CHAPTER 2

LITERARY RESEARCH




2.0 LITERARY RESEARCH ON ANCIENT SCRIPTURES

A CRITICAL REVIEW OF CANONS (PRINCIPLES OR STANDARDS) OF
EXPRESSION IN INDIAN AESTHETIC DANCE AND YOGA ACCORDING TO

ANCIENT INDIAN SCRIPTURES.

This chapter presents an overview of principles related to pathophysiology and the management of

emotion regulation from ancient Indian scriptures.
2.1 BACKGROUND AND SCOPE

The soil of India has ever opened up for unearthing the truth about life and engaged in the best

application of them on the practical problems of life. So the ultimate goal of the Indian philosophic

quest is not just knowledge (Tattvajiiana) but the contemplation of them to attain the highest

freedom and expansion of life.

This chapter deals with two aspects incorporated in the intervention of this study. i) An application

CE embedded in IAD elaborated in Natyasastra and related scriptures for the self-management of

emotion based on the psychological outcome and electrophonic imaging on non-artiste sample; (ii)
pathophysiology of emotion dysregulation and management thereof according to classical yogic

texts. Yoga scriptures are discussed first to understand the pathophysiology of emotion

dysregulation, because, Natyasastra and related scriptures do not deal with it but teach articulation

of them through abhinaya. However, ‘transitory psychological states’ in Natyasastra provide

some states of emotion dysregulation, which points out this legendary scripture has a strong

background of the study of human emotions and its large dimensions. The canons of expression
are studied under two headings, namely, (I) ‘Angika’ (articulated physical movements) and (I1)

‘Sattvika’ (expression by intense feeling). These broad categories cover a variety of supportive

elements in its fold.
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To begin with, this chapter provides a bird’s eye view of a relation between art and philosophy,

ethics and aesthetics; footprints of dance in scripture earlier to Natyasastra, and explicitly, how
canons of expression are articulated historically in the dance ‘Chalita” of the drama

‘Malavikagnimitram” written by a poet Kalidasa.

2.2 AIM AND OBJECTIVES:

The study aims to test the effectiveness of the holistic approach of canons of expression
(CE) in Indian Aesthetic Dance (IAD) and yoga for the therapeutic application for self-regulation

of emotions among the caregivers. And objectives include:

o To know whether the various ‘arngika’ (articulation of physical movements) and ‘sattvika’

(representation of sentiments) elaborated in Natyasastra and related scriptures are limited

to the extent of a stage play, or it has any therapeutic implications for the body-mind
alignment among the non-artiste population.

o Can a standard set of yoga practices help caregivers to regulate their emotions?

2.3 MATERIALS AND METHODS

2.3.1 CLASSICAL YOGIC TEXTS

Classical yogic texts mentioned for this study consists of Yoga Vasista (a discussion between
Lord Sriramacandra and sage Vasista), Yoga siitra by Patafijali Maharsi, Gheranda samhita
(a discussion between sage Gheranda and inquirer Candra Kapali), Bhagavadgita (a discussion

between Lord Srikréna and king Arjuna).
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2.3.2 NATYASASTRA AND RELATED SCRIPTURES
Scriptures of Indian classical dance consists mainly of Natyasastra of Bharata Muni. The works

of Kalidasa authenticates the celebration of Natyasastra for more than 2000 years.

The holistic approach of canons of expression has been used in the construction of dramas
extensively and gloriously since time immemorial till modern western drama legends. Several

scriptures have emerged in furtherance of Naryasastra either as an elaboration or commentaries by

various authors namely, Abhinaya Darpana (200 BC) by Nandike$wara; Dasariipaka by
Dhananjaya (800 BC); Lasyarafijana by Simhabhtipala; Natakalaksana Ratnakosa (920-1100
BC) by Sagaranandi; Natyadarpana (Natakadarpana) (1100-1175 BC) by Gunacandra and
Hemacandra; Bhavaprakasana (1200 BC) by Séradétanaya; Sahitya Darpana (1300 BC) by
Viswanatha kaviraja; Prataparudriya (1300 BC) by Vidyanatha that is developed in the light
of Dasariipaka. Apart from them, Ekavali by Vidyadhara; Sarasvati Kantabharana and $rngara
Prakasa by Bhoja; Rasarnava Sudhakara by Singabhtipala; Safigita Ratnakara by Sarangadeva

have aspects of Indian aesthetics in few chapters. Summaries on various aspects of

Abhinavabharati (1000 BC) by Abhinava Gupta, Natyalocana by Trilocanaditya,

Dhvanyavalokalocana by Anandavardhana, Manasollasa by Sti Somesvarabhipati (1370-73

BC) added to the literature of Indian classical aesthetic dance. There are few more such as

Natyamimamse (1200 BC) by Rukkayya, Natakaparibhasa (1400 BC) by Singabhﬁpala are
unavailable but mentioned in some digests. Natyasastra got revised, commented, and
complemented by several Indian scholars, namely, Bhattalollata, Sriséankuka, Bhattanayaka,

Bhattayantra, Bhattatauta and Abhinavagupta, and ‘rasa sastra’ (theory on aesthetic delight)

is well established (Rao, 2000).
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2.3.1.aYOGA

The word ‘yoga’ has emerged from the Sanskrit root ‘Yuj” means joining. “Yujyate
anena iti yogah”- yogda is that which unites. Yoga is the state of individual-self (Jivatma) with a
universal self (Paramatma). Yoga is an understanding of the expansion of the narrow constricted
egoistic personality to an all-pervasive, eternal, and blissful state of REALITY. Patafijali yoga is
one among six essential systems of Indian philosophy called ‘Satdarsana’ and is in the form of

stitra or thread. As per famous western historians, it dates back to 4000 years. Yoga is a

conscious process of gaining mastery over the mind (Nagarathna, 2008).

Paths in yoga
There are mainly four paths in yoga practices, namely, Jiiana yoga (Philosophy), Bhakti yoga
(Worship), Karma yoga (Work), Raja yoga, or Astarnga yoga (Psychic control). Each one of them
leads a human in a different route to attain higher consciousness. Jiiana yoga shows the path of

knowledge for the expansion of the ‘self” to experience the blissful state (Sivananda, 2004). Bhakti

yoga professes control over emotional instability by utilizing the energy involved in it. Karma yoga

explains that actions to be done with an attitude of detachment to the fruit of that action.

Bhagavadgita explains attachment is the cause of all misery, and detached action without hankering

for the fruit of action is to be encouraged (Grace, 2006). These four streams of yoga help a human

to develop his personality at four different levels, namely, physical, mental, intellectual, and

emotional, and pave the way to attain spiritual progress (Nagendra, 2000). Among all four yogas,

Raja yoga or Astanga yoga can be called ‘the yoga of mind culture.’
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Causes of emotion dysregulation in yoga texts

In understanding causes of emotion dysregulation, knowledge on the ‘faculties mind’ is essential.

In the Upanishads, the words used for mind are manas, prajiia, sankalpa and citta. In Pingalaya/
Paingla upanisat - Sukla Yajurveda chapter 2 sloka 5-6 elaborates the mental functions as five
sense organs (jiianendriyas) and five mental organs (karmendriyas). Alongwith five jianendriyas,

mind (manas) is emerged with the activities of internal feeling (antarvisaya). Perceiving mind

called manas coordinates the organs of perception; intellect (buddhi) the higher organ of thought
which discriminates the self-ego (ahamkara); the subconscious mind (citta), the storehouse of past
impressions. Mind is an organ of attention and can quickly give rise to series of thought processes
with one seed. Mind is an instrument for knowledge, feeling and action to the soul regarding outside
world. Cognition, pleasure, pain, desire, aversion and volitions are perceived through mind
(Shodhaganaga, n.d.). Humans commonly experience that their mind and body are closely
interlinked, and disturbance in either of them affects the other. Mental worries leading to
physiological problems and physical discomfort, in turn, have an impact on the mind. Yoga is one

of the ancient Indian sciences that has recognized this innate relationship from time immemorial

and postulated the concept of adhi and vyadhi or psycho-somatic. (Nagarathna & Nagendra, 2001).

Vasista narrates the mechanism of psycho-somatic diseases in the following sloka:

[ oI aSa NN S

et fgRa 28 SetvgacasH |

HANTCAT Y gSd J&fed TUTEad: 131 a1 9% )

citte vidhurite dehah sanksobhamanuyatyalam|

sanksobhatsamyamutsyjya vahanti pranavayavah! 1Yo Vall7161|

Meaning: When the mind is afflicted, the body completely follows the disturbance. Due to the

disturbance, the vital airs (or energies) flow, abandoning evenness.
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Yoga Vasista narrates the mechanism of psycho-somatic diseases which is generated

from the mind. When the mind is agitated, the body becomes aware of it and starts agitating. With

prolonged agitation of the body, prana which is a basic life principle is imbalanced and starts

vibrating in the nadis, which results in irregular digestion, i.e., incomplete or excessive digestion.

It results in incurable diseases at the physical level (Nagarathna & Nagendra, 2002).

Whenever the situation causes dysregulation of the emotion due to increased stress and
that stress increases beyond coping capacity, a person starts losing control over the mind-body
equilibrium. It results in an imbalance in the brain chemistry at a grosser level. As a result, anxiety
and depression are caused, which are considered as two facets of the same coin. In the conditions
of anxiety and depression, two different types of chemical imbalances in the brain have been
identified. In an excited and stimulated state of anxiety, non-epinephrin, a neurotransmitter, is
released. In the state of depression, deficiency of amines like serotonin and related chemicals lead

a human to a ‘give up’ response (Nagarathna & Nagendra, 2001).

Management of emotion dysregulation in yoga texts

Astanga yoga or eight-limbed yoga is one of the significant contributions of yoga siitras by
Patafijali which lays down a systematic approach for culturing mind. In this regard Patajijali yoga

stitra chapter 1 sloka 2 says:

FRTEIg fFR: g iR N

yogascittavrtti nirodhah 111.211
Meaning: Yoga is the control of thought waves in the mind.

Knowledge or perception is a thought-wave (vrtti) in the mind. As an example, mind is like a

lake. If suface of the lake lashes into waves (thoughts) the water becomes muddy and bottom
can’t be seen. The bottom represents the Atman.
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The integrated approach of yoga therapy not only focus on healing the psycho-somatic problems

but also as a technique to operate on different sheaths of human existence. Those five sheaths are

a) Annamaya kosa b) Pranamaya kosa ¢) Manomaya kosa d) Vijaianamaya kosa €) Anandamaya

kosa.

a) Atannamaya kosa (The physical layer) level: Loosening exercises, yogasanas, kriyas, and

a healthy yogic diet will help to remove physical symptoms of ailments. Loosening exercises will

help to mobilize joints and help to activate the affected parts of the body. It helps to stretch and

relax muscles and improve the power and develop stamina also. Yogasanas, are the physical

postures of the body, which are incorporated observing the positive effects of animal postures that

facilitate physical revitalization, deep relaxation, and attain calmness.

Gheranda Samhita mentions seven exercises as part of Hatha yoga in the 1% lesson, as explained

in the following sloka (Vasu, 2007):

N 6N ¢

Tt et < € W T
veae frfofe Teed TEemaE g 1R |

Sodhanarir didhatda caiva sthairyari dhairyafica laghavam|

pratyaksafica nirliptasica ghatasya saptasadhanam!|1111911

Meaning: Purification, strengthening, steadying, calming, and those leading to lightness,

perception, and isolation are the seven exercises relating to the training of the body.

Further, Gheranda Samhita has explained the uses of these several exercises in the following

sloka no. 10 and 11:

ST HaHMHAAEIUH |

[N ~ =~
SEHHUT AN A WeTeH |
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g AT S SR it 1g 1ge 1

TSR ST CIIeTHICH |
FATRT ffonE gied & @3/@: 1z ugg i

atha saptasadhanalaksanam|
satkarmanar sodhanariica asanena bhavedyrdham |
mudraya sthiratd caiva pratyaharena dhiratal 11111011
pranayamallaghavafica dhyanatpratyaksamatmani

samadhind nirliptafica muktireva na sarisayah| 11111111

Meaning: Among the seven practices mentioned in sloka 10, 1% — Sodhanam or purification includes
six practices; 2" — asana or posture gives strength; 3" — mudra gives steadiness; 4" — pratyahara
gives calmness; 5" — pranayama gives lightness; 6™ — dhyana gives the perception of self; and 7%

— samadhi gives isolation which is certainly freedom.

The second lesson of Gheranda Samhita explains about the number of @sana or postures in the

following sloka:

ST GHET Tdedl Sas=ad: |

IGRITISEOT Rrae HEAT= = 1R g 1

dsanani samastani yavanto jivajantavah|

caturasitilaksani Sivena kathitani cal 1211111

Meaning: There are 84 lacs (84,00,000) asanas described by Shiva. The postures are as many

numbers as the number of species in the universe.

In the next sloka, sage Gheranda talks about the number of @sanas suitable for humanity.
N . e N Y N N .
a1 HeY [FRIEMNA AT Ad hdH |
N . haN (NN [aX) .
a1 HeY HcqAh IEARAGHEA JHA AR IR I
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tesarit madhye visistani sodhasenarir satam krtam|

tesarit madhye martyaloke dvatrimsadasanarii subham|1211211

Meaning: Among those asana mentioned, eighty-four are the best; and among these eighty-four,

thirty-two have been found adaptable for humankind.
Before dsana can be perfected, four different states have to be experienced as per Raja yoga. i)

awareness of the normal physical posture to which the body is accustomed. ii) creation of flexibility

in the body, iii) adjustment of the internal system with the posture so that there is no pain or tension,

iv) concentration of mind in the @sana, which leads to perfect stillness and relaxation (Saraswathi,
2002).

b) At Pranamaya kosa (The layer of prana) level: Prana is a basic life principle. Pranayama
is the process of gaining control over prana. Prasnopanisat has a description of five manifestations
of prana and comprehensive definition of pranayama related to the human system. Proper

breathing and pranayama will help to reduce the agitation in Pranamaya kosa level.

The breath is the medium to gain awareness in the pranic movement or to experience the expansion

and relaxation of pranic force. Internalizing the sensory faculties, using breath is the first step in

going deep into experiencing the movement of prana. The practice of pranayama begins when

pranic awareness has evolved in mind.

Thre are two main aspects of prana. i) prana sakti which is the comprises five prana vayus or
minor pranas. ii) chit sakti or manas sakti, which is a mental or conscious force having its seat in
the brain. Prana sakti is the medium by which nerve signals travel in the body. There is no

movement in the body without prana (Saraswathi, 2002).
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c) At manomaya kosa (The mental layer) level: Culturing of mind starts with focussing
(dharana), followed by the relaxed dwelling of the mind in a single thought (dhyana) and
prolonged practice leading ultimately to superconsciousness (samadhi). The regular practice of

meditation (Dhyana) allows the mind towards culturing calmness (Nagarathna, 2008). Meditation

Is being with and loving our own self, spending time with our own self. Meditation is silencing
the mind, and that should begin with the breath (Pathriji, 2010). Meditation has become popular
in treating many psycho-somatic ailments. Prayers, chants, bhajans would help in removing

emotional imbalances.

In chapter 8, sloka 8 of Bhagavadgita Lord Kréna mentions the effect of meditation as follows:

~ N X ~
SHHIANTI A AdHT AT MHAT |

T e faett anfa qreigeage e e
abhyasayogayuktena cetasa nanyagamindl
paramar purusarit divyar yati parthanucintayan!1811811

Meaning: To reach the divine spirit or supreme one shall meditate with the mind trained by

the discipline of repeated practice.
d) At Vijiianamaya kosa (The layer of wisdom) level: Lack of inner knowledge
(jiiana) is the cause of many incorrect habits, agitations, miseries, and obsessions. Practices of self-

realization help a person to change his deep attachment to material possessions. That realization

helps to achieve inner ‘self” and attain bliss.

e) At Anandamaya kosa (the layer of bliss) level: The secret of action or Karma yoga practices

would work for Anandamaya kosa. As scriptures elaborate experiencing happiness in all our

actions that activate our innate healing power and completely cures the ailments.
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Altogether it shall be noted that we get upset with the things we do not like to happen. But to attain

health at physical, mental, emotional, social, and spiritual levels, we learn to maintain equipoise

(samatva). Culturing deep calmness and blissful awareness in the inner subtler layers, even during

the action, would help in the self-regulation of emotions (Nagarathna, 2008).

In this connection, Patafijali Maharsi instructs in the following Yoga siitra (2.33) that, when the
mind is disturbed by negative thoughts, suitable counter-measures should be adopted to keep away
or remove such obstacles, especially by the contemplation of opposite, namely positive one

(Venkatesananda, 1975). The siitra is as follows:

fercreheme SfcraenTE |

Vitarkabadhane pratipakshabhavanam |

Meaning: Pratipaksa means opposite, and bhavana means contemplation or meditation. Vitarka

badhane is the situation of disturbance caused by destructive doubt. During the severity of

emotional turbulence, self- healing works as a fortitudinous solution. In this sloka, Patafijali says,

whenever there is a destructive/distressing thought in our mind, we can confront it with its opposite

one. Namely, replacing anger with compassion, violent thoughts with peaceful ones, hate with love,

and even general stress with a sense of relaxation and contentment. pratipaksa bhavana paves the

way for spiritual transformation and self-realization (Venkatesananda, 1998). The practice of

pratipaksa bhavana allows us to release our painful and destructive emotions and brings us a higher

place of awareness. But, the actual practice of shifting from deep anger or hurt to calmness needs
practice, as toxic emotions psychologically and neurologically habituated over long periods.
Maharshi Patanjali says in Raja yoga aphorisms (1.14) that practice becomes rooted
when it is ceaselessly carried out with reverence and zeal for a long time (Sivananda, 2004).
Emotional Brain Training (EBT) is based on repeated use of a technique that amplifies secured

attachment and optimal self-regulatory and consolidating process to alter allostatic (non-
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homeostatic) circuits and to reduce its load and to improve the state of well-being (Mitrovic et al.,

2011).

2.3.2.a Art and Philosophy, ethics and aesthetics

Indian philosophy is more than a way of thought; it was a way of life. The most salient point of
Indian philosophy is that it is not limited to the discovery of truth or intellectual assimilation of
knowledge but its application to the practical problems of life (Patnaik, 1969). In this process,
ethics plays an essential role. With kinship of both ethics and aesthetics, philosophy being the
backbone, art influences life. Indian philosophy is not interested in extinguishing interest but
through an expansion of them. It is achieved not by suppressing natural impulses but by purifying
and refining them. It is realized by training and nurturing our feelings along with an understanding

at the intellectual level. In furtherance to this approach, an artistic perception which is followed by

pure delight can help the realization of unity in variety. Delight, which is nothing but Ananda or

Atman means transcending even the intrinsic shade (Hiriyanna, 2000).

The great Gurus of ancient times have realized the positive impact of the delightful

experience of aesthetics and invented the medium called ‘Natya” and permanented through

Sutras/threads (Jaya, 2006). One can trace the practical application of such philosophical elements

in dramaturgy backed by Natyasastra. Although aspects of dramas are found in the Purana such
as ‘Agni purana’ and ‘Visnudharmottara purana,” discussion of rasa theory (theory on aesthetic
delight) are said to have borrowed from Natyasastra (Gupta, 1987). Bharata compares ‘natya’ to

sacred fire (Yajna). (Rao, 2000).
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2.3.2.b. The concept of Natya dance:

The word ‘Natya’ has come from the root (dhatu) ‘Nat’ (<€). It is the innate or natural (prakrta

bhasa) word of ‘Nrt” (dd) which means dancing. Two words Nrtta (J<0) and Nrtya (J<9) have

come from the root ‘Nrt.” The former means rhythm supported and latter feeling supported.

Whatever the nartaka (dancer) does, become Natya (AppaRao, 1997).

Lord Prajapati has said the purpose of Natya in the following sloka (P Shib, 2012):

ST ATed Geg@-IeHd |

AT rg AR 112 IRe |

dharmadisadhanarii natyar sarvadukhapanodakrt|

anusevadhvamrsayastasyotthanantu natakamitil 11112011

Meaning: By destroying miseries and sufferings, Natya mediates in achieving Dharma. The
objectives of Natya is attaining human life at a higher level. Even sages have enjoyed the
presentation of Natya.

Additionally, quoted by sage Bharata, which is re-quoted in Natyalocana in the following sloka:

q geoE 9 droed 9 91 9= 9 91 &1

9 a5 9 TN A1 g9l fS=d ng =g 1l

na tacchastrarit ca tacchilpar na sa vidya na sa kalal

na tajfianam na tadyogo natake yanna vidyate| 1112111

Meaning: There is no branch of science, no craft, no knowledge, no art, no wisdom, no endeavor

which does not appear in a Nataka or theatrical presentation or dramatic presentation.
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2.3.2.c NATYASASTRA

Natyasastra, by sage Bharata , magnum opus encyclopedia, is the oldest existent treatise on theatre

2

art. Based on its discussions on poetic dramaturgy in various other scriptures and digests, ‘its

period is said to be 1500 B.C. (Subrahmanyam, 2003). It consists of thirty-six chapters with six

thousand slokas in its fold inscribed in Sariiskrta language. This work attributed to Bharata Muni,

where the Gods declare that drama is the 'fifth Veda' because it gives us the best form of religious
instruction suitable for a degenerate age. One can trace the influence of this splendid scripture in

Greek drama by Aristotle, the Japanese performing arts, Chinese theatre and, even the artforms of

Southeast Asia. Natyasdstra describes numerous technical terms, the etymological derivation, that
provides the idea of amazing precision, and the crystal clear, irrevocable concepts. Sage Bharata ,
who is called ‘adiguru’ on the subject, puts forth studying and following a particular path of dance
called ‘marga,” meaning classical. The same ‘marga’ coexisted with the respective regional style,

called ‘desi’” (Subrahmanyam, 2003). Since the emergence of Natyasastra, we have direct

evidence of the construction of poetry, drama to trace the path of art. One among them is the work

of poet Kalidasa.

The dramas ‘Samudra Manthana” and ‘Indra Dhvaja’ being part of Natyasastra are said to be the

first mythological application of canons of expression. One can trace the application of the elements

of Natyasastra in the works of Kalidasa, who is widely accepted as first historical poet rich in

poetics and creativity.

Canons of expression represented in the dance named ‘Chalita,” for which four-lined songs sung

by the heroine Malavika in the play Malavikagnimitram (Devadhar, 1966) is appreciated by the

judge in the following lines:
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Y [aXVaNihaN Y

ATl el G : T

QeI SR TAEd-Tacd @ |

RICIRII Tt R Bl TR GRS
a9 e fIsaEmEeT: § O e

angerantarnihitavavacanaih siicitah samyagarthah
padanyaso layamanugatastanmayatvari rasesu |
Sakhayonimrdurabhinayastadvikalpanuvrtto

bhavo bhavarit nudati visayadragabandhah sa eval 1811

Meaning: The meaning well suggested by her limbs that were eloquently expressive; the
movements of the feet were in perfect time, and she was perfectly absorbed in the (various)
sentiments; the acting was delicate-of which the instruments of expression were the branch-like
hand; while in the successful exhibition of its multiple shades one fleeting emotion seemed to drive

away another from the field, yet the main sentiment, i.e., love remained the same throughout.

This complementary comment explains the elements of abhinaya such as arngika, vicika, sattvika,
laya, rasa, and Bhavas (sthayi bhava, saficari Bhavas , and sattvika Bhavas ).
In the play, the King, explains that costumes (Aharya) she was wearing were prepared in such a

way as to depict her physical beauty noticeably.

2.3.2.d Canons of Expression (CE) in Indian Aesthetic Dances

Canons of expression is studied here into two types: (I) angika abhinaya and (II) sattvika abhinaya.

It is important to know the meaning of the common word used in the topic, i.e., expression

(abhinaya). Chapter 8, sloka 6 of Natyasastra, explains the very emergence of the word ‘abhinaya’

from the root ‘ni’ with the prefix ‘abhi’ means to convey or lead.
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Abhinaya means an act of communication. Through the medium of abhinaya, the actor conveys the

meaning of a play or a song or a verse to the cultured spectator (AppaRao, 1997). The word

‘abhinaya’ generally translated as ‘histrionic expressions.” Three faculties, i.e., manas, vak, and

karma, constitute three faculties of the mind: the mind, the speech, and the action. These together

called ‘Trikaranas’, and these became sattvika, vacika, and angika abhinayas. The forth abhinaya,

i.e., makeup and costume, establishes the identity of the character (AppaRao, 1997). Scriptures

related to these aspects are elaborated in Natyasastra, and Abhinaya Darpana.

Natyasastra: The chapter 24 is pre-supposed with chapter 6. The following sloka denotes

histrionic representation in terms of canons of expression:-

ST AR STEM: TTeaaedeT |
TS RET BT AEIEom™: I & 1l 31
angiko vacikascaiva aharyah sattvikastathal
catvaro bhinaya hyete vijfieya natyasarisrayah /1 6 I 23 Il

Meaning: Four kinds of histrionic representations are 1) gestures (arngika) 2)words (vacika)3)
dresses and makeup (@harya) and 4) the representation of sattva (sattvika) (Ghosh, 1951).
Chapters 8-13 elaborates the gestures (argika).
Chapters 14-22 explains words (vicika). Vacika means apt words used for representing different
states (bhavas) composed by the play-write.

Chapters 23-34 deals with dresses and makeup (aharya)

Chapters 6 and 7 deal with sattvika abhinaya.
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Among these four, angika forms the very soul of dancing while sattvika being an inseparable part
of it, the vacika follows upon arngika, and the aharya is outward assistance (Bhupala, 1966). As
vacika follows upon angika, vacika is not considered seperately, and this study is not meant for
stage performance, aharya is not mentioned seperately.

Note: Natyasastra of Bharata mentions only nrtta and natya but not nrtya. Amarakosa by
Amarasimha mentions the word nrtya equivalent to natya. Bhavaprakasa by Saradatanaya
mentions that, nrtta and natya can be named as natya as both are presented before Natya, a
dramatic presentation. The application of the word ‘nrtya” is found after emergence of Abhinaya
Darpana (200 BC) by Nandikeswara. In Manasollasa Sri Somesvarabhiipati mentions the
word nrtya in the introducton itself. During this period nrtya might have been deleloped as an

independent mode of dance. In this regard, Manasollasa sloka (Venkatesh, 2015) is:

AT ST dlrea o STeaH S am | 4R I

Y oS Nl aXy <

fereheH] 3l AiGEH Ad®H S THRREHA|

natyam lasyam tandavam ca laghavam visamam tatha 11 9591 |
vikatam ceti nirdistam nartakam (nari) sat prakarakam|
Meaning: There are six kinds of nrtya namely, natya, lasya, tandava, laghava, visama, and

vikata.

I) Angika abhinaya (articulation through crative movements): History reveals that the formation

of gesture dates back to primitive people through which they used to exchange thoughts. Even

today, with the educated population, whenever the is mind occupied with intense emotions and

words fail to express ideas, gestures prevail. Natyasastra chapter 8 sloka 11 denotes the gesture of

three kinds: 1) that of the limbs (Sarira) 2) that of the face (Mukhaja) and 3) movement of the
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entire body (Cestakrta) including the sakha, the anga, and the upanga. While Hastabhinaya is the
utilization of various hand gestures as a sole and potent means of interpretation, mukhajabhinaya

uses minor limbs of the head for conveying emotions (Raghavan, 2004). Argika abhinaya deals

with actions of various arms, and their usages for carrying different actions, feelings, objects

(Manmohan Ghosh, 1951). Simha Bhupala, in his book ‘Lasyarafijana,” denotes that, movements

of limbs, major, minor, and the features are known as arngika (p - 347). In nrtya or dance, gestures

are symbolic and artistic meant to express ideas and emotions which bring pleasure to the danseuse

or actor and evoke aesthetic pleasure in the spectator (Bhupala, 1966).

In the other approach, Argika abhinaya divided into three: Sakha Ankura and nrtta.
Sakha: Expression by various poses of the hand (gesticulation)
Ankura: That, which expresses the meaning of the previous story in detail. It is called
vartana. If the same vartana or narration gives a clue to the story that follows, it is siici.

Nrtta: That which is accomplished by karana and angahara (standardized movements and

poses (Manmohan Ghosh, 1951).

Similarly, another scripture named Natyalocana by Trilocanaditya, elaborates four types

of abhinaya, enhancing the vastness and importance in dance. The topics enumerated in

Natyalocana is represented utilizing Karika of Bharata , the author of Natyasastra.
Limbs are of three types: Anga, Upanga, and Pratyanga.
Lasyarafijana elaborates the ariga (major limbs) as follows: head, hand, chest, flank, waist,
foot. According to a few, the shoulder is an additional Arnga.
Subsidiary limbs (Pratyanga) are of six types: neck, arm, back, belly, thigh, shank.

According to some, wrist, knee, and ornaments (alankara) are also pratyangas.
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Upanga (Minor limbs of head): glance, brow, eyelid, pupil, cheek, nose, breath, lips, teeth,

tongue, chin, and face.

Other minor limbs: heal, ankle, and fingers. Table 3 gives the list of ariga, upanga, and

pratyanga as per Natyasastra and Abhinaya Darpana (AppaRao, 1997). For one source

neck (Griva) is also pratyanga, while some others say shoulder (skandha) is an Upanga

(AppaRao, 1997). Table 1 makes a list of aniga, upanga, and pratyanga as per

Natyasastra and Abhinaya Darpana.

In Abhinaya darpana it is mentioned that the movement of Pratyarnga and Upanga depends on

the movements of arngas.

Table 1: List of anga, upanga, and pratyanga as per Natyasastra and Abhinaya Darpana.

Anga
(Major limbs)

Upanga
(Minor limbs of
head):

Pratyanga
(Subsidiary
limbs)

Natyasastra

head (siras), hands (hastas), waist (kati),
chest (ura),
sides (parsvas), feet (padas)

glances (drsti), eyebrows (bhrii), nose
(nasikas), lips (adhara), cheeks (kapola),
chin (cubuka)

(trataka)(darsana),(prakara), (puta),
(asyam), (mukharaga), (jathara), (iiri1),

(jangha), (griva)

(note: these are described in Natyasastra,
even tough they are not specified as
pratyanga.
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Abhinaya Darpana

head (siras), hands (hastas), chest
(vaksa), sides (parsvas), waist
(kati), loins (tatas), feet (padas) and
neck (gr7va)

glances (drstis), eyebrows (bhriis),
eyeball (trataka), cheeks (kapoola),

nose (nasikas), jaws (hanus)

shoulders (skandas), arms (bahus),
hips (prstam), shankhs
(firus),thighs (jangha), wrists
(manibandha), knees (janu),

elbow(kiirpara)



Natyasastra explains Gati and Cari which essential parts of angika abhinaya are explained in
chapter 4. The same is described in chapter 6 of Natyalocana (Shib, 2012).

Caris: are the gaits or articulated foot movements: two types (Bhupala, 1966).

)] Bhitmi Cari (Caris on the ground) — Marga- 16; Desi (popular /folk dance) -35

i) kasa Caris:(Caris off the ground) — Marga-16; Desi - 19

Karanas: are coordinated movements of hands and feet — 108
Khanda: Combination of Karanas

Mandala: Three or four khandas combined.

Arfigahara: are the artistic combination of Karanas - 32

Natyasastra explains Gati and Cari in chapter 4. The same is described in chapter 6 of
Natyalocana (P Shib, 2012).

In Amarakosa, Amarasimha mentions the same idea saying, Arfigahara and
Afigaviksepa i.e. movement of limbs in dance. Emotions depicted through variations in limbs (N.
Ranganatha Sharma, 2019). Sloka 978-1027 of Manasollasa elaborates on the movements of A7iga

and their usages in dance (Venkatesh, 2015).

Vacikabhinaya: Exposition of the theme of a poem or a drama by correct recital (Bhupala, 1966).

Lyrics (sahitya): Vacika helps to know the types and aesthetics of literature in terms of songs and

dialogues, wherein a person will be able to go deep into the emotion of those words, experience

‘rasa’ of the literature and knowledge on surrender to God concerning devotional songs/dialogues.

Aharyabhinaya: 1s costume, ornaments like a necklace and the makeup which are aids to the

exposition of the theme (Bhupala, 1966).
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I1) Sattvika (Representation of sentiments)

I1. a) Rasa (Sentiments)
The sixth chapter on ‘Rasa siitra’ is said to be the essential chapter among all, applications as

Abhinavagupta and rhetoric scholars opine. Natya contains nothing other than rasa, he reiterates

saying “d & @Ed ®R=eY Jadd” (na hi rasadrte kascidartha proartate). The concept of rasa

speaks of aesthetic mood. Its literal meaning is relish or essence. The word ‘rasa’ is used to describe

aesthetic experience arising from watching the expression of various emotions in a variety of art

forms, especially drama. Every good piece of art contains rasa. The difference between the

experience of emotions in drama and real life is that the same negative emotions which bring
sorrow or disgust in real life give amusement with the artistic portrayal in drama. It happens, as
involvement in the portray enables the spectator (rasika) raised above the normal level, leaving the

ego behind (Hiriyanna M., 2000).
In different contexts, the term “rasa’” may convey a different meaning, but its essential core remains
unaltered. It means ‘essence,’ ‘juice,” ‘taste,” or ‘flavor.’ It is so-called because of

« QI T+ (rasyatiti rasah) relished. Natyasdstra says, rasa theory blossoms beginning with

the Sanskrit text Natyasastra (natya meaning ‘drama/dramaturgy’ and sastra meaning ‘science
of’). Concerning Natyasastra, is denoted for sentiments. According to Abhinava Gupta, aesthetic
pleasure or ‘rasanubhava’ is the outpour of hidden enjoyment (Hiriyanna, 2000). All four varieties
of expressions, namely gestures (arigika); words (vacika); dresses and makeup (zharya); and the
representation of sattva (sattvika); and ten varieties of dramas (nataka, prakarana, bana, prahasana,
dima, vyayoga, samavakara, vithi, utsystikanka and thamrga) cluster around rasa (Rao, 2000).
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The rasa are of eight kinds as per Natyasastra. They are as follows:

BFNETEIFE USSR TIH: |

TCETgERI Bl e TET: S 1 & 1 g4l
srngarahdsyakarund raudravira bhayanakah /
bibhatsadbhutasamjau cetyastau natye rasah smrtah 116.1511
Meaning: The eight sentiments named in Natyasastra to perform in drama are as follows: 1). Erotic
(Srngara) 2) Comic (hasya) 3) Pathos (karuna) 4) Furious (raudra) 5) Heroic (vira) 6) Terrible

(bhayanaka) 7) Odious (bibhatsa) 8) Marvellous (adbhuta) (Manmohan Ghosh, 1951).

The earlier authors Bharata, Kalidasa, Amarasimha, Bhamaha and Dandin have enumerated
only eight rasas excluding Santa rasa. Dhananjaya in Dasariipaka (800 BC) aslo has vehemently

rejected Santa as one of the nine rasas. He argues that sama being the sthayi bhava of santa rasa

is the state of tranquility when all kinds of psychological turbulence either positive or negative gets
dissolved. It is very difficult to show that in stage-play even with all four types of histrionic

presentations. He accepted in in poetry only(Subbanna, 2014).

Udbhata was the first author who accepted Santa as rasa in his book Kavyalarnkara
Sarasangraha. Anandavardhana and Abhinava Gupta have supported the view of Santarasa.
Abhinava Gupta included the as a ninth rasa in his work named Abhinavabharati. Santa-rasa
functions as an equal member of the set of rasa but is simultaneously distinct being the clearest

form of aesthetic bliss. Table 2 explains nine rasas, its meaning and related emotions (Merchand,

2006).
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Table 2. Rasa, its meaning and related emotions

Rasa Meaning Emotion
Srngara Love Beauty, Devotion, Aesthetic Sentiments
Hasya Comic Humor, Sarcasm, Laughter
Karuna Compassion Compassion, Pity, Sympathy
Roudra Anger Violence, Irritability, Stress
Vira Courage Heroism, Determination, Courage
Bhayanaka Fear Terror, Anxiety, Nervousness, Worry
Bhibhatsya Disgust Depression, Dissatisfaction, vulgarity
Adbhuta Wonder Curiosity, Astonishment, Mystery
Santa Calmness Peace, relaxation, rest

While explaining the content of rasa siitra, Natyasastra, says that,
o ha¥ o < L\aN
T {4ied hEq-aY: Hddd |
o o\ [N SaN o o
A [FHIEATFHITAHATRAI VTS H I ¢ |

na hi rasadrte kascidapyrthah pravartate|

tatra vibhavanubhavavyabhicarisarityogadrasanispattil| |

Meaning: Without any kind of sentiment mentioned in sloka 15 of chapter 6, poetic meaning can
proceed. The sentiment is produced (rasa nispatti) with the combination of determinant (vibhava),

consequent (anubhava), and complementary psychological states (saficari bhavas). As a

comparative example, likewise, the tastes produced with a combination of spices, vegetables, and

other articles, in the light of other psychological states, the durable psychological states (sthayi
bhava) are produced to attain Sentiment (Rasa). The meaning of ‘rasa’ is ‘capable of being tasted’

or ‘relished’ (@svadyate).
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For the question ‘How is rasa tasted?’” answer given in Natyasastra is that just as the well-

disposed persons enjoy (asvadayanti), attain contentment and satisfaction, the taste of the food

cooked with varieties of spices and, so the cultured people relish the Durable psychological states

(sthayi bhava). They derive pleasure and satisfaction by the artiste with an expression of various
psychological states in the combination of words (vacika), gestures (arngika), and the sattva. That
is called ‘natyarasa’ (tasman natyarasa iti).

The above explanation is clarified in the following sloka 32 and 33 together:

=\ e N ¢ ~_¢
T TgEAG AT G|

TR ed ST 9Th Tehidel S 11§ IR I

yatha bahudravyayutairvyafijanairbhahubhiryutam!|

asvadayanti bhufijana bhaktarm bhaktavido janah. 116113211

ETTEE R TR T 4T |

\51I('°|lq¢|i:'d HAAT dCHTATSYINET: THAT: 1§ N3R

bhavabhinayasarivyuktah sthayibhavamstatha budhah|

asvadayanti manasa tasmannatyarasah smytah. 116113311

Meaning of sloka 32 and 33: Just like, the disposed of person enjoy the food cooked with various

articles and spices, the spectators with refine mind relish durable psychological states in their mind

(manas) watching enactment with an expression of psychological states with words, gestures, and

sattva, and hence experience the pleasure. Hence these durable psychological states are called

‘rasa’ in drama.

38



Abhinavagupta in Abhinavabharati (Gupta, 1987) explains ‘rasa’ in the following sloka:
AT HaT e TTREE : |
TN I HRIBHETET |
yo'tho hrdaya sarivvadi tasya bhavo rasodbhavah |

Sariramr vyapyate tena suskarit kasthamivagninal |

Meaning: The term ‘rasa’ indicates the pleasure that each class of people obtains from their
experiences. Rasa is realized through the experience of psychological states near to the heart. It may

be relished in association with either the palate or the transcendental experience of yoga or the

delight afforded by art. Concerned to a play, it is related to the aesthetic experience enjoyed watching
it (Gupta, 1987).

Natyasastra in the form of questions and answers, further posts a question that, ‘does the
psychological states arrive out of sentiment or sentiment is reaped out of psychological states?’ This

question is answered in chapter 6 with the following sloka:

AT HTadied TETRHT |

FEHTAEHTGH! T forran AT =ihiT: 1§ 1% |

nanabhinayasambandhan bhavayanti rasaniman |

yasmattasmadami bhava vijiieya natyayoktrbhih 116113411

Meaning: With various modes of dramatic representation, psychological states make one feel

(bhavayanti) sentiments but not Vise Versa. Just as the combinations of articles bring out tasty

food, psychological states with the combination of histrionic representation cause the sentiment to

feel. It means, very beginning of the relishing of rasa starts from psychological states but not
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psychological states from rasa. There can be no sentiment before the psychological state and no
psychological states without the sentients (following it).

The following sloka explains the relation between psychological states without the sentients
N A e N . PN
TFARMIEAR JTel TG 73|
e Va1 TR Wiagfed TG IE 13S |

vyafijanausadhisarityogo yathannari svadutarii nayet |

evarit bhava rasascaiva bhavayanti parasparam 116113711

Meaning: Though Psychological states cause the sentiment to relish, during Histrionic
Representation, they (Psychological states and Sentiments) interact and cause one another to
manifest just like supplementary materials used to prepare delicious eatables to provide good taste

to the food and feel ‘manifestation of taste’ in materials one another. It is well-explained in the

following sloka:-
e AieTig, ¥g 4 Fa I S 70|
a1 T TET: §9 qal WG FRT: 1§ 13 N

yatha bijad bhaved vrkso vrksat puspari phalarir yathal

tatha miilarir rasah sarve tato bhava vyavasthitah 11611381

In furtherance of justification to the fact that sentiments arise out of psychological states, sage
Bharata explains the meaning of this sloka.

Meaning: Just like a tree develops from a seed, and flowers and fruits from a tree, from the seed of
Sentiments (being the source) Psychological states, manifest and further they become the source
for Sentiments. It means rasa in the poet’s heart is the seed that gives birth to the poem ( tree here).
The blossoming of this tree is the aesthetic experience of the reader, yielding enormous pleasure
(Gupta, 1987).
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Further, following sloka mentions those eight sentiments arising out of four original ones:
eSS ~ by
dVH e dIHcaR] T |
T N U N Fhed 3l

tesammutpattihetavascatvaro rasah|

tadyatha syngaro raudro viro bibhatsa iti ||

Meaning: Four original sentiments, i.e., Erotic (srngara), Furious (raudra), Heroic (vira) and

Odious (bibhatsa) give rise to the other four sentiments to become eight in number.

o ~

FFNEAIETE Vg FEU - |
ARG TR TERE: 15 132 1

Srigaradvibhavedvasyo raudrattu karuno rasah|

virascaivad bhutotpattirbibhatsasca bhayanakah!16113911

Meaning: The Sentiments of Comic arises out of Erotic, the Pathos from the Furious, the

Marvellous from the Heroic, and the Terrible from the Odious.
FENGHAl g & 4 3(d dfzra: |
QA ~ o =N N ~
(aENY A dd RH ° ST &M ¥G: 1Ig lge I
Srngaranukrtirya tu sa hasya iti safijiiitah

raudrasyapi ca yat karma sa jiieyo karuno rasah!|1611401|

Meaning: A mimicry of Erotic (Sentiment) is called the Comic, the result of the Furious sentiments
is the Pathos, the result of the Heroic sentiment is called the Marvellous and the Odious to see the

result in the Terrible.
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Ch.7 of Natyasastra explains, bhavas (psychological states)

I1.b) Bhavas:
Chapter 7 of Natyasastra expounds bhavas, i.e., psychological states or feelings. The word ‘Bhava”
has emerged from the root or instrumental sense ‘bhu’, which means ‘bhavaya,’ ‘to cause to

pervade.” Bhava is an instrument in a play that infuses the meaning of the play in the spectators

through a combination of gestures, words/lyrics, the color of the face, and representation of sattva

(Gupta, 1987). The meaning presented by determinants and consequents is made to pervade in the

heart of the connoisseurs, which is called Bhava. Bhava with synonyms bhavita, vasita and krta is
causation or instrument. In the opinion of Abhinavagupta, only sthayins become vyabhicarins.

The following sloka explains the factors of bhava.

~ X NN ¢ ~ ~
TEMTEEAl JISSEAGHTEA ITFd |

ANTEETATRR: | WG 3 Eira: 1 I

vibhavairahrto yo rthastvanubhavena gamyatel

vagangasattvabhinayaih sa bhava iti safijiiitah 11711111

Meaning: When the meanings presented by the determinants and consequents are made to pervade

(gamyate) [to the heart of the spectators], they are called bhava.

The following sloka narrates the bhava as follows:

TNTEHERR 1 T o |

FARTd Wi WEG WE 3949 1R |

vagangamukharagaisca sattvenabhinayena cal

kaverantargatam bhavarit bhavayan bhava ucyatel 171121
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Meaning: Through words, gestures, the color of the face and representation of the sattva, the inner
idea of the playwright is made to pervade to the mind of spectators. That is called Bhavas .

The following sloka explains as to how bhava reaches the spectator as follows:

AFTAE T e ied TETIH |

TETAEHTGHT T {3 AR 13 1

nanabhinaya sambandhan bhavayanti rasaniman |

yasmattasmadami bhava vijiieya natyayoktrbhih| 1711311

Meaning: Through various histrionic representations, states / bhava pervade by those producing

drama to cause sentiment to the heart of spectators.

Some bhava (states) happen in humanbeings by previous impressions.

I1.c) Vibhava (Determinant)
This word gives a clear knowledge of of bhava. Synonyms of vibhava being karana, nimitta,
hetu. The root of vibhava is “vibhavita’ means, ‘determined.’ It means vivid knowledge. To put it
together, words, gestures, and representations of sloka are being determined (vibhavanti) by ‘that’
is called vibhava.Vibhava is a special feel in connection with the thing or thought (Bhatta, 1998).
Chapter 7 sloka 4 explains many things determined with the combination of words, gestures, and

representations of sattva; it is called ‘Vibhava.’

haN A aN haN o
FEAISAT [ATeTed TNTFTHAT: |

I TEATEE fonmE 3fa Efsia: ug

bahavo 'rtha vibhavyante vagangabhinayasrtah|

anena yasmattenayan vibhava iti safijiiitah| 41|
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Meaning: It is named vibhava (determinant) as through words, gestures, and representation of

sattva many things are vibhavyate (determined).

I1.d) Anubhava (Consequent)

ANTETRFAE Faecadl ST |

AN TR heca g Taedd: Td: IRY 1Y |

vagangabhinayeneha yatastvartho nubhavyatel

vagangopangasamyuktastvanubhavastatah smytah 1511

Meaning: By words and gestures and the sattva, ‘that effect’ is made to be felt (anubhavayanti)

through words, gestures, and movements of major and minor limbs to the spectator by the actor in

the histrionic presentation.

In this way, determinants and consequents are the reasons for psychological states. The following

Sloka mentions who has created these determinants and consequents.

hnN o ha¥ o
A[RCTHIHFHET SIRAATTIMHA: |

AT FARCIIAG e 1% 1 &

lokasvabhavasamsiddha lokayatranugaminah!|

anubhavavibhavasca jiiayastvabhinayairbudhaih 1611

Meaning: These determinants and consequents created by human nature and so with the ways of
the world.

Further, Bhavas can be divided into i) Sthayi bhavas i) Saficari / Vyabhicari bhavas iii) Sattvika

bhavas.
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I1.b.1) Sthayibhavas: Permanent moods /Durable psychological states:
Based on the discussion in the realization of ‘rasa,’ Sthayi bhavas (permanent moods /durable
psychological states) happen to be the basis of rasa, the essence which lies in asvada or enjoyment.

Vibhava, Anubhava, and Vyabhicari bhavas unite to awaken Sthay? bhavas, and it emerges as rasa.

Bharata instantly makes a statement that, only the durable psychological states attain the state of
sentiments. On the stage, an actor who is trained in a role to play with the help of the environment
created, able to unify the elements of his experience, which give such an effect corresponding to

the original hero.

Coming into human nature, sthayi of each person is a basic mental state in the form of vasana or

previous impressions (Subbanna, 2014). There would be innumerable varieties of rasa and stages

such as slow, medium, faster, fastest. The durable psychological states elaborated in Natyasastra

are as follows:
i 2N HIcATE M9 e |
P g Afe e SEifddr: 1§ 0 Q9

Ratirhasasca sSokasca krodhotsaham bhayam tathd,

jugupsa vismayasceti sthayibhavah prakirtitahl| 6111711
Meaning: 1) Love (rati), 2) Mirth (hasa), 3)Sorrow (Soka), 4) Anger (krodha), 5) Energy (utsaha),
6) Terror (bhayam), 7) Disgust (jugupsa), 8) Astonishment (vismaya) (Manmohan Ghosh,

1951)For Santa rasa, sthayi bhava is sama-Abhinava Gupta adds (Bhatta, 1998).
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11.b.2) Saficari /| Vyabhicari bhavas

Saiicari /Vyabhicari bhava means ‘transitory’ or unstable.” The term ‘Vyabhicari’ has two

prefixes, i.e., ‘i’ and ‘abhi’. The root ‘cara’ means ‘to go,” ‘to move.” This ‘move’ is concerning

sentiments towards various Kinds of objects, and so are termed ‘vyabhicarinah.’

The question arises that ‘how do they carry?’ They do not carry by arms and shoulders but with

the wrapped up elements of words, gestures, and sattva to the sentiments in the production of the

play. The transitory states are explained in the following slokas numbered 18-21:

[Ny o
[AAQI ARG, NEATEAATHIATHSHHT: |
DD . o haN [aNEYAN

H(AET dd qed | Tdedl HIE: THIAYId: 1| & 1 8¢ 1l

nirvedaglanisankaravyastathasityamadasrmah|
alasyam caiva dainyari ca cintd mohah smrtirdhrtih |1 611 1811

AIeT TqSdT &9 ST SFedl ae |

N o e

At e SAcgad FEIERR @@ = 10§ 0 R

vrida capalata harsa avego jadata tathal

garvo visada autsukyari nidrapasmara eva ca. |1 611 1911

T TS A AT e o |
o o N haN
HIdATHTHIGETIT HUTHT F 1Ig 1l Re I
suptarit prabodho ‘marsascapyavahitthamathograta |

matirvyadhirathonmadastatha maranameva ca |1 611 2011

TE2E faee g AhmEmo: |

TARIZIGH!  HTET: THREATATEG AHd: 1§ 1l *2 )
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trasascaiva vitarkasca vijfieya vyabhicarinah |
trayastrimsadami bhavah samaravyatastu namatah |1 611 211

Meaning: The thirty three complementary psycological states are known to be the following:

1) Discouragement (ﬁ%{) 2) Weakness (F&1) 3) Apprehension (ET) 4) Envy (319 5)
Intoxication (Hg) 6) Weariness (21H) 7) Indolence (3T&EAH) 8) Depression @?QH\)Q) Anxiety
(Fwam) 10) Attachment (7g:) 11) Recollection (¥9fd) 12) Contentment (df) 13) Shame (ffeT) 14)
Inconsistency (F9adT) 15) Joy (Eﬁf) 16) Agitation (3T|%|Tl) 17) Stupor (ST<dn) 18) Arrogance (ﬂEf)
19) Despair (fI9T€) 20) Impatience (@r&gﬁ{) 21) Sleep (=) 22) Epilepsy (T9EAR) 23) Dreaming
(gH) 24) Awakening (HE?T'J:) 25) Indignation (?ﬂﬂﬁf) 26) Dissimulation (3131%?211) 27) Cruelty
(35T 28) Assurance (|Td) 29) Sickness (F3T) 30) Insanity (I7H1€:) 31) Death (FRUT) 32) Fright

(3m9:) 33) Deliberation (ﬁ?@c:) (Manmohan Ghosh, 1951).
11.b.3) Sattvika bhavas /| Permanent moods or States / Dominant emotions/Involuntary

states:

Sattva, in this context,means ‘mind.” So ‘sattvika’ is ‘that generated from mind.” In chapter 24,

Samanyabhinaya (Histrionic representation), importance of sattva is mentioned as follows:

HHFEREE 9 3491 AR eS|

ha¥ < . hnN [aNlaN
Hed hlY: YAt 1 Hd HdRIH 1IRE 11 2 I

samanyabhinayo nama jiieyoo vaganga satvajah|

sattve karyah prayatnastu natyari sattve pratistitam 112411111
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Meaning: The Harmonius Representation (samanyabhinaya) is known to depend on words and

gestures. ‘Sattva’ the basis of words and gestures should be taken care of, during the depiction of

hormonius representation.

The following sloka mentions the different status of Sattvika abhinaya.

[a N o RN oN ha¥ ha o\ ha
GealidRThl ST AR |

A WA : TadHISaH: T 1RG IR I

sattvatirikto 'bhinayo jyesta ityabhidhiyatel

samassatvo bhavenmadhyah satvahinoo’dhamah smytah!|12411211

Meaning: Acting with in-depth Sattva is said to be superior, with reasonable sattva-middling

and with no sattoa is inferior.

What is Sattva?

Ch. 6 and 7 of Natyasastra elaborates on the elements of sattvika bhava and rasas. The word

sattvika is very difficult to translate to English with its original essence. Ch. 24(7) of Natyasastra

says, sattva to be ‘?aécheh' q%!H\HrdH\I’ means, sattva is emerged by the synthesis of body and

mind. In deeper meaning, Sattva means ‘which derived from the concentration of mind. Man can

not simply mimic instances like horripilation, tears, loss of color. In the theatrical background,the

actions in the situations of happiness and misery backed up by sattva make the situation appear to

be realistic. So sattva is explained from the innate fact that the actor should depict the tear and

horripilation, respectively, but he should not be sorry or happy literally (Gupta, 1987). (Gupta,

n.d.).
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Sattva defined in Natyasastra in chapter 24 sloka 3 is as follows:
IeTREY Ovd & R redsEe |
NN e N o e\
YTEACHY A THTETRATIGHIIIT: 1RE 13 1

avyaktariipam sattvam hi vijiieyam bhavasarisrayam|

yathasthanarasopetarii romaficasradibhirgunaili| 1241131 |

Meaning: Sattva is something invisible, but employing tear, horripilation, and other similar signs
support psychological states and sentiments displayed in proper moments in harmony with

sentiments (Ghosh, 1951).
Further,-- following sloka elaborates eight sattvika Bhavis s.
NN e by o
TR EEISY YHTH: TRERIST I9Y: |
AUERNGT SRl Fifeahl: EAT: I & Il R N

stambhah svedo tha romaficah svarasado tha vepathuh!|

vaivarnyamasrupralaya ityastau satvikah smrtahl 16112211

Meaning: They are eight in number, Natyasastra explains: 1) Fixedness (stambha), 2) Perspiration
(sveda), 3) Horripilation (romarica) 4) Change of Voice (svarasadu), 5) Trembling (vepathu), 6)
Change of Colour (vaivarnya), 7) Weeping (asru) and 8) Fainting (pralaya) (Manmohan Ghosh,

1951).

Though seems to be anubhavas superficially, these Sattvika Bhavas s, emerging out of sattva
cannot be stopped even with effort. So these are given special importance (Subbanna, 2014).
In this way, Sthayi Bhavas s (the durable psychological states) - eight, Vyabhicari Bhavas:

(complementary psychological states) - thirty-three and Sattvika Bhavas (permanent/ involuntary
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psychological states)- eight in number, altogether become forty-nine (49) psychological states
which draw out sentiments (rasas) from the play.
In this way, forty nine psychological states, i.e., eight durable psychological states, thirty-

three transitory states, and eight sattvika united, are capable of realizing sentiments from the play.

These sentiments arise from them whenever they combine for a common (samanya) purpose.

At this juncture, a question arises, then among forty-nine psychological states, why only durable
psychological states converted into sentiments?
Bharata convincingly explains that, though all the humans have similar body parts, due to the

special characters of few such as birth, education, manners, skills in art and crafts attain kingship,

while others become their attendants with inferior intellect. Similarly, durable psychological states

become King; determinant (vibhava), consequent (anubhava), and complementary psychological
states (saficari Bhavas), attendants so as attendants become dependent on masters or kings with

their superior merit.

The following sloka narrates how durable psychological state is superior to other psychological
states.

AT AT Tl : RIS = 941 36: |
Td & G W EIEHEE || § 1< |

yatha naranar nypatih sisyanari ca yatha guruh!|

eevar hi sarvabhavanarn bhavah sthayi mahanihal12411811

Meaning: These psychological states in the like-minded connoisseurs inspire sentiments in them

and permeate the body just like fire spreading over dry woods.
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Among nine rasa, srngara, hasya, karuna, vira, adbhuta, and santa can be classified as

desirable rasa and bhaibhatsa, bhayanaka, and raudra as undesirable. Table 3 explains the names

of rasa, their meaning, and related emotions (Merchand, 2006; Grace, 2006).

Table 3. Negative emotion, subjugated rasa, corresponding health problems, and emotions

to be cultivated to overcome.

Belching, Bites, Colon, Coma, Cramps,
Dysentery, Fainting, Fistula, Crohn’s
Heartburn  (Peptic Ulcer, Stomach
problems,  Ulcer),  Haemorrhoids,
Hepatitis, Hyperactivity,
Hyperventilation,  Ileitis  (Crohn’s
disease) Inflammation, Insomnia, Lump
in throat, Miscarriage, Menopause
problems, Myopia, Nausea,

Negative Negative rasa | Corresponding Health problems Emotion cultivated/
emotions/bhava | depicted contemplated
Disgust Bhibhatsa Itching (Pruritis Ani), Pain, Ankle(s), | Love
(Odious) Middle back problems
Fury/Anger Raudra Adrenal problems, Anorectal Bleeding, | Joy, love, wonder
Depression, Dry eye, Dysmenorrheal,
Earache, Fever, Infection, injuries, Jaw
problems, Lockjaw, Lupus,
Mononucleosis.
Fear/terror Bhayanaka Abdominal cramps, Anorexia, Apathy, | Courage, Calmness
(Terrifying) Appendicitis,  Appetite,  Baldness, | Joy, Love

2.3.2.e INDIAN CLASSICAL MUSIC SUPPORTING ABHINAYA

Indian music is inbuilt in sattvika abhinaya, and sattvika abhinaya is the base of angika and is

followed by vacika abhinaya. There is specific rasa, musical ragas related to certain emotions. In

this concern, it is essential to know the meaning of a few words.
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2.3.2.f Notes (svara)

NI U2 T Sged: T 11 11 & 11RE |

sarira vainavascaiva sapta sadjadayah svarah W 6 | 26 |

Meaning: Musical notes are seven in number: They are, e.q., sadja,risabha,gandhara etc. They fall

into two groups: 1) Human (sarira) and 2) Instrumental (vainava, i.e., form the vina).

1) Human (sarira) : Songs (ganarir)
T g 3 YR A | & 120

ganari paficavidham jiieyam dhruvayogasamanvitam|

Meaning: Songs relating to Dhruwva are five kinds: 1) Entering (Pravesa) 2) Casual (Aksepa)3)

Going out (Niksepa) 4) Pleasing (Prasadika) and 5) Intermediate (Antara).

2) Instrumental (vainava).

There are four kinds of musical instruments (atodya) that are in existence. They are:

ad SaEE = O GRRET T 1 & 1IRE I

tatarin caivavanaddharii ca ghanarit susirameva ca | 6 1 26 |l

Meaning: 1) Stringed (tata): Instruments with strings, 2) Covered (avanaddha): drum, 3) Solid
(ghana): cymbals, and 4) Hollow (susira): a flute. Further, the tempo of the music may be slow
(sthitam), medium (madhyam), and fast (dhruta). Beats (tala) are also of many types. As per

raga requirements, the time gap in the song and music are of specific measurements.
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Indian classical music: Indian classical music composed following the rasa of lyrics add beauty

to it. An artiste needs to enact with all standards of Natyasastra. A deep study on satvika

abhinaya concretes the study of self-emotions and thoughts towards nourishing them. Lyrics by

devotees cultured with their life, experiences, a sense of surrendering contributes deep
introspection by the artiste about the self. This continued process helps the human cleanse the
negative emotions and infuse the positives. Deep involvement in dance following lyrics and
smoothened music enhances the art contemplation, enjoy the current moment and experience of

self-merging with Supreme God.

Table 4. Specimen of Indian Ragas, related rasa, examples of lyrics used, emotions, and

atmosphere to be depicted to create that emotion in the dance.

Example of Poet Raga Rasa of Atmosphere | Emotions
lyrics the Raga | 10 be depicted
depicted
Vasantha Purandara | Sankardabharana Srngara Erotic, love
Bandide dasa
sakhiye
Anebantaneba | Purandara | Mand,Behag, Misra Hasya An elephant | Comic
ntanenammam | dasa mand walking and
ma its
mischievous
activities
Yoga Kaphi, pilu Megha Vira Valour
Narasimha | malhar,Sudda
sarangh, Bagesri
bhim phalas, Miya ki
malhar, Brundavani
sarang
Purandar | Marva, Puriya, Lalith | Santaand Calm and
a ddsa Sohan, devagandhar, | Karuza compassion
Nilambari, Yadukula
kambhoji, Dhira
sankarabharana
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2.4 Summary

Reactions of the mind as human behavior expressed through face, word, and the body, which in
turn have recognized three abhinayas- sattvika, vacika, and angika in drama. The basis of art is an
imitation, and dance is predominantly so. While playing the role, the inherent nature of the actor
controlled by the character by movement and gesture, which termed angikabhinaya; subjugation
in terms of voice and speech which termed vacikabhinaya and presentation of emotional actions of
mind which termed as sattvikabhinaya and relevant costumes and makeup termed aharyabhinaya.

A homogeneous blend of all these four aspects termed as natya or drama (Patnaik, 1969).

Play therapy

As per the definition of the Association for Play Therapy, play therapy is the systematic use of a
theoretical model to establish an interpersonal process. Here, trained play therapists use the
therapeutic powers of play to help clients prevent or resolve psycho-social difficulties and achieve
optimal growth and development. Through play therapy is used widely as a psychological therapy
among adults and with children, many studies do not follow proper research methods and find a

considerable variation in presenting problems and outcome measures (Bratton & Sue, 2000)

Music Therapy

Various kinds of music have been used to induce positive emotions, and followed by relaxation
has been extensively studied by researchers (Bratton & Sue, 2000). An experimental study found
improvement in group music intervention in demented elderly persons (Lin et al., 2011) and

reduced depression, anxiety, and relationships in psychiatric patients (Choi, & Lee, 2010).

Movement Therapy
As per the definition of Association for Dance Movement Psychotherapy UK ADMP UK 2012,

Dance movement therapy is the psychotherapeutic use of movement and danceto support
intellectual, emotional, and motor functions of the body (Lin et al., 2011; Palo-Bengtsson et al.,
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1998). It encourages the development and integration of new adaptive movement patterns together
with the emotional experiences supporting clients’ movements. The therapist encourages the
development and integration of new adaptive movement patterns along with emotional experiences
that accompany such changes(Meekums et al., 2015; Karkou and Meekums, 2014). The elements
of Indian classical dance have all the aspects of play therapy, music therapy, and dance movement
therapy.

Compared to play therapy, Indian classical dances with various steps, neck, head, eyes,
shoulder, palm, chest, sides, waists, thighs, shanks, heals, toes movements bring enjoyment
unveiling beauty in our limbs following musical beats and notations. Angika helps oneself to
identify the beauty in one’s fingers and creativity to use it for depicting various situations and also
is an excellent physical exercise. It tends to provide joy, discovering cultural meaning, increased
motor functioning, posture, and balance as well.

Music listening is a passive activity while dancing is active. Dance is like a lotus blossom
in the pond of music. Though musical notes convey the feeling of the lyrics to the listeners,
compared to music therapy, dance with canons of expression elaborated in the Natyasastra conveys
the meaning for every word of poetry with musical notes to touch the heart of the connoisseurs
which in turn yield great bliss/rasa.

Most marvelous features embedded in Natyasastra deals with the expression of inner feelings
segregated into nine rasas, various sentiments hidden or expressed at every stage, which contributes
to a very comprehensive understanding of emotions and interpretation of them. Sattvika abhinaya
makes the actor entering deep into the mind of the character to express and experience the

connectedness with the role, make the rasa spiritualized and one attains pure bliss. The feeling of

joy over a period tends to reverse unhealthy psychological states into positive health. So the
comprehensive narration given in Chapter 1 slokas 108-112 of Natyasastra has elaborated its
objectives in the following words: Natya teaches duty to those having no sense of duty, love to

those who are eager for its realization, rebukes those who are disorderly, promote self-restraint
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among disciplined people, make the coward courageous, energy to heroic persons, enlightens men

of poor intellect, and gives wisdom to the learned.

Chapter 1 sloka 22 of Natyalocana narrates the similar objectives of Natya or theatrical presentation

in the following sloka (Shib, 2012):

St aieAt gfeeg GRant R seeor

NP PP P

Sifer: FIRETRI e Fifd: FTRE
ferem ATeHETRTRT YT TIsaTqeRRE™T 1g IR I

lileyarit dhaninam dhrtistu sukhinari siksa pramattanynari
samsarasthitiridysiti viratirnanavidhayoginam
pritih kavyarasamsinarii navanava kirtih kvinamiyarn

vidya natakasafijiiika bhagavati visvopakaraksamal 11112211

Meaning: Natya is a mode of entertainment to rich, nourishment to contented people, educative

for the blundering persons, teaches duty to those having no sense of it, it promotes the admiration

for an explanation of sentiments, in the literary works, it brings out the new talents and

achievements of poets. Nataka is the embodiment of wisdom and knowledge and can be termed

‘goddess’ whose generosity can benefit the whole world.
Conclusion: This chapter has discussed the literature point of view of emotion and emotion

dysregulation and CE in IAD, and yoga as per scriptures in self-management of the same. Next

chapter deals with review of scientific literatures on the same topic.
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