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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 (Tattvajïäna) 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 Nāṭyaśāstra 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,  Nāṭyaśāstra and related scriptures do not deal with it but teach articulation 

of them through abhinaya. However,  ‘transitory psychological states’ in Nāṭyaśāstra 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) ‘Äìgika’ (articulated physical movements) and (II) 

‘Sättvika’ (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 Nāṭyaśāstra, and explicitly, how 

canons of expression are articulated historically in the dance ‘Cùalita’ of the drama 

‘Mälavikägnimitram’ written by a poet Käøidäsa.  

 

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 ‘äìgika’ (articulation of physical movements) and ‘sättvika’ 

(representation of sentiments) elaborated in Nätyaçästra 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 Väsiñöa (a discussion between 

Lord Çrérämacandra and sage  Vasiñöa), Yoga sütra by Pataïjali Maharçi, Gheranda samhitä 

(a discussion between sage Gheranda and inquirer Candra Käpäli), Bhagavadgétä (a discussion 

between Lord Çrékåçna and king Arjuna). 

 



 

17 
 

2.3.2 NĀṬYAŚĀSTRA AND RELATED SCRIPTURES 

Scriptures of Indian classical dance consists mainly of Nāṭyaśāstra of Bharata Muni. The works 

of Kälidäsa authenticates the celebration of Nāṭyaśāstra 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 Nāṭyaśāstra either as an elaboration or commentaries by 

various authors namely, Abhinaya Darpaëa (200 BC) by Nandikeśwara; Daçarüpaka by 

Dhananjaya (800 BC); Läsyaraïjana by Simhabhüpäla; Nätakalakçaëa Ratnakoça (920-1100 

BC)  by Sägaranandi; Ëatyadarpaëa (Nätakadarpaëa) (1100-1175 BC) by Guëacandra and 

Hemacandra; Bhävaprakäçana (1200 BC) by Çäradätanaya; Sähitya Darpaëa (1300 BC) by 

Viçwanätha kaviräja; Pratäparudréya (1300 BC)  by Vidyänätha that is developed in the light 

of Daçarüpaka. Apart from them, Ekävaøi by Vidyädhara; Sarasvati Kaëöäbharaëa and çångära 

Prakäça by Bhoja; Rasärëava Sudhäkara by Çingabhüpäla; Saïgéta Ratnäkara by Säraìgadeva 

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

Abhinavabhärati (1000 BC) by Abhinava Gupta, Näöyalocana by Trilocanäditya, 

Dhvanyävalokalocana by Anandavardhana, Mänasolläsa by Çré Someçvarabhüpati (1370-73 

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

Nätyamimamse (1200 BC) by Rukkayya, Nätakaparibhäça (1400 BC) by Çingabhüpäla are 

unavailable but mentioned in some digests. Nāṭyaśāstra got revised, commented, and 

complemented by several Indian scholars, namely, Bhattalollaöa, Çréçankuka, Bhattanäyaka, 

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

is well established (Rao, 2000).  
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2.3.1.a YOGA 

              The word ‘yoga’ has emerged from the Sanskrit root ‘Yuj’ means joining. “Yujyate 

anena iti yogaù”- yoga is that which unites. Yoga is the state of individual-self (Jévätmä) with a 

universal self (Paramätmä). Yoga is an understanding of the expansion of the narrow constricted 

egoistic personality to an all-pervasive, eternal, and blissful state of REALITY. Pataïjali yoga is 

one among six essential systems of Indian philosophy called ‘çaödarçana’ and is in the form of 

sütra 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, Jïäna yoga (Philosophy), Bhakti yoga 

(Worship), Karma yoga (Work), Räja yoga, or Añöäìga yoga (Psychic control). Each one of them 

leads a human in a different route to attain higher consciousness.  Jïäna 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. 

Bhagavadgītä 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, 

Räja yoga or Añöäìga 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, prajïa, saìkalpa and citta. In Piìgaläya/ 

Paiìgla upaniçat - Sukla Yajurveda chapter 2 çloka 5-6 elaborates the mental functions as five 

sense organs (jïänendriyäs) and five mental organs (karmendriyäs). Alongwith five jïänendriyäs, 

mind (manas) is emerged with the activities of internal feeling (antarviñaya). 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 ädhi and vyädhi or psycho-somatic. (Nagarathna & Nagendra, 2001).  

Väsiñöa narrates the mechanism of psycho-somatic diseases in the following çloka:  

icÄe ivxuirte deh> s<]aeÉmnuyaTylm!, 

s<]aeÉaTsaMymuTs&Jy vhiNt àa[vyv>.yae va .716. 

citte vidhurite dehaù saìkñobhamanuyätyalam| 

saìkñobhätsämyamutsåjya vahanti präëavayavaù||Yo Vä||716|| 

 

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 Väsiñöa 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, präëa which is a basic life principle is imbalanced and starts 

vibrating in the näòis, 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  

Añöäìga yoga or eight-limbed yoga is one of the significant contributions of yoga sütras by 

Pataïjali which lays down a systematic approach for culturing mind.  In this regard Pataïjali yoga 

sütra chapter 1 çloka 2 says: 

yaegiíÄv&iÄ inraex> ./1.2. 

yogaçcittavåtti nirodhaù ||1.2|| 

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

Knowledge or perception is a thought-wave (våtti) 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 koça b) Präëamaya koça c) Manomaya koça d) Vijïänamaya koça e) Änandamaya 

koça.  

a) At annamaya koça (The physical layer) level: Loosening exercises, yogäsanäs, 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. Yogäsanäs, 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 Samhitä mentions  seven exercises as part of Hatha yoga in the 1st lesson, as explained 

in the following  çloka (Vasu, 2007):  

zaexn< d°Fta cEv SwEy¡ xEyRÂ la"vm!, 

àTy]Â inilRÝÂ "qSy sÝsaxnm!.1.9. 

