a prominent position while others are relegated
to secondary position. These assistants may also be of the best,
middle or lower nature. A Hero or Heroine needs messengers, SO
they are employed in almost every play. As Sanskrit drama is very
much related to Dharma, there are introduced characters to perform
religious duties. As a Kking is generally the Hero of a Nataka so
will have a big retinue following him and characters related with
him will pertain to inside his place harem as well as outside. Queens
belonging to different cadres will be there, there will be door
keepers and so on. Let us look briefly into the other characters
introduced in the plays.

Dhanafijaya™ states that there is a Patakanayaka (episode
Hero) who assists the main Hero. Patakanayaka (The Hero of the
Episode) is a different person, an ally of the hero, intelligent,
assisting him, devoted to him and possessed of his qualities in a less
degree. Dhanika illustrates it further that Pataka is the subsidiary
plot previously described and its Hero is called ‘Pithamarda’. He
assists the principal hero, as for example Makaranda assists
Madhava in Malatimadhava of Bhavabhiiti, Aryaka assists
Carudatta in Mrcchakatika, and in plays based on Ramayana,
Sugriva assists Rama.

Bharata®® mentions that the harem of a King consists of
Mahadevi, Devi, Svamini, Sthapita, Bhoginis, Silpakarinis,
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Natakiya, Nartakis, Anucarikas, Paricarikas, Safncarikas, Preksana-
karikas, Mahattaris, Pratiharis, Maidens, old women, Ayuktika.
Then according to Bharata servants, Kafcukins and Varsavaras
should be employed. Bharata mentions seventeen kinds of women
and eighteen kinds of other persons in the harem of a king.
Dhanafijaya® also mentions that in the harem Vargavaras, Kiratas,
dumb and small persons, mleccha, Abhira and Sakira etc. are
useful in their respective works,

Bharata®® mentions the external companion as Yuvaraja,
chieftain of the Army, priests, ministers, sachivas, Pridavivakas and
Kumiradhikrtas. He has also defined them separately with
their characteristics. But we need not go into detail here. We
may only say that priests and ministers are of good lineage, intelli-
gent, well-read in many Sastras, affectionate, not tempted by others,
aware to their duties, belonging to the same country, modest of
good conduct and pious.

After the Pithamarda, the second prominent character that
assists the Hero in his schemes most, especially in Sragara, is
Vidagaka.

In the view of Bharata there are four categories of Vidasakas
belonging to the four kinds of Heroes, narrated before. They are
namely : Lingi (Disguised person), Dvija, Rajajivi, and Sisya
(disciple) and they are to be the Vidiasakas in respective order of
gods, kings, ministers and Brahmanas. Vidasaka is the friend in
separation and talks with the hero over delicate matters. In
Dhanafijaya’s opinion Vidasaka causes laughter. As this character
is very important in Sanskrit plays, let us go into some detail about
him. Dhanaifijaya’s description of him is meagre while Bharata has
defined him rightly. Except in the plays of Bhavabhiti and
Mudriraksasa of Visakhadatta, Vidasaka plays an important part
in most of the Sanskrit dramas, In Malavikagnimitra, Vidasaka
assists the King Agnimitra in his love with Malavika, He is tactful
and devises means to ensure the object of the king. Here he is
given a prominent role. In real sense, here, he may be said to be
a Narma-sachiva. Otherwise in most of the plays he generally shows
his fondness for eatables and folly and creates laughter. In
Abhijiianasikuntalam he has deteriorated in his position. Here he
only tries to please the King and creates laughter. Vidisaka is
generally given the role of a Narma-sachiva. He assists the king or
the Hero in his love matters, He is made a partaker of his secret.




l“ He is generally represented as wearing comic dress and causing
J laughter through his dress, action and words. He is a braihmana

| by caste and is called friend by the Hero and himself also calls the

il hero friend. He shares the equal status with the Kking. But why a
Brihmana who was regarded a wise person was presented in this
|

anomaly, is not intelligible.

|;.
(i . .
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:' According to Dhanafijaya® the other assisant may be Vita
M who has but a single accomplishment. Dhanika gives the example
l ; of Vita of Sekharaka in Nagananda. But the character of Vita will
' be mostly available in Prakarana and other plays like Prahasana,
l lf Bhana, etc. In Natakas (a special variety of plays) he will not be
| found as their heroes are Dhirodatta. Bhavabhiiti and Kalidasa
| have excluded him from their Natakas. Neither in later plays like
‘ Ratnavali (a Natika) nor in Venisamhara we find him, while in
[ ! Mrcchakatika he has been introduced.

1 Dhanafijaya®® mentions that when the Hero is a king then a
l‘ minister (or the Hero), Himself, or both (together) are his assistants
it | in deliberations on affairs of state. A Dhiralalita Hero has his
r | affairs attended to by a minister ; the other by their ministers and
'; themselves. Udayana has his affairs attended to by the ministers,
i while in the plays of Kalidasa both the Hero and the ministers
il | attend to the matters of the state. Ministers help the king in
'll | thinking devices for attaining kingdom etc. and in conducting the
Iﬂ| affairs of the state.

' Then in his religious duties the assistants of the Hero are his
chaplain, his domestic priests, ascetics and expounders of sacred
lore.

"f In the matter of inflicting punishment the assistants of the
t Hero are his friends, princes, foresters, officers and soldiers.
H Now if we see closely we find that these assistants of the
Hero as mentioned could belong only to a king because he
only needs this much retinue. The Hero of a -Prakarana will
I not need them all. There is no rule or necessity thata Hero
af should have all these assistants. In Mailatimadhava Kamandaki
i

" and Saudamini assist the union of Malati and Madhava. A king

cannot manage the state alone, as he was 1o be the Hero of a
‘ Nataka, he needed ministers to look after the matters of state
¥ and advise the king, as in Sakuntalam, Malavikagnimitra,
Svapnavasavadattam, King needed priests to perform religious
duties and these priests expressed their fearless and frank opinion
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about the moral conduct. In olden times people also had slaves
and they employed them in various works. Then there are divine
assistants too ina Nataka. A Hero may get divine help also
in the play as Srikrsna assists in Venisamhara or Vidyadhara in
Avimaraka or Indra in Vikramorvasiyam and Abhijiinasakuntalam.

In the view of Bharata®™ a wise woman, female story teller,
a female ascetic or woman of the stage, an intelligent woman, a
female neighbour, a female friend, a maid-servant, an unmarried
girl, a crafts woman, a foster mother, a nun or a female fortune
teller can be employed as female messenger. Then any woman
should be engaged as a messenger when she knows the art of
encouraging, is sweet in words, honest, able to act suitably to
the occasion, charming in her behaviour and is able to keep
secrets. A wise person should never engage as a messenger
any person who is foolish, beautiful, wealthy or discased,
Dhanafijaya®™ agreeing with Bharata mentions that as messengers
the heroine may employ a maid servant, a female friend, a working
woman, a foster sister, a neighbour, a female ascetic, a crafts
woman and her ownself, being possessed of qualities (to match)
those of the friends of the hero. Thus the hero and the heroines
need messengers and some one to assist them.

Besides these assistants, there is found an antagonist also
in the plays. He is called Pratinayaka. The opponent of the Hero
is avaricious, self-controlled and vehement, stubborn, criminal
and vicious. But in Sanskrit plays opponent of the hero has
been neglected and he has not been depicted well as he has been
represented in the English plays. It is not necessary that every
Sanskrit play should contain it. In most cases Sanskrit plays do
not have him or he is given a minor role except in the plays based
on Ramayana and Mahdbharata.

In ancient India Polygamy was not regarded bad. Kings
could have many wives so it was not thought immoral or wrong
if they enjoyed love with other maidens. As Dr. JI.D.
Vidyalankar has also proved in his paper the kings like
Agnimitra, Dusyanta could indulge in love affairs with maidens
though having their own queen and yet they were regarded as
Dhirodatta heroes. It has been rather a drawback of Sanskrit
drama that mostly Sanskrit plays make Erotic sentiment as their
principal sentiment and they are centered round the kings and
court. Though Bharata recommended drama to be the vehicle of
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depicting all situations yet later plays were restricted to limited
spherc. Bhasa has shown the variety in his plays. In Sanskrit
plays characters are types rather than individuals and later they
also became stereotypes.

While Bharata mentioned at the outset that men are of
three categories, Dhanafjaya says in the last that all these
characters are divided into three groups, higher, middling and
lower and their relative supremacy is determined by their
possession of the aforementioned qualities in different degrees.
But what qualities, is not clear ? If Dhanafijaya means the
qualities narrated at the beginning by him like modest, pious
etc., then those qualities he has mentioned of the Hero. Heroine
is not separate from the Hero. The term ‘Hero’ includes the
description of the heroine and his retinue.

To conclude we may say that Bharata did not regard Nayaka
(Hero) as the distinctive element on the basis of which ten forms
of dramas are distinguished from each other. While Dhanarijaya
made Nayaka (Hero) as the second prominent element that
distinguishes ten forms of drama. Bharata discussed Nayaka
cursorily, Dhanafijaya discussed in detail. It was due to difference
in their approach. Bharata’s division is more broad and roughly
we may divide the variegated human nature into three categories,
higher, middle and low and this division is in more consonance
with the universal social order.
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CHAPTER 7

PART I

RASA (SENTIMENT)

As Rasa is one of the most essential elements of Sanskrit drama
so after discussing Vastu (Plot) and Nayaka (characters) we
shall now take up Rasa (sentiment).

The term, ‘Rasa’ may convey different meanings in different
contexts but its essential core remains unaltered. Rasa literally
means juice, essence or elixir. It also means taste, relish or flavour.
Now, the first question arises, what is Rasa? It is called Rasa
simply because it is relished ‘Rasyatiti Rasah’. In fact, whether
we use the word in its association with the palate or the transcen-
dental experience of a yogi or the delight afforded by art, the
word Rasa indicates the pleasure that each class of people receive
from their experiences. Here, we are concerned with Rasa as an
aesthetic experience enjoyed at the time of witnessing a play.

Since the advent of Laksana-Granthas, Rasa has been a much
discussed topic. It has caught the attention of every writer,
writing either on poetry or drama. The question has been posed
from the very beginning why do we read any poetry or sece any
drama enacted? What is it that we enjoy in them? What is the
crux of a poem or drama? Unanimously the answer has been
that we read a poem or see a drama, because doing so gives us
pleasure, and the pleasure is par-excellence and unique in itself
which cannot be properly defined or translated into words. And
this experiencing of the delight has been called Rasa. It is the soul,
the spirit of the piece of the literature that we feel and enjoy merging
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ourselves into that spirit. Canonists have differed in their views
about its place, its nature, its prominence to other elements, its
number etc., yet all have felt somehow or other its presence in
literature and they have been automatically forced to pay attention
to it, no matter whether they subjugated it to an inferior position
or raised it to the highest.

Bharata is the first known author to us to introduce and
discuss it in relation to drama. Later one theory of Rasa was
transferred to the region of poetry also. Although its mention
is found in the Purinas like Agnipurina and Vispudharmottara
Purana, yet the date of these Pur@nas is not certain and P.V. Kane
and Manomohan Ghosh are of the view that they are later to the
Natyaéastra of Bharata and perhaps the discussion of Rasa in those
Purénas is borrowed from the Natyadastra.

Bharata accepted Rasa as the soul of drama and maintained
that nothing proceeds without Rasa. From then onwards in
Sanskrit literature, Rasa has been the touch-stone of any work com-
posed. Some old writers accepted it as an Alankara, while others as
something separate, the spirit or soul of the literary work.
Followers of the school of Dhvani established its superiority and
prominence in poetry. The poetry where Rasa is dominant, was
called the best form of poetry and Dhvani and where it held a
subordinate position, Rasa was regarded as an Alankara termed
‘Rasavat’.

We are concerned with drama and dramaturgy and as Bharata
is the first propounder of Rasa theory, so let us try to look into his
theory of Rasa.

Bharata® discussing Rasa in the sixth Chapter of Natyaéastra
writes that no sense proceeds without Rasa ‘Na hi rasadrte
Kagcidarthah Pravartate’. We may say that all poetic meaning
is imbued with Rasa. Every good piece of art contains this Rasa.
Bharata describes the Realisation or Nispatti of Rasa in the
following Satra ‘Tatra Vibhavanubhavavyabhicarisamyogadrasani-
spattih’, meaning that realisation of Rasa results from the union of
Vibhava, Anubhiva and Vyabhicaribhava. In other words, in
drama or poetry Rasa is produced from a combination of Vibhdva
(Determinants), Anubhiava (consequents) and Vyabhicaribhiva
(Transitory psychological states). Bharata further clarifies his sitra
with an instance stating that as flavour or relish (Rasa) results from

a combination of various spices, vegetables and other articles
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similarly, Rasa results from the combination of many emotions.
Just as six flavours are produced by ingredients such as raw sugar,
spices and vegetables, similarly, Sthayibhavas (durable psychological
states) attain the quality or state of Rasa (sentiment), when they
come together with various other psychological states. Bharata
has not mentioned Sthayibhava in the Rasa-Sitra. But it becomes
evident from the instance that the union referred to in the Rasa-
Satra is not the union of Vibhava, Anubhava and Vyabhicaribhava
among themselves, but their alignment with the permanent emotion
known as Sthayibhava. Bharata further explains the process of Rasa.
The question is, What is Rasa? It is said in reply, itis called Rasa
because it is capable of being relished (Asvadyatvat). The next
question arises, how is Rasa relished? The reply is—just as well-
disposed persons, while eating food cooked with many kinds of
spices, relish its tastes and attain pleasure, satisfaction etc.,
similarly the spectators with refined minds relish the durable
psychological states while they see them represented by an expres-
sion of the various psychological states with word, gestures and the
Sattva and derive pleasure, satisfaction etc. Therefore ‘Natyarasas’
have been described.

This is in brief the realisation of Rasa propounded by Bharata.
It becomes obvious that in his view Rasa is an experience which
is relished. Secondly, the permanent emotion or durable psycholo-
gical state becomes sentiment when it is united with other emotions.
Thirdly, Rasa is relished by the spectators who are cultured and
who get pleasure and satisfaction, Fourthly, these permanent
states are relished by the spectators when they are expressed through
the representation of words, gestures and Sattva.

Bharata next explains the relation between Rasas and emotions.
The question is raised, ‘do the psychological states come out of the
sentiments or the sentiments come out of the psychological states ?°
Some are of the view that they arise from their mutual contact, But
Bharata does not accept it because it is apparcnt that the sentiments
(Rasas) arise from the psychological states (bhavas) and not the psy-
chological states from sentiments. To support this argument Bharata
supplies some couplets, The psychological states are so called by
experts in drama, for thzy make one reel (bhavayanti) the sentiments
in connexion with various modes of dramatic representation. Just
as by many articles of various kinds cooked eatable (Vyaiijana)
is brought forth, so the psychological states along with different
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kinds of Histrionic representation will cause the sentiments to be
felt. There can be no sentiment prior to the psychological states
and no psychological states without the sentiments (following it),
and during the Histrionic representation they result from their
interaction. Justas a combination of auxiliary cooked catables,
vegetables and rice imparts good taste to the food (in totality) so
the psychological states and the sentiments cause one another to
manifest themselves (bhavayanti).

Bharata envisages the complete continuity of the poetic
process, beginning with the creative experience of the poet through
the birth of his poem to the aesthetic experience of the reader.

e illustrates this process with the seed-tree-flower-fruit analogy.
Just_ as a tree grows from a seed and flowers and fruits from the
tree, so the sentiments (Rasas) are the source, the rootsof all the
phychological states and likewise the psychological states exist
(as the source of all the sentiments). We may say that the Rasa in
the poet’s heart is the seed which gives birth to the poem (tree).
The aesthetic experience of the reader is the blossoming of this
tree yielding the maximum of pleasure.

Thus, roughly, Sthayibhava or the durable psychological
state in a piece of literature is the basis of Rasa, the essence of
which lies in Asvada. When the Vibhavas, Anubhavas and the
Vyabhicaribhavas unite to awaken the Sthayibhava, it emerges as
Rasa. In order to understand properly the Rasa-Satra and the
process of Rasa realisation, it is necessary to know what is the
exact nature of Sthayibhavas, Vibhavas, Anubhavas and
Vyabhicaribhavas. We will first take them as narrated by Bharata.?

The question arises, why are they called Bhavas ? Is it because
they are present (bhavanti) so are called bhavas or ‘they make
felt’ (bhivayanti) therefore, they are called bhivas. Bharata states
that they are called bhavas because they infuse or make felt the
meanings of the plays, i.e. the Rasas with words, Gestures and
Sattva, ‘Vagangasattvopetankavyarthan bhavayantiti bhavah’.
‘Bhu’ in an instrumental sense meaning bhava as an instrument of
causation as words ‘bhavitam’, ‘Vasitam’, ‘Krtam’ are synonyms.
An expression like ‘O all these things are pervaded (bhavitam)
by one another’s smell or moistened by one another’s juice’ (Rasa)
is current amongst the common people. So it means to cause to
pervade.
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To know the Vibhava, Anubhava, Vyabhicaribhdiva and
Sthayibhava it was necessary to know the sense of the bhava’.
Now we come to the Vibhava. Why is it called Vibhava?
Vibhava is used for the sake of vivid knowledge. Vibhavah,
Karanam, nimittam, Hetu, all these are synonyms. As words,
gestures and representation of the sattva are determined (Vibhav-
yante) by it, it is called Vibhava and ‘Vibhavitam’ conveys the same
sense as ‘Vijaatam’ (vividly known).

How we take the Anubhiva. Why is it called the Anubhava?
It is called Anubhiva because it makes the spectators feel
(anubhavyate) or experience the effect of the Histrionic representa-
tion (abhinaya) by means of words, gestures and the sattva. Thus
psychological states (bhavas) combined with Vibhavas (Determinants)
and Anubhivas (consequents) have been stated. Vibhava and
Anubhiava are well known among the people and as they are
connected with the human nature so their characteristics have
not been discussed. The third constituent mentioned in the Rasa-
siitra of Bharata is ‘Vyabhicarinah’ or Transitory psychological
states.

Bharata mentions thirty three Transitory psychological states
that accompany the Durable psychological states. These thirty
three transitory psychological states are: Nirveda (Discouragement),
Glanih (Weakness), Sankd (apprehension), Asiiya (envy). Madah
(intoxication), Sramah (weariness), Alasyam (indolence), Dainyam
(depression), cinti (anxiety), Mohah (distraction), Smrti (recollec-
tion), Dhrti (contentment), Vriga (shame), Capalata (Inconstancy),
Harsa (joy), Avega (agitation), Jadata (Stupor), Garva (arrogance),
Visada (despair), Autsukyam (impatience), Nidra (sleep), Apasmara
(epilepsy), Suptam (dreaming), Vibodhah (awakening), Amarsah
(Indignation), Avahittha (Dissimulation), Ugrata (cruelty), mati
(assurance), Vyadhi (Sickuness), Unmadah (Insanity), Maranam
(death), Trasah (fright) and Vitarkah (deliberation).

Why are they called Vyabhicarinah? Because with Vi’ and
‘Abhi’ as the prefixes and the root +/ ‘cara’ meaning ‘to go’, ‘to
move’; these move in relation to the sentiments towaids different
kinds of objects, therefore, they are termed ‘Vyabhicirinah.” United
with the words, gestures and sattva they carry to the sentiments in
the production of the play. How do they carry? They are said to
carry, foilowing a popular convention of saying. It does not mean
that they are carried on arms and shoulders, In the view of
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Bharata these thirty three Transitory states are to be produced in
a play by men and women of the superior, middling and inferior
types in conformity with proper place, time and occasion.

Although Bharata has not mentioned Sthiyibhava in his Rasa-
sitra, yet in the instance he makes it clear that only the durable
psychological states attain the state of sentiments. They are the
mainstay of Rasa. Bharata has discussed Rasas and the durable
psychological states separately. In his view the Sthayibhavas are eight
in number viz., Rati (love), Hasah (mirth), Sokah (sorrow): Krodhah
(anger), Utsahah (energy), Bhayam (fear), Jugupsa (disgust) and
Vismayah (wonder).

Besides these, Bharata counts eight Sattvika bhavas also among
the forty nine psychological states, excluding Vibhava and Anubhava
from them. The question arises, why are they called ‘Sattvikas'?
Are other psychological states represented without Sattva? Sattva
in this connection is something originating in mind. The Sattva
is accomplished by concentration of the mind. Its nature
horripilation, tears, loss of colour and the like cannot be mimicked
by an absentminded man. The Sattva is desired in Natya because
of its imitating human nature. In theatrical practice, situations
of happiness as well as misery should so purely accord with the
Sattva behind them that they may appear to be realistic. Hence the
sattva is explained by the fact that tears and horripilation are
respectively to be shown by persons who are not actually sorry or
happy. The eight Sattvika states are: Stambhah (Paralysis),
Svedah (Perspiration), Romafcah (horripilation), Svarabhedah
(change of voice), Vepathuh (Trembling), Vaivarnyam (Change of
colour), Aéru (weeping) and Pralaya (Fainting).

Thus, eight Durable psychological states, thirty three Transi-
tory states and eight Sattvikas, these forty nine psychological
states should be known as capable of drawing forth the sentiment
from the play. Sentiments arise from them when they combine
for a common (Simanya) purpose. The question arises, if the forty
nine psychological states being represented by Vibhava and
Anubhava coming into contact with one another become sentiments
when they combine for a common purpose, how is it that only
durable psychological states are changed into sentiments and
not others. For this Bharata replies that just as among persons
having the same characteristics and similar hands, feet and belly
and celebrity, some due to their birth, manners, learning and skill
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ih

]|]L in arts and crafts attain kingship, while others endowed with an

r' ' inferior intellect become their attendants, in a similar manner,

| Vibhivas, Anubhidvas and Vyabhicirins become dependant on the
, durable psychological states i.e. Sthayibhavas. Being the shelter

f il of others Sthayibhavas become like masters and similarly other
i‘ psychological states (lit. feelings) reduced to subordination like
| attendants become dependant on the durable psychological states
;‘ because of their superior merit. So the sthayins (durable psycho-
! il logical states) become sentiments and the Vyabhicarins act as their
i\ retinue. What is the instance? Just as only a king surrounded
1 by numerous attendants receives this epithet and not any other man,
| be he ever so great, similarly only the Sthayibhava followed by
il Vibhavanubhava and Vyabhicarin receives the name of Rasa
il (sentiment).
il | Abhinavagupta®, the great commentator of Bharata, takes
‘bhava’ to mean mental states. The Vibhavas like seasen, garland
| etc. and the external Anubhavas like tears etc., which are not
i the characteristics of the animates are not included in the ‘Bhava’.
. '\ Abhinavagupta like Bharata includes only Sthayin, Vyabhicarin
I "; and Sattvikas under ‘Bhava’. As the meaning of words (Padas)
and the meaning of sentences and in sentiments, so Abhinava
'!l takes sentiments to be the Arthas of Kavyam because of their
1;‘ unusuality and prominence. These bhivas bring about (Bhavayanti)
’!' the Rasas to the state of enjoyment. First Sthayins etc. are
i realised, then, being universalised they are relished. The words
etc. are their objects. Both the meanings of ‘Bhava’, ‘caused’
“ and ‘pervaded’ are common in practice. Thus Abhinavagupta
I takes Bhava in two senses, one that ‘causes something to be’
| and one ‘that affects’. Abhinavagupta first explains the meaning
‘ i of Bhava in the sense of ‘pervading’. The cloth does not take
i
|

the smell of musk (Kastari) because the quality cannot be
transmitted nor another quality similar to it is born, only the
| musk spreads that fragrance in cloth etc., similar is the case
i with the Representation. Those representations of words etc.,
.|-“ though they seem in the main condition belonging to particular
1, time and place, but the actor is not having those qualities; hence due
!! to absence of false knowledge, leaving their limitations, aside
‘ becoming universalised, affect the spectator like the smell of the

musk. Therefore, they are called bhavas as they pervade the
mind of the spectator, Abhinava has refuted those who accept
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the transitory states of the transitory states. In his opinion only
Sthiayins become Vyabhicarins. First the meaning of bhava was
discussed from the point of view of utility to the poet and the
.actor, Now the meaning of bhava is explained from the spectator’s
point of view. Abhinava interprets that the inner mental state
of the poet, who is expert in delineation, exists in the form
of beginningless and ancient impression and is brought about by
the representation of words, gestures and colour of the face and
also through the means of representation of the Sattva, but which
does not come into being as a result of the worldly objects, when
brought about to the state of enjoyment in the form of universality
caused on account of the absence of difference of place, time etc.,
is bhdva. Now to conclude, these bhiavas present the relishable
psychological states to the intellect of the spectators; even the
representations are made vivid to the mind of the spectators.

Abhinavagupta next explains Vibhivas that permanent and
transitory mental states with their representations of words etc.
come to be known especially by these so these are called Vibhavas.
Representations may be caused by many reasons as for example,
laughter from joy etc., perspiration due to heat, smoke, disease
etc. Vibhavas settle the reasons instantly.

From the commentary of Abhinavagupta, the Abhinavabharati,
it becomes evident that the famous Rasa-Siatra of Bharata was
variously interpreted by later writers in the light of the philosophies
they believed in. Much of the controversy revolved round the
words ‘Samyoga’ and ‘Nispatti’. The three most famous exponents
of Rasa-Sutra of Bharata, coming before Abhinavagupta, have
been mentioned by him as Bhatta Lollata, Sri Sankuka and
Bhattanayaka. He has presented the views of these and their
followers on the realisation of Rasa. So before coming to
his own interpretation it becomes necessary to know something
in brief about the views of exponents of Bharata, earlier to
Abbhinavagupta.

The view of Bhatta Lollata*® etc., as presented by
Abhinavagupta in his Abhinavabhdrati runs thus. There is the
unity of the permanent mental state with the Vibhavas etc., and
the Nispatti of Rasa is there. In that Rasa-Nispatti Vibhava
is the cause of the basic mental state. Anubhavas (consequents
or mimetic changes) which arise out of the fully developed
mental state (Rasa) are not referred to in this context, because
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they are incapable of being counted, as the cause of Rasa and
also because they are the effects of the latter. Anubhavas of the
bhavas (mental states) are only meant here. The Vyabhicarins
(transitory states) being mental states, though not the concomitants
of Sthayin, yet referred to here, are related to the basic mental
state in the form of Vasana. In the instance also cited by Bharata
to support the Rasa Siitra among the various articles of Vyaifijana
etc.. some one is Vasanatmak like Sthayin and the others are
like Vyabhicarins. Therefore, Sthayin—the permanent mental state,
supported and strengthened by the constituents of Vibhava,
Anubhdva and Vyabhicarin etc., in their multiplicity, is Rasa.
But when not developed it is the Sthayin. Bhatta Lollata regards
Rasa belonging to both, i.e. primarily Rasa exists in the character
like Rima etc. which is to be imitated and secondarily in the
actor because of closeness in affinity as the actor with the help of
his training and dramatic environment on the stage, is able to
unify the elements of his experience. So as to produce the
mental construct which corresponds in every way to that of the
original hero. Bhatta Lollata first makes a determined effort to
make clear the implication of the doctrine. But the drawback
in this theory lies in the fact thatit does not take subjective
aspect in its account. While Bharata expressly mentioned that
the spectators get pleasure and satisfaction etc., Bhatta Lollata
has altogether neglected the spectator. Moreover, the actor whose
chief aim is to earn money and please the audience need not
feel at all the emotions of Rama.

The view of Lollata is classed as one of the production
(Utpatti) of sentiment and is regarded as that of the Mimimsa
School: Abhinava® states that this has been the traditional view as
was stated by Dandin in his definition of Alankira (in Kavyadarsa
2.281) ‘Rati becomes Srigara with the union of prominence
of beauty’. °‘Reaching its highest state anger becomes Raudra’ and
S0 on,

According to Abhinavagupta the above view of Bhatta
Lollata has been opposed by Sr1Sankuka.® As presented in Abhinava-
bharati, Sri Sankuka opposed Bhatta Lollata in the following
manner : Bhatta Lollata made the distinction between Rasa and
Sthayibhava and that when developed and strengthened by
Vibhavas, Anubhavas and Vyabhicarins the Sthayibhava becomes
Rasa otherwise in its undeveloped state it is Sthayin. If this is the
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case, then there being not the union of Vibhiva etc. Sthayin will
not be recognised in the absence of Linga (predicate of a proposi-
tion). The mental states in the former condition of without being
united with Vibhavas etc. are known by words only and if Rasa
exists before the union, other characteristics (Laksanas) become
futile. There would be innumerable varieties of Rasa also, there
being innumerable stages in the development like slow, faster,
fastest, medium etc. The comic sentiment will not be limited to
six varieties only. In the ten stages of love there would be innumer-
ability. 1t cannot be held that Sthayin developed becomes Rasa,
because grief is at first intense and then diminishes with the passage
of time, in that case Karuna will have to be rejected. Similarly,
anger of Raudra, Utsaha (belonging to Vira) and Rati (of Srngara)
etc. weakenat the change in the cause of Amarsa, patience and
devotion. Thus the opposite of development is seen.

Sri Sankuka’s own view runs thus in Abhinavabharati. The
Sthayibhava, which is inferred to exist in the actor, by means of
causes termed Vibhavas, effects called Anubhivas, and concomi-
tants termed Vyabhicarins, which are though unreal because of
being acquired through effort and training, but are not thought so;
is an imitation of the Sthayin (i. e. permanent mental stage) of
belonging to the main hero Rama etc. This being the imitation is
called by another name, ‘Rasa’. Thus, his view is regarded as the
Naiyayika view. He propounded the theory of imitation and
inference.

His theory is thus further elaborated. The Vibhavas (serving
as the cause in the experience of Rasa) can be presented through
poetic description, the Anubh@vas through training and practice
(of the actor) and the Vyabhicarins by one’s own unreal past
experiences. But the Sthayin cannot be presented by any of these
means, not even by poetic description. ‘Abhinayanar’ or acting is
the power of making an object cognised, and this is different from
the mere words, the Abhidha sakti. Sri Sankuka noting the
omission of Sthayi in the Sitra of Bharata states that this is the
reason why Sthayin is not mentioned in the Sitra, though it would
have been in a different case. It is cognised by the presentation of
the actor on the stage. Therefore, it is right to say that the basic
emotion like that of love imitated is Srigiara and as Rasa is experi-
enced because of this imitation.

In the case of inference of Rasa from imitative presentation
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on the stage, the form of judgement is ‘that happy Rama is this’
(the actor). This recognition is a qualified perception. This recog-
nition or consciousness is not of certainty nor erroneous, nor
dubious nor a cognition of similarity but the aesthetic recognition
is an unanalysed flood of cognitions of the opposing nature. It
is a unique experience. Consciousness of the imitated arises from
an imitative dramatic presentation, exactly as does that ofa horse
fromn a pictorial or plastic presentation of it.

But the view of Sankuka was also faulty and open to objec-
tion. It was not universally accepted. As presented in Abhinava-
bharati if Sankuka stated that the Rasa is in the form of imitation,
then, is it from the point of spectator’s cognition or actor’s or from
that of the analyst’s analysing Vastu and Vrtta (i. e. dramatic
presentation).

Following the statement of Bharata, it is wrong. Whatever is
directly perceived only that can be imitated. It is worth thinking
what is there in the actor which can be said to be the imitation
of basic mental state. Obviously his body, dress, Anubhavas etc.
cannot be accepted as the imitation of the basic mental state.
Moreover, the basic mental state of love belonging to Rama has not
been seen by anyone, so it becomes wrong to say that the actor
imitates Rama. If it is said that the mental state of the actor him-
self is called ‘Syngara’ being the imitation of Rati and itis felt
through causes like beautiful woman effects like throwing glances
etc.. then it will be a real basic mental state and not the imitation.

The question arises, whether the Vibhavas etc. unreal in the
actor, are accepted as such or not by the spectator. [f they are
taken as unreal how would they help in the cognition of love. The
spectators neither have the perception of similarity nor their
perception is devoid of emotion. Therefore, considering the cogni-
tion of the spectator, it is wrong to say that imitation of the basic
mental state is Rasa.

From the actor’s point of view it is also wrong, because the
actor does not recognise that he imitates the mental state of Rama.
Without being available, the nature of an historic person cannot be
imitated. Nor it is the imitation according to impassioned analyst
of Vastu and Vrtta (i.e. dramatic presentation). Sankuka’s con-
tention also goes against the Sitra of Bharata. Bharata has nowhere
stated that the imitation of the Sthayin is Rasa. Therefore, it
cannot be stated that imitation of bhava is Rasa.
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A third? view about the Realisation of Rasa has been also
presented in Abhinavabharatt, in brief. This view belongs to the
followers of Sankhya philosophy. According to it, the material
constituting Vibhava etc. and having the power of creating
pleasure or pain is external, Rasa consists of pleasure and pain by
nature. In that material Vibhavas occupy the place of basis.
Anubhiva and Vyabhicarins serve as Samskarakas (reformants) and
Sthayins are inner states of pleasure and pain caused by that
material. Exponents of this theory went against Bharata in
accepting sthiayins as Rasa itself, while Bharata stated that Sthiyin
will reach the culmination of Rasa.

Now Abhinavagupta has also presented the view of Bhatta
Nayaka.® Bhatta Niyaka criticized the former views about the
realisation of Rasa. He denied both the Utpatti (Production of
sentiment) and Anumiti (inference) of the sentiment. As presented
in Abhinavabharati, according to Bhatta WNayaka there is neither
the perception or apprehension of the sentiment, nor its revelation
through suggestion (Abhivyakti). Leaving the perception or
apprehension or revelation of sentiment pertaining to other than the
spectator aside, as it is futile not being concerned with the spectator,
he views it from the spectator’s point of view. He rejects the
theory that the dramatic presentation gives rise to emotive experience
in the spectator as related to his individuality, because in that case
sorrow will arouse an unpleasant experience, but that perception is
not right. The Historic characters such as Sitd etc. cannot be the
Vibhivas of his personal experience. The personal emotion cannot
be said to be due to recollection of the object of his own love,
because in that case in gods etc., there will not be capability of
universalisation, and the acts like crossing the sea etc., being
uncommon will not be able to awaken conceptions of acts of our
own. Therefore, the sentiment cannot be apprehended by the
spectator himself.

He also rejects the theory that the cognition of emotion as
presented is due to the inference or verbal presentation, because
there will not be that type of aesthetic experience as it is from the
direct. On the contrary, it will give rise to the feelings of envy,
shame, hatred etc., as such sights do in actual world, and in the
absence of concentration there would not be any aesthetic
experience. Thus rejecting the apprehension of sentiment, he
equally rejects the production of sentiment because the same defects
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are present therein. Nor he accepts it as the revelation of some-
thing existing potentially, because if this were so, there will be
diverse degrees of sentiment depending on their Vibhava etc., and
thus contradicting the sentiment as one.

Bhai_ta Nayaka’s own view is thus presented in Abhinava-
bharati. In the drama the fourfold representation makes the
Vibhivas etc., univeralised and realised. And this is done by a
phenomenon, called the Bhavakatva which is different from the
Abhidha. In Rasa due to its power of uniqueness, Rajas (the
quality of response and desire) and Tamas (the quality of ignorance)
are relegated due to the prominence of Sattva which is denoted by
Druti (melting), Vistara (unfoldment) and Vikasa (expansion). This
Rasa, blissful in its state of rest of the self which is very akin to the
realisation of Brahman, is enjoyed through ‘Bhoga’.

The view of Bhatta Nayaka has been criticized in the Abhinava-
bharat1.® Bhatta Nayaka rejected the perception or apprehension
of sentiment and propounded the Bhoga of sentiment. The
objection is, what type of Bhoga exists in the world besides percep-
tion etc. If the reply is Rasana, i.e. enjoyability, then that is also
perception (Pratipatti). In not accepting either the production or
suggestion the Rasa will be eternal or non-existent, the third state
cannot be there. Moreover, the thing, not cognised is not admitted
in practice. If it is defended that the Rasa is not apprehended like
the external objects, and actually the perception is the enjoyment
of the Rasa and that is in the form of Rati etc. then that may be.
Nevertheless it is not that much only (i.e. not the only defect). In
as much as there are sentiments of the same number would be the
perceptions taking the form by nature of enjoyment. There may
be imagined the innumerability of actions depending upon the
difference of qualities becoming main and subsidiary, so it cannot
be restricted to three actions only i.e. Abhidha, Bhavakatva and
Bhojakatva. In the statement ‘Rasas are realised through Kavya’,
if by ‘Bhavanam’ is meant the aesthetic experience caused by
Vibhavas etc. becoming cognizable, relishable in nature, then it can
be accepted.

Thus, all the previous theories have been rejected by
Abhinavagupta. The question then arises: what is the aesthetic
experience or Rasa? Before going into the details of explanation
of Abhinavagupta, it will not be out of place to look at the con-
tribution made by Bhagta Nayaka., He first recognised the
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universalization of the aesthetic subject and object. He stressed the
relishability of Rasa and established the uniqueness of aesthetic
experience, making it distinct from all other worldly experiences.
He first propounded that in the enjoyment of Rasa, the spectator
becomes de-individualised, and that it was the state of repose in bliss
due to prominence of Sattva. He rejected the theories that Rasa
could be perceived either in oneself or in the actor as something
external.

Abhinavagupta'® states that to know the real meaning of Rasa
the previous theories have not been criticized or rejected but they
have been only improved upon, because in finding fault with a thing
already proved and self-evident, the fault-finder will be to blame,
Now let us consider his own view.

Explaining Bharata and presenting the enjoyment of Rasa,
Abhinavagupta'! has given a detailed analysis of Rasa and its
experience explaining it most psychologically and rationally and also
blending his philosophy in that analysis.

In the beginning of the chapter (vi) Abhinavagupta explains
Natyam because Bharata has discussed Rasas in respect to Natyam,
According to him (Abhinava) Natyam is the sense (Artha) revealed
from the dramas, and some particular kind of poetry. This “Artha’
appears as directly perceived by the means of acting of the actor,
and is experienced because of the fixed concentration of the mind.
Though that Artha (Natyam) is in the form of innumerable
Vibhavas even then because of the fact that all inanimates (Vibhavas
etc.) end in the consciousness, and that consciousness or (Samvidi)
knowledge ends in the Bhokta (human being) and all bhoktas
belong to the principal bhokta (experiences), that artha is the
permanent mental state in npature belonging to the main
experiencer called Hero.

That one mental state, having the worldly songs, music etc.,
and ten Lasyangas and having Guna, Alankara, music, instrumental

_music etc., is thus beautified. And that state, due to the greatness
of poetry and practice by the actors is improved upon. Devoid of
the distinction of belonging to oneself and the other because of
universalisation and making the spectators one with itself and due to
rapport, it becomes unique from the other Pramanas like Anumina,
Agama., Also unique from the experience of yogi and from
indifferent Pramata and Prameya, it is luminous, and due to lack of
limited self-luminosity, is incapable of causing other mental states
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like the love and grief caused by worldly women. That one mental
state because of being experienced by the Vyapara called Rasana
which is characterised by the repose consisting of self-consciousness,
and is without obstacles is called Rasa.

Abhinavagupta accepts Natyam as meaning Rasa, experience
of which may be called the ‘Phala’ (result) of Natya. Therefore,
he says, it was stated by Bharata that nothing proceeds without
Rasa. Abhinava accepts that there is only one main Rasa or
Maharasa in which other Rasas appear as its shades.

In Abhinava’s view the consciousness of the aesthete
(Adhikari) is greater than conveyed by the words of poetry. The
percipient, here, (in the aesthetic experience) possesses the power
of Visualisation, aesthetic susceptibility and pure intellect.
Supporting his statement with an example from the Sakuntalam,
Act I, depicting the fear of the deer he maintains that in the
process, of Rasa, experience following the cognition of the meaning
of the verse the apprehension, which consists of inner visualisation
dawns, inhibiting the elements of time and place and so forth
of the verse. In that consciousness the object deer etc., loses
its individuality and the cause of terror being without any
objective reality, this state is reduced to terror without the barrier
of time and place. This terror, appearing in the consciousness
of the spectator, who is free from all elements of individuality,
and free from all barriers of apprehension, affecting his heart
so as to seem penetrating it and being visualised so asto seem
to be dancing as it were before the eyes, is the suggested
meaning, technically called Bhayanaka Rasa. In that kind of
Bhaya, self is neither very much subdued nor very much conspicuous.
Similar is the case with other sentiments. This universalization
is not limited to one particular being but is all embracing. The
actors etc., support in visualising (terror and trembling) or in bringing
universalisation of object and subject. The universalisation or the
process of commonness becomes strengthened in which the aesthetic
objects and subjects, inhibiting one another become free from the
temporal and spatial limitations. Therefore, the one-centred
social consciousness of all the spectators into one single focus,
very much strengthens the aesthetic experience, because mental
communication is there of the innate emotion (Vasani) of all
the hearts having those innate emotions. That consciousness is
free from all limitations and barriers. And that is Camatkara
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and the change like trembling horripilation etc., caused by that
is also Camatkira. Not being disturbed by discontent, that is
called Bhogiveéa or full enjoyment. Camatkara is an activity
of the subject which has not merged into the ‘spanda’ and is
essentially a wonderful enjoyment. This Camatkara consists in
the action of the experiencer on attaining to an enjoyable
experience. Its technical implication Camatkara is nothing but
perfect self-consciousness and this, luminous in nature, is mental
awareness (Adhyavasaya) or revived state. This conscious state
(in which only the innate Vasana like Rati is felt) free from
individuality and other distinguishing elements, becoming relishable
is neither the experience of ordinary life, nor is illusive nor
something supernatural nor worldly like. So ‘bhava’, which
figures in the consciousness of the spectator free from all
impediments is Rasa.

In that Rasa-process Vibh va etc., cause the impediments
to disappear. The obstacles or impediments in the aesthetic
consciousness are : inability to get at the meaning impossibility,
subjective and objective limitations of time and space, influence
of personal joys and sorrows, lack of sufficient stimulus, lack
of clarity, subordination and dubiousness of presentation. The
first arises from the idea of the impossibility of the presented.
To get over this, two things are necessary: (i) rapport of the
heart, and the susceptibility (Sahrdayatva) on the subjective side,
(ii) the presentation of a well known event in the case of social
drama and in that of the transcendental, the name of a person
whose historic reality has taken decp root in the hearts of those
who are seeing the presentation, because of persistence of
the tradition.

The dramatic technique (followed in the presentation of the
introductory scene that introduces the actor and conceals his
identity with suitable dress etc. also fits in with the historic
personality) together with music etc., described by Muni Bharata is
the means of universalizing the presentation etc.

The influence, of personal joys and sorrows is overcome by
the process of universalisation and music. By the influence of
music and beautified stage etc. even the spectator who is not
sympathetic is made susceptible. The other two impediments, lack of
clarity and insufficient stimulus are overcome by the acting which
has the stimulating effect as that of being directly present, which
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is different from the inferential signs or linguistic symbols. Mind
or consciousness does not get rest in the subordinate state, it
naturally runs towards the principal to get that satisfaction full of
repose. For this reason, the inanimate Vibhavas and Anubhavas
and the transitory states, which are though psychological states, yet
are made subordinate as they need others and are thus dependant.
Only the permanent mental state (Sthayin) is made the basis of
enjoyment and contemplation (Carvana Patram). Among them
only some feelings are dominant which are related to human object
of life. For example love (Rati), anger (Krodha), energy (Utsdha)
and peace (Nirveda) caused by knowledge are dominant, though
there is subordination among them also, yet in their respective forms
of Riipaka, they become prominent.

Abhinavagupta accepts all the Rasas as blissful, because self
consciousness is luminous, and the light of the Absolute—the
consciousness of the self is perfect Bliss or Ananda. In conscious-
ness of the pathos focused, the mind gets restful satisfaction as
that restful state is free from impediments.

Abhinava attributes permanence to these states only, because
with his birth, the human being is encircled by these feelings only.
Abhinava accepts these innate tendencies present in every human
being.

Then Abhinava notices the difference between the Sthayibhava
and the Vyabhicaribhava as both are psychological states. The
transitory states, i.e. the mental states like glani etc. in the absence of
proper stimulus (Vibhavas) are not recognised, they arise because
of Vibhava and decline when the cause is destroyed and do not leave
their residual traces in the individual concerned. On the other hand
the permanent states like Utsaha (energy) etc., after performing their
needful even when relegated to subconscious and becoming destroyed
like, leave their residual traces. The Vyabhicarins are intertwined
in the permanent mental state and thus rising and falling, attain
variation. Not interposing their residual trace in that permanent
state and taking on the benefits accrued by that state, beautify
themselves and the permanent mental state. They give the permanent
mental state, an opportunity to shine in between, yet appear to
be making it varied with the transitory states coming before and
after it. Because of all persons being possessed of innate tendencies,
the permanent mental states do not become inexistent in the absence

e e,y
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of Vibhavas, while Vyabhicirins cannot exist in the absence of
their Vibhavas.

Among the constituents of Rasa Anubhavas, Vibhava and
Vyabhicarins are not fixed to particular Sthayins (permanent mental
state) because tears etc., may arise from happiness, disease of the
eyes etc., and lion etc. may cause anger or fear; anxiety, tiredness
etc. may accompany enthusiasm, fear etc. To obviate the
dubiousness, their Samyoga (configuration) is spoken of and so in
Rasa the Vibhava, Anubhava and transitory states arc presented
together.

Abhinavagupta holds Rasa to be unique from the Sthayin and
this Rasa is taken to the transcendental level consisting of identi-
fication free from all impediments. It is not something existent
but present at the time of relishing. It is presented in the mind
of the spectator through the medium of determinants, consequents
etc. which have gained proper combination or relation or concen-
tration in the mind of the spectator. They are termed Vibhava etc.
because they have crossed the worldly level of cause etc, and so
have become transcendental. The percipients of Rasa are those
who are clever in inferenge of the permanent mental state of them-
selves and others, by means of cause, effect and concomitants in the
world. Abhinava refutes the view of $risankuka etc. who held
that permanent mental state, inferred from Vibhdva etc. is called
Rasa because being relished. Cognition of permanent mental
state is only inferred but not Rasa and for this reason Bharata
has not mentioned Sthayin in his Sutra. Only keeping in view
the propriety, it is said that Sthayin has become Rasa (Sthayi
Rasibhiita).

Abhinava maintains the relish of Rasa or aesthetic experience
to be transcendental, consisting of Camatkara in itself and unique
from the rememberence, inference, and worldly consciousness.
He does not regard Vibhava etc. as the causes of production of
Rasa, because even in the absence of their knowledge, the Rasa will
be possible. Nor they are the causes of imparting knowledge
that they may be regarded as proofs because Rasa does not exist
before as something concrete already present. This use of Vibhava
etc. that are useful for the Carvani of Rasa is transcendental which
cannot be properly explained in worldly language. He next tries
to explain what is meant by Nispatti in the Satra of Bharata.
Abhinavagupta holds that Nispatti is spoken of the Rasang (relish)
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which is the object of it, and if by the production of the
aesthetic object (relish of the Rasa) the Nispatti of Rasa
which depends upon tbe relish only is spoken of, then there is no
fault. Thus the Rasana (relish including contemplation) is neither
the act of Pram@nas nor that of Karakas; neither it is unreal being
proved by the self-consciousness. It consists of consciousness or
it is cognitive but different from other cognitions. Therefore, the
meaning of Siitra will be; as Rasana (relish) is achieved because of
the union of Vibhava etc., so comparable to that kind of Rasana
is the transcendental ‘Artha’ i.e. ‘Rasa’.

To sum up the aforesaid ideas of Abhinava, the conscious-
ness (Buddhi) of the actor is enveloped by external looks and
paraphernalia. In him the aesthete’s consciousness of the historic
person is not satisfied because of the residual traces of previous
deep-rooted perception. For that, limits of time and place are
overcome; the external physical changes like horripilation etc. lead
to Rati by the freedom from time and place. In that perception
one’s self becomes involved because of being inhabited with Vasana.
Hence the perception of Rati is not through detachment, nor due to
definite cause, nor due to limited object belonging to another; there-
fore, the feelings like grief, jealousy, anger etc. do not arise.
Universalised perception of Rati, visualised through one’s own
consciousness is Srngiara. Universalisation comes through Vibhava
etc. Therefore, the cognition is this much ‘Rama’, not ‘this is
Rama’ or someone else. Dramatic presentation makes the
unimaginative persons imaginative by presenting and visualising
clearly the poet’s imagination.

Till now Abhinava has explained the Rasa-Sitra from his own
stand-point. Now he comes to the instance given by Bharata.
We have already stated Bharata’s instance before, and in that
instance Bharata stated that the durable mental states though
combined with many states become Rasa.

Abhinava!® takes ‘Sadava’ to denote a Rasa (relish), unique
from the famous six tastes known as sweet, sour etc., either
individually or unitedly. Therefore, as many objects are made
relishable having that unique ‘Sidava’ Rasa, in the same manner,
durable psychological states, in comparison to wordly transitory
feelings, by means of many kinds of Vibhavas, become visualized-
like and achieve to the state of enjoyment which consists solely of
relish,
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In the instance, in the worldly Rasa ‘Sadava’, water is
mainly expressive of Rasa and so taking itto be Vyaijana, it
may be taken as Vibhava and the spices are like Anubhivas,
articles such as ‘guda’ etc. are like transitory states. Here the
Rasa ‘Sidava’ should be regarded as produced by Vibhava etc.
and the ‘“Anna’ should not be imagined. Deviating from Bharata
Abhinavagupta maintains that as in the siitra the mention of
Sthayin has been omitted and only the Vibhava, Anubhava and
Vyabhiciarins have been mentioned, similarly in the instance,
it is proper to take those three only.

In the process of enjoyment of Rasa, ‘Yatha, Tatha’ have been
used by Bharata to show the similarity of enjoyment. The similarity
of aesthetic object, aesthete and of result (phala) i.e. of aesthetic
experience is shown.

As there is relishability in the object i.e. in the well-cooked
food, similarly there is relishability in the Rasa called by Sthayin.
This capacity of enjoying is found in the aesthete who is concen-
trated in mind, similar is the case with the spectator of drama who
is concentrated in mind and who has become one with that. The
knowledge of Dharma etc. which mainly consists of pleasure, can be
resembled as the phala of enjoyment. Therefore, the enjoyment
of Rasa is established by the similarity of object, subject and phala.

Abhinava refutes those who take ‘ di’ in the compound
‘Harsadin’ to include grief and the like., In his view, Natyam
has only one effect (phala) and that is joy, not sorrow.

Abhinava maintains that ‘Asviadana’ is not just the enjoyment,
the act of tongue, but in the enjoyment mental involvement or
enjoyment is more important and mental enjoyment in the Aesthetic
experience is undisturbed, because of the removal of all limitations,
objective or subjective.

In his opinion, seat of Rasa is not in the actor. The question
then arises as to where is it ? He states that it has already been
indicated that Rasa is not restricted by the differences of place,
time and aesthete (Pramatr), what is the importance of actor then ?
The Actor serves as the means of relish (Asvadana), therefore, he
is termed Patra, a receptacle.

Abhinava affirms his own view as stated before that perception
(samvedanam)—sum of Ananda (bliss)—is enjoyed. There is no
place for sorrow; only in beautifying that one consciousness of
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bliss, there is the employment of Vasana like rati, grief etc.,
and to arouse that representation and anubhdva etc. are
employed.

Bharata mentioned the three questions about the relation of
psychological states and the sentiments. He accepted that the
sentiments come out of the psychological states, not the psycholo-
gical states from the sentiments, Abhinavagupta'® agrees with
Bharata, showing the falsehood of arguments of Bhatta Lollata
and Sankuka etc. He also maintains that Rasa arises from bhavas,
being realised from the combination of Vibhava etc. It becomes
established that in the representation making aesthetic experience
visualised and being helpful in that, the states are termed as Vibhava
etc. and therefore, their mutual dependance is not a fault. Through
psychological states, Rasa is experienced and by the Rasa its means
of realisation are termed as Vibhava etc. To remove the doubt,
namely, if the psychological states cause Rasa why are not they
discussed before and why is it ‘said no meaning proceeds without
Rasa’ ? Abhinava explains that as seed is the basis of tree,
similarly, are the sentiments, because the knowledge comes by its
perception which is pleasing. The action of the actor is based on
the universalised perception of the poet, and that universalised
perception of the poet is actually the Rasa. In the spectator,
affected by that consciousness, knowledge of Vibhava etc. dawns
afterwards on him in the drama and poetry and in his intellect.
The poet is like the spectator, and from that seed (the sentiment of
the poet) Kavyam arises like the tree and the actions are representa-
tions of the actor etc. are like the flowers. Enjoyment of Rasa by
the spectator is like the phala (fruit). Thus all the three relations
have been accepted somehow or other. After viewing the view of
Abhinavagupta, let us examine the views of Dhanaijaya and
Dhanika also.

Bharata distinguished between Rasa (sentiment) and the
Durable mental state (Sthayin). He discussed eight Rasas and eight
Durable mental states separately in his N.S. He also omitted
mention of Sthayin in his Rasa-siitra but in the instance following,
he asserted that only Sthayins attain the state of Rasa and in the
discussion of psychological states, Bharata elaborated how these
Durable mental states attain ‘Rasatva’ and in his view they occupy
the position of kings or masters or the Guru.

According to Dhanafjaya'* the Durable mental state, when
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brought to the level of enjoyment by means of Vibhava (deter-
minants), Anubhava (consequents), Sattvikas, (the involuntary states) -
and Vyabhicarins (transitory states), is called Rasa.

Dhanika'® agrees with Abhinava in regarding permanent
mental state to be present in the spectator or the hearer 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 consciousness
of perfect bliss. He also agrees with Abhinava in regarding Rasa
to be consisting of perfect Bliss. But the difference is, while
Abhinava does not regard Sthayin as Rasa, but the realisation of
the state produced by the combination of Vibhava etc. removing
all the barriers; according to Dhanaijaya and Dhanika the trans-
formed state of Sthayin, brought to the point of enjoyment through
Vibhiva etc. may be called Rasa. 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 consciousness.
In regarding audience as the percipients of Rasa, he agrees with
Bharata. Dhanafijaya, next, defines the terms Vibhava etc,,
through means of which the Sthayin achieves the state of Rasa.

Dhanaiijaya states that among these, a Vibhava (determinant)
is that which causes the development of the states by its being
recognised. Vibhavas (determinants) are of two kinds, being
divided into Alambana Vibhava (fundamental determinants) and
Uddipana Vibhava (Excitant determinants). In the basic sense
of Vibhava, Dhanafijaya does not differ from Bharata, because he
also has taken it to mean—as the cause of knowledge or perception.
But Bharata has nowhere classified Vibhava as Alambana or
Uddipana. The tradition must have started later on. Though
Abhinavagupta did not classify Vibhavas like Dhanaiijaya, yet he
accepted innumerability of Vibhavas. We may put this classifica-
tion of Vibhava in this way also : Vibhavas are the stimuli that
activate an emotion. These stimuli are of two kinds—human and
environmental. Alambana Vibhava (the basic stimulus) is the
object which is responsible for activating the dormant emotion and
Uddipana Vibhavas are so called because they help enhance the
emotive effect of the focal point.

In the view of Dhanika ‘Thus he’, ‘Thus she’ thus described
hyperbolically in poetry, known or recognised due to its special
form, the Alambana Vibhavas (fundamental determinants) are the
hero and the other characters of the drama. The Uddipana Vibhavas
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!| (the excitant determinants) are the circumstances of time and place.
l The Vibhavas do not require external sattva or physical presence
(concrete existence). They become known by the words only used
! l in the drama and are universalised in form becoming recognised
! 1\ (Vibhavita) in accordance to their respective Rasas. Revolving
] ‘ ‘ in the heart of the aesthete as directly known are called as Alam-
{ bana and Uddipana Vibhivas. So absence of presence (Vastusin-
“ yati) cannot be accepted in them. Dhanika like Abhinava, regards
1 Vibhavas of the poetry to be universalised. But while Abhinava-
' gupta has regarded Vibhava as transcendental in poetry or drama,
il in Dhanika’s view they so revolve in the mind of the spectator as
| if he is directly visualising them. Dhanafijaya defines Anubhava
| il that it is an external manifestation that serves to indicate a feeling.
il Dhanika explains that Anubhavas make the permanent states
il | felt to the spectators, and throwing of glances etc. strengthen the |
:i‘ " Rasa, so they are called Anubhavas. They suggest and indicate
‘ the effect wrought upon the characters after the emotions have
il been evoked. Anubhavas communicate to the audience and specta-
il tors the emotion being experienced by the characters. He further
‘ | states that the external manifestation of the feeling indicates it;
: thus Anubhiva has been defined in view to worldly sentiment, in
il poetry and drama they serve as cause or Karana because they
| strengthen the sentiment. Bharata, on the other hand, defined
. Anubhzva as that which makes the spectators feel or experience
i the effect by Abhinaya, by means of words, gestures and sattva.
! He also said that Artha, i. e. Rasa is made experienceable through
_. three kinds of representation with all its branches. So Dhananjaya
i I L ‘and Dhanika cannot be said to be deviating from Bharata. Dhanafi-
jaya and Dhanika also, like Bharata, do not give their separate
_llU|| { characteristics as they may be known from the practical life, and in
il their view they serve as cause (hetu) and effect (Karya) in the
it | | worldly sentimeat but not so in the poetry or drama.
) i' Dhanafjaya and Dhanika next define Bhava (an emotion,
\I i”| I‘»‘- feeling or psychological state). In the words of Dhanaiijaya Bhava
i | (a state), which is brought about by emotional states such as
i pleasure and pain, is the realisation of such states. Dhanika’s
w explanation of Dhanafijaya’s definition which is not very clear is
[‘ more in accordance with Bharata’s discussion of Bhava. Dhanika
I

states that through the emotions in the form of pleasure or pain,
described in the character (Anukarya), pervasion of the aesthete’s
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heart with that emotion is called Bhava. In other words, the heart
or mind of the person of taste becomes affected or pervaded with
the very emotion of the hero or other historic person described so.
To support his statement Dhanika quotes Bharata also. Dhanika’s
own explanation is given keeping the spectator in view. He states
that the definitions of Bhava given by Bharata as ‘Rasan bhavayan
bhiavah’ and ‘Kaverantargatam Bhdvam bhavayan bhavah’, are to
denote its causation in drama and poetry. Dhanika includes the
Durable mental states and Transitory mental states in Bhava.

In the view of Dhanafijaya, Sattvika bhdvas (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 attunement 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 horripilation etc. iscaused. Being
caused by Bhivas, tears etc. are also called Bhdvas and they are
Anubhavas because of being manifestations of feeling indicating
it. Thus, Dhanafijaya and Dhanika agree with Bharata in the
mention of eight Sattvikas and the definition of Sattvika.

Dhanaiijaya defines ‘Vyabhicarinah’ as 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.
He does not deviate very much from Bharata. He just differs
in the explanation of the prefix “Vi’. Dhanafijaya and Dhanika
also accept them as thirty three.

As stated earlier, the Durable mental state (Sthayin) brought
to the level of relish is called Rasa, so in the constituents of Rasa,
it is very important.

Dhanafijaya deviates from Bharata in defining Sthayibhava.
In his view Sthayin (a permanent state), the source of delight,
is one which is not interfered with by other psychological states
whether consistent (with it) or inconsistent, but which brings the
others into harmony with itself. Dhanafijaya gives its simile
with Lavanakar, Dhanika illustrates it further. In his view
contradiction may be of two kind$; Sahanavasth nam, 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 contradiction
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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 dominant state of love,
is evident to all the aesthetes because of their self perception;
as it is evident to self-consciousness, 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 contradiction is the interference
by other states, but this contradiction is also not present, because
the consistent transitory states of the permanent states are not
against it and they are subservient. Whatever is against the
principal cannot be subsidiary, and thus the contradiction of
contradictory permanent states can be removed.

Like Bharata, Dhanafijaya also accepts only eight permanent
states. Though according to him some accept Sama also but
there is no development of it in drama.

Although Dhanafijaya has not done so, Dhanika'® discusses
the relation of these permanent states with the ‘Kavyam’. First
he has forwarded the v.iew of Dhvanivadins and then given his
own view. Followers of Dhvani school do not accept the
‘Vacyavacaka bhava’, i.e., they do not accept that Rasa is
to be spoken. They do not accept that Rasa is conveyed through
literal power of the word because the sentiments or permanent
states are not spoken by the words like, Rati, Sragara etc. in the
plays having that sentiment or state. Nor it is the relation of
Laksya and Laksaka (connection of the indicator and indicated).
Giving the arguments that if the cognition would have been
through words, then the persons who are not aesthetes would
also experience sentiment. Not accepting it as something imaginary,
some invent the suggestive power of language, different from
Abhidha, Laksani and Gauni. They maintain the sentiment
everywhere to be ‘Vyangya’, i.e. indicated or suggested. According
to them, where suggestiveness is mainly perceived that is Dhvani,
at other places suggestiveness is relegated to subdued position.

Dhanaijaya states that just as a verb, whether to be spoken or
(merely) present in the mind, according to the matters under
discussion, when combined with the nouns relating to it, (Karaka)
is the essence of a sentence, so a Durable psychological state
(Sthayin), when combined with the other states, is the essence
of a play. Dhanika explains that as the verb is developed by
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Karakas, similarly, in plays or poetic works, somewhere denoted
by words and somewhere because of the context or because of the
relation with definite Vibhava etc., revolving in the heart of
the Bhivaka (contemplator) as directly evident, the permanent
state Rati etc. through the combination of its accordant Anubhava,
Vibhava and Vyabhicarin, is recognised from those words,
through the tradition of Samskara; is brought to its highest
culmination and is the essence of the play. In other words it is
‘Vakyarthah’. Here Dhanika agrees with Abhinava.

Tt should not be stated that Rati etc. which are not conveyed
by words cannot be ‘Vakyarthah’, because according to Dhanika
the ‘Tatparya’ power of word pertains up to the end till the Karya
is accomplished, i e. up to the realisation of Rasa.

In his view, the aim or Karya of the drama is to arouse the
self-Bliss and this arousal of self-Bliss is caused by the permanent
state accompanied with its Vibhava etc., therefore, the ‘Tatparya’
power of Vikya, motivated by the sentiments with the help of
Vibhava etc. needed for its aim, is brought to its culmination
and there (in the drama), Vibhava etc. are like the meanings
of Padas, and the permanent states Rati etc. associated with
them are like the meaning of the sentence. The simple thing
is that permanent mental state is the essence of the play. Dhanika
accepts that Rasas are to be relished (Bhavya), experienced and
the drama or poetry is the medium (Bhavaka) that makes it
relishable; poetry or drama (Kdvya) makes Rasas, already present
in the form of material cause, to be experienced in the aesthetes
by means of the particular Vibhava etc. If doubt is raised how
the Sthayin etc. can be known from the phrases not related
with it ? For that Dhanika answers that as in the practical life
Rati etc. is seen in the youths having that type of actions, similarly,
in the drama (Kavya) it being so described the cognition of Rati
etc, is Laksanika through the words denoting those actions.

Here, Dhanika does not differ much from Abhinavagupta,
because the latter has also regarded that Rati etc. are cognised
through inference by the experts on the basis of worldly love.
But the basic difference between the two is that Abhinavagupta
accepted Sthayins Rati etc. as the residual traces present in
the form of Vasana, and accepted Rasa as the perfect Bliss,
realised through Vibhava etc. and quite different from Sthayins
which are already present before. But Rasa is not present before,
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it is the act of relishing. On the other hand, Dhananjaya and
Dhanika do not differentiate between Rasas and Sthayins, though
they also accept Rasa to be self-bliss, not denoted by words but
realised through Vibhava etc. Now Dhanafjaya' gives his own view
regarding the seat of Rasa. Dhanafijaya asserts that the very dominant
emotion or permanent mental state becomes sentiment (Rasa) because
it is enjoyed by the spectator of taste (Rasika) and because he is actu-
ally at present in existence. It becomes sentiment from the spectator’s
own capacity for being pleased and his attitude. Itis not located
in the hero or the character to be imitated, for he belongs to
the past nor does it appertain to the poem or work, for that is
not the object of the poem, as its function is to set out the
determinants etc., through which the dominant emotion is brought
out and to generate the sentiment. Nor is sentiment the apprehension
of emotions, since in that case the spectators would feel not
sentiment but an emotion varying in different individuals according
to their nature like shame, envy, desire or aversion as they do
in the real life seeing a pair in union.

Dhanika'® supporting the statement of Dhanafijaya further
adds that although some may querry that though not present but
historic characters appear as present. In his own view, it is desired
that Rama etc. in the form of Vibhavas appear so. Moreover,
poets do not write their works to produce Rasa in Rama etc., they
write, rather, to please persons of taste and that is perceivable by
all the aesthetes due to their own capacity. Dhanafjaya and
Dhanika next discuss as what is the Vibhava of sentiments of the
spectators, and how Sita etc. are consistent as Vibhavas.

Dhanaiijaya'? states that Rama etc., the characters, are the
exhibitors of the states (Avasthas) known as self-controlled and
exalted etc. and they arouse permanent states like Rati etc. which
are present in the spectator and these are enjoyed by the persons of
taste. Dhanika®® like Abhinavagupta says that the poets do not
describe these states like the Yogis or as is done in history etc.
They illustrate those stages, which they saw in their benefactor, in
their universalised form, common to all which they have visualised
in their minds. Sua etc. casting their individual characteristics
aside, become the causes (Vibhavas) of Rasa in their universalised
form.

As the children playing with clay-elephants and other toys
taking them as real experience their own energy as pleasant, the
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deeds of Arjuna etc. arouse a like feeling in the spectators’ minds,
i.e., their own imaginative effort or joy is what causes pleasure to
the audience through the enactment of the parts of Arjuna and
other characters. In the view of Dhanika, in the Rasa enjoyed
by the spectator from a play, the use of Vibhava etc. like the
woman etc. is not akin to the worldly sentiment of Sragara etc.
Like Abhinava he also maintains the uniqueness of Nitya-Rasa
from the worldly Rasas. Contrary to Abhinavagupta in the view
of Dhanafijaya and Dhanika, enjoyment on the part of an actor
in the status of a spectator through his realizing the meaning
of the work he is presenting, is not precluded.

As presented in Abhinavabharati, Bhatta Nayaka accepted
the three stages of mind—Druti (melting), Vikasa (unfolding) and
Vistara (expansion). Dhanaifijaya and Dhanika accept four stages,
including K sobha (agitation) also.

In Dhanafijaya’s view ‘Svada’ of the aesthetic enjoyment
is a manifestation of that joy which is innate as the true nature
of the self. Dhanika makes it more lucid that in the manifestation
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
dominant emotion and the determinants etc. in combination, the
distinction of individuality and objectivity is annihilated, and though
that experience is being universalised because of being caused by
fixed Vibhava etc., yet there are four kinds of stages of the
heart. Thus, we do not find much difference in the views of
Dhanika and Abhinavagupta about the Realisation of Rasa
(sentiment) or the aesthetic experience. We have seen that
Abhinavagupta also accepts Sthayin as the object of relish. Both
Dhanika and Abhinavagupta accept the perfect Bliss of one’s own
self as the Realisation of Rasa (of Rasasvada). Both acknowledge
the utility of Vibhdva etc. in bringing out this Rasa realisation
in the spectator. Both agree that only an aesthete can relish
Rasa. Both have accepted the process of universalisation propounded
by Bhatta Nayaka. The only important difference is that while
Dhanafijaya and Dhanika take Rasa asthe Sth yin (permanent
state) transformed into consciousaess of Bliss through combination
of Vibhava, Anubhava etc., Abhinavagupta accepts Rasa as unique
from Sthiayin and not present before while the permanent states
already exist in all aesthetes in their Visana form. Abhinavagupta
gives a more philosophical touch to the state of experiencing Rasa.
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Thus, from all the foregoing discussion we may conclude
that according to Bharata, Abhinavagupta, Dhanaijaya and Dhanika
it becomes evident that sentiments or, rather Rasa, is enjoyed by
the spectators who are cultured and aesthetes. Durable psychologi-
cal states or Sthayins are transformed into Rasa and they are
called Rasa when they are brought to the level of enjoyment in
combination with their Vibhavas, Anubhévas and Vyabhicarins. Rasa
is not something created from concrete objects, but it is the Bliss
of one’s own consciousness. In the enjoyment of Rasa both the
subject (i.e. person of taste) and object (i.e. Vibhava etc.) are
de-individualised, and in their universalised form limitations of
time and place disappear. In the process of Rasa-realisation, the
spectator identifies himself with the character of the drama and
passes through the same situations and trials in his contemplation
and imagination as the hero passes through. The aesthetic
experience achieved from ‘Kavyam’ (drama and poetry) is unique
from all other evidences and experiences whether worldly or the
mystical. Aesthetic experience or enjoyment of Rasa is a single,
ineffable, transcendental joy of the self. It becomes Rasa when
the combination of Vibhavas, Anubhavas and Vyabhicarins take
place. To a simple statement of Bharata theoreticians gave
different interpretations colouring it with their own philosophies.
Bharata considered Rasa from the spectator’s point of view and
also from the dramatist’s or the actor’s point of view. Actor
helps in visualising the Rasa and Vibhivas etc., Vibhava and
Anubhiva etc. are the means in the arousal of sentiment. Vibhava
has been translated as determinant, emotive situation, stimulus;
Anubhiva as mimetic changes, consequents; Vyabhicarins as the
transitory states or emotions and Sthayins as the durable psychologi-
cal state, permanent mental state, basic emotion, basic feeling
etc. Rasa is the essence of any play and it is the pleasure that
we get either from reading or hearing it or seeing it enacted.
The realisation of Rasa is a complicated psychological process
in which the whole Self of the audience is involved. The constituents
of Rasa-configuration are—Vibhavas, Anubhavas and Vyabhicarins.
The Vyabhicarins are transient, they rise and fall in relation to
Sthayin. The Sthayin is compared to a thread in the garland and
the Vyabhicarins as the flowers or varied precious stones tied in that
thread. Rasa is existent as it is experienced by all the aesthetes. Tt
is a contemplative creative experience and not a running amuck of
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emotion. But it cannot be compared to the joy of ‘Para-Brahman’
as mentioned in Ved nta, because in the joy felt in the
contemplation of Brahman no emotion remains, earthly barriers
break. While in the experience of Rasa emotions remain in
their residual form and so the enjoyment of different sentiments
becomes possible. OFf course the feeling in the Realisation of
Rasa is one that of joy and Bliss.

PART II

RASA (SENTIMENT)

In the previous chapter, the theory of Rasa has been discussed
mainly taking its culmination, now, we propose to discuss the
pumber of Rasas.

On the basis of eight Durable mental states, Bharata, in
the very beginning of his Rasa chapter mentions only eight Natya-
Rasas, sanctifying them with the authority of Brahma.

Bharata®! states that the eight Rasas (sentiments) recognised
in drama are: Sragara (Erotic), Hasya (comic), Karuna (Pathetic),
Raudra (Furious), Vira (Heroic), Bhayanaka (Terrible), Bibhatsa
(Odious) and Adbhuta (Marvellous)

It becomes evident here, that Bharata talks of Rasa in
relation to drama, and in the drama he accepts only eight Rasas.

These Rasas, eight in number, prevailed** upto the time of
Bh maha and Dandin. Kalidasa®® also accepted only eight Rasas
as becomes clear from his verse in the Vikramorvadiyam. Later,
upto the time of Abhinavagupta, Santa Rasa has gained ground
and so he defends it in his Abhinavabharati which we will see later
in our discussion. The number of Rasas was not restricted to
eight only. The traditional view of eight Rasas was challenged and
questioned and dramaturgists differed in their views about the
number of Rasas, The conception about the number of Rasas
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underwent a change, because Bharata’s view about the number of
Rasas was traditional and based on the predominance of the
Durable psychological states which were accompanied by many
transitory states. As psychological state (Bhava) was generalised,
the critics thought that any mental state could be nourished into a
Rasa (sentiment) when accompanied with its proper accessories.
Therefore, the innumerability of Rasas was accepted. But whatever
view was held, eight Rasas enumerated by Bharata were accepted
unquestioningly by all. Most of the later writers accepted Santa
Rasa in one respect or another.

Abhinavagupta’ was a philosopher and a psychologist. He
favoured oneness of Rasa. He also accepted Rasa as the conscious-
ness of perfect Bliss and in his view Love, Grief etc. act in beautify-
ing it.

Dhanafjaya® 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), Vistira (expansion),
Ksobha (agitation) and Viksepa (movement to and fro of the mind)
in the enjoyment of sentiment.

Now let us view the problem about the number of Rasas.
Bharata®® accepts four primary Rasas and the other four dependant
upon them. In his view among these eight sentiments, the original
sentiments are four which are the sources of other sentiments, 1€y
there are four primary Rasas which become causes in the production
of other Rasas. These four primary Rasas are Srngira, Raudra,
Vira and Bibhatsa. Bharata appears to be right in his conception
of four original Rasas, because these four Rasas are based on the
most dominant mental states of human nature. Generally, all human
beings are possessed of Love (Kima), Anger (Krodha), Energy
(Utsaha) and Detachment (Nirveda). In the scriptures, the man is
advised to overcome his tendencies of Kama, Krodha and Mobha.
The emotions of love and anger give rise to other emotions.
Moreover, although Bharata is concerned with the spectator, yet
he views Rasa objectively as depicted in the drama. No incongruity
appears in his statements with his previous statement where he has
narrated that cultured spectators enjoy permanent mental states
expressed through the representation of many emotions through
words, gestures and Sattva and they get pleasure etc. The pada
‘Harsidin’ may be taken to mean pleasure, grief, anger etc., though
Abhinava®? has refuted this. Bharata®® further mentions that Hasya
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(the comic) arises from Srigira, Karuna (the pathetic) from Raudra
(the furious). Adbhuta (the Marvellous) from Vira (the Heroic) and
Bhayanaka (the Terrible) from Bibhatsa (the Odious).

A mimicry (Anukrti) of the Erotic is called the comic, and the
object (Karma) of the Furious should be known as the Pathetic, the
object (Karma) of the Heroic is called Adbhuta and the sight
(Daréana) of the Odious should be known as Terrible. In other
words it may be said that imitation of Srngira (Love) causes
laughter or may give rise to Hasya, the performance of Raudra
would give rise to Karuna in the adverse side, the performance of
the Vira would automatically cause wonder and seeing of the odious,
would arouse the feeling of fear.

The real problem comes about the view of Abhinavagupta.®?
As we have stated before, Abhinavagupta accepts all Rasas to be
pleasant and the feeling in all sentiments is that of perfect joy.
How can then the four original states give rise to other states ?
From the spectator’s point of view, if cannot be held that Raudra
will give rise to Karuna in the heart of the spectator. That may be
the case in regard to characters depicted in the drama. When the
spectator is enjoying Raudra and his personality is merged into that
type of pleasure, how the enjoyment of Raudra will result or cause
the Karuna Rasa ? Let us look into the interpretation of Abhinava-
gupta, offered to these statements of Bharata in his Abhinavabhirati.
In the view of Abhinava™ in the arousal (Utpatti) of sentiments,
four are the hetus, i.e. the indicaters. The possible kinds of
sentiments to be produced and productive are indicated by the four,
enumerated further. How can another sentiment arise due to its
semblance or its mimicry (anukrti) is indicated by Srngira, because
from the semblance of Vibhavua, Anubhava and Vyabhicirin the
cognition is that of the semblance of Rati and not of actual Rati.
Therefore, consisting of the resemblance or Carvana, there is the
semblance of Spngara, not the real Srngara. Here the love presented
in a person, unbecoming of the man due to unequality of age,
physical beauty, social status etc. is just a transitory mental state
and not the permanent mental state. It appears to be very much
like the basic mental state and so the semblance of Vibhava etc. The
improper Vibhavas, Anubhavas and Transitory states, not befitting
the person, due to impropriety become semblance, and thus cause
laughter ; or they become the source of comic sentiment because
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the comic sentiment arises from improper dress, words and
ornaments. :

Hence, the comic sentiment may arise in all the semblances
of other Rasas also, like Karuna etc. as any object (person) due to
impropriety becomes the Vibhava (cause) of comic sentiment. That
impropriety may consist in Vibhava, Anubhava etc. of all the
sentiments. This is the case with the transitory states also. For
this very rcason, the old teachers, expert in deciding the aesthetic
consciousness, employ the terms like Rasa (sentiment), Bhava
(mental state), Tadabhasa (its semblance) etc. Even the semblance
of Sinta in the improper cause not leading to Santa is comic (as
in the Prahasana). The impropriety causing laughter should be
eschewed in all the human objects. Even there may be semblance

! of the comic and not the real comic sentiment. In the grief of the
person who is not related to the dead, Karuna becomes the source
of laughter. In this way others should be imagined and so Bharata
has used the word ‘Yatha’ (as for example). Raudra is the senti-
ment that causes another sentiment through its phala such as killing
etc. The phala of Raudra is killing and imprisonment etc. The
(same) killing etc. become the Vibhava of Karuna, i.e. they serve as
stimulus in the arousal of Karuna sentiment. Abhinava illustrates
it with the example from Venisamhira where the killing of Dudasana
causes Karuna in Duryodhana. Thus by rule, after Furious is
terrible, after Srngara is Karuna and sometimes Karuna arises in
the same life, when the other is believed to be dead, as in Tapa-
savatsaraja the Karuna of Vatsaraja is aroused due to the rumour
of Vasavadatta’s being burnt to death. Terrible is produced from
the Heroic as for example the statement of Dhrtarastra about the
death of Karna’s son in Venisamhara.

The example of the sentiment that proceeds making other
Rasa object in the form of phala is Vira, because the enthusiasm of
great persons proceeds with the object of causing wonder to the
world, i.e. Heroic sentiment causes Marvellous sentiment.

The difference between the Raudra and Vira is that Raudra
proceeds with the object of other’s (foe’s) destruction not Karuna,
while Vira proceeds with the object of causing wonder. The
laughter of Vidaisaka takes the laughter of the Heroine as its object.

The example of the sentiment that hints at or highly suggests
another sentiment because of alike Vibhavas is Bibhatsa. The
Vibhdvas or Bibhatsa blood etc. are deﬁnitely the causes of fear,
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similarly, its transitory states—death, swooning etc. and its mimetic
changes like making faces etc. are necessarily found in Terrible
sentiment also.

Abhinavagupta adds that it may be said that the Vibhava of
the comic sentiment is the repeated mimicry of Srngira.

In his view the four original sentiments which cause other
sentiments are pervaded with their proper human objects of life,
i.e. Dharma, Artha, Kima, Moksa and they create excess of beauty.
The Rasas which have the semblance of pleasing may be presented
in the plays as subservient to them. The sentiments are only these.

At another place also Abhinavagupta writes about the
prominence of sentiments that only, some feelings related to human
objects are dominant, as for example Rati (love) which leads to
attainment of Kama and consequently of Dharma and Artha. Thus
Krodha leads to the attainment of Artha, and Utsaha leading to
Kima and Dharma leads to all like Dharma etc., Vibhiva abound-
ing in Nirveda caused by Tattvajfidna, becomes the means of
Moksa. Therefore, these i.e. Srngara, Raudra, Vira and Santa are
the principal ones. Though occasionally they may be found to
occupy a subordinate position, yet there are dramas in which each
of them is separately found to be the principal.

Abhinava quotes the view of Lollata who holds that though
there may be innumerability, yet due to traditional fame, only these
are to be presented in a drama. But Abhinava does not accept it.
It becomes obvious that even before Abhinava, the doubt about the
number of Rasas was raised.

Though Dhanaiijaya® like Bharata also accepts four principal
sentiments and four caused by them, yet his basis of the distinction is
more rational and is made keeping in view the mental activity involv-
ed in the enjoyment of sentiment. In their view the Relish (Svada) is
of four kinds consisting of Vikasa (cheerfulness), Vistara (exaltation),
Ksobha (agitation) and Viksepa (perturbation of mind) in Srngira,
Vira, Bibhatsa and Raudra Rasas respectively. The same mental
activities are produced in the case of Hasya (the comic), Adbhuta
(Marvellous), Bhayanaka (Terrible) and Karuna (Pathetic) Rasas.
For this reason the last mentioned arise from those mentioned
before, and therefore, the precise determining (Avadharana) of their
number. Here Dhanaiijaya agrees with Bharata, but while Bharata
has stated that the four Rasas are the causes of other Rasas and has
not explained why, Dhanafijaya improving upon him mentions that




248 A Study of Abhinavabhdarati and Avaloka

it is because of the four kinds of mental activity in the enjoyment of
Rasa. Dbhanika® makes it more lucid. He states that though the :

enjoyment (Svida) is common, universalised, yet the Vibhavas being j
different to each particular sentiment, there is fourfold tendency of
aesthete’s mind; as for example Vikasa in Spngara, Vistara (expansion)
in Vira, Ksobha (agitation) in Bibhatsa and Viksepa in Raudra. The
other four —Hasya, Adbhuta, Bhayinaka and Karuna strengthened
with their own Vibhdava etc. have the same mental tendencies.
Quoting Bharata he comments that four sentiments, causes of other
four have been stated to show the relation of ‘Hetu’ and ‘Hetumad’
with regard to the difference of mental tendency, not in the sense of
Karya and Karana, i.e. cause and effects, because the other four
arise out of different causes (Vibhavas).

Certainty of the number also is possible because there may be
only eight kinds of sentiments from four kinds of mental tendency.
Thus Dhanafijaya and Dhanika are more cogent and convincing in
their treatment of division into principal and subordinate Rasas.

Now, we will first discuss the eight sentiments enumerated by
Bharata and generally accepted by all and then the Santa Rasa.

Srogdra Rasa (The Erotic Sentiment)

s e

Bharata® mentions that among these Rasas Srig ra is caused by
the durable psychological state of Rati or in other words, it proceeds
| from love. It consists of bright and pure attire. Whatever is seen
I pure, bright and beautiful in this world is compared to Srngira.
Just as persons are named after the profession of their father,
,i mother or family in accordance with traditional authority so the
" sentiments, psychological states and other objects connected with
drama are given names in pursuance of practice and traditional
authority. Hence it has been so named on account of its usually
\ being associated with a bright and elegant attire. It owes its origin
| to men and women and relates to the fulness of youth. It has two
bases—Sarmbhoga and Vipralarhbha (Union and Separation). The
Erotic sentiment in union arises from determinants (Vibhava) like
the pleasures of the season, the enjoyment of garlands, unguents,
ornaments, the company of beloved petsons, objects (of senses),
splendid mansions, going to a garden and enjoying there, seeing the
beloved one, hearing his or her words, playing and dallying with the
beloved. It should be represented on the stage by consequents
(anubhava) such as clever movements of eyes, eyebrows, glances,
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soft and delicate movement of limbs and sweet words and similar
other things. The Transitorv Psychological States (Vyabhicarins)
in it do not include indolence, cruelty and disgust. The Erotic
sentiment in separation should be represented by consequents such
as indifference, languor, fear, jealousy, fatigue, anxiety, yearning,
drowsiness, sleep, dreaming, awakening, illness, insanity, epilepsy,
inactivity, fainting, death and other conditions. Bharata distinguishes
between Vipralambha and Karuna. The doubt has been raised, if
the Erotic sentiment has its origin in love, why does it manifest
itself through pathetic conditions (bhava) ? Bharata tries to remove
the doubt by replying that it has been mentioned before that
Srngara has its basis in union as well as in separation. Authorities on
Ars Amatoria (Vaiéikadastra) have mentioned its ten conditions.
The Pathetic sentiment relates to a condition of despair owing to the
affliction under a curse, separation from dear ones, loss of wealth,
death or captivity, while the Erotic sentiment based on separation
relates to a condition of retaining optimism arising out of yearning
and anxiety. Hence the Pathetic sentiment and the Erotic sentiment
in separation differ from each other. Thus the Erotic sentiment inclu-
des mental states available in all other sentiments. The sentiment
called Erotic is generally happy, connected with desired obiects,
enjoyment of seasons, garlands and similar other things and it
relates to man and woman. It is of three kinds, viz., of words, dress
and action.

Abhinavagupta® interprets Bharata in the following manner,
Srigara primarily means love as aesthetically experienced. For a
person who has immense liking for the aesthetic experience of love
is spoken of as Srigari by those who are capable of having the
aesthetic experience of love. But all that which helps in the rise of
the aesthetic experience of love on account of serving as the
Vibhava etc. is called Srngéara in the secondary sense only, provided
it is in harmony with the scriptural injunction, is not contemptible
but bright and lovely and this has been explained by the word
‘Upamiyate’. By the word ‘Ujjavalavesa’ use of Srngara is in
secondary sense. Sragara is the conventional word for the
aesthetic experience of love and it becomes known in the world also
because of the charming attire. Thus, Srigara etc. are the terms
primarily used for aesthetic experience, but they are applied in
secondary sense in the world.

He further interprets that the love in the context of aesthetic
experience is very different from the emotion that human beings
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feel at the empirical level. The worldly love, mundane emotion of
love consists in the intense desire in two persons of opposite
sexes for each other and in the enjoyment of each other. It is
transient. But the love that is presented in the focus of dramatic
situation and is responsible for the rise of aesthetic experience
is persistent. It persists without break from the moment of its first
rise till its full fruition. It is entirely a blissful state of mind.

The poet, possessed of the experience of worldly love and its
residual traces presents the Vibhava etc. in such a manner and the
actor manifests through representation in such a manner that they
give rise to the aesthetic experience of love and it becomes Srngara.
The experience of worldly love and its residual traces of the aesthete
become helpful to take up the necessary attitude towards the
presented at the initial stage.

In his view, it has been said that love and the amorous sports
belong to the two young lovers because they are the terminating
point of the stream of pleasure in love. (This is at the worldly level
of love). In the other, i.e. in aesthetic love, all that is related to it,
may it be the situation with its charming constituents or the object
that inspires, it belongs to the level of imagination. Such a love is
aroused in the aesthete by the poetic presentation of the
aesthetic object, complete in all its aspects, because it is a
suggestive presentation of poet’s imagination. It presents the
merging of the two selves and the aesthete enjoyment of love
consists in the experience of the unity that emerges in
consequence of the merging of the two selves into each other (the
merging may be identification of the aesthetic with the hero or the
lover and the object of love). Therefore, it is said that it belongs
to the best young nature i.e. in which the individuality of both the
lovers is lost, meaning by it the consciousness, the feeling and not
the body. Abhinava thinks that the term ‘Vesa’ denotes here the
Vibhiava and Anubhiiva on the basis of the meaning which engages
the mental state at the other place, i.e. which transmits it into Rasa,
so Vesa or as the complimentary states (Vyabhicarins) pervade the
permanent mental state, so they are meant by Vesa. Abhinava
takes ‘Adhisthana’ to denote states, i.e. love is experienced in two
states : in union and in separation. These are not the two types of
Srngara, but Sragdra is enjoyed through love in its two states.
The other states of love like desire, jealousy, separation by distance
become included in these two states, The presentation of love
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mixed up with the two states is full of much ‘Camatkara’. It is
more appealing to the heart of the spectator.

In the state of love, in Union the woman “and man become
Vibhavas to each other, the season etc. are useful in it. Abhinava
holds that the division of Vibhdvas into Alambana Vibhava and
Uddipana Vibhava is imaginary, therefore, Bharata has nowhere
stated or indicated this division of Vibhivas, and in his opinion this
is right so that one sentiment may arise because of the Vibhavas seen
together in one play without any distinction. Thus, through these
(Vibhavas) presented by the poet in a play and brought to the
visualisation by the actor, the enjoyment of love in union is
immediately experienced without any obstacle. The enjoyment
is not like the act of going but it is at the first moment. Disgust
(Jugupsa) is a permanent mental state. By its denial among
Vyabhicirins, it is accepted that other permanent states may become
Vyabhicirins in a principal sentiment only. That type of indolence
is excluded which belongs to its Vibhdvas woman etc. and not all
types of indolence. The most contemptible state of Unmada
(insanity), Apasmara (epilepsy) end Vyiadhi (sickness) should not be
depicted in poetry and enactment of drama. The old authorities
lay down that the worst state (death) even if possible should not be
shown. In Abhinava’s own view, in death the feeling of love breaks
and so Srngira cannot exist in that state. That death or possibility of
death should be only depicted in which the union occurs soon so that
grief—the permanent mental state of Karuna—may not find place.

He further comments, Vipralambha proves distress, disappoint-
ment, but here, it is in a secondary sense and its phala consisting of
separation is taken. Because the lovers mutually having love do
not feel distress, therefore, Muni shows that the presentation of love
in union has necessarily to be mixed up with the presentation of
separation in order to make it appealing to the heart of the specta-
tor. For the presentation of union continuously is as unpleasant as
a dinner in which sweet dishes only are served.

Abhinavagupta maintains that ‘by ten states’ the doubt
of many kinds of Vipralathbha is removed. It would meun
that in love, which consists of mutual love, ten states becoming
its parts, are the parts of Vipralambha. In explaining the distinc-
tion drawn between Karuna and Vipralambha, he does not deviate
from Bharata. The low nature does not have the state of separation
of love because of the absence of permanent state of love, and the
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absence of permanent state is because of the lack of Vibhava etc.,
but they experience Karuna separately. In the best nature also the
grief, contrary to love,is permanent in Karuna, therefore it is said
without hope. The permanent state and the Vibhava differ in
Karuna and Vipralambha. And in love in separation, the Vibhava
and the permanent mental state do not differ from love in union.
In the $loka of Bharata Purusa means the Bhoktd who consists of
consciousness, perception. That Bhokta is in the form of conscious-
ness of the permanent mental state. Transitory states are the
objects of enjoyment. Therefore, the permanent mental state of
love is ‘Purusa’. Thus woman also. In the enjoyment ‘Purusa’ is
dominant, woman is worth to be relished. Therefore, due to his
prominence, Purusa being independent, enjoyment of Srngara is not
disrupted in his union with other heroines also. And the object to
be enjoyed being dependant, in the union with other, Srigara is
disrupted. Vibhava etc. being merged in Bhoktia through their
enjoyment show the prominence of Bhokta. Love caused by the
pride at the perfectness of objects is only proper. The love lacking
in the objects not fitting to one’s caste, family etc. in human effort,
should not be depicted. Abhinava writes that because of causing
pleasure Kivyirtha is Rasa, the objects etc. are not.

In the view of Dhanika® Bharata has stated definitions of
permanent mental states like Rati etc. and of sentiments Srngéra etc.
separately through discussion of their Vibhavas ete. Dhanarijaya®®
states that the same definition will serve both for the sentiments and
for the states, because they are not distinct having identical
determinants. In his words Rati (Love) is essentially delight
(manifested) in fondness for lovely places, arts, occasions, garments,
pleasures and the like. That on the part of two young persons
mutually enamoured, gladsome and manifested by tender gestures,
constitute 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 becones Srigira
through the sweet and delicate mimetic changes of the limbs.
Dhanika comments that the play, thus presented becomes capable for
the relish of Srigara, this definition is given for the sake of the poet.
In the definition of Srngira, Dhanafijaya and Dhanika do not
deviate much from Bharata. But Bharata is more clear in his
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definition. It becomes clear from the commentary of Dhanika that
place, arts, season, dress etc. are the Vibhavas and both the young
boy and girl are the Vibhavas of Rati which consists of delight.

In accordance with Bharata and Abhinavagupta, according to
D hanafijaya and Dhanika also the forty nine states—eight involun-
tary states, eight permanent mental states and thirty three transitory
states, skilfully employed (i.e. in subordination) cause it (the Erotic
sentiment) to develop. Indolence, cruelty, death and disgust are each
declared prohibited because of the unitary basis of it. Dhanika states
that they may be employed in other ways, not in the unitary basis
of it or directly as its subsidiaries. While Bharata only excluded
indolence, cruelty and disgust from its transitory states. Dhanafijaya
excludes death also and he is right because actual death will cause
grief and will not be helpful in love. We have seen that according
to Abhinava also indolence etc. were prohibited in relation to
Vibhiva etc., otherwise they could be shown.

In deviation to Bharata in the opinion*” of Dhanaiijaya and
Dhanika Srngara is threefold, Ayoga (Privation), Viprayoga
(Separation) and Samyoga (Union). Dhanika states that the terms
Ayoga and Viprayoga have been used to avoid the popular
meaning of Vipralarhbha, which denotes deceiving. In the state
of separation in the Erotic sentiment, mentioned by Bharata and
Abhinava, all the ten states of Ayoga and Viprayoga become
included.

Dhanafijaya and Dhanika define Ayoga that it is the impossi-
bility of being united on the part of two young persons with but
a single thought because of their separation through dependance
on others or by fate, even though a passion exists between them,
It has ten stages.

Dhanafijaya mentions that the fact, that there are ten stages
is generally pointed out by learned teachers from actual occurrence;
endless examples of it are to be seen in the works of the great
poets. For example, does the impaticnce not arise from the
longing on hearing and seeing the beloved 7 Does discouragement
not arise when not gaining and weakness from excessive anxiety ?

Dhananijaya and Dhanika differentiate Viprayoga from Ayoga.
In Viprayoga, there is sundering of two persons between whom an
intimacy has sprung up. Dhanafijaya accepts its two divisions
arising from resentment and absence, and the separation arising
from resentment arises in a state of fondness or jealousy. Here
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Dhanafjaya goes into undue classification which Bharata has wisely
avoided.

According to Dhanaiijaya Viprayoga arising from Resentment
becomes of two kinds, arising from fondness called Pranayamana
and arising from jealousy called Irsyimana. The Viprayoga
arising from jealousy belongs to women and it may arise hearing
the beloved attached to another inferring or seeing. Ifit 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 (conciliation), Bheda
(dissension), Dana (gift giving), Nati (humility), Upeksa (indifference)
and Rasantaram (diversion). Dhanafijaya next elaborates and
defines these terms. Dhanaiijaya defines separation arising from
Pravasa (Absence). Pravisa is the presence of the two at different
places owing to business, confusion or a curse. In such a case
there is weeping, sighing, emaciation, letting the hair hang down
and the like by the two. According to further classification, the
first variety of Absence, that owing to business being premeditated,
is of three kinds: future, present or past. The second (that due to
confusion) comes about suddenly through disaster caused by gods
or mortals. That arising from a curse, may be caused by the
change of one’s form into another, even in the presence. Like
Bharata and Abhinavagupta, Dhanafijaya and Dhanika, too,
maintain that when one being dead the other laments that is sorrow,
there Srngara cannot be present being without base and because
there is no means of escape from death, but in the case of one
restored to life, there should be no other sentiment than Srngara.
But the distinction made by Bharata and Abhinava is more
psychologically based. In Karuna and Vipralambha, the basic
emotions differ. In Karuna there is no hope of reverting the end,
while in Vipralambha, there is hope of union and the sthayin of
Love in separation and Love in union is the same.

Dhanafijaya mentions the heroines in Srngara, 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).

B ey
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Dhanafijaya comes to the discussion of 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.

Her lover using flattering words should cause her pleasure by
means of the arts, amorous sports and the like; he should not do
anything vulgar nor anything that would disturb her good humour.

Dhanika states that the poet should depict Srngira knowing
the tradition of poets and himself inventing, keeping propriety in
view,

One difference is to be noted between the delineation of
Bharata and Abhinavagupta and Dhanafijaya and Dhanika. While
Bharata describes Srigiara in reference to its Vibhiavas and
Anubhavas, Dhanafijaya and Dhanika define it from the poet’s
point of view, i.e. how it is depicted in plays by the poets.

They do not describe it in relation to its Vibhavas and
Anubhavas. Looking at their discussion it appears that they are
putting it objectively, while Abhinavagupta has made it clear that
it is a subjective state experienced by the aesthete, and love becom-
ing Srngdra is a unitary experience and one, 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
(Samvit) counts mainly.

Hasya-rasa (The Comic Sentiment)

As Bharata called Hasya the mimicry of Spngira and sem-
blance of Srngira gives rise to Hisya, so he takes up Hasya after
Syngiara. While Bharata®® defined Sragira as caused by permanent
state of Love, making a slight distinction, he thus defines Hasya :
Hasya consists of the permanent mental state of Hasa, i.e. its soul
is formed of the Hasa Sthayibhdva. In other words the comic has
for its basis the permanent psychological state of laughter. This
is aroused by determinants (Vibhava) such as showing unseemly
dress or ornament, impudence, greediness, jugglery, defective limb,
use of irrelevant words mentioning of different faults and similar
other things. This is to be represented on the stage by consequents
(Anubhava) like throbbing of the lips, the nose and the cheek,
opening the eyes wide or contracting them, perspiration, colour of
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the face and taking hold of the sides. The transitory psychological
states (Vyabhicirins) in it are: dissimulation, indolence, drowsiness,
sleep, dreaming, insomnia, envy and the like. It is twofold or of
two kinds, self-centred (Atmastha) and centred in others (Parastha).
When one himself laughs, it relates to the self-centred comic senti-
ment, when makes others laugh, it is centred in others.

In the view of Bharata this sentiment is mostly to be seen in
women and men of the inferior type and it has six varieties namely :
Smitam (slight smile), Hasitam (smile), Vihasitam (gentle laughter),
Upahasitam (laughter of ridicule), Apahasitam (vulgar laughter)
Atihasitam (Excessive laughter). To the persons of superior type
belong the slight smile and the smile, to those of the middling type
the gentle laughter and the laughter of ridicule, and to those of
inferior type the vulgar laughter and the excessive laughter.

Comic situations which may arise in the course of a play for
persons of the superior, middling or inferior type are thus to be
given expression to. This comic sentiment is of two kinds—self-
centred (Atmastha) and centred in others (Parastha) and it relates
to the three types of persons and three states ; thus it has six
varieties. According to Bharata depending on limbs, dress and
words, the comic sentiment is of three kinds.

Bharata has used the word ‘Hasah sthayibhavatmakah’,
Abhinavagupta tries to explain what is denoted by ‘Atma’ here and
why the word ‘Prabhavah’ has been used in context of Srngara and
Karuna. ‘Atma’ word suggests that love arousing the consciousness
of enjoyment dces not create the same cognition of love because of
its transcendental Vibhava etc. In the enjoyment of Hasya, the
presentation of distorted imitation of dress etc. become the causes
of laughter towards the spectators as in the worldly experience of
laughter. Therefore, duc to commonness of Vibhava etc. aesthetic
experience of the emotion of laughter is essentially the same as that
of the laughter at the worldly level, and it is experienced by the
relish (carvana) consisting of Hasa. Only Love and grief, in the
enjoyment of their perception by means of causing pleasure and
pain, arise from their extraordinary Vibhavas, therefore, Bharata
has used the word ‘Prabhavah’ for them. In the other sentiments,
Vibhavas being the same, ‘Atma’ word has been used. Both the
distorted dress and ornament not fitting in with time, place, age,
manner etc. become the Vibhiava of the comic sentiment and by
this all the sentiments can be included in the comic sentiment.
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Abhinavagupta criticises an earlier authority about the interpretation
of self-centred comic sentiment and centred in others. An earlier
authority maintained that it is said to be self-centred when a
person’s laughter is excited by the ridiculous dress, ornament etc.
which he himself is putting on ;e.g. the jester laughs at his own
dress, demeanour etc. It is said to be centred in another when
another is made to laugh by it, e.g. the jester makes the heroine
laugh. This appears to be the meaning of Bharata at the surface.
This view is not justifiable ; thus the division will be of Vibhavas,
belonging to oneself or another and not of the laughter. Moreover,
the grief of the master causes grief in his servants, thus centred in
other will be found everywhere. If it is said that arising itself,
expressed in the heroine etc., is centred in others, then the anger in
a grave master caused by the anubhivas of the servants will also be
centred in others. The explanation in which one is its Vibhava
that is self-centred; in which the other is Vibhava that is centred
in other, is also wrong. Thus the laughter of the other will be
Vibhiva in one’s laughter. In that case it will apply to all the
sentiments. Therefore, the right interpretation of ‘Atmastha’ and
‘Parastha’ is as follows : The laughter is a contagious emotion in
as much as its expressions arouse identical emotion in others exactly
as the sight of a person, enjoying a delicious fruit produces saliva in
the mouth of the beholder. Thus, it happens that when we see
another person laughing at something, we ourselves start laughing,
though we do not see the cause of laughter ourselves. Thus, self-
centred laughter (Atmastha) means experience of the emotion of
laughter due to perception of an object that is ridiculous. The
laughter centred in another (Parastha) means the experience of the
emotion of laughter because of the sight of expression of laughter
as an emotion in another without seeing the ridiculous object that
is the stimulant of it. The six varieties are keeping in view the
contagious nature of laughter, otherwise if som= take thase varieties
to be dependant on the quantity of the Vibhavas, then there will
arise other varieties also. Because the slight smils (Smitam) in the
best nature, imparted to the best nature becomes smile (Hasitarh).
Therefore, Bharata has stated its three stages, otherwise it would
have six stages. When not transferred, its three stages are smitar,
Vihasitarh and Apahasitar ; imparted to the other they become
Hasitam, Upahasitarh and Atihasitath. Abhinava quotes that some
say that this division of Hasa into self-centred and centred in
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another is to be applied in others also but he holds this wrong as
love, anger, grief etc. are not contagious. Dhanaijaya' follows
Bharata and accepts the former meaning of self-centred and centred
in other that has been refuted by Abhinavagupta. In Dhanaifijaya’s
view laughter is caused by one’s own or another’s strange actions,
words, or attire ; the development of this is declared to be the comic
sentiment ; its nature is threefold. Dhanika*! explains that it has
six varieties depending upon the best nature, middle nature, and
low nature. In the names of these six varieties also Dhanaijaya and
Dhanika closely follow Bharata.

Thus we find that though the interpretation of Abhinavagupta

of ‘Atmastha Hasa’ and ‘Parastha Hasa’ is very psychological and

rational, yet it cannot be said with certainty that Bharata meant
this. Of course both the meanings given by Abhinava and given by

Dhanaifijaya can be construed of the Bharata’s text, as he has simply

stated ‘when himself laughs, it is Atmastha, when makes others
laugh, it is Parastha.’

Karuna Rasa (The Pathetic Sentiment)

Now Bharata comes to the Pathetic sentiment. Bharata®® states
that the Pathetic sentiment proceeds from the permanent mental
state of sorrow (Soka). It grows from determinants (Vibhava), such
as affliction under a curse, separation from dear ones, loss of wealth,

death, captivity, flight, accidents or any other misfortune. This is

to be represented on the stage by means of consequents such as
shedding tears, lamentation, dryness of the mouth, change of colour,
drooping limbs, being out of breath, loss or mzmory and the like.
Transitory states connected with it are indifference, langour, anxiety,
yearning, excitement, delusion, fainting, sadness, dejection, illness
inactivity, insanity, epilepsy, fear, indolence, death, paralysis,
tremor, change of colour, weeping, loss of voice and the like,
According to Abhinavagupta?®® the view of Tikakara, ‘Atha (after) is
used to show the order that in love in Union, the comic sentiment
is required as its subsidiary, so it was discussed, because of the
similarity of transitory states with love in separation Karuna i§

discussed’, is contradictory. Abhinavagupta also quotes the opinion

of Sridankuka and criticizes it. According to Sankuka, Karund
(pity or sympathy at the worldly level) is the heart-felt compassion.

The same is called Karuna Rasa when it arises in the heart of the
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aesthetes who infer grief in the actor from its expressions which
constitute reason for the inference.

In Abhinava’s opinion it is inconsistent with what Sankuka
said in the context of Sragira. Applying his theory of inference,
Karuna should be imitated grief -through the inference of it, but
Sainkuka admits that Karuna is pity which includes a desire to help
another who is in suffering and distress. But how can that feeling
be imitation of grief, and whom their Karung will signify, is not
known, Therefore, by former device, the grief experienced in its
universalised form, at the level of enjoyment is termed Karuna. For
this reason ‘“Nama’ word has been used. Abhinavagupta, explaining
Bharata writes that curse has been used to denote other causes
which cannot be remedied. “Vidrava’ here means exile from the
country, ‘Upaghita’ denotes death by fire etc. The loss of wealth
etc. contained in themselves do not cause grief in the persons of
Superior nature but they cause grief in persons of middle and low
nature.

Dhanaiijaya and Dhanika agree with Bharata and as stated by
them' the pathetic sentiment, with the permanent state sorrow or
grief (Soka) as its essence results from loss of something cherished
and from attaining something undesired. In consequence of it,
there occur heaving of sighs, weeping, paralysis, lamentation etc,
and the like, and the transitory states, sleeping, epilepsy, depression,
sickness, death, and so forth.

Raudra Rasa (The Furious Sentim ent)

Bharata now takes the Furious Sentiment. In the view of Bharata%t
Raudra consists of the permanent mental state of anger. It owes
its origin to Raksasa, Danavas and haughty men and is caused by
fights. This is created by determinants such as anger, rape, abuse,
insult, untrue allegation, exorcising, threatening, revengefulness,
Jjealousy and the like. Its actions are beating, breaking, crushing,
fighting, drawing of blood and similar other deeds. Its representa-
tion should be by means of consequents such as red eyes, knitting
of eyebrows, biting of the lips, movement of the cheeks, pressing
one hand with the other and the like. Transitory psychological
states (Vyabhicarins) in it are : presence of mind, energy, excitement,
indignation, restlessness, fury, perspiration, trembling, horripilation,
choking voice and the like.

Here, the question arises, since it is stated that Raudra Rasa
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belongs to Raksasa, didnava etc., does it not relate to others ? The
reply is, the furious sentiment belongs to others also, but here it is
to be understood as their special function because they are furious
by nature. For they (Raksasa etc.) have many arms, many mouths,
standing and unkempt hairs of brown colour, red raised eyes and
prodigious physical phrame of black complexion. Whatever they
attempt, be it their speech, movement of limbs of any other effort is
by nature furious. Even in their love-making they are violent.
The persons who imitate or follow them, should be understood
giving rise to the furious sentiment from their fights and battles.

In the view of Abhinavagupta® the violation of the principles
of morality and social laws (Anyidyakdritd) is mainly the object of
anger, i.c. it excites the wrath of all right-minded persons and they
wish to ‘suck the blood’ of any one who violates such Jaws and
principles. Therefore, like the comic sentiment, Vibhivas being
such as can serve as common objects, aesthetic experience from a
presentation that arouses anger, the emotion that affects the self, is
essentially the same as that of which we have an experience at the
worldly level so aesthetic experience of Raudra consists of anger and
Raudra is constituted of anger.

The experience of Raudra arises from the sight of the character
presented on the stage by the actors, who is prone to kill at the
slightest provocation.

Abhinava holds the view wrong of earlier authority who made
the distinction between a person whose anger is aroused by war and
a Riksasa who is naturally of very irritable temper. He asserts that
all the heroes in the dramas presenting Raudra Rasa are naturally
of extremely irritable temper. Aesthetic experience of anger is got
through contemplation on the actor representing such a character.

Abhinava explains why Bharata has first stated the actions of
Raudra and then its Anubhavas. The actions like beating, cutting
etc. being not representable directly on the stage are just verbally
described, while the red eyes etc. are directly to be represented on the
stage. Bharata has enumerated ecnergy, perspiration, trembling,
horripilation, choking of voice among the transitory states of
Raudra. Abhinava explains that energy (Utsdha) is here a transitory
state because anger is mainly to be relished. Perspiration etc. which
are external, should be understood ; the internals become Sattvikas,
and the externals are caused by poison, fever etc., so they are
included in transitory states.
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Aesthetic presentation of anger is possible both in men and
demons alike. The haughty men lacking many arms and mouths
are seen of furious nature by means of their words, actions of limbs,
appropriate to anger. Even presented in renowned persons like
Advatthami and Parasurima etc., it becomes capable of aesthetic
experience of Raudra. Similarly laughter and grief also are
presented in demons due to the situations sufficient for their arousal
and overpower the irritable tendency to give rise to the aesthetic
experience of love and grief. The question is raised, how the
spectators have the aesthetic experience of anger in the presentation
of those Riksasas etc. ? Abhinavagupta replies that aesthetic
experience of enjoyment (Asvida) is through the identification or
rapport of the heart. The aesthetes of ‘timas’ nature identifying
themselves with dinava etc. experience anger provoked by the
violation of laws through the rapport of the heart, therefore, nothing
is to find fault with.

Dhanafijaya and Dhanika follow Bharata in the Vibhivas,
Anubhavas and transitory states of Raudra. But they"” do not, like
Bharata, make the difference between the Anubhivas and its actions,
nor, they include perspiration, horripilation etc. in its transitory
states and they do not mention Riksasa etc. in connection to it.
According to them anger is caused by the determinants, anger and
the foul acts done 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 Parasurima,
Bhima, Duryodhana etc, in the plays like Mahdviracaritam and
Venisammhiram, its examples may be found.

Vira Rasa (The Heroic Sentiment)

Bharata®® mentions that Vira or the Heroic sentiment is
constituted of supreme nature, as it relates to superior type of
persons and consists of Energy (Utsdha). This is aroused by the
determinants such as presence of mind, perseverance, diplomacy,
discipline, military strength, power, reputation of might, influence
and the like. It is to be represented by consequents such as
firmness, patience, heroism, charity, sacrifice, diplomacy and the
like. The transitory psychological states in it are—contentment,
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judgement, pride, agitation, indignation, remembrance, horripilation
and the like.

Bharata further states that Brahma spoke of Vira as of three
kinds, that arising from making gifts (Danavlra), from fulfilling
one’s duty (Dharmavira) and from fighting (Yuddhavira).

In the view of Abhinavagupta®® ‘Uttamaprakrtih’ may be
interpreted in two ways : first the energy (Utsaha) is the nature of
the noble, superior persons, so the Heroic sentiment having energy
is also of noble nature or the noble nature, because the energy of the
noble characters is everywhere enjoyable, In other words, it may
be said that aesthetic experience of energy (Utsiha) from presen-
tation of drama of higher type is possible in the noble minds
only and the experience of it arises from the presentation
of it in and through a character, that is noble. Therefore,
energy is the common characteristic of each type of the hero.
The energy of the persons whose character is fit to be followed,
should be expressed at the right moment. The rightness of the
energy depends on the rightness of the object that inspires it. In
his view all the objects mentioned together become the Vibhavas
of the Heroic sentiment. The entire character of Rima etc. may
be taken as the example of it. These Vibhavas may be understood
to belong to the ministers also of the heroes who are dependant on
the ministers for their success, and even belonging to anti-hero they
may be sources of energy (Utsaha), Thus, Abhinava does not
deviate from Bharata. Dhanafijaya®® agrees with Bharata in his
description of the Heroic sentiment. As explained by 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. For the example of Dayavira,
Jimdtavahana in Niginanda ; of Yuddhavira Rama in Maha-
viracarita ; of Danavira Parasurama, Vilin etc. may be taken.
Dhanika adds that if lacking in consequents like perspiration, red
face, red eyes etc. which are the consequents of anger, it will be
Yuddhavira, otherwise, having them will be Raudra. In deviation
to Bharata, Dhanafijaya and Dhanika mention Dayavira in place of
Dharmavira,
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Bhayanaka Rasa (The Terrible Sentiment)

As mentioned by Bharata®® the Terrible Sentiment is formed of the
permanent mental state of fear (Bhaya). This is created by the
determinants like hideous noise, sight of ghosts (sattva), panic and
anxiety due to (untimely cry) jackals and owls, staying in an empty
house or forest, sight of death or captivity of dear ones or news of
it or discussion about it. It is to be represented on the stage by
consequents such as trembling of hands and feet, restless eyes,
change of colour, horripilation and loss of voice. Tts states
(transitory states) are: paralysis, perspiration, choking voice,
horripilation, trembling, change of voice, change of colour, fear,
stupefaction, dejection, agitation, restlessness, inactivity, terror,
epilepsy, death and the like.

Bharata mentions in Aryas that the terrible may be the natural
fear ; the fear caused by Sattva should be presented similarly. In
case of feigned fear, all efforts for its representation should be milder.
Again the Terrible sentiment is of three kinds ; feigned fear, from a
wrong action and from apprehension of danger.

Abhinavagupta®® states that Vira being dominant in giving
shelter to the weak, now Bhayinaka is denoted. In the Vibhavas,
fear and excitement in others also are responsible for the arousal of
fear in those who see them in those moods. Abhinava takes the
sense in the Aryds, mentioning fear from teacher and the king that
fear is ordinarily aroused by the sight of terrible objects in women,
children and persons of low type only. It does not arise in persons
of higher and middle type. Occasionally, they may show the fear,
but then it will be due to teacher or king. Such fear is not inconsis-
tent with their greatness. In the world at mundane level, the
consequents are related in such a manner that teacher etc. cognise
him really as fearful. Being unnatural, it is termed feighed and being
present for a longer time and because of its capability of being
relished it is Rasa and not a transitory state. It would have been so if
it has been natural and for a short time. '

Abhinavagupta gives his view about the Aryas that these Aryas
were read by the former teachers at one place. Bharata has put
them at the proper places. ‘Sattvasamuttham® means the fear
caused by mind, i.e. feigned fear, and this is for the sake of the
actor. The Tikakara thought that this is for all but it is wrong.
All this is (Natyaéastra) for the training of the poet and the actor.
In the ordinary life all these Vibhava, Anubhava, Abhinaya etc. are
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not used. Thus the natural fear belongs to low type of persons
having ‘Rajas’ and ‘Tamas’ nature. The feigned fear of the higher
persons should be shown by these consequents, and it is mild. Why
the king etc. show the feigned fear from teachers ? Why, the
feignness of Terrible only and not of any other sentiment ? On the
manifestation of fear, the teacher takes him to be modest, and by
mild efforts, he does not count him of low nature, By the feigned
erotic sentiment of courtezan etc., no human object is served. Where
the king shows anger, surprise etc. and not feigned, there they are
he transitory states not permanent mental states. Thus fearis of
two types—feigned, found in higher nature and natural, found in
women, children etc.

Dhanafijaya and Dhanika follow Bharata in determinants,
consequents and transitory states of the Terrible Sentiment. But
in deviation to Bharata and Abhinavagupta, they do not mention
the fear of two types, feigned and natural. Nor, do they mention
that it is found in low type of persons and women etc.

In the views! of Dhanaiijaya and Dhanika 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. :

Bibhatsa Rasa (The Odious Sentiment)

In the view of Bharata® the odious sentiment consists of the
durable psychological state of disgust (Jugupsa). It is aroused by the
determinants like hearing of unpleasant, offensive, impure and
harmful things or seeing them or discussing them. It is to be
represented by consequents such as stopping movement of all the
limbs, narrowing down of the mouth, vomitting, spitting out, shaking
the limbs in disgust and the like. Transitory psychological states
in it are epileptic fit, agitation, fainting, sickness, death and the like.

From Bharata’s statement it does not become clear whether it
is of two kinds or three kinds. It seems plausible that he mentions
two kinds of Bibhatsa, pure, caused by Ksobha and impure, i.e.
Udvegi. If it had been of three types, Bharata would have mentioned
it like other sentiments. According to Bharata Udvegi (exciting)
arises from the sight of stool and worms etc. and the Ksobhaja
arises from the sight of blood etc.

Abhinavagupta®® comments that in odious sentiment the
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disgust may be due to various causes, subjective, objective or both.
Something may be disliked by a person because of his cultural
peculiarity as Brihmanas have natural disgust for garlic. “Apriyam’
(not pleasant) means that an object may be disliked on account of
inequilibrium in the three humours, as milk is disgusting to a man
suffering from phlegmatic disorder. ‘Impure’ indicates an object
becoming disgusting because of its being dirty and ‘Anista’, when
the desire ends because of its having been enjoyed to satiation. In
Abhinava’s opinion the Bibhatsa, arising from the sight of blood,
intestine etc. is pure because it agitates the mind. The odious
sentiment arising from the foul smelling excrement like stool etc.,
is Udvegi as it troubles the mind, so it is impure because of the
impure Vibhavas. Abhinavagupta quotes the opinion of his reverend
teacher. According to his teachers it is actually of three types.
They hold that loathsome object may be presented in such a way as
may lead to the realisation of vanity of human wishes through
contemplation on them and so help in the attainment of the highest
human objective, the final emancipation. Such type of Bibhatsa
is pure. They assert that the word ‘dvitiyaka’ is used in connection
with the second type to indicate its rareness,

Dhanainjaya and Dhanika describe the odious sentiment and
its three varieties more lucidly. In the view of Dhanafjaya, as
also explained®” by Dhanika, the odious sentiment having disgust
as its sole basis is Udvegi, 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 (ghrna) 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.

Adbhuta Rasa (The Marvellous Sentiment)

Bharata®® takes the Marvellous sentiment in the last, as according
to him it is to be inserted in the last act of the play, in the
Nirvahana Sandhi. The Marvellous sentiment has, as its basis the
Durable psychological state of Astonishment (Vismaya). It is
aroused by determinants such as sight of heavenly beings or events,
attainment of desired objects, entry into a superior mansion, temple,
audience hall (sabha), seven storeyed palace or divine chariots and
seeing illusory and magical acts. It is to be represented by the
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consequents such as wide opening of eyes, looking with fixed gaze,
horripilation, tears (of joy), perspiration, joy, uttering words of
approbation, making gifts, crying incessantly ‘hd ha’, waving the
hand, mouth and movement of fingers and the like. Transitory
psychological states in it are—cessation of bodily movement, weeping,
perspiration, choking voice, horripilation, agitation, hurry, inactivity,
death and the like.

Bharata states two kinds of the Marvellous sentiment— Celestial
and Joyous. Celestial is due to seeing of heavenly sights and joyous
is due to joyful happenings.

Abhinavagupta offers nothing remarkable in his Abhinava-
bhirati except giving the meanings of words.

Dhanafijaya and Dhanika mention®® 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. Dhanaiijaya and
Dhanika, in deviation to Bharata, do not mention its two kinds,
otherwise they agree with Bharata.

If we see minutely, of course the distinction between the two
kinds is minor, because the sight of celestial things causes
astonishment and joy in the hearts of the aesthetes in identification
with the characters of the play.

Santa Rasa

Though the text on Santa Rasa is given in G.O.S. cdition of
Natyasastra under brackets, yet it can be said with certainty that
Bharata did not accept Santa Rasa in drama, whatever the reason
may have been. About the text describing Santa, the learned editor
of Vol. I (revised ed.) K.S. Ramaswamy®® writes that the first edition
of the N.S. Vol. I from Baroda does not indicate whether all or
only some of the manuscripts, contained the Santa Rasa section.
Santa Rasa has not been included in the list of Rasas enumerated
by Bharata at the beginning of the Chapter VI. Itis, therefore,
permissible to suppose that this portion relating to Santa Rasa at
the end of Chap. VI is not the genuine part of Bharata’s work. But
the two later eds. of N.S. from Banaras and Bombay do not agree
with the Baroda edition. It seems that all the four MSS used for
these editions did not contain the Santa Rasa section. He gives
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his opinion that the portion dealing with the Santa Rasa in the text
of N.S. and the commentary on it by Abhinavagupta seem to have
been added by lovers of Santa Rasa, beginning from Udbhata in the
8th century A.D. to Abhinavagupta in the 11th century. Bharata
has not recognised Santa Rasa as a specific Rasa anywhere
throughout his work.

This Santa Rasa section certainly is an interpolation as it is
found only in one manuscript out of the four MSS of the Natyasastra
used for this edition. Only the MSS from Trivandrum contains this
interpolated section of Santa Rasa, while the other three MSS of
South and North do not contain this portion.

Bharata only elaborates eight Racas enumerated by Brahma.
Moreover, the discussion about its Sthayin and ifs place in drama
shows that Bharata did not write about it and its determinants and
consequents so the dispute arose about it.

There are two rival schools, since the 8th century A.D. one of
them has raised Santa Rasa to the Status of a principal Natya Rasa
just like Srriedra and others, while the other school has condemned
it as unfit to be a Natya Rasa. There is a third school also which
denies its very existence.

The earlier authors, Bharata, Kilidasa, Amarasimhha, Bhamaha,
and Dandin enumerated only eight Rasas, excluding the Santa Rasa.
Udbhata was the first author to mention Santa as one of the Nitya
Rasas in his Kavyalankara-sirasangraha. Anandavardhana and
Abhinavagupta have supported this view of Santa as the ninth Rasa,
while Dhanaiijaya has vehemently condemned it as unfit for the
stage, though has accepted it in poetry. As all the possible views
have been quoted by Abhinavagupta and Dhanika, we will go into
details of their enumeration of Santa Rasa.

About the commentary of Abhinavagupta on Santa Rasa
section, the editor of G.0.S. edition, K.S. Ramaswamy®' thinks that
this is possibly a separately written small discussion on the Santa
Rasa and does not appear to be a commentary on the passages of
the N.S. in question.

Whether Santa Rasa is fit for the stage or not, whether a
Sthayibhava and other Bhavas can be fixed up for it or not and
whether or not it is possible for the spectators to relish it while
viewing the performances of dramas exhibiting the Santa Rasa are
debatable points and open questions that have been agitating the
minds of scholars, since the 8th century A.D. up to our own time,
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In the interpolated text®® of Natyadastra in G.O.S. ed, Santa
consists of the permanent mental state of Sama, leading to the
Moksa. It arises from the determinants like Tattvajiidna, Vairagya,
purification of ideas etc. It should be represented by the consequents
like restraints, regularity, spiritual contemplation, worship, pity for
all creatures etc. Its transitory states are Nirveda, Smrti, Dhrti,
purity in all Adramas, absence of bodily movement, horripilation
and the like. When there is neither sorrow nor happiness, nor
envy nor pride, and there is the feeling of equanimity for all the
creatures, then it is called Santa Rasa. The mental states, Rati etc.
are the changes and Santa is considered to be the cause, the Prakrti.

Abhinavagupta® states in the beginning of the Rasa Prakarana
that Santa results in Moksa, and there the aesthetic experience is
from the realisation of the self. Abhinava starts his discussion of
Santa with the words that Santa is discussed according to the view
of those who read nine Rasas. As quoted by him, according to
some Sama is the basic mental state of Santa to be presented in the
context of the situation constituted by practice of austerity, contact
with the yogins etc. It is to be represented by the consequents
which show lack of Kama and Krodha, and its transitory statcs are
contentment, wisdom etc. But others oppose it on the grounds
that Sama and Santa are synonymous and that one cannot be the
Sthayin of itself and that the acceptance of Sama would increase the
number of mental states which have been mentioned to be forty nine
by Bharata.

Moreover, the situations, seasons etc. constitute the fringe
experience in the casc of accepted Rasas such as Srngira etc.
Austerity etc. are not the causes of Sama or Santa. The absence
of such passions as love and anger cannot be spoken of as the
Anubhivas of $anta. Further, the absence being of negative nature
cannot be presented and therefore, cannot serve as the sign from
which Sama could be known. The transient emotions of Santa such
as Dhrti etc. which consist in the use of the available, are impossible
in the context of Santa. What instruction can, the presentation
of the ways and means of realisation of the Ultimate impart to
them ? For, if they attain a state akin to. What one gets through
the realisation of the ultimate, they would transcend the worldly
level and so would become indifferent to the suffering of others.
Therefore, there is no such Rasa as Santa. Abhinava replies that
like the triad of Dharma, Artha and Kama—the empirical and
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semi-empirical aims of life, the final emancipation (Moksa) is also
the aim of life. Therefore, just as the mental states called by the
terms Rati etc., necessary for the attainment of three objects of
human life, Kama etc., if well presented by the poet and the actor,
are responsible for the aesthetic experiences, known as Sragara etc,
in the aesthetes having that kind of rapport of heart ; similarly the
basic mental state, necessary for the highest object of human life
called Moksa, if well presented may be responsible for the arousal
of the corresponding aesthetic experience in the spectators possessing
the necessary aesthetic susceptibility for that. But the question is
posed, ‘what can be its permanent mental state ? According to some,
it is Nirveda which arises from the Tattvajiiana and they distinguish
it from the Nirveda caused by poverty etc. They give the plea that
for this reason it has been inserted between the permanent mental
states and the transitory states, otherwise the sage Bharata, who
begins auspiciously would never have begun his list of Vyabhicarins
with such an inauspicious word. Further, exclusion of disgust as a
Vyabhicarin from the presentation of Srngara makes it clear that
Bharata permits all the bhavas to be used as either the Sthiyins or
the Vyabhicarins. And the Nirveda caused by the realisation of the
Ultimate is capable of driving other permanent mental states away.
This Nirveda is more permanent than the other permanent states
mentioned, all of which are subordinate to it.

The above view is criticized because on stating Nirveda as
Sthayin caused by the Tattvajiidna, it means that Tattvajiiana is the
Vibhdava. How the causes of Vairagya can be the Vibhiavas ? If
they are included as the Vibhavas because they are the causes for
producing the Tattvajfidna, then they are really the causes of the
cause and the admission of the indirect cause as the Vibhava will
make the conception too far-fetched. Further, the causal relation,
between Nirveda and the Tattvajiana has been totally misconceived.
Abhinava, in his commentary makes it clear that the position of
those, who maintain Nirveda aroused due to self-realisation as the
basic mental state of Sinta and cite Patanjali’s aphorism, is not
sound ; for in that aphorism the author is talking of higher Vairagya
which has no objective reference to it and is simply a higher stage
of purity of consciousness and in that condition the Sthayin of
Santa will be the Tattvajiana and not the Nirveda. It is also
wrong to seek support of Gautam’s aphorism ‘Duhkhajanma’ to
assert the causality of Tattvajiiana to detachment from the worldly
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objects (Nirveda) on the ground that it mentions the tattvajiiana as
the cause of Vairagya and that the Vairagya is nothing but Nirveda
and to maintain that Nirveda to be the basic mental state of Santa ;
for nirveda is an attitude of aversion and a continued sadness and
as such is hardly identical with the Vairagya. The Vairagya is the
cessation of Raga and Dvesa. Even if Nirveda be taken to be
synonymous with the Vairagya, it would still be not right to
maintain its causality to the final emancipation. The Nirveda
aroused due to the Tattvajfidna is just another name for the Sama.
Sama and Santa differ even as Hasa and Hasya differ. The former
is Laukika and the latter is transcendental. So, Abhinava does not
accept Nirveda as the Sthayin of Santa. Now, Abhinavagupta cites
another view.

Some hold that anyone of the eight, accepted as the basic
mental states can be the Sthayin of $anta. Any one of these if
presented in the context of a situation different from that to which
Srngara etc. are due, will arouse a different aesthetic experience of
Santa. Thus the uninterrupted devotion to self (Atmarati), to the
exclusion of all the rest may be the means to liberation. Hence,
Rati may be presented to be the Sthayin of Santa. Utsaha etc.,
also can similarly be treated. The view that such Vibhavas were
meant to be introduced in the context of Rati etc. is attributed by
the exponents of the theory to Bharata, who, they hold, implied them
by the use of the word ‘Adi’ at the end of the enumerated Vibhavas.
Abhinava criticizes this view as follows. This means that there is
no definite Sthayin of Santa and multiplicity of Sthayins would
involve the multiplicity of Rasas also. If by virtue of the unity of
the object, viz. Moksa, a plurality of Sthayins is accepted as resulting
only in one Rasa, in that case Vira and Raudra resulting in the same
end of the destruction of the enemy, can be made into one Rasa.
The view of others that all the Sthayins, unified in the manner in
which the different ingredients are unified in the Panaka rasa, are the
Sthayins of Santa, is also not appealing. For the different perma-
nent mental states do not occur simultaneously, and they are of the
opposite nature. T :

' Abhinavagupta holds that the realisation of the Ultimate
(tattvajiiana) is the only means to the liberation (Moksa). There-
fore, when the latter is to be presented as the hero’s object of
attainment, the former has necessarily to be presented as the
Sthayin and the Tattvajiana is nothing but the Atmajfiana, the
realisation of the Self. Therefore, Atmajiiana or the very nature
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of the soul, the Self which is in itself of the form of knowledge
and Bliss and free from all determinate experiences, is the Sthayin
of Santa. Then he defends why it has not been mentioned by
Bharata. It should not be mentioned as Sthayin like Rati etc., for
they are spoken of as Sthayins, because they are comparatively
more permanent than the transient emotions, inasmuch as
they affect the Self so long as the situations, responsible for their
rise persist. The Self as such is the most permanent of all the
Sthayins. This relegates all the basic mental states such as Rati
etc. to the position of Vyabhicarins. Its permanence is natural and
real but not comparative. It is, therefore, unnecessary to mention
it separately in the list of Sthayins. Thus, the sanctity of the number—
forty nine Bhavas—is protected. Another reason, why it has not
been mentioned along with Rati etc.is that it is aesthetically
experienceable in a manner distinct from that in which other
Sthayins are. Since, Atmasvariipa is usually seen as tinted by Rati
etc.,, the ordinary means of comprehension which comprehend
Rati etc. do not comprehend it. Bharata does not attempt to give
all the possible permanent mental states because all of them are not
necessary in the rise of the accepted types of aesthetic experience.
His object in mentioning them as separate Sthayins is that they
may not be misconceived as definable in terms of the definition of
Vyabhicarins. In the case of Atmasvabhava there is no such
possibility of misconception. This Atmasvabhava is called Sama.
When one speaks of Sama or Nirveda both of which are the
‘cittavrttis’ one has to qualify them as a special and superior kind
to make them the Sthiayin of Santa. Thus, the Tattvajiina and
Sama mean the Self itself. That Sama is the very nature of the Self
is made clear by the fact that a person who has realised the Self in
all its purity through the undisturbed Samadhi, experiences Sama
even after the rise of Samadhi, inspite of the rise of impurities in
the form of mental affections. All the transient states of mind
whether empirical or not, may by represented as its transitory states.
All the Anubhavas of the said mental states, coupled with Yama
and Niyama may be presented as its Anubhavas, and also those
which are spoken of as Svabhavabhinaya in the three chapters
dealing with the Angikabhinayas or Upangabhinayas. Its Vibhivas
are the favour of the God and so on. Rati etc. are experienced in
the context of Santa as being on the verge of destruction. There
is closer relationship between Santa and Utsiha, consisting in the
effort arising from the desire to do good to others, and therefore,
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synonymous with pity. It is because of this that some speak of it
as Dayavira and others as Dharmavira. Abhinava further asserts
that it cannot be objected in this context that Utsaha arises from
egoistic consciousness. But Santa is free from such consciousness.
For, even the opposite is not altogether unfit to be presented as the
Vyabhicirin; as for instance Nirveda in Rati. There is no condition
marked by total absence of Utsaha. The persons who have attained
the highest peace and have realised the highest, their parting with
all their possessions is not inconsistent with the Sama. Jimatavahana
etc. have surely realised the Ultimate, because the persons prizing
their bodies above all things cannot sacrifice them for the sake of
others. Santa is a subordinate Rasa because the objectives attained
by the hero are Dharma, Artha and Kama. So, Bharata has said
that in the drama prosperity and enjoyment are to be primarily
presented, leading to one of the two objects of human life; Artha
and Kima which bring about the identification of all. The view
that there is no Sinta Rasa because the sage does not mention any
Jatyangakas of it, is not sound. Vyabhicirins come in the context of
Sama, according to the occasion. The view holding the absence
of Anubhava because of its freedom from action has been refuted.
No doubt, Sama at its highest stage is not fit for presentation,
because then the mind is free from all affections. But the same is
the case with Rati, Soka etc. As for the identification, there is no
doubt that those who have the residual traces of Tattvajiiana get
identified with the focus of the situation of Santa. The question
‘How could the aesthetic experience of Vira etc. be possible from
the presentation of Santa’?, is baseless. For wherever Sama is
presented, Srigira or Vira as leading to the attainment of one of
the human objectives has necessarily to be presented alone with it.
The aesthetic experience of Srngira etc. therefore, depends upon
that of the Santa. The existence of Sinta Rasa is established in
every way. For in old MSS after ‘Sthayibhavan Rasatvam-
upanesyamah’ Santa is found defined. Experience of every Rasa at
the highest level is very much like that of Santa. It is just
because Santa is involved in all Rasas that it is mentioned
by the sage first of all. Detachment, fear of being engrossed
in the world efc. are its Vibhavas. Thinking about emancipation,
etc. are the Anubhivas; Nirveda, Mati, Dbrti etc. are its
transitory states. Therefore, devotion (Bhakti) and Faith (Sraddha)
being its parts are not separately counted. And the phala of the
Santa is greatest, is prominent in all and pervades in the
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itivrtta. Now Abhinava discusses its aesthetic experience. Just
as the white string, whereon gems of different kinds are loosely and
thinly strung, shines in and through them, so does the Pure self
through the basic mental states such as Rati and Utsaha which affect
it. The aesthetic experience of Santa consists in the experience of
the Self as free from the entire set of painful experiences which are
due to the external expectations, and therefore, is the blissful state
of identity with the universal. It is the experience of self in
one of the stages on the way to perfect self-Realisation.
Such a state of Self, when presented either on the stage or in
poetry, and, therefore universalised, is responsible for the arousal
of a mental condition which brings the transcendental bliss.
Dhanafijaya® accepts only eight permanent mental states
and states 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
Sinta 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 ignorance (Avidya) producing Riga and
Dvesa is inborn 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 permanent mental state 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 cessation of all activities. The view
of those who accept Sama as the Sthiyin in Nagananda, is according
to him untenable because it is inconsistent with the love for
Malayavati and the attainment of the sovereignty of Vidyadharas.
No instance is available wherein both the attachment and aversion
from the wordly objects are represented due to one and the same
situation in which original hero of the drama is involved. There-
fore, the Utsaha of Dayavira is the permanent mental state because
only in relation to such a sthiyin, the Erotic aesthetic configuration
can occupy a subordinate position and also because with it alone
the attainment of sovereignty harmonises. But as we have seen in
Abhinavabhirati, the Sama as a subsidiary cannot be denied in
Nagananda. Dhanika also quotes the doubt raised about the number
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eight which is as follows: old authorities have stated them to be
Rasas, as they are relished like the six tastes sweet etc. and that relish-
ability may be found in Nirveda etc. So they are also Rasas and thus
accepting other Rasas, other permanent mental states have been
imagined. 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 permanent states. Dhanika
elaborates its impermanence. His reason for the rejection is that
the definition of the Sthayin as a state of mind, the continuity of
which is not broken either by states harmonising with it or the states
antagonistic to it, does not apply to Nirveda etc. Therefore, they
being interfered with their transitory states like anxiety etc., and
brought to development, only produce displeasure. He refutes the
view of those who accept the ground for its rejection as a Sthayin,
its incapacity to lead to any one of the well recognised goals of
human life, in that case Hasa etc. will also become impermanent.
Traditionally Nirveda etc. also lead to human object of life.
Nirveda etc. have not got the quality of Sthayin which is of not
being disturbed by any, and so they are not permanent mental
states ; they are not stated as Rasa.

Though Dhanika and Dhanafijaya do not accept Santa in
drama, but in their view it can be presented in poetry.

In their view Sama—the basic mental state or Santa, at its
highest pitch is not presentable. For such a state of mind is reached
only at the final emancipation which consists in the merging of the
individual into the universal. And this state is characterised by
freedom from 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 Srigira etc.

We see that Dhanafijaya and Dhanika take Nirveda etc. in
its strict sense of discouragement, self-dissatisfaction and not in the
sense caused by realisation of the Ultimate. Abhinavagupta
also takes Nirveda in the sense of self-contempt, or continuous
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sadness. Abhinavagupta has rejected Nirveda to be Sthayin as
caused by Tattvajiana. Dhanafjaya and Dhanika and Abhinava-
gupta do not accept Nirveda to be the permanent mental state.
Both Dhanaiijaya and Dhanika and Abhinavagupta accept Sama at
its highest level to be unpresentable. But then Abhinava’s view is
quite appealing. If other Sthayins can be called Rasas then Sama or
Tattvajiana in its initial stage can also be a Rasa. Moreover, if it
can be presented in poetry, drama is also a form of poetry, why it
cannot be presented in drama. An expert actor can represent it
like any other Rasa. So, in oar 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 Raudra etc. cannot be equally enjoyed by all.

As the aesthetes having the particular aesthetic susceptibility
can experience other sentiments, so is true in the case of Santa.
Persons having residual traces of Tattvajiana are fit to experience
Sinta Rasa. So, we cannot deny the existence of Santa on the basis
of its rareness. As the dramas depicting Raudra, Bibhatsa,
Bhayinaka are not found, but they are counted separate Rasas
because their permanent psychological states are found in human
heart, so Santa may not be a dominant Rasa in a drama, but it can
be counted as a Rasa. The plays depicting the lives of saints and
the persons who try to attain self-realisation can have Santa as a
dominant Rasa also. The reason of Bharata’s not accepting Sinta
may be that upto his time, perhaps, there was no example available
depicting the Santa Rasa, yet when the examples became available
and its necessity was felt, it was added to the list of eight Rasas and
authorities generally accepted it in one way or the other.

Now we come to the number of Rasas. We know that Bharata
states eight Rasas, four primary and the four rising from them.
Abhinavagupta also accepts four primary Rasas, relating them with
the four recognised aims of human life and four others dependant
upon them. And according to him each primary Rasa may be the
source of many dependant Rasas as he has explained in his Abhinava-
bharati, Vira giving rise to Bhayanaka and Adbhuta. At the end of
the chapter dealing with Rasa he definitely asserts that there are no
more than nine.Rasas. These are the only Rasas fit for exposition.
For they are directly or indirectly related to objectives of human-
life and are extremely interesting to human mind. He further




276 A Study of Abhinavabharati and Avaloka
holds that the view is refuted of those who state the rule of number I-
to be based on the recognition of the literary circle. Abhinavagupta® _i
refutes the view of those who accept Sneh (love) as Rasa having the
permanent state of Ardrata (tenderness). For, according to )
Abhinava love (Sneha) is union and all that terminates in Rati and
Utsaha. For, the love of child in parents rests in fear, of the young
persons in friends in love. And the love of Laksmana etc. in the
brother consists of duty (Dharmamaya). Thus the other forms of
love can be taken. The same should be followed in the refutation
of Laulya Rasa having permancnt state of Grddha. For they are
only subvarieties of Rati, Hasa or some other basic mental state.
Similar is the case with Bhakti (devotion). Thus Abhinavagupta -
does not accept more than nine Rasas and he takes Rati in its not
widest sense here. But the love of child can be said terminating in
fear. :
V. Raghavan® criticizes Abhinava for not accepting other -
Rasas and writes that this is not a commendable attitude. To
have less distinction is no great aim. If friendship is accepted only
as a variety of Rati, can we call the association of Rama and
Sugriva, Spngira ? If Dharma-vira can be called forth to deny
Rasatva to Laksmana’s attachment to Rama why should not
opponents of Santa call forth another kind of Vira to deny Rasatva
to Sinta ? V. Raghavan asserts that the instance of Dasaratha’s
death due to separation from Rama is ample proof for the existence |
of Vitsalya as a major mood fit to be developed and fit to be
relished. ‘
Dhanaiijaya and Dhanika accept only eight Rasas in drama
having the certainty 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 (friendship), Bhakti:
(Devotion) and the like, as well as the sentiments of Mrgayd
(Hunting), Aksa (gambling) and the like are not enumerated because.
they are clearly included in Harsa (Joy), Utsaha (Energy) and
rest.
About the division of four primary and four dependant Ras ¥
AB. Keith® is of the view that it is also artificial to find four
primary and four secondary sentiments laid down, the Erotic, the
Furious, the Heroic and that of Horror whence in order are supposed
to develop the comic, the Pathetic that of wonder and that of
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Panditaraja Jagannatha” writes about the number of Rasas
that the statement of Bharata should be accepted here, otherwise
the whole philosophy of Rasa would be disrupted, because then
there can be Sthayitva of Love of son etc. and why not disgust and
grief become pure bhavas, so the number limited in nine by ‘Muni’
should be followed.

But the exponents of additional Rasas re-examined in Bharata’s
text to find out what exactly constituted “Rasatva’ and ‘Bhivatva’.
If according to Bharata the permanent states become Rasas when
accormpanied with other transitory states then there may be other
Bhavas also which can be reinforced into Rasas. So, the number
eight is just traditional. Actually speaking the sentiment or Rasa
is a single, ineffable, transcendental joy which is experienced from
the enactment of a play or reading and hearing the poetry, when
determinants, consequents and transitory states combine together.
It can be subdivided, not according to its own nature but according
to the emotions which evoke it. And the other sentiments exist
only at the Kathartic level with their distinct vibhavas, anubhavas
etc.; at the transcendental level Rasa is one, the feeling of enjoy-
ment, so Rasas cannot be divided as four primary and four dependant
upon them. Of course some feelings are more dominant in human
heart in comparison to others. But the psychological states can be
nourished to the level of enjoyment with their accessories. As
Abhinava himself has shown that Srngara does not give rise to
comic sentiment only. The comic sentiment may arise from the
impropricty in any sentiment. So, comic sentiment cannot be said
to be dependant upon the Erotic sentiment only. And.if we admit
the production of subsidiary sentiments as a result of four
primary sentiments then the problem will arise what will be
the substratum of the sentiments in a drama. About the number
of Rasas we can apply the view of Abhinavagupta, expressed about
the production of Rasa, Vibhavas etc. are not the causes of Rasa nor
the informants. The use of Vibhivas etc., useful for the aesthetic
experience is transcendental. We cannot divide the Rasas into
primary and subsidiary on the quasi-psychological rationale of the
mental states in the enjoyment of Rasa. If we do so then the
number of Rasas will come to four. Moreover there was no early
agreement on this piece of psychology ; Abhinavagupta with Bhatta
Niyaka accepts only three aspects of mental condition as involved.
Though the emotions can be developed into sentiments but the
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transitory psychological states cannot be turned into sentiments,
because they are not durable and do not leave their residual traces,
while the accepted eight durable psychological states are found in
their innate forms in all the human beings, and they are more
durable. They have been generally accepted as developing into the
sentiments by all. Santa is the basis of all, because its basic mental
state Tattvajiiana helps in the highest human object of life, viz.,
final emancipation of life and it leaves its residual trace in the person
even when he leads the practical life.

Following Abhinavagupta, we can conclude that in the aesthetic
experience, the consciousness, consisting of the concentrated Bliss
is enjoyed, and Rati, Grief etc. act in beautifying it. So Rasa or
the aesthetic experience is one, the feeling of perfect Bliss in which
worldly limitations disappear and the aesthete is conscious only of

the enjoyment of Bliss.
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CHAPTER 8

VRTTIS (STYLES)

After discussing the important elements of Sanskrit drama, we
now come to another important factor and that is the Vrtti. The
question arises what are Vrttis or the styles ?

Bharata, the greatest canonist of Sanskrit dramaturgy, has
laid stress on the importance of Vrttis while discussing the kinds of
plays and also Vrttis in a separate chapter.

Bharata' holds that Vrttis are traditionally known as the
constituent elements of all dramatic works. With respect to their
production, the ten kinds of play are considered to have proceeded
from these. He has discussed the Vrttis in detail in Chapter XX.

Abhinavagupta® states that in the four objects of human life,
consisting of Dharma etc., efforts of speech, limb and sattva are
common. And the effort is fourfold. Whatever action is started,
the action of words, mind and body is involved in it. Out of that
fourfold action some has charm and variety, because the action of
the persons belonging to superior rank has got excellence. That
effort having charm and beauty comprises four Vrttis. The physical,
vocal and mental efforts having diversity are Vrttis. These extend-
ing to the whole animate world, not originated in the way as now
used, flow with the current and when joined with the particular
exciiement of heart, are helpful in bringing out the real character
of the Nagya. Now this excitement is twofold : worldly and trans-
cendental ; worldly excitement does not help in the enjoyment of
Rasas. Transcendental excitement without being excited is yet
exciting such as that of the poet and the spectator.

In the view of Dhanafijaya® the style of procedure, which is
based on hero’s conduct, is of four kinds. Dhanika* explains the
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term Vrtti that the nature of the hero to act as a tendency is Vrtti
and that is of four kinds, namely, Kaigiki, Sattvati, Arabhati and
Bharati. We see that Bharata and Dhanafijaya have not properly
defined the term Vrtti itself. Their commentators have defined it
for our comprehension.

Keith® is of the view that the poet must be an adept in
adopting the appropriate manner or style for each action of the
hero ; the style adds to the play the indefinable element of
perfection which is present in the highest beauty of feature or dress.

Vrtti pertains to the exertion of the characters involving the
physical, mental and vocal efforts. Though the term Vrtti is used
in another sense also, but here wz are concerned with drama and we
will take the term in its narrow sense, i.e., the Vrttis are really the
styles or modes of conduct that a character, mostly, the hero or the
heroine adopts in a play and these modes depend upon the mood or
sentiment or bhava that occupies the whole personality of the hero
in that particular kind of a play. These Vrttis also decide the form
of the play.

Origin of Vrttis

Bharata has described the origin of four Vrttis from Lord Visnu
showing the preponderance of the action that prevails in each Vrtti.
He has stated that whatever was made and in whatever manner,
the exploits of gods were utilised by the sages in fashioning the
similar styles arising from the words and the gestures which have
their origin in the materials taken from the Natyaveda and which
also have Words and Gestures as their chief characteristics.

Bharata® mentions the origin of Bharaii from Rgveda, of
Sattvati from Yajurveda, of Kaiéiki from Simaveda and of the rest
(i.e. of Arabhati) from the Atharvaveda.

Abhinavagupta’ comments that God is the creator of these
Vrttis, because the action, without excitement supporting Rasa,
which is Ananda, is only possible in God as His heart is en-
lightened with the knowledge (Vidyd) and is like the essence of
Lotus.

By showing Brahma as the spectator of the actions of Visnu,
from whom the Vrttis have originated, importance of the repose of
Vrttis is shown in the heart of the spectator. Abhinava further
adds that the whole action is encircled by the fourfold Vrttis. There
is no action beyond the action of words and mind, and no particle
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is without action. All the Karya ends in Rasa and Bhava. Rasa
and Bhava are found only in living beings and therefore no poetical
work is devoid of threefold action. Persons who accept two or
five Vrttis do not follow the sense of Bharata and their arguments
are annihilated. Dhanafijaya has not mentioned the origin of Vrttis
like Bharata. Bharata has stated the origin of Vrttis from Vedas
also.

Number of Vrttis

The question arises how many Vrttis have been accepted in drama ?
Generally most of the dramaturgists, following Bharata accept four
Vrttis, namely, Bharati, Sattvati, Arabhati and Kaisiki. Bharata
has mentioned only four Vrttis. Why should the number be limited
to four only ? For this purpose Bharata’s statement about Pravrtti
and Vrtti may be looked into.

In a prose passage Bharata® states that it is called Pravrtti
because Vrtti provides information regarding the costumes,
languages and manners in different countries of the world. Though
it is true that the observance of Pravrttis has common characteris-
tics, but as people have different native-countries, costumes,
languages and manners, following them a fourfold classification of
the dramatic performance attached to four different styles i.e.
Bharati, Arabhati, Sattvati and Kaidiki has been prescribed. Among
the Pravrttis (four Local Usages) Daksinatya is abundant in
Kaidiki, favouring various kinds of dance, song, music and clever
and graceful gestures, Avanti Pravrtti depends on Sattvati and
Kaisiki styles. In the Paficali Pravrtti, Sattvatt and Arabhart are
known (to predominate). Application of this requires paucity of
song and excessive movement and extraordinary gaite and steps.
But Bharata has not mentioned the Vrttis in Odramagadhi,
Pravrtti,

Experts should produce their plays in styles which have been
prescribed earlier for the local Usages in different countrics.

Abhinavagupta® comments that these Vrttis are named
according to the element or action that is abundant in them, other-
wise in the physical, mental and vocal efforts, none is single. Even
the bodily action is accompanied with subtle mental and vocal
exertion. So these Vrttis, though intermixed, are designated in
accordance with the element prominent in them. The Bharati is
termed as such, since the action of words is dominant therein ; the
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Sattvati because Sattva is prominent in it. Tn Kaisiki dance, song
and the like, the delicate actions are predominent, and in Arabhati
tumult, disturbance etc. are overwhelming. Abhinavagupta accepts
only four Vrttis and he does not support the view of the persons
who hold two or five Vrttis. He seems to favour the concept of one
Vrtti also, when defining Vrtti, he states that the exertion leading to
human objects is one. Abhinavagupta quotes the view of Bhatto-
dbhata and others in this respect.

As quoted by him Udbhata states that taking the example of
Utsrstikanka, another Vrtti, Phalasamvitti Vrtti, should be recognized,
and he criticizes the fourfold division of Vritis. If Kaidiki is men-
tioned separately because of the object Kama, then, two Vrttis
should be stated to have as an object Dharma and Artha. Therefore,
Nyayavrtti having action, Anyaya Vrtti having words and
Phalasamvitti, these are the three Vrttis only. The view of Udbhata
has been refuted by Bhatta Lollata etc.

Dhananjaya and Dhanika also accept four Vrttis only.
Dhanafijaya' after discussing the three Vrttis Kaigiky, Sattvati and
Arabhati states that there is no other style of procedure (Arthavrtti)
than these three. The fourth style is Bharati Vrtti and that will be
mentioned in describing the Nataka. Dhanaiijaya mentions that
the followers of Udbhata, while mentioning Kaidiki, Sattvati,
Arabhati and Bhirati, recognize a fifth style also.

Dhanika!! states in his commentary that this additional Vrtti
is nowhere found nor it fits in the sentiments, because the Hasya
etc. consist of Bharati and the Kavyartha cannot be without the
sentiments. It is not clear in Dhanika’s commentary as to what
‘g3’ refers 7 Does it refer to the fifth Vrtti mentioned in the last
by Dhanafjaya or to the Bharati Vrtti. It appears that “Sa’ here
refers to the fifth Vrtti. Dhanika further mentions that the
Arthavrttis are only three, Bharati is a verbal style and it being the
part of Amukha will be mentioned in that context.

Dhanaijaya and Dhanika divide the Vritis into two, the
Arthavrttis and the Sabda Vrtti and accept four Vritis in all.

Dhanika states that the ‘Vyapara’, i.e. the action of the hero
and others, varying according to the country, dress etc. is Pravrtti.
According to Dhanafijaya the actions are to be characterized by the
language, gesture and costume of a special region. The dramatist
should employ these suitably taking them from common life. Here
Dhanafjaya deviates from Bharata. Bharata has based four Pravrttis
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on four vrttis of drama and they are inter-related but Dhanaifijaya
does not set any limit to the number of Pravrttis. The difference
between the Vrtti and the Pravrtti seems to be that Pravrttis are the
actions varying with the region and costume etc.

When we see the statements'® of Abhinavagupta, Saradatanaya
and Dhanaijaya, it becomes clear that there were persons who were
not satisfied with the number four regarding to the Vrttis. Some
accepted two, some three, while others accepted five. But all
the other different views regarding the number of Vrttis did not gain
ground as their views were not supported by Bharata’s Natyagastra.
Bharata based his Vrttis on the four kinds of representation. The
four Vrttis are closely connected with four Nyayas and four kinds of
representation. We also find that all the four types of Vrttis
mentioned by Bharata are popular among play-wrights and they have
been accepted by later dramaturgists.

A problem arises. Some like Dhanafijaya and Dhanika have
made the distinction among these four Vrttis as Arthavrttis and
Sabdikavrtti, taking three Vrttis, Sattvats, Arabhati and Kaigiki
under Arthavrttis and Bharati under Sabdavrtti. 1t should be seen
whether the case is so, and does Bharata also mention this
distinction ?

Bharata has not distinctly made any such distinction, rather
he has added Kai$iki afterwards. True, he has accepted the
prominence of words in Bhérati Vrtti and it has become synonym
for Vak. Itis perhaps in this light that Dhanafijaya and Dhanika
have made this distinction maintaining that Bharati deals with
language, while the others deal with action. But there was no
necessity of making such a distinction because Abhinavagupta has
already stated that Vrtti consists of action involving language, mind
and body. Dramaturgists like Abhinavagupta, Ramacandra and
Gunacandra, Sagaranandi and Visvanatha etc. have not made any
such distinction. This distinction is not very scientific either.
Moreover, Dhanafijaya and Dhanika have not explained what they
mean by ‘Arthavrtti’. If they mean by Artha ‘sense’ as Keith!®
has done, in that case distinction is not valid because even in the
use of Bharativrtti words have got sense, they are not used as
meaningless. So, there is no need for such a distinction as all the
four Vrttis deal with four type of actions. We will discuss these
four Vrttis one by one. As Bharati Vrtti entails many problems, so
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for the sake of convenience, we will first take up other Vrttis and the
Bharati afterwards.

Sattvati Vrtti (Grandiose Style)

Bharata'® mentions that at the time of a battle between Madhu-
siidana and Madhu and Kaitabha, by the rebounding of the bow
named Sarmga which was intensely brilliant, steady and by an excess
of unperturbed Sattva (strength) the Sattvati Vrtti was made. He
defines Sattvati as the style which is endowed with the quality of the
Sattva, the Nyayas (proper) and the Vrita, and has exuberance of
joy and suppression of the state of sorrow.

He further elaborates that related to the plays expressing the
Sattva, the Sattvati Vrtti is known to consist of the representation
by words and gestures. It is to contain the sentiments such as the
Heroic, Marvellous, and Furious and is devoid of the Srngara,
Karuna and Nirveda, and the characters in it, should be mostly
majestic and defying one another.

It is known to have the four varieties (Bhedas) such as
Utthapaka (challenge), Parivartaka (change of Action), Sallipaka
(Harsh discourse) and Sanghatya (Breach of Alliance).

In the view of Abhinavagupta,'® involving the action of the
mind, Sattvikiis Sattvati. ‘Sat’ means Sattvam that is light, and it
is present in the heart. So, pertaining to the action of the mind,
combined with the verbal and physical representation it is present
in the plays which contain the statements, full of Sattva. Thus
Sattviki Vrtti has the prominence of Sattvika representation. He
takes ‘Sat’ as being present in the mind, and enlightening. In
Srngira mind is busy in love affairs, in Karuna it is afraid, in Nirveda
it is perplexed, therefore, although action is there but the mind is
not so much agitated as it is in anger, wonder, courage.

Dhanaiijaya'® also states that Sattvat1 is free from grief and is
characterised by the examples of virtue, courage, self-sacrifice,
compassion and uprightness. In it are found samlapa, Utthapaka,
Sanghdtya and Parivartaka Dhanafijaya follows Bharata in defining
Sattvati as devoid Grief and having Sattvika qualitics. But his
definition seems to be incomplete in comparison to that of Bharata,
Bharata has included in it the representation of words and limbs,
while Dhanafjaya is silent about this. Dhanafijaya has described
Samlapaka, Utthapaka, Sanghdtya and Parivartaka in it but he does
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not mention whether these are its arigas or its varieties. Dhanafijaya
differs in the terms ‘Samlapa’ and ‘Sanghatya’.

Dhanika'” regards these four as its angas. We shall now take
the four varieties of Sattvati. The four varieties of Sattvati have
been accepted by all the dramaturgists with a little change of
spelling in Samlapaka and Sanghatya.

Now we shall discuss these varieties :

Utthapaka

Bharata'® states that one’s rising up with a view to conflict after
saying ‘I am getting up (for battle now) show me your own prowess’
is called Utthapaka.

Parivartaka

It after leaving the things which caused the rising up, one takes
to other things due to some necessity, it is called Parivartaka.

Sallapaka or Samlapaka

A dialogue containing passionate words of abuse (or according to
other reading various kinds of words) whether these arise from
contempt or not is called Sallapaka,

Sanghatyaka

Bharata states that Breach of an alliance through power of advice,
wealth or words due to accident or one’s own fault is to be known
as Sanghityaka. It has been interpreted otherwise also as disrupting
an alliance for the sake of a pelicy in favour of a friend or due to
an accident or one’s own fault is called Sanghitya. But this
interpretation does not explain the full importance of the definition.

Abhinavagupta!® interprets that the action that stirs up the
mental agitation is Utthapaka and the action indicating that is just
complimentary saying.

He adds the menta) action in interpreting each of its variety
and gives examples to illustrate them. He gives the varied interpreta-
tions of Sanghatyaka. That which disrupts the alliance in battle
is Sanghatyaka, or by which enemy can be thoroughly killed and
being related to Sanghatyaka, it is called Sanghatyaka or breach of
alliance is done by another party by adopting any of the four
means, sima etc., so it is Sanghatyaka,
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In the view of Dhanafijaya®® also Utthapaka is a challenge in
which at the outset, one challenges or excites another to combat.
Dhanaijaya and Dhanika agree with Bharata in defining the
Parivartaka. But Dhanafjaya has not indicated the cause due to
which a change occurs in it, while Bharata has made his definition
complete and clear that when a character changes his course of
action abruptly due to exigencies of circumstances in him, such a
change of conduct presents element of Parivartaka in him.

Dhanafijaya deviates from Bharata in defining Samlapaka. In
his view it is a discourse, a mutual talk of a serious nature expres-
sing various feelings and sentiments. He agrees with Bharata in
his brief and clear definition of Sanghatyaka. The Breach of
alliance is a violation of alliance under the influence of advice, gain,
fate or the like.

Dhanika has explained these varieties of Sattvati with proper
examples in his Avaloka.

Thus, we find that dramaturgists in majority have mentioned
these four varieties of Sattvati Vrtti. The Sattvati Vrtti is connected
with demonstrating one’s power. It is concerned with the Sattva,
the mental aspect of the action.

Kaishiki Vrtti (The Graceful Style)

Kaidiki is the most delicate style and it is suited to Srngara Rasa.
Rather it should be spoken as its life. Bharata® defines Kaidiki as
the style which is specially interesting on account of the charming
costumes worn by dramatic personae mostly women and in which
many kinds of dancing and singing are included and the themes
acted are the practices of love and are connected with (lit. arising
from) its enjoyment.

At another place Bharata has mentioned about Kaiéiki that
this style, seen at the time of Nilakantha’s dance is appropriate
to the Erotic sentiment. This requires beautiful dresses and is
endowed with gentle Angaharas and dancing and has sentiment,
states and action as its soul.

Bharata mentions its four varieties (Bhedas) as; Narma
(Pleasantry), Narmasphiiija (Beginning of Pleasure), Narmasphota
(Unfoldment of Pleasure), and Narma Garbha (Covert Pleasure).

Abhinavagupta®® interpreting Bharata writes that ‘Slaksna’
means delicate as it softens the heart. The term Narma prefixed
in all the four angas indicates the prominence of laughter. Abhinava
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has explained Kaidiki that the action to be employed in beauty is
Kaiéiki Vrtti. Except explaining the words of Bharata, he contri-
butes nothing new.

In defining Kaisiki Dhanafnjaya®® does not differ from Bharata.
According to him also Kaisiki is delightful through its outward
expressions of love, song, dance, coquetry and the like.

Dhanika® writes in his commentary that the action expressed
through songs, dance, love, enjoyment of love, soft, erotic and
having its success in Kama, is Kaisiki. In the view of Dhanafijaya
and Dhanika it consists of four angas, Narma, Narma-Sphifija,
Narmasphota and Narmagarbha.

The only difference that we find between Bharata,
Abhinavagupta and Dhanafijaya and Dhanika is that, while Bharata
regards these four as the varieties of Kaiéiki, Abhinavagupta,
Dhanarijaya and Dhanika regard them as its angas.

Thus Kaisiki pertains to delicacy and as it consists of dance,
music etc. and of beautiful dresses, so it shows the excess of women
mostly and it is used in the representation of Srngira. As Srngira
may be said to be extending to the whole human nature and the
main sentiment, Kaidiki being related to it may be said to have the
widest range.

We now take its four varieties :

Narma

As stated by Bharata® the Narma which abounds in remarks made
in jest is of three kinds: first that based on love that with pure
laughter, and that having sentiments other than the Heroic (Vira).
Narma is known as generally connected with acts of jealousy and
anger and mixed with words of rebuke and as done in the guise of
self reproach and through to deception of others.

Narmasphuiija

Narmasphufija is to be known as the first meeting of lovers in which

words and dresses exciting love are in evidence but which ends in
fear.

Narma-Sphota

Narma-sphota is the cause of the sentiment contributed by short
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touches of different psychological states and not by any of them as
a whole.

Narma-Garbha

When the hero out of any necessity acts incognito through his
qualities such as intelligence, (good) appearance, beauty, wealth etc.
and affection, it is called Narma-Garbha.

In the view of Abhinavagupta® prominence of laughter is
common in all the four angas of Kaidiki. In Narma jest or laughter
is threefold, it is either to indicate the jealousy or to censure the
other or to deceive other’s heart. To allude to oneself or charging
the other is to bring near oneself.

Explaining Narma-sphota, he writes that in Narmasphota,
Fear, Laughter, Joy, Terror, Anger etc. are expressed in small
guantities and they, not becoming permanent states do not attain
the position of Rasa; Srngara is already there.

Dhananjaya?’ deviates from Bharata and he mentions eighteen
types of Narma, while Bharata has mentioned only three types of
Narma. In his opinion Narma is clever jesting that serves to
conciliate the beloved. Itis of three kinds, accordingly as it is
done purely in fun, or through love or through fear. Dhanafjaya
mentions Narma caused through fear. Again he divides Narma
connected with love into three, being caused by an allusion to one-
self, by (manifestation of a desire for) enjoyment or by (show of)
jealousy. He further mentions that Nar.na connected with fear is
twofold, either pure or subordinated (to some other sentiment).
The comic element as a whole is futher, of three kinds more, that
of words, that of costumes and that of action. Consequently, Narma
is said to be eighteenfold.

Dhanika just elaborates the statements of Dhanafjaya and
illustrates his definitions with proper examples.

Narma is a witty jest and all its varieties include the element
of Fun. These jests strengthen the Erotic sentiment. Dhanafijaya
has mentioned the eighteen varieties of Narma. Generally, its three
varities have been mentioned—Narma with Srngara, with pure
laughter and fear or having other sentiments than the Heroic.
Depending upon dress, words and actions it may vary.

Dhanafijaya terms Narma sphufija as Narma sphiitja and he
agrees with Bharata in his definition of Narmasphifija when he
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defines it as characterised by happiness in the beginning but ending
in fear,

Thus, Narma-sphunja or Narma-sphuiija or Sphifija is found
in the mode of behaviour which is full of love and coaxing speech,
as generally used in initial stages of contact with the beloved. Use
of befitting dresses and charming decorations is one feature of this
aspect of Narma. It is pleasant at the start but ends in awe of ' the
former wife.

In defining Narma spohta Dhanafijaya agrees with Bharata,
In his view also it is moderate sentiment indicated by slight
expressions of the feelings.

In the definition of Narmagarbha also, he follows Bharata,
Thus he defines that it is the coming up of the hidden Hero for the
attainment of his purpose.

In the treatment of Kaigik1 he mostly agrees with Bharata.
Kaisiki style with all its four varieties vibrates with mirth and love.
It will be mostly in the plays having Erotic and comic sentiment.
It may be said to consist of delightful vivacity and full of charming
expression of love by means of songs, dance and coquetry. It is
the most charming Vrtti and does not limit itself to particular

actions of body, mind and spirit but encompasses within it general
movements of all limbs.

Aarabhati (The Energetic Style)

Bharata® terms Arabhayt as consisting of violent sentiments,
He defines Arabhati as the style which includes mostly the qualities
of a bold person suited to an Arabhata, and like an Arabhata, it
consists of many deceptions and disguises, is full of false pride and
false words.

He further mentions that from the various ways of personal
combats, which were full of energy and excitement and which
entailed the various caris, Arabhatt Vrtti was made.

Bharata mentions, the four varieties of Arabhati  Vrtti,
Sanksiptaka (compression), Avapata (commotion), Vastutthipanam
(Elevation of the plot) and Sampheta (conflict).

Abhinavagupta'® interprets it etymologically that ‘Ara’ is
formed fiom the root 4/ ‘Iyarti’, and ‘Bhatah’® means persons with
courage and not having laziness. The Vrtti belonging to them is

bodily action. Otherwise he just explains the statement of Bharata
without adding any remarkable point,
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In the view of Dhanafjaya® Arabhati Vrtti consists of in deeds
of magic, conjuration, conflict, rage, frenzy and the like. Its
four sub-divisions are Sanksiptika, Sampheta, Vastatthana and
Avapatana.

Dhanika only explains the word ‘Maya’ as the unfolding of
some absent matter through the power of hymns and ‘Indrajala’
as the power of Tantra etc.

Dhanafijaya deviates from Bharata in his definition. Bharata
has mentioned that it is full of many deceptions, but Dhananjaya
omits it. Bharata has also defined it as consisting of the qualities
of the Arabhatas but Dhanaiijaya does not mention it. Bharata terms
it as having Uddhata Rasas, Dhanaiijaya does not mention it either.
Dhanafijaya also differs a little from Bharata in the names of
Vastitthapana and Sanksiptaka. Dhanafijaya terms them respective-
ly as Vastitthana and Sanksiptika.

Arabhati is invariably attended with feats of jugglery and
deeds of conjuration and conflicting situations, It is conspicuous
in the form of bodily activities. It will be generally found in the
plays having fiery sentiment like in the Samavakara etc.

Now we take its varieties one by one:

Sanksiptaka or Sanksiptika

Bharata™ states that conforming to the purpose of the play
Sanksiptaka (compression) includes relevant crafts such as many
kinds of model works, drawings and dresses for a condensed

representation of the plot.

Avapita (commotion)

In Bharata’s view occurrence of fear, jubilation, panic, fall, puzzled
behaviour, quick entrance and exit of characters should be known

as Avapata.

Vasttitthdpana (Elevation of the Plot)

The deed which either includes panic or is without it or which is
being connected with as giving shelter to (anyone) and includes a
combination of all the sentiments in brief, is called Vastutthdpana.

Sampheta (conflict)
Sampheta is known to include excitement, many fights, personal
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combats, deception, betrayal, and much striking of weapons.

Explaining these varieties Abhinavagupta® notes in his
commentary that the things presented by tokens or signs form the
subject or Sanksiptaka division hence it is termed sanksiptaka. In
it the Arthas (i.e. tactics) are devised by the expert craftsmen with
a purpose. Here is found the abundance of model work and the
costume, swords, skin, armour etc. are variegated.

He states that Avapata occurs when there is quick entrance
and exit of characters due to excess of fear and joy, and where
there is tumult, running away caused by the words, falling down due
to attack and the action is excited because of the flurred conduct
of characters. Itis called Avapata because the characters fall and
run away in it,

He next explains Vastitthapana. The deed (Karya) in which
many things, i.e. objectives are raised or described according to
context is called Vastatthapana. These matters have been denoted
by the word ‘Sarvarasa’. Therefore all the permanent states and
transitory states are described in it in nut-shell and they are
accompanied either with flights due to fire etc. or without them
also. It is also called Vastiitthapana because of raising the ‘Vastu’
(subject matter) that is to happen in future. In explaining Sampheta
he agrees with Bharata.

Dhanaiijaya® follows Bharata in the definition of sanksiptaka
though he terms it sanksipti.

He quotss others, views also prevalent about it, though he has
not given the names of the persons holding that view.

Dhanafijaya defines sanksipti that it is arranging a matter
concisely by the artful device. Thus, he had adopted only a part
of Bharata’s definition and left out the rest of the portion which
may be included generally under the term ‘Silpayoga’. As quoted
by him, others take it to be the substitution of another hero
(secondary) on the withdrawal of a previous one.

Dhanika® following Bharata makes the definition of
Dhanafijaya more lucid in his commentary. He writes in his Avaloka
that by the use of soil, bamboo, leaves, skin etc. creating a Vastu is
saniksipti as in the Udayanacarita, the making of elephant of mats.
Neither Dhanaiijaya nor Dhanika points out, though Bharata has
done it that these devices are used with a purpose. These things of
craft are not without any purpose. Dhanika elaborates the view of
others quoted by Dhanafijaya that taking another stage at the
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completion of one stage of the former hero is also sanksiptika.
He gives its example and states that either another hero is taken up
at the withdrawal of the former hero or the same hero takes up
another stage at the disappearance of the first. As for example
Sugriva is taken up at the disappearance of Valin and Parasurama
achieves calmness at the disappearance of boldness.

But one thing should be remembered in respect to this view
as Keith® has also pointed it out that this substitution either of the
hero or change of heart should be related to a secondary hero only
because the main hero cannot be replaced in a play nor change of
state should be shown of the principal hero, otherwise the unity of
drama would disappear. The main hero should be depicted
sincerely from the beginning upto the end of the play.

Dhanafjaya®™ also agrees with Bharata in the definition of
Avapita. He defines Avapata briefly that it is characterised by exits
and entrances, terror and flight.

Dhanaiijaya differs from Bharata in his definition of Vasta-
tthapana. In his view Vastatthipana is the name given to a matter
produced by magic or the like. Dhanafijaya omits the mention of
all the rasas in nut-shell in it. However, he does not include
Vidrava etc. in it.

If we follow Dhanaiijaya’s definition of Vastitthapana, then
there will not be much difference between Sankgipti and Vastittha-
pana. Hence, Bharata’s definition should be accepted that it is
chequered with a variety of sentiments. It can be either based on
tumult or without it.

While Bharata’s definition of Sampheta is all inclusive of
fights, personal combats and deception, striking of weapons elc.,
Dhanaifijaya defines it as an encounter of two angry and excited
persons.

Thus, we find that Arabhati vrtti generally relates to the
bodily action. Deception, conjuration, magic practices, flights,
striking of weapons and battles etc. occur in it. It pertains to fiery
sentiments.

Now, we come to the Bharati vrtti and its angas:

Bharati Vriti

Bharati Vrtti has been discussed elaborately. First of all we are
taking the view of Bharata,
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Showing the origin of Vrttis Bharata® mentions that hearing
the various abusive words of the two Raksasas, Druhina asked
Lord Visnu, if it was the Bharatt Vrtti that started with the words.
Hearing his question Madhusiidana replied that the Bharati vrtti
was made by him on some purpose. It would be the Bhiratt Vrtti
of the speaker in which words would preponderate., Its origin
shows the prominence of speech in Bharaty vrtti. It is related with
the vocal representation. Its name indicates its origin from the
Bharatas, ie. the tribe of the actors. Etymologically Bhirati
would mean the style used by Bharatas. Bharata defines Bharats as
follows :

‘ya vikpradhana, purusaprayojya, strivarjiti, samskrta
pathyayuktd svanamadheyair bharataih prayukta, Sa Bharati
nama bhavettu vrtti,’

Let us examine closely his definition. First of all the Bharati
vrtti is prominent in words, then it is to be applied by male
characters and not by females, thirdly, it consists of the samskrta
text, i.e. in it the speeches are employed in Sanskrit, and it is
employed by the Bharatas (i.e. actors) in their capacity as such, In
other words, Bharaty vriti prevails where the action of words
dominates ; it is generaily used by male characters excluding female
characters, it uses Sanskrit in speeches, (this is the reason why its
origin has been stated to be from the Rgveda) and it is employed by
the actors when they are in their own capacity and they have
not assumed the roles of characters.

Some problems arise out of this definition. First is the
prominence of words in it. But we find that every play is written
in words. So the problem is, should we take Bharat1 Vrtti present
throughout the play or to some limited part of the play ?

Second point is its application by males only. Why did
Bharata put this limitation ? May be it was to demark it from
Kaiik1 where women play a greater role. Third is, it includes the
speeches made in Sanskrit. Then in the plays written in Prakrit
this Vrtti will be absent. But a play may employ either Sanskrt
or Prakrt. The natural conclusion of Bharata’s statement may be
only that if a play is written in Sanskrit, all of its speeches read by
male characters would be in Bharati vrtti and in a play written in
Prakrt, there would not be any Bhérati vrtti. This does not seem
to be the intention of Bharata.
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Fourthly, it is called Bharati because it is applied by Bharatas.
What does the term Bharatas, signify ? Would they mean actors,
then the whole play is acted by actors, and all vritis are acted by
them who assume the role of characters, or would they mean the
special actors who come on the stage only in the beginning of the
play and go away after the prologue part.

Taking strictly the definition of Bharata, it may be said that
he limits it to the prologue part of the play because in that portion
of the play male characters abound and they generally use Sanskrit,
because in prologue recitations are made in Sanskrit by Satradhara
with Vidasaka and pariparsvika. There, Nati, the female actress
plays a minor role. In that part actors appear in their own names
without assuming the roles of the respective characters, they are
relegated to.

Bharata mentions that its four varieties which have become its
component parts should be known as Prarocand, Amukha, Vithi
and Prahasana.

Now let us consider the views of others.

In the view of Abhinavagupta also in the prominence of
words there prevails Bharati Vrtti.

Abhinava® interpreting Bharata’s definition of Bharati
comments that by exclusion of women, obstruction for the pro-
minence of Kaisiki is shown. By the employment of Sanskrit it is
denoted that it must replace or throw off Kaisiki because of the
sweetness of its Prakrta recitations. The term °‘Bharataih’ here
denotes actors who are so called after the name of their ancestors.
‘Bhedas’ here mean the parts in it, not the varieties. Some part of
the Bharati is Prarocand, some Amukha, Bhirati extends to the
three worlds. So, here, ‘angatvam’ means that these four have
become its parts. Otherwise if it is said that they become the parts
of the play then Vithi and Prahasana are the varieties of Ripaka,
not that they are its parts.

Thus Abhinavagupta has not provided any valuable clue to
the problems raised.

Dhanafijaya® agrees with Bharata and states ‘Bharati samskrta-
priyo Vagvyaparo natagrayah’. Bharati Vrtti is a manner of speak-
ing, chiefly in Sanskrit, employed by actors (nata). Dhanaiijaya
clearly states that it takes the support of actors and it has pro-
minence of Sanskrit. But here we detect a little modification from
Bharata. The limitations put are not so strictly binding. Otherwise
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like Bharata Dhanafjaya also takes Bharatito be the Vrtti of
words. He mentions that Bharati Vrtti is present everywhere. And
like Bharata he also mentions its four Bhedas as Prarocani, Vithi,
Prahasana and Amukha.

Dhanafijaya makes it distinct from other three Vrttis by
calling the previous three Vrttis as Arthavrttis.

Dhanika'® writes in his commentary that Bharati is a Sabdavrtti
and it being the part of Amukha will be discussed there, By this
statement it becomes clear that Dhanika limits it to the prologue
part only and it may be inferred from Dhanafjaya’s statement also
when he says that Sthapaka should describe some season taking the
help of-Bharati Vrtti and he has discussed it in the context of
prologue.

Dhanika takes Prarocani, Amukha etc. as the angas in it.
Dhanika differs from Dhanafijaya. While the latter calls these four
as the bhedas, Dhanika calls them angas and here he agrees with
Abhinavagupta who also regards these as the parts or angas, while
Bharata has mentioned them as the bhedas.

Dhananjaya and Dhanika perhaps modified the definition of
Bharata from ‘Samskrta pathyayukta’ to ‘Samskrta prayo’ seeing
that in some plays Prakrt is also resorted to in the prologue part.

Bharata has not mentioned its range," but Abhinavagupta
Dhanaifijaya, Dhanika, Séradétanaya and Ramacandra and Guna-
candra accept it to be present everywhere. It is true if we limit it
to the prologue part only, then it will be found in every play, and
it will consist of the speeches spoken by the male members in the
prologue. Abhinavagupta is also right in accepting four bhedas as
its parts, because some part of Bharati Vrtti consists of Prarocani
and some part consists of Amukha. And we must remember here
the point made by Abhinavagupta that no action is single ; verbal
action involve a little of the mental action too.

The real problem arises about Vitht and Prahasana. As we
know, these are the two kinds of plays. Does Bharata mean the
same ones here or otherwise ? Nobody has dealt with them
properly in the context of Bharati Vrtti though all have mentioned
them. We will see this when we take each of the four Angas
separately.

The second problem is, should we restrict this Bharati Vrtti to
the introductory part of the play only as maintained by the authors
of Natyadarpana and Bhoja etc.
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The description of Vith1 and Amukha is most confusing and
this confusion has not been allayed by any of the dramaturgist.

We now take these Bhedas of Bharati Vrtti and first we will
discuss them as enumerated by Bharata.

Prarocana

Bharata has mentioned that Prarocand is to be put in the
Pirvaranga, i.e., before the beginning of the play. It is to attain
success, prosperity, good luck, victory and removal of all sins. He
has defined it also when dealing with the Parvaranga, where he
defines it as an appeal with a view to success which is made by the
Siutradhara after suggesting the action (Karya) of the play in hand
with proper reasoning and arguments.

Aamukham

Bharata states “that part of a play where an actress, the jester, or the
assistant has a talk with the sttradhdra on some relevant topic and
they use interesting words or adopt any type of the Vithi or talk in
any other way, is called the Amukha (Introduction) or Prastavana
by the wise.”

He mentions five angas of Amukha namely ; Udghatyaka
(Accidental Interpretation), Kathodghata (opening of the story),
Prayogatisaya (the particular presentation), Pravrttakam (the
personal Business) and Avalagitam (the Transference).

When we examine Bharata’s statement closely, we find that
Amukha has been mentioned as one of the four wvarieties of Bharati
Vrtti. In Amukha Nati talks with Satradhara often in Prakrt (as
in Sakuntalam). Then the question arises, will we have to exclude
that portion spoken by Nati out of Bharati Vrtti as it has been
defined by Bharata to be applied by males and in Sanskrit ? And
if the talk of Nati with Satradhara is included in Amukha then
the contradiction will arise. So it does not seem proper that this
limitation of Sanskrit language should be imposed on Bharati
Vriti.

Secondly, Bharata has mentioned clearly that the Nati,
Vidisaka or Pariparsvika may talk with the Satradhira by adopting
the angas of Vithi, Bharata has also mentioned Vithi as one of
the bhedas of Bharati Vrtti. When Vithyangas may be used in
Amukha or Prastavana why this repetition, and why the need for
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stating Vithi separately as the part of Bharati Vrtti and how to
harmonise them? The question also arises, are the angas of Vithi
wherein Bharati prevails and those to be used in Amukha, one and
the same? Morcover, out of the five aagas of Amukha, Udghatyaka
and Avalagita are the angas of Vithi, so actually there remain only
three varieties of Amukha, i.e. Kathodghata, Prayogatiaya and
Pravrttakam. We find the confusion in Bharata himself which the
later writers could not remove though they tried their best. The
confusion may be removed in one way only, if we accept that any
of the thirteen angas of Vithi may be used in Amukha, and that
Bharati also prevails in the form of drama named Vith1. Here,
it may be added that Vithi and Prahasana mentioned by Bharata
as the Bhedas of Bharati Vrtti, refer to the two kinds of dramas
and the angas of Vithi occurring in that kind of the play and used in
Amukha are one and the same.

Bharata further states that he has already spoken the
characteristics of Udghatyaka and Avalagita which he has done at
the place, discussing Vithi as a form of Ripaka. Of the rest he
speaks now. We have also defined them in our previous chapter
dealing with ten kinds of play, so we necd not repeat them here,

Kathodghéta

Bharata defines Kathodghata. In his view the part in which a
character enters the stage taking up a remark of the Sitradhara or
its meaning is called Kathodghita.

Prayogatishaya

When over the production of the introduction, the Sitradhira
imposes another production and then a character enters (the stage)
it is called Prayogatisaya.

Pravritakam—or Pravartakam

The introduction in which Sitradhara taking help of some season
speaks on some business in hand, and taking cue from this, a
character enters the stage it is Pravrttakam.

Thus, according to Bharata working out skilfully any of this
which may be relevant, the wise (play wright) should construct the
Amukham (introduction) without encumbering it with many
characters and speeches. In this manner the wise should know the
introduction with different bases.
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About Vithi and Prahasana Bharata states that their characteris-
tics have been mentioned before which he has done only as the
forms of Ripaka. Bharata has left the problem as it is. He has
not discussed Vithi and Prahasana in the context of Vrtti. It be-
comes obvious that Vithi and Prahasana mentioned under the
Bhedas of Bharati Vrtti are the forms of drama and not something
separate related to the introductory part of the play only. As
Bharati Vrtti prevails in Vithi and Prahasana, it also becomes clear
that, it cannot be restricted to prologue part only. As we have
defined them in our earlier chapter we will not repeat them here.
One thing may be said that as Vithi and Prahasana consist of
Vithyangas and they are one-act-plays abounding in speeches so
they may be said to be the angas of Bharati Vrtti, but of course
their incluion in the angas of Bharati Vrtti does not seem proper
and this is the reason why Natyadarpana has avoided them and
only mentioned Prarocana and Amukha as the parts of Bharati-
Vrtti.

While in the view of M. Ghosh, Haas and V. Raghavan,

Amukha, Vithi etc., these four, are the varieties'® of the Bharati
Vrtti, in the opinion of Abhinavagupta, Dhanika and Visvanatha,
these are the four angas, parts of the Bharati Vriti. But Vithi and
Prahasana do not fit in as its angas. We now take the view of
Abhinavagupta.
: Abhinavagupta* does not discuss Prarocana in detail and says
that the Prarocana that has been described before in Parvaranga
should be considered the part of the Bharati Vrtti. And there is
nothing remarkable here.

Abhinavagupta explains Amukha. He understands that ‘eva’
word denotes the compulsory presence of Sutradhara but here he
has stretched his imagination too far, because the compulsory
presence of Satradhara is denoted by the word ‘Satradharena’ and
not by ‘eva’.

In simple words, Abhinavagupta explains that in it, Nati,
Vidiisaka or Pariparévika either collectively or individually talk with
the Satradhara. They talk with the Satradhara purposely through
words alluding to the matter of the play either speaking ina
winding manner, employing double meaning words or in simple
question-answer form.

He opines that in Amukha the prefix ‘A’ may be taken in two
senses, first denoting limit which is upto Mukha only or it may be
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taken in the sense that the beginning or a little Mukha (opening)
is presented by it. In it, sometimes the Pirvaranga Vidhi is
carried towards Karya or the beginning of Karya is carried towards
it. Thus, when Sthapaka also, who resembles Satradhira in
qualities and appearance, is presented like Rima etc, then, it is the
Amukha composed by the poet.

Abhinava further states that, a doubt may be raised here that
the Prastavana would be when the five are used together at a
time, but this is not agreeable to Muni Bharata as he has clearly
stated that any of these should be used relevant to the topic of the
play.

He has tried to remove some confusion present in the N§ of
Bharata. As we have seen, Bharata has mentioned Udghatyaka
and Avalagita as the two sub-divisions of Amukha, and he has also
said that Vithyangas may be used. These two are also the sub-divi-
sions of Vithi, so why to mention them separately? Abhinavagupta
provides the reason of it. He states that although in Prastivana
there are present other sub-divisions of Vithi also and it has been
stated in the general definition of Amukha also, yet Udghatyaka
and Avalagita serve as important sub-divisions and are forceful
parts in the Prastavana presenting the matter of the play near at
hand.

Abhinavagupta explains etymologically the meaning of
Kathodghata. Kathd means the subject-matter of the play
and it is taken upward, so it is called Kathodghata. He explains
Prayogatifaya that where in Prastivani (Prayoga) Satradhira
employs a production like the pair of ‘Samudgaka Kavaga’, that
production because of the double meaning and being connected
with two applications is called Prayogatiaya (Samudgaka Kavaga
means artificial stanza, the two halves of which exactly correspond
in sound though differ in meaning).

He interprets Pravrttakam that when something is described
by the Sttradhara basing it on something appropriate to time, and
with the help of it there is entrance of the character, one’s matter
being spoken through the Pravrtti of that time itis called Pravrt-
takam. He cites its example from Venisamhara which is not
appropriate.

Thus Abhinavagupta has explained some points in Bharata’s
definitions, and he has left out Vithi and Prahasana without giving
any commentary upon them,
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He has accepted four bhedas of Bharati Vrtti as its component
parts (angas) and five angas of Amukha as the five varieties of
Amukha.

In the view of Dhanafijaya'® among these (the varieties of
Bharati Vrtti) Prarocand is a means of arousing expectancy by
means of praise (of the matter in hand). The definition of
Dhanaiijaya is closer to the definition of Prarocana given by Bharata
in Parvaranga. Dhanika'® comments that to excite the curiosity
of audience through the praise of matter in hand is Prarocana as in
Ratnivali ; the qualities of the poet, the subject-matter and the
audience have been praised.

Dhanafijaya like Bharata does not describe Vithi and Prahasana
in reference to Bharati Vrtti and shirks the matter by saying that
Vithi and Prahasana will be discussed in their own context which
he does only when he discusses them as the two forms of plays
and nowhere else. He does not help us a bit in the problem whether

‘Vithi and Prahasana, the varieties of Bharati Vrtti, are the same

which are the forms of dramas or different. Rather he has presented
a greater confusion and contradiction before us. He accepts Vithi
and Prahasana as the varieties of Bharati Vrtti but when he discuss-
es Vithi as a kind of the play, he does not mention Bharati Vrtti
there, but he mentions it to be in Kaiéiki Vrtti and appropriates
to it the sentiment to be indicated as Srngara. This type of
contradiction we do not find in Bharata. Bharata has simply tried
to avoid the repetition, while Dhanafjaya has contradicted himself.
In Prahasana, of course, Dhanafijaya accepts Bharati Vrtti.

We may infer then that like Bharata according to Dhanafjaya
also Vithi and Prahasana referred to as the sub-divisions of Bharati
Vrtti are not different from the forms of drama of these names and
they are the same. It also becomes evident from the fact that
Dhananjaya described thirteen sub-divisions of Vithi under Amukha
and not under Vithi.

He further states that he is describing the angas of Vithi here
as they are the angas of Amukha also.

He does not deviate from Bharata in the definition of Amukha.
The only difference is that while according to Bharata Nati, Vidasaka
or Pariparévika talk with Satradhara, in Dhanaiijaya’s view here
the Satradhara addresses an actress or an assistant or the jester on
a matter of his own, in bright conversation hinting at the matter in
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progress. This is only putting it otherwise. Dhanafijaya calls
Amukha as Prastivani also. But instead of five, Dhanafijaya
mentions three varieties of it ; Kathodghata, Pravrttakam and
Prayogitidaya and the thirteen sub-divisions of Vithi. Dhanaiijaya
has discussed Udghatyaka and Avalagita under the angas of Vithi,
Thus there remain only three angas of Amukha itself, Kathodghata,
Prayogitisaya and Pravrttakam and when any of the thirteen angas
may be employed in Amukha or Prastavana, then there should be
no need to say Udghatyaka and Avalagita separately as the angas
of Amukha. Thus Amukha may become of sixteen varieties not of
five, depending upon the three angas of itself and the thirteen of
Vithyangas.

The problem remains unsolved in Dhanafijaya also that when
Vithyarigas may be employed in Prastivana, and these Vithyangas
may be employed in Prahasana too, why Vithi and Prahasana should
be mentioned separately as the varieties of Bharati Vritti.

Of course the problem may be solved in one way only that
we should take Prarocana, Amukha, Vithi and Prahasana as the four
varieties of Bharati Vrtti which become its angas and that Vithyangas
are not limited to Vithi kind of play only. They are just the means
of expressing a matter beautifully and they can be employed in any
play, and they may be used in Prastivana also. As Vith1 and
Prahasana consist of speech and counter-spcech so Bhirati is
prominent there.

Dhanaiijaya, without differing from Bharata in the definition
of Kathodghita clarifies it more by saying that in it the character
enters taking up a remark of the Siitradhara or the meaning of such
a remark which corresponds with some incident connected with
himself.

About the definition of Kathodghata, most of the theoreticians
do not differ. Dhanaiijaya -defines Prayogatisaya as that form of
induction in which a character enters in accordance with a reference
to him (Prayogatah) by the Siatradhira in the words ‘here he is’.
Dhanika exemplifies it with the Introduction of Abhijiianasakuntala,
when Sitradhara in order to present Dusyanta says, ‘I have been
captivated by your song like this king Dusyanta captivated by the
fast running deer’. Dhanafijaya mentions clearly that Satradhira
uses in the production ‘here he is’ and refers to the character and
the character enters, Bharata has not mentioned expressly what
prayoga sitradhara employs.
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From the definition of Prayogatiaya it is evident that in his
presentation of Prastavana Satradhara makes use of such a presenta-
tion as it refers to the character or the matter of the play and as a
result of that presentation, character enters the stage.

Dhanafijaya has defined Pravrttakam as the entering of (a
person) hinted at by the similarity of (the nature) the season
(described).

In comparison to Abhinava, Dhanika has given a better
example. Dhanaiijaya has deviated from Bharata in his definition
of Udghatyaka.

While in the view of Bharata if in order to explain the words
men connect the words of obscure meaning with words other than
those (intended by the speaker) it becomes Udghatyaka ; in the
view of Dhanafijaya, Udghatyaka, which is of two kinds, is a series
of successive words whose meaning is hidden or of the questions and
answers where there is mutual conversation.

While Bharata has mentioned only one kind of Avalagita
combining both the senses in his definition, Dhanaifijaya mentions
two kinds of Avalagita., According to Bharata when anything
occarring in relation to something will be made to accomplish,
something else it becomes an instance of Avalagita.

Dhanaiijaya states that Avalagita which is of two kinds, is that
in which on the one hand a different matter is carried out because of
a simultaneous occurrence or on the other hand, there is a different
turn in a matter in progress.

Then mentioning these thirteen angas of Vithi Dhanaiijaya
mentions like Bharata that out of these, taking the most relevant,
and by it referring to the matter or the character, the sutradhara
should go out at the end of the Prastavani. Dhanika has also
regarded these thirteen angas of Vithi as the angas of Prastavana.

Thus we find that Dhanafijaya has not deviated much from
Bharata. Of course he differs a little in mentioning the two kinds
of Udghatyaka and Avalagita and their definitions.

The conclusion which we may draw from all the discussion of
Amukha is that in Amukha or Prastavani any of the angas of Vithi
may be employed to present the matter of the play. Bharata has
added specially Udghatyaka and Avalagita, the two sub-divisions
of Vithy, in the three angas of Amukha to emphasise the fact that
out of all the angas of Vith1, these two help the most in hinting at

the present matter of the play at hand in Prastavana,
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Now we come to Vithi and Prahasana, the two varieties of
Bharati Vrtti. As we have already said that though Bharata and
Dhanafijaya and others have accepted Vithi and Prahasana as the
angas of varieties of Bharati Vrtti but they have not discussed them
while discussing other parts of that Vrtti. They have left the
problem unsolved. They have discussed Vithi and Prahasana as the
species of drama. Perhaps it was to avoid the repetition of them.
About Bharata it can be said that he does not contradict himself
and he is very clear. He decisively says that the Vithi and
Prahasana have been spoken before and he discusses the thirteen
sub-divisions of Vith1 when he discusses Vithi, Bharata has regarded
Vithi as rich with the characteristics of all the sentiments and to be
acted by one or two persons. Dhanaiijaya has discussed the thirteen
angas of Vith1 under Amukha apparently as the may be employed
in Amukha also. Dhanafijaya has contradicted himself in describing
Vithi to be in Kaiéiki Vrtti. Prahasana is also one Act play having
the comic sentiment and employes Vithyangas.

We have discussed Vithi and Prahasana when discussing them
as species of drama and we need not go into detail here.

With Keith*” we may say that the two elements of Bharati
Vrtti, Propitiation and Introduction essentially belong to the
prologue part of the Drama, the other two Vithi and Prahasana are
species of drama. All the theorists agree that elements of Vithi are
applicable in any part of the drama, essentially in the first sandhi
and are an essential part of Bharati Vrtti.

S.N. Sastri'® takes Vithi as a sub-division of Bharati Vrtti to be
different from its namesake, which is one of the species of Riipakas.
In his view the similarity of thirteen sub-divisions has created a
misunderstanding. But we cannot accept the view of S.N. Sastri
as it goes against the available facts. If this Vithi, the part of
Bharati Vrtti is different fromw its namesake then why even Bharata
and Dhanafijaya have not discussed it when dealing with other
varieties of Bharati Vrtti at such a length. V. Raghavan® also
writes in his thesis on Srngara Prakasa that Vithi and Prahasana
refer to two types of Ripakas not only to prologue. But later
writers restricted them to prologue part only. Bhoja and others
put a restricted meaning in Vithi.

Vithi and Prahasana are the two species of drama which form
the two varieties of Bharati Vrtti and being descriptive, there is
predominance of verbal action and Bharati Vrtti prevails there,
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The most plausible conclusion that we can draw about Bharati
Vrtti may be that the main purpose of Bharati Vrtti was to present
the drama in an attractive way through these angas and generally
it was restricted to the prologue part of the play as here the verbal
action predominates and the actors are yet in their own names and
they have not assumed their respective roles and here, mostly
Samskrta Pithya is used and only Nati appears otherwise it is
applied by male actors. It seems plausible that first Vithi and
Prahasana were introduced in the beginning of the play to entertain
the audience before the actual commencement of the play. Later
they developed as separate species of drama. Theory included
them as the angas of Bharati Vrtti as they mostly consist of
exchange of beautiful expressions and words. But when any
subdivision of the Vitht may be applied in Prastavana, Vithi should
not be retained as a separate anga or variety of Bharati Vrtti. Ifwe
do not restrict Bharati Vrtti to the prologue part, many problems
arise e g. should all the speeches made in Sanskrit by the male
characters in a play be considered as belonging to Bharati Vrtti and
what about the plays written in Prakrit and other languages.

As a matter of fact its scope is generally restricted to the
presentation part of the play of all the plays, and it prevails in Vithi
and Prahasana also.

Use of Vritis in Rasas

The use of these four Vrttis has been prefixed to different sentiments.

As mentioned by Bharata®® Kaigiki is mostly abundant in the
comic and Erotic sentiment and Sattvati shelters the Heroic,
Marvellous and the quietitude. In some texts instead of ‘Sama’ is
read ‘Samagraya’, meaning based upon. In Terrible (Raudra) and
Furious (Bhayanaka) should be known Arabhati and in the odicus
and the Pathetic, Bharati is applicable.

There are obviously two different texts®® which give varied
readings about these rules. While according to G.0.S. ed. these
rules are as given above, in other texts we find Sattvati mentioned
in Vira and Adbhuta Rasa only, Arabhati in Bhayanaka, Bibhatsa
and Raudra and Bharati in Karuna and Adbhuta in Vira, Hasya
and in all sentiments.

There are two stanzas in brackets which are not found in
Mitrka and according to which no play employs only one senti-
ment, feeling or Rasa or Pravrtti or Vrtti. In all of them, whatever
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is abundant, is considered as the permanent Rasa and others ifs
subservients.

Dhanafijaya® mentions that Kaidiki should be in Smgara ;
Sattvati in Vira, Arabhatiin Raudra and Bibhatsa and Bharati
everywhere i e. in all the Rasas. So, Dhanafijaya does not go against
Bharata, though he does not mention these Vrttis in the sub-
ordinate Rasas to the main Rasas but these may be inferred. Thus,
Bharati’s scope is the widest as it is present in all the sentiments.

V. Raghavan®® is of the view that it is not proper to say that
the poet should add a certain Vriti if the Rasa is such and such. It
should rather be said a certain Rasa is a certain Vrttiorisina
certain Vrtti or has that Vrtti.

Bharata® mentions that the representation is twofold, delicate
and violent., Aviddha or violent Natya consists of magic, conjura-
tion, model work, mostly men and a few women only and Sattvati
and Arabhati. Dima, Samavakara, Vyiayoga and Ihamrga come
under this category. Nataka, Prakarana, Bhina, Vithi and Anka
consist of delicate representation and are based on human beings.

Passingly we should also see the relationship between Vrtti
and Pravriti. According to Bharata and Dhananjaya these are
inter-related. Bharata® holds that Vrtti deals with the dress,
language and behaviour of the different regions and it is called
Pravrtti in reporting that. And the regions are attached to per-
formances which relate to the styles such as Bharati, Sattvati,
Kaiéiki and Arabhati. Because of this the four local usages develop
and performances following them originate.

Dhanaiijaya®® states, Vrtti consisting of the action of the Hero
etc. is fourfold and Pravrttis are characterised by the region,
language and dress and action. Rajasekhara®” holds that physical
action may be said Vrttis, dress and decoration as Pravrttih and
speech Riti. (Vegavinydasa Kramah Pravrttih, Vilasavinyasa Kramo
Vrttih, Vacana-Vinyisa Kramo Ritih). In a certain sense we may say
that Vrtti comprehends both Pravrtti and Riti as Vrttis involve the
action of words, Sattva and body and also the representation of
costumes cte, Four Vrttis involve the fourfold representations
respectively, Bharati, Vacika, Sattvati, Sattvika, Arabhat, Angika
and Kaisiki, Ahirya,

In the end we may say that all the confusion about Vrttis
cannot be removed, though we have tried our best to allay it.
Generally, most of the canonists have recognised the four Vrttis
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mentioned by Bharata, somehow or other Vrtti involves action and
no action can be absolutely singled out, every action involves the
other actions also. This division of Vrttis into four has been done
in regard to the prominence of a certain action in to a certain Vrtti.
Otherwise all the action is confined into the threefold action of
human beings consisting of words, Sattva and body. These Vrttis
depict the mode of behaviour of different kinds. And appropriate
to the main sentiment of a play, one Vrtti will be prominent there,
though others may also be present. As for example in a play
dealing with Srngara both Kai$iki and Bharati will prevail though
Kai4iki will be abundant. These names are attached to them seeing
the abundance of a particular element in that Vrtti. Bharati will
be present in all the plays as its main purpose was to introduce the
drama and its bhedas Amukha and Prarocana-are found in almost
every play. Itis presentin all the Rasas as it refers to the matter
of the plays depicting different sentiments. We may conclude
with Abhinavagupta by saying that the action helping in the object
of man is Vrtti and this action is described everywhere in the plays,
so, Vrttis are like the mothers of K vya, i.e. their use is not
restricted to dramas only.
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CONCLUSION

Having made a comparative and critical appreciation of the
commentaries of Abhinavabharati and Avaloka in respect of the
Dramaturgical Principles, treated in the Natyasastra of Bharata
and in the Dadariipaka of Dhanaiijaya, we can now summarise
the results of our study as follows.

Dhananjaya claimed to follow Bharata in the very beginning
of his treatiss and he has kept his promise to a great extent, yet
we have found that there are some striking deviations in his
treatment of Dramaturgical Principles. Dhananjaya differs from
Bharata in his basic approach. While Bharata takes Neta or
Nayaka in the broader sense of characterisation, Dhanafijaya takes
it in the narrow sense of the leading and stereotyped sense of the
main hero. His classification of hero and heroines is very minute
and detailed.

Next, Bharata has not used the term Arthopaksepakas and has
not enumerated all of them, while Dhanafijaya does so. Bharata
has not mentioned Sandhis as arising out of the combination of
Avasthas with the Arthaprakrtis, while Dhanafijaya believes in it.
In deviation to Bharata, Dhanaijaya has classified the Vibhavas
in two categories : Alambana Vibhava and Uddipana Vibhava.
And they have been rightly so divided, because to awaken a parti-
cular Rasa, its stimulant situation isasmuch responsible as is its
unitary base. In defining some terms, Dhanafijaya has improved
upon Bharata. He has left out the unnecessary details and has
defined the terms in brief and apt words, as for example, in the
definition of Anka and in the modes of address.

Dhanatijaya has not given any scope to four kinds of represen-
tation, while Bharata’s Natyadastra is divided on the basis of
representation. Bharata’s chapters are named after the four kinds
of representation, for example, some dealing with Vacikabhinaya,
some with Sattvikibhinaya, some with angika, some with Aharya
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and so on. Dhanafijaya regards Vastu, Netd and Rasa as the
distinguishing elements of the ten kinds of plays, while it is not so
in Bharata’s view. Dhanafjaya’s classification of Vastu is all
inclusive and different from that of Bharata. He deviates from
Bharata in the kinds of Patakasthanakas, While Dhanaijaya
regards pleasure as the sole aim of the Ripakas and appears to
believe in the theory of Art for pleasure, Bharata regards the aim
of drama to impart message also, and he believes in ‘instruction and
delight’, and to cater for the needs of all. In most of the defini-
tions of technical terms he agrees with Bharata and the slight
modifications in his treatise were essential with the pace of time.

Abhinava set his aim and included in his commentary the
objectives of ‘proper reading of the useful, omission or removal of
its opposite, lucid and clear explanation, removal of contradictions,
bringing completeness ; keeping the objective in view, critically
viewing the ambiguous part, establishing propriety of the repetitions,
collection of views and explaining the things in their proper
perspective.’

Though Abhinava explains the statements of Bharata in the
best way possible, yet sometimes he appears to be going too far
and out of his way. He seems to deviate from Bharata in his
explanation of Arthaprakrtis, dividing them into animates ; and in-
animates while Bharata has not dene so. In trying to explain ‘Anusa-
ndhis’ he becomes vague and contradictory. In giving a philosophi-
cal turn to the simple statement of Bharata about the Rasa, he dig-
resses into philosophy and goes into elaboration. Unlike Bharata he
has accepted five kinds of Arthopaksepakas. He, evidently, differs
from Bharata in his interpretation of the Raudra Rasa, in the
interpretation of Adhisthana in Sragara Rasa, in his treatment of
Vrttis. He propagates Sinta Rasa in deviation to Bharata.

As Dhanafijaya and Abhinava were more or less contem-
poraries so their views often coincide and sometimes they quite
disagree. Dhanafijaya and Abhinava agree in accepting five kinds
of Arthopaksepakas. Both regard the spectator as the seat of Rasa.
Dhanafijaya confines himself to drama proper and not to other
allied arts with it, Abhinava also takes everything in respect to
Nagyam. Abhinava, unlike Dhanafnjaya, has not accepted the
Vibhavas as of two kinds. While Dhanafijaya has accepted Rasa
as the Sthayin in its transformed state, Abhinava takes the two
things as separate. In his view, Sthayin is always present in its
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residual form, but Rasa is aroused only at its stage of culmination
when it is relished. Abhinava accepts the Santa, while Dhanafijaya
does not accept it in a drama. While Abhinava belongs to the
school of Dhvanivadins, Dhanafijaya to that of Tatparyavadins.

Dhanika mostly explains the statements of Dhanaiijaya and
elucidates them with proper examples. Generally, they are of one
view. But sometimes Dhanika leaves many points untouched in his
commentary without providing any adequate commentary on the
relevant points. Dhanika confuses the matter over Bindu, naming
it as avantarbija, and thus differs from Dhananjaya. He elaborates
the forty eight kinds of heroes. Then he regards Dhirodatta etc.
as the Avasthas of the hero. He gives a detailed explanation of the
relation between Rasa and poetry. In deviation to Dhananjaya he
takes bhedas of Vrttis as their angas.

We find that Abhinava’s is a better commentary, is in great
detail ; takes every possible aspect of the problem, discusses all the
prevalent views of his time, but sometimes leaves the problem as
itis. For example Abhinavabharati is vague and contradictory
on the points of ‘hinasandhi and purnasandhi’, about Avamarsa
about Prastivana and Amukha about his justification of the division
of Rasas into primary and dependant Rasas, in his defence of Santa
and in his explanation of thamrga. Yet, all the same, Abhinavabha-
rati is the best guide to understand Bharata. It faithfully records
all the existing views over the debatable points. It provides a most
psychological and better convincing explanation and sees the
problem from the aesthete’s point of view.

In comparison to Abhinavabharatl, Avaloka of Dhanika is
wanting in many places, though it also tries to illustrate every
point with appropriate examples. Dhanika generally gives the
appropriate examples, but sometimes his examples are not fit and
to the point. As for example, he gives examples of thirteen angas
of Vithi enumerated under Amukha or Prastavana, but his examples
do not illustrate Prastivana part. Sometimes he gives examples
from poetic works, while he ought to give them from dramatic works.
His commentary is often scanty as at the place of Arthaprakrtis.
He contradicts himself at places like mentioning Dhirodatta etc.
as the states etc. Yet, all the same, itis a great help in under-
standing the Dasariipaka. Dhanaiijaya is so concise at places that
without the help of Avaloka we will not be able to grasp the real
importance of a point. Both Abhinava and Dhanika have tried
to explain the terms etymologically also.
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Moreover we also find that acceptance of four primary and
dependant Rasas is not sound from spectator’s point of view. Rasa
is just a mixed feeling that we experience while seeing an enactment
of drama and it should not be taken into so deep a philosophical
sphere. Bharata was more concerned with the practical side of
drama than with its philosophical. He has produced the manual
more for the guidance of playwright and the actor than for the
spectator. Of course he does not neglect the spectator too. A
spectator of drama, in the view of Bharata, Abhinava, Dhanaiijaya
and Dhanika, is not an ordinary common man, but a well-versed
critic in all the related arts of drama, and in the rules of drama
proper itself. Moreover, this critic is not Just to criticise but is
sensitive and sympathetic of heart (sahrdaya), keen of intellect and
imagination who can appreciate the beauty in minute details
also.

Vrttis are related with Rasas and representations. Vrttis
are not restricted to drama only but they may be found in poetry
too. The term ‘Riipaka’ to denote drama is very significant and
apt. Sanskrit drama was to be enacted and a thing of representation.
Drama is more impressive than poetry as situations are visualised
directly before the spectator. All caanot enjoy a piece of drama
in equal measure or manner. It will vary with the nature of man
and his susceptibility. The minute classification of hero and hero-
ines or other details is fatile and superfluous. Some forms
of drama have been described on the basis of inadequate material
and we do not find any old specimen of them. So, basic facts
should be kept in mind. In Sanskrit dramaturgy there is too much
classification, attention has not been directed to the practical utility.
Too much importance has been attached to Vira and Srngara, other
aspects of human life have been neglected, though Bharata regarded
Nagyam as the medium to express all kinds of states and feelings
that may arise in this world. The word ‘Natyam’ itself does not
imply mere theoretical side but it connotes the very representation
itself. Representation helps a lot in the awakening of Rasa.

A drama is meant to be enacted and enjoyed and it necessarily
entails the presence of an audience.

Abhinava and Dhanika cited examples mostly from Ventsam-
hiara and Ratnavali, becauss only these two plays mostly adhere
to the dramaturgical detailed classification. Other plays
of master play-wrights are not slavishly written as the creative artist
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does not bind himself in the rules and regulations laid down. His
creative energy wants fresh channels, so this is the reason that if
we take the plays of Kalidasa and Bhavabhiti etc. to illustrate
the dramaturgical details, our labour will not be adequately
rewarded. Of course the basic dramaturgical principle of holding
the interest of the audience upto the end is followed by every play-
wright. And the creative dramatist always accepts and traverses
on the basic dramatic principles, otherwise he cannot succeed in
his aim. The dramatist’s basic aim or principle is to entertain, to
delight, and every play-wright tries to fulfil this aim, but with plea-
sure he also vibrates a message though it may not be directly stated.
As Goethe has said, ‘If a poet has as high a soul as Sophocles, his
influence will always be moral, let him do what he will. In drama
both realism and idealism should be intermixed. Drama is an
imitation but not a mere replica. Moreover, unity of impression

should always be followed.
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