çodhanaà dèòhatä caiva sthairyaà dhairyaïca läghavam| 

pratyakñaïca nirliptaïca ghaöasya saptasädhanam||1||9|| 

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 Samhitä has explained the uses of these several exercises in the following 

çloka no. 10 and 11: 

Aw sÝsaxnl][m!, 

;qœkmR[a< zaexnÂ Aasnen Éve†Fm!, 
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muÔya iSwrta cEv àTyahare[ xIrta.1.10. 

àa[ayama‘a"vÂ XyanTàTy]maTmin, 

smaixna inilRÝÂ mui´rev n s<zy>.1.11. 

atha saptasädhanalakñaëam| 

ñaökarmaëäà çodhanaïca äsanena bhavedåòham| 

mudrayä sthiratä caiva pratyähäreëa dhératä||1||10|| 

präëäyämälläghavaïca dhyänatpratyakñamätmani| 

samädhinä nirliptaïca muktireva na saàçayaù||1||11|| 

Meaning: Among the seven practices mentioned in çloka 10, 1st – çodhanam or purification includes 

six practices; 2nd – äsana or posture gives strength; 3rd – mudrä gives steadiness; 4th – pratyähära 

gives calmness; 5th – präëäyäma gives lightness; 6th – dhyäna gives the perception of self; and 7th 

– samädhi gives isolation which is certainly freedom.  

The second lesson of Gheranda Samhitä explains about the number of äsana or postures in the 

following çloka: 

Aasnain smStain yavNtae jIvjNtv>, 

cturzIitl]ai[ izven kiwtain c.2.1. 

äsanäni samastäni yävanto jévajantavaù| 

caturaçétilakñäëi çivena kathitäni ca||2||1|| 

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

numbers as the number of species in the universe. 

In the next çloka, sage Gheranda  talks about the number of äsanäs suitable for humanity. 

te;a< mXye ivizòain zaeFzen < zt< k«tm!, 

te;a< mXye mTyRlaeke ÖaiÇ<zdasn< zuÉm!.2.2. 
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teñäà madhye viçiñöäni çoòhaçenaà çataà kåtam| 

teñäà madhye martyaloke dvätriàçadäsanaà çubham||2||2|| 

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

thirty-two have been found adaptable for humankind. 

Before äsana can be perfected, four different states have to be experienced as per Räja 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 äsana, which leads to perfect stillness and relaxation (Saraswathi, 

2002). 

b) At Präëamaya koça (The layer of präëa) level: Prana is a basic life principle. Präëäyäma 

is the process of gaining control over präëa. Praçnopaniçat has a description of five manifestations 

of präëa and comprehensive definition of präëäyäma related to the human system. Proper 

breathing and präëäyäma will help to reduce the agitation in Präëamaya koça level. 

The breath is the medium to gain awareness in the pränic 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 präëa. The practice of präëäyäma begins when 

pränic awareness has evolved in mind.  

Thre are two main aspects of präëa. i) präëa çakti which is the comprises five präëa väyus or 

minor präëas. ii) chit çakti or manas çakti, which is a mental or conscious force having its seat in 

the brain. Präëa çakti is the medium by which nerve signals travel in the body. There is no 

movement in the body without präëa (Saraswathi, 2002). 
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c) At manomaya koça (The mental layer) level: Culturing of mind starts with focussing 

(dhäraëa), followed by the relaxed dwelling of the mind in a single thought (dhyäna) and 

prolonged practice leading ultimately to superconsciousness (samädhi). The regular practice of 

meditation (Dhyäna) 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, çloka 8 of  Bhagavadgétä Lord Kåçna mentions the effect of meditation as follows: 

A_yasyaegyu én cetsa naNygaimna, 

prm< pué;< idVy< yait pawaRnuicNtyn!.8.8. 

abhyäsayogayuktena cetasä nänyagäminä| 

paramaà puruñaà divyaà yäti pärthänucintayan||8||8|| 

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

the discipline of repeated practice.  

d)  At Vijïänamaya koça (The layer of wisdom) level: Lack of inner knowledge 

(jïäna) 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 Änandamaya koça (the layer of bliss) level: The secret of action or Karma yoga practices 

would work for Änandamaya koça. 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, Pataïjali Maharçi instructs in the following Yoga sütra (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 sütra is as follows: 

ivtkRbaxne àitp]Éavnm!, 

Vitarkabādhane pratipakshabhāvanam, 

 

Meaning: Pratipakça means opposite, and bhāvana means contemplation or meditation. Vitarka 

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

emotional turbulence, self- healing works as a fortitudinous solution. In this śloka, Pataïjali 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. pratipakça bhāvana paves the 

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

pratipakça bhāvana 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 Rāja 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 Änanda or 

Ätman 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 ‘Näöya’ and permanented through 

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

in dramaturgy backed by Nāṭyaśāstra. Although aspects of dramas are found in the Puräëä such 

as ‘Agni puräëä’ and ‘Viçëudharmottara puräëä,’ discussion of rasa theory (theory on aesthetic 

delight) are said to have borrowed from Nāṭyaśāstra (Gupta, 1987). Bharata compares ‘näöya’ to 

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

The word ‘Nāṭya’ has come from the root (dhätu) ‘Nat’ (nqœ). It is the innate or natural (präkåta 

bhäçä) word of ‘Nåt’ (n&t!) which means dancing. Two words Nåtta (n&Ä) and Nåtya (n&Ty) have 

come from the root ‘Nåt.’ The former means rhythm supported and latter feeling supported. 

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

 

Lord Prajäpati has said the purpose of Nāṭya in the following çloka (P Shib, 2012): 

xmaRidsaxn< naq(< svRÊoapnaedk«t!, 

AnusevXvm&;yStSyaeTwanNtu naqkimit.1.20. 

dharmädisädhanaà näöyaà sarvadukhäpanodakåt| 

anusevadhvamåñayastasyotthänantu näöakamiti||1||20|| 

 

Meaning: By destroying miseries and sufferings, Nāṭya mediates in achieving Dharma. The 

objectives of Nāṭya is attaining human life at a higher level. Even sages have enjoyed the 

presentation of Nāṭya.  

Additionally, quoted by sage Bharata, which is re-quoted in Näöyalocana in the following çloka: 

n tCDaô< c tiCDLp< n sa iv*a n sa kla, 

n t}an< n t*aegae naqke yÚ iv*te.1.21. 

na tacchästraà ca tacchilpaà na sä vidyä na sä kalä| 

na tajïänaà na tadyogo näöake yanna vidyate||1||21|| 

 

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

which does not appear in a Näöaka or theatrical presentation or dramatic presentation. 
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2.3.2.c NĀTYAŚĀSTRA 

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

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 çlokas in its fold inscribed in Saàskåta 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. Nāṭyaśāstra 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 ‘ädiguru’ on the subject, puts forth studying and following a particular path of dance 

called ‘märga,’ meaning classical. The same ‘märga’ coexisted with the respective regional style,  

called ‘deçi’ (Subrahmanyam, 2003). Since the emergence of Nāṭyaśāstra, we have direct 

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

of poet Kälidäsa.  

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

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

of Nāṭyaśāstra in the works of Kälidäsa, 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 Mälavikä in the play Mälavikägnimitram (Devadhar, 1966) is appreciated by the 

judge in the following lines:  
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A¼erNtinRihtaevcnE> sUict> sMygwR> 

padNyasae lymnugtStNmyTv< rse;u, 

zaoayaeinm&ÊriÉnyStiÖkLpanuv&Äae 

Éavae Éav< nudit iv;yaÔagbNx> s @v.8. 

aìgerantarnihitavavacanaiù sücitaù samyagarthaù 

pädanyäso layamanugatastanmayatvaà raseñu| 

çäkhäyonimådurabhinayastadvikalpänuvåtto 

bhävo bhävaà nudati viñayädrägabandhaù sa eva||8|| 

 

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 äìgika, väcika, sättvika, 

laya, rasa, and Bhäväs  (sthäyi bhäva, saïcäri Bhäväs , and sättvika Bhäväs ). 

In the play, the King, explains that costumes (Ähärya) 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) äìgika abhinaya and (II) sättvika abhinaya.  

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

(abhinaya). Chapter 8, çloka 6 of Nätyaçästra, 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, väk, and 

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

called ‘Trikaranas’, and these became sattvika, väcika, and äìgika 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 Nätyaçästra, and Abhinaya Darpaëa. 

 

Nätyaçästra: The chapter 24 is pre-supposed with chapter 6: The following çloka denotes 

histrionic representation in terms of canons of expression:- 

Aai¼kae vaickíEv AahayR> saiÅvkStwa, 

cTvarae=iÉnya ýeteiv}eya naq(s<ïya>. 6. 23. 

äìgiko väcikaçcaiva ähäryaù sättvikastathä| 

catväro'bhinayä hyete vijïeyä näöyasaàçrayäù. 6. 23. 

Meaning: Four kinds of histrionic representations are 1) gestures (äìgika) 2)words (väcika)3) 

dresses and makeup (ähärya) and 4) the representation of sattva (sättvika) (Ghosh, 1951).  

Chapters 8-13 elaborates the gestures (äìgika). 

Chapters 14-22 explains words (väcika). Väcika means apt words used for representing different 

states (bhäväs)  composed by the play-write. 

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

Chapters 6 and 7 deal with sättvika abhinaya. 
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Among these four, äìgika forms the very soul of dancing while sättvika being an inseparable part 

of it, the väcika follows upon äìgika, and the ähärya is outward assistance (Bhupala, 1966). As 

väcika follows upon äìgika, väcika is not considered seperately, and this study is not meant for 

stage performance, ähärya is not mentioned seperately. 

Note: Nätyaçästra of Bharata mentions only nåtta and nätya but not nåtya. Amarakoça by 

Amarasimha mentions the word nåtya equivalent to nätya. Bhävaprakäça by Çäradätanaya 

mentions that,  nåtta and nätya can be named as nätya as both are presented before Nätya, a 

dramatic presentation. The application of the word ‘nåtya’ is found after  emergence of Abhinaya 

Darpaëa (200 BC) by Nandikeśwara. In Mänasolläsa Çré Someçvarabhüpati mentions the 

word nåtya in the introducton itself. During this period nåtya might have been deleloped as an 

independent mode of dance. In this regard, Mänasolläsa çloka (Venkatesh, 2015) is:  

naq(m! laSym! taNfvm! c la"vm! iv;mm! twa. 959. 

ivkqm! ceit inidRòm! ntRkm! n< ;qœ àkarkm!, 

näöyam läsyam tänòavam ca läghavam viñamam tathä || 959|| 

vikaöam ceti nirdiñöam nartakam (naà) ñaö prakärakam| 

Meaning: There are six kinds of nåtya namely, näöya, läsya, tänòava, läghava, viñama, and 

vikaöa. 

 

I) Äìgika 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. Nätyaçästra chapter 8 çloka 11 denotes the gesture of 

three kinds: 1) that of the limbs (Çaréra) 2) that of the face (Mukhaja)  and 3) movement of the 
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entire body (Cestäkåta) including the çäkhä, the aìga, and the upäìga. While Hastäbhinaya is the 

utilization of various hand gestures as a sole and potent means of interpretation, mukhajäbhinaya 

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

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

(Manmohan Ghosh, 1951). Simha Bhupäla, in his book ‘Läsyaraïjana,’ denotes that, movements 

of limbs, major, minor, and the features are known as äìgika (p - 347). In nåtya 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, Äìgika abhinaya divided into three: Çäkha Aìkura and nåtta. 

Çäkha: Expression by various poses of the hand (gesticulation) 

Aìkura: 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 süci.  

Nåtta: That which is accomplished by karaëa and aìgahära (standardized movements and 

poses (Manmohan Ghosh, 1951). 

Similarly, another scripture named Näöyalocana by Trilocanäditya, elaborates four types 

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

Nätyalocana is represented utilizing Kärika of Bharata , the author of Nāṭyaśästra. 

Limbs are of three types: Aìga, Upäìga, and Pratyaìga. 

Läsyaraïjana elaborates the aìga (major limbs) as follows:  head, hand, chest, flank, waist, 

foot. According to a few, the shoulder is an additional Aìga. 

Subsidiary limbs (Pratyaìga) are of six types: neck, arm, back, belly, thigh, shank. 

According to some, wrist, knee, and ornaments (alaìkära) are also pratyaìgas. 
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Upäìga (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 aìga, upäìga, and 

pratyaìga as per Nätyaçästra and Abhinaya Darpaëa (AppaRao, 1997). For one source 

neck (Gréva) is also pratyanga, while some others say shoulder (skandha) is an Upäìga 

(AppaRao, 1997). Table 1 makes a list of aìga, upäìga, and pratyaìga as per 

Nätyaçästra and Abhinaya Darpaëa. 

In Abhinaya darpaëa it is mentioned that the movement of Pratyaìga and Upanga depends on 

the movements of aìgas.  

Table 1: List of aìga, upäìga, and pratyaìga as per Nätyaçästra and Abhinaya Darpaëa. 

 Nätyaçästra Abhinaya Darpaëa 

Aìga 

(Major limbs) 

head (çiras), hands (hastäs), waist (kati), 

chest (ura),  

sides (parçväs), feet (pädäs) 

head (çiras), hands (hastäs), chest 

(vakça), sides (parçväs), waist 

(kati), loins (taöäs), feet (pädäs) and 

neck (gréva) 

Upänga 

(Minor limbs of 

head): 

glances (dåçti), eyebrows (bhrü), nose 

(näsikäs), lips (adhara), cheeks (kapola), 

chin (cubuka) 

glances (dåçtis), eyebrows (bhrüs),  

eyeball (träöakä), cheeks (kapoola), 

nose (näsikäs), jaws (hanus) 

Pratyaìga 

(Subsidiary 

limbs) 

(träöakä)(darçana),(prakära), (puöa), 

(äsyam), (mukharäga), (jaöhara), (ürü), 

(janghä), (gréva) 

(note: these are described in Nāṭyaśāstra, 

even tough they are not specified as 

pratyaìga. 

shoulders (skandas), arms (bähus), 

hips (påçöam), shankhs 

(ürus),thighs (janghä), wrists 

(maëibandha), knees (jänu), 

elbow(kürpara) 

 

 



 

34 
 

Nätyaçästra explains  Gati and Cäri which essential parts of äìgika abhinaya are explained in 

chapter 4. The same is described in chapter 6 of Nätyalocana (Shib, 2012). 

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

 

i) Bhümi Cäri (Cäris on the ground) – Märga-  16; Deçi (popular /folk dance) -35 

ii) Äkäça Cäris:(Cäris off the ground) – Märga-16; Deçi - 19 

 

Karaëäs: are coordinated movements of hands and feet – 108 

Khanda: Combination of Karaëäs 

Mandala: Three or four khandäs combined.  

Aïgahära: are the artistic combination of Karaëäs - 32 

Nätyaçästra explains  Gati and Cäri in chapter 4. The same is described in chapter 6 of 

Nätyalocana (P Shib, 2012). 

                   In Amarakoça, Amarasimha mentions the same idea saying, Aïgahära and 

Aïgavikçepa i.e. movement of limbs in dance. Emotions depicted through variations in limbs (N. 

Ranganatha Sharma, 2019). Sloka 978-1027 of Mänasolläsa elaborates on the movements of Aïga 

and their usages in dance (Venkatesh, 2015). 

 

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

Lyrics (sähitya): Vācikā 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.  

Ähäryäbhinaya: Is costume, ornaments like a necklace and the makeup which are aids to the 

exposition of the theme (Bhupala, 1966). 

 



 

35 
 

II) Sättvika (Representation of sentiments) 

 

II. a) Rasa (Sentiments)  

 

The sixth chapter on ‘Rasa sütra’ is said to be the essential chapter among all, applications as 

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

saying “n ih rsa†te kiScdwR àvtRte” (na hi rasädåte kascidartha påvartate). 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 

‘ rSyitit rs>’ (rasyatiti rasaù) relished.  Nāṭyaśāstra says, rasa theory blossoms beginning with 

the Sanskrit text Nātyaśāstra (nātya meaning ‘drama/dramaturgy’ and śāstra meaning ‘science 

of’). Concerning Nāṭyaśāstra, is denoted for sentiments. According to Abhinava Gupta, aesthetic 

pleasure or ‘rasänubhava’ is the outpour of hidden enjoyment (Hiriyanna, 2000). All four varieties 

of expressions, namely gestures (äìgika); words (väcika); dresses and makeup (ähärya); and  the 

representation of sattva (sättvika); and ten varieties of dramas (näöaka, prakaraëa,  bäëa, prahasana, 

òima, vyäyoga, samavakära, véthi, utsåñöikäìka and éhämåga) cluster around rasa (Rao, 2000). 
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The rasa are of eight kinds  as per Nāṭyaśāstra. They are as follows: 

z&¼arhaSyké[a raEÔvIr Éyanka>, 

bIÉTsaÑ‚ts<}aE ceTyòaE naq(e rsa> Sm&ta>. 6. 15. 

śṛṅgārahāsyakaruṇā raudravīra bhayānakāḥ, 

bībhatsādbhutasaṁjau cetyaṣṭau nāṭye rasāḥ smṛtāḥ ||6.15||  

Meaning: The eight sentiments named in Nāṭyaśāstra to perform in drama are as follows: 1). Erotic 

(śṛṅgāra) 2) Comic (hāsya) 3) Pathos (karuṇā) 4) Furious (raudra) 5) Heroic (vīra) 6) Terrible 

(bhayānaka) 7) Odious (bībhatsa) 8) Marvellous (adbhuta) (Manmohan Ghosh, 1951).  

The earlier authors Bharata, Kälidäsa, Amarasimha, Bhämaha and Daëòin have enumerated 

only eight rasäs excluding Çänta rasa. Dhananjaya in Daçarüpaka (800 BC) aslo has vehemently 

rejected Çänta as one of the nine rasäs. He argues that çama being the sthäyi bhäva of çänta  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 Çänta as rasa in his book Kävyälaìkära 

Särasaëgraha. Änandavardhana and Abhinava Gupta have supported the view of Çäntarasa. 

Abhinava Gupta included the as a ninth rasa in his work named Abhinavabhärati. Çänta-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 rasäs, its meaning and related emotions (Merchand, 

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

Rasa Meaning Emotion 

Srṇgāra Love Beauty, Devotion, Aesthetic Sentiments 

Hāsya Comic Humor, Sarcasm, Laughter 

Karuṇa Compassion Compassion, Pity, Sympathy 

Roudra Anger Violence, Irritability, Stress 

Vīra Courage Heroism, Determination, Courage 

Bhayānaka Fear Terror, Anxiety, Nervousness, Worry 

Bhībhatsya Disgust Depression, Dissatisfaction, vulgarity 

Adbhuta Wonder Curiosity, Astonishment, Mystery  

Śānta Calmness Peace, relaxation, rest 

 

While explaining the content of rasa sütra, Nāṭyaśāstra, says that,  

n ih rsa†te kiídPywR> àvtRte, 

tÇ ivÉavanuÉavVyiÉcairs<yaegÔsin:piÄ>, 

na hi rasädåte kaçcidapyrthaù pravartate| 

tatra vibhävänubhävavyabhicärisaàyogadrasaniñpattiù|| 

 

Meaning: Without any kind of sentiment mentioned in çloka 15 of chapter 6, poetic meaning can 

proceed. The sentiment is produced (rasa niçpatti) with the combination of determinant (vibhäva), 

consequent (anubhäva), and complementary psychological states (saïcäri bhävas). 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 (sthäyi 

bhäva) are produced to attain Sentiment (Rasa).  The meaning of ‘rasa’ is ‘capable of being tasted’ 

or ‘relished’ (äsvädyate).  
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For the question  ‘How is rasa tasted?’  answer given in Nāṭyaśāstra is that just as the well-

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

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

(sthäyi bhävä). They derive pleasure and satisfaction by the artiste with an expression of various 

psychological states in the combination of words (väcika), gestures (äìgika), and the sattva. That 

is called ‘näöyarasa’ (tasmän näöyarasa iti).  

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

ywa b÷ÔVyyutEVyRÃnEbR÷iÉyuRtm!, 

AaSvadyiNt ÉuÃana É´< É´ivdae jna>.6.32. 

yathä bahudravyayutairvyaïjanairbhahubhiryutam| 

äsvädayanti bhuïjänä bhaktaà bhaktavido janäù. ||6||32|| 

 

ÉavaiÉnys<yu´a>SwayIÉava<Stwa buxa>, 

AaSvadyiNt mnsa tSmaÚaq(rsa> Sm&ta>.6.33. 

bhäväbhinayasaàyuktäù sthäyibhäväàstathä budhäù| 

äsvädayanti manasä tasmännäöyarasäù småtäù. ||6||33|| 

 

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.  
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Abhinavagupta in Abhinavabhärati (Gupta, 1987) explains ‘rasa’ in the following çloka: 

yae=waeùdy s<vaidtSyÉavaersaeÑv>, 

zrIr<VyaPyte ten zu:k<kaóimvai¶na. 

yo'tho hådaya saàvädi tasya bhävo rasodbhavaù, 

çaréraà vyäpyate tena çuñkaà käñöhamivägninä|| 

 

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). 

Nätyaçästra 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 çloka:  

nanaiÉnysMbNxan! ÉavyiNt rsainman!, 

ySmaÄSmadmI Éava iv}eya naq(yae «́iÉ>.6.34. 

nänäbhinayasambandhän bhävayanti rasänimän| 

yasmättasmädamé bhävä vijïeyä näöyayoktåbhiù ||6||34|| 

 

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

(bhävayanti) 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 çloka explains the relation between psychological states without the sentients 

VyÃnaEzixs<yaegae ywaÚ< SvaÊta< nyet!, 

@v< Éava rsaíEv ÉavyiNt prSprm!.6.37. 

vyaïjanauçadhisaàyogo yathännaà svädutäà nayet| 

evaà bhävä rasäçcaiva bhävayanti parasparam ||6||37|| 

 

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 çloka:- 

ywa bIjadœ Évedœ v&]ae v&]at! pu:p< )l< ywa, 

twa mUl< rsa> sveR ttae Éava VyviSwta>.6.38. 

yathä béjäd bhaved våkño våkñät puñpaà phalaà yathä| 

tathä mülaà rasäù sarve tato bhävä vyavasthitäù ||6||38|| 

 

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 çloka mentions those eight sentiments arising out of four original ones: 

te;a<muTpiÄhetvíTvarae rsa>, 

t*wa z&¼arae raEÔae vIrae bIÉTs #it, 

teñämmutpattihetavaçcatväro rasäù| 

tadyathä çåìgäro raudro véro bébhatsa iti || 

 

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

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

 

z&¼araiÖÉveÖaSyae raEÔaÄu ké[ae rs>, 

vIríEvadœ ÉUta eeTpiÄbIRÉTsaí Éyank>.6.39. 

çåìgärädvibhavedväsyo raudrättu karuëo rasaù| 

véraçcaiväd bhutotpattirbébhatsäçca bhayänakaù||6||39|| 

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.  

z&¼aranuk«ityaR tu s haSy #it s<i}t>, 

raEÔSyaip c yt! kmR s }eyae ké[ae rs>.6.40. 

çåìgäränukåtiryä tu sa häsya iti saïjïitaù 

raudrasyäpi ca yat karma sa jïeyo karuëo rasaù||6||40|| 

 

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 Nätyaçästra explains, bhäväs (psychological states) 

 

II.b) Bhäväs: 

Chapter 7 of Nätyaçästra expounds bhäväs, i.e., psychological states or feelings. The word  ‘Bhäva’ 

has emerged from the root or instrumental sense ‘bhu’, which means ‘bhävaya,’ ‘to cause to 

pervade.’ Bhäva 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 Bhäva. Bhäva with synonyms bhävita, väsita and kåta is 

causation or instrument. In the opinion of Abhinavagupta, only sthäyins become vyabhicärins.  

The following çloka explains the factors of bhäva. 

ivÉavEraùtae yae=wRSTvnuÉaven gMyte, 

vag¼sÅvaiÉnyE> s Éav #it s<i}t>.1. 

vibhävairähåto yo'rthastvanubhävena gamyate| 

vägaìgasattväbhinayaiù sa bhäva iti saïjïitaù ||7||1|| 

 

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

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

The following çloka narrates the bhäva as follows:  

vag¼muoragEí sÅvenaiÉnyen c, 

kverNtgRt< Éav< Éavyn! Éav %Cyte.2. 

vägaìgamukharägaiçca sattvenäbhinayena ca| 

kaverantargatam bhävaà bhävayan bhäva ucyate||7||2|| 
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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 Bhäväs . 

The following çloka explains as to how bhäva reaches the spectator as follows: 

nanaiÉny sMbNxan! ÉavyiNt rsainman!, 

ySmaÄSmadmI Éava iv}eya naq(yae «́iÉ>.3. 

nänäbhinaya sambandhän bhävayanti rasänimän| 

 yasmättasmädamé bhävä vijïeyä näöyayoktåbhiù||7||3|| 

  

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

drama to cause sentiment to the heart of spectators. 

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

II.c) Vibhäva (Determinant) 

 

This word gives a clear knowledge of of bhäva. Synonyms of vibhäva being käraëa, nimitta, 

hetu. The root of vibhäva is ‘vibhävita’ means, ‘determined.’ It means vivid knowledge. To put it 

together, words, gestures, and representations of çloka are being determined (vibhävanti) by ‘that’ 

is called vibhäva.Vibhäva is a special feel in connection with the thing or thought (Bhatta, 1998). 

Chapter 7 çloka 4 explains many things determined with the combination of words, gestures, and 

representations of sattva; it is called ‘Vibhäva.’  

bhvae=waR ivÉaVyNte vag¼aiÉnyaïta>, 

Anen ySmaÄenay< ivÉav #it s<i}t>.4. 

bahavo'rthä vibhävyante vägaìgäbhinayäçåtäù| 

anena yasmättenäyaà vibhäva iti saïjïitaù||4|| 



 

44 
 

Meaning: It is named vibhäva (determinant) as through words, gestures, and representation of 

sattva many things are vibhävyate (determined). 

 

II.d) Anubhäva (Consequent) 

 

 

vag¼aiÉnyeneh ytSTvwaeR=nuÉaVyte, 

vag¼aepa¼sMyu´STvnuÉavStt> Sm&t>.24.5. 

vägaìgäbhinayeneha yatastvartho'nubhävyate| 

vägaìgopäìgasamyuktastvanubhävastataù småtaù ||5|| 

 

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

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  

çloka mentions who has created these determinants and consequents. 

laekSvÉavsiMsÏa laekyaÇanugaimn>, 

AnuÉavivÉavaí }yaSTviÉnyEbuR xE>.24. 6. 

lokasvabhävasamsiddhä lokayätränugäminaù| 

anubhävavibhäväçca jïayästvabhinayairbuòhaiù ||6|| 

 

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

the world.  

Further, Bhäväs can be divided into  i) Sthayé bhäväs ii) Saïcäri / Vyabhicäri bhäväs  iii) Sättvika 

bhäväs. 
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II.b.1) Sthayébhäväs:  Permanent moods /Durable psychological states: 

 

Based on the discussion in the realization of ‘rasa,’ Sthäyé bhäväs  (permanent moods /durable 

psychological states) happen to be the basis of rasa, the essence which lies in äsväda or enjoyment. 

Vibhäva, Anubhäva, and Vyabhicäri bhäväs unite to awaken Sthayé bhäväs, 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, sthäyi of each person is a basic mental state in the form of väsanä 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 Nätyaçästra 

are as follows: 

rithaRsí zaekí ³aexaeTsah< Éy< twa, 

juguPsa ivSmyíeit SwayIÉava> àkIitRta>. 6. 17. 

Ratirhāsaśca śokaśca krodhotsāhaṁ bhayaṁ tathā, 

jugupsā vismayaśceti sthayibhāvāḥ prakīrtitāḥ|| 6||17|| 

Meaning: 1) Love (rati),  2) Mirth (hāsa),  3)Sorrow (śoka), 4) Anger (krodha), 5) Energy (utsāha), 

6) Terror  (bhayaṁ), 7) Disgust (jugupsā), 8) Astonishment (vismaya) (Manmohan Ghosh, 

1951)For Çänta rasa, sthäyi bhäva is çama-Abhinava Gupta adds (Bhatta, 1998).  
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II.b.2) Saïcäré / Vyabhicäré bhäväs 

Saïcäri /Vyabhicäri bhävä means ‘transitory’ or unstable.’ The term ‘Vyabhicäri’ has two 

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

sentiments towards various kinds of objects, and so are termed ‘vyabhicäriëaù.’  

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 çlokas numbered 18-21:  

inveRdGlainz»arVyaStwasUyamdïma>, 

AalSy< cEv dENy< c icNta maeh> Sm&itx&Rit>. 6. 18. 

nirvedagläniçaìkäravyästathäsüyämadaçrmäù| 

älasyaà caiva dainyaà ca cintä mohaù småtirdhåtiù || 6|| 18|| 

ìIfa cplta h;R Aavegae jfta twa, 

gvaeR iv;ad AaETsuKy< inÔapSmar @v c. 6. 19. 

vréòä capalatä harña ävego jaòatä tathä| 

garvo viñäda autsukyaà nidräpasmära eva ca. || 6|| 19|| 

 

suÝ< àbaexae=m;RíaPyvihTwmwae¢ta, 

mitVyaRixrwaeNmadStwa mr[mev c.6. 20. 

suptaà prabodho'marñaçcäpyavahitthamathogratä | 

matirvyädhirathonmädastathä maraëameva ca || 6|| 20|| 

ÇasíEv ivtkRí iv}eya VyiÉcair[>, 

Çyiô<zdmI  Éava> smarVyataStu namt>.6. 21. 
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träsaçcaiva vitarkaçca vijïeyä vyabhicäriëaù | 

trayastriàçadamé  bhäväù samäravyätästu nämataù || 6|| 21|| 

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

1) Discouragement (inveRd) 2) Weakness (Glain) 3) Apprehension (z»a) 4) Envy (AsUya) 5) 

Intoxication (md) 6) Weariness (ïm) 7) Indolence (AalSym!) 8) Depression (dENym! )9) Anxiety 

(icNta) 10) Attachment (maeh>) 11) Recollection (Sm&it) 12) Contentment (x¨it) 13) Shame (ìIfa)  14) 

Inconsistency (cplta)  15) Joy (h;R) 16) Agitation (Aaveg) 17) Stupor (jfta) 18) Arrogance (gvR) 

19) Despair (iv;ad) 20) Impatience (AaeTsuKy) 21) Sleep (inÔa)  22) Epilepsy (ApSmar) 23) Dreaming 

(suÝ)< 24) Awakening (àbaex>)  25) Indignation (Am;R) 26) Dissimulation (AvihTwa) 27) Cruelty 

(%¢ta) 28) Assurance (mit)  29) Sickness (Vyaix) 30) Insanity (%Nmad>)  31) Death (mr[m!) 32) Fright 

(Ças>) 33) Deliberation (ivtkR>) (Manmohan Ghosh, 1951).  

II.b.3) Sättvika bhäväs / Permanent moods or States / Dominant emotions/Involuntary 

states: 

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

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

samaNyiÉnyae nam }eyae vag¼sTvj>| 

sÅve kayR> àyÆStu naq(< sÅve àitiòtm!.24. 1. 

sämänyabhinayo näma jïeyoo vägaìga satvajaù| 

sattve käryaù prayatnastu näöyaà sattve pratiñöitam ||24||1|| 
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Meaning: The Harmonius Representation (sämänyabhinaya) 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 çloka mentions the different status of Sättvika abhinaya. 

sÅvaitir´ae=iÉnyae Jyeò #TyiÉxIyte, 

smSsTvae ÉveNmXy> sTvhInae=xm> Sm&t>.24.2. 

sattvätirikto'bhinayo jyeñöa ityabhidhéyate| 

samassatvo bhavenmadhyaù satvahénoo'dhamaù småtaù||24||2|| 

 

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

and with no sattva is inferior. 

 

What is Sattva? 

Ch. 6 and 7 of Nätyaçästra elaborates on the elements of sättvika bhäva and rasas. The word 

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

says, sattva to be ‘dehaTmk< Évet! sÅvm!,’  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 Nätyaçästra in chapter 24 çloka 3 is as follows:  

AVy´êp< sÅv< ih iv}ey< Éavs<ïym!, 

ywaSwanrsaepet< raemaÂaöaidiÉguR[E>.24.3. 

avyaktarüpaà sattvaà hi vijïeyaà bhävasaàçrayam| 

yathästhänarasopetaà romäïcäsrädibhirguëaiù||24||3|| 

 

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 çloka elaborates eight  sättvika Bhäväs s.  

StMÉ> Svedae=w raemaí> Svrsadae=w vepwu>, 

vEv{yRmïuàly #TyòaE saiTvka> Sm&ta>. 6. 22. 

stambhaù svedo'tha romäïcaù svarasädo'tha vepathuù| 

vaivarëyamaçrupralaya ityañöau sätvikäù småtäù||6||22|| 

  

Meaning: They are eight in number, Nätyaçästra explains: 1) Fixedness (stambha), 2) Perspiration 

(sveda), 3) Horripilation (romäïca) 4) Change of Voice (svarasädu),  5) Trembling (vepathu), 6) 

Change of Colour (vaivarëya), 7) Weeping (açru) and 8) Fainting (pralaya) (Manmohan Ghosh, 

1951).  

Though seems to be anubhäväs superficially, these Sattvika Bhäväs s, emerging out of sattva 

cannot be stopped even with effort. So these are given special importance (Subbanna, 2014).  

In this way, Sthäyi Bhäväs s (the durable psychological states) - eight, Vyabhicäri Bhäväs: 

(complementary psychological states) - thirty-three and Sattvika Bhäväs  (permanent/ involuntary 
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psychological states)- eight in number, altogether become forty-nine (49) psychological states 

which draw out sentiments (rasäs) from the play. 

In this way, forty nine psychological states, i.e., eight durable psychological states, thirty-

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

These sentiments arise from them whenever they combine for a common (sämänya) 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 (vibhäva), consequent (anubhäva), and complementary psychological 

states (saïcäré Bhäväs), attendants so as attendants become dependent on masters or kings with 

their superior merit.  

The following çloka narrates how durable psychological state is superior to other psychological 

states. 

ywa nra[a< n&pit> iz:ya[a< c ywa gué>, 

@v< ih svRÉavana< Éav>SwayImhainh. 6.8. 

yathä naräëäà nåpatiù çiñyäëäà ca yathä guruù| 

eevaà hi sarvabhävänäà bhävaù sthäyi mahäniha||24||8|| 

 

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, srṇgāra, hāsya, karuṇa, vīra, adbhuta, and śānta can be classified as 

desirable rasa and bhībhatsa, bhayānaka, 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. 

Negative 

emotions/bhava 
Negative rasa 

depicted 
Corresponding Health problems Emotion cultivated/ 

contemplated 

Disgust Bhībhatsa 

(Odious) 
Itching (Pruritis Ani), Pain, Ankle(s), 

Middle back problems 
Love 

Fury/Anger Raudra Adrenal problems, Anorectal Bleeding, 

Depression, Dry eye, Dysmenorrheal, 

Earache, Fever, Infection, injuries, Jaw 

problems, Lockjaw, Lupus, 

Mononucleosis. 

Joy, love, wonder 
 

Fear/terror Bhayānaka 

(Terrifying) 

Abdominal cramps, Anorexia, Apathy, 

Appendicitis, Appetite, Baldness, 

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, 

Courage, Calmness 

Joy, Love 

 

2.3.2.e INDIAN CLASSICAL MUSIC SUPPORTING ABHINAYA 

Indian music is inbuilt in sättvika abhinaya, and sättvika abhinaya is the base of äìgika and is 

followed by väcika abhinaya. There is specific rasa, musical rägäs 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) 

zarIra vE[vaíEv sÝ ;dœjady> Svra>.. 6.26. 

çärérä vaiëaväçcaiva sapta ñadjädayaù svaräù. 6. 26. 

 

Meaning: Musical notes are seven in number: They are, e.g., ñadja,riçabha,gändhära etc. They fall 

into two groups: 1) Human (çäréra)  and 2) Instrumental (vaiëava, i.e., form the véëä). 

 

1) Human (çäréra) : Songs (gänaà) 

gan< pÂivxm! }ey< ØuvayaegsmiNvtm! . 6,30. 

gänaà païcavidham jïeyaà dhruväyogasamanvitam| 

 

Meaning: Songs relating to Dhruva are five kinds: 1) Entering (Praveça) 2) Casual (Äkçepa)3) 

Going out (Nikçepa) 4) Pleasing (Prasädika) and 5) Intermediate (Antarä). 

 

2)  Instrumental (vaiëava). 

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

tt< cEvavnÏ< c "n< sui;rmev c. 6.26. 

tataà caivävanaddhaà ca ghanaà suñirameva ca. 6. 26. 

 

Meaning: 1) Stringed (tata): Instruments with strings, 2) Covered (avanaddha): drum, 3) Solid 

(ghana): cymbals, and  4) Hollow (suñira): a flute. Further, the tempo of the music may be slow 

(söhitam), medium (madhyam), and fast (dhruta). Beats (täla) are also of many types. As per 

räga 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 Nāṭyaśāstra. A deep study on sätvika 

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 

lyrics 

Poet Räga Rasa of 

the Räga 

Atmosphere 

to be 

depicted 

Emotions 

depicted 

Vasantha 

Bandide 

sakhiye 

Purandara

dāsa 

Śankarābharana Srṇgāra  Erotic, love 

Anebantaneba

ntanenammam

ma 

Purandara

dāsa 

Mānd,Behāg, Miśra 

mānd 

Hāsya An elephant 

walking and 

its 

mischievous 

activities 

Comic 

 Yogā 

Narasimha 

Kāphi, pīlu Megha 

malhār,Śudda 

sārangh, Bāgeśri 

bhīm phalās, Miyā ki 

malhār, Brundāvani 

sārang 

Vīra  Valour 

 Purandar

a dāsa 

Mārva, Puriya, Lalith 

Sohan, devagandhar, 

Nīlambari, Yadukula 

kāmbhoji, Dhīra 

śankarābharaṇa 

Śāntaand 

Karuṇa 

 Calm and 

compassion 
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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- sāttvika, vācika, and ānġika 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 ānġikābhinaya; subjugation 

in terms of voice and speech which termed vācikābhinaya and presentation of emotional actions of 

mind which termed as sāttvikābhinaya and relevant costumes and makeup termed āhāryābhinaya. 

A homogeneous blend of all these four aspects termed as nātya 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 dance to support 

intellectual, emotional, and motor functions of the body (Lin et al., 2011; Palo-Bengtsson et al., 

https://en.wikipedia.org/wiki/Psychotherapy
https://en.wikipedia.org/wiki/Dance
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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. Ānġikā 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 Nāṭyaśāstra 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 Nāṭyaśāstra 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. Sāttvika 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 çlokas 108-112 of Nāṭyaśāstra has elaborated its 

objectives in the following words: Nāṭya 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 çloka 22 of Nätyalocana narrates the similar objectives of Näöya or theatrical presentation 

in the following çloka (Shib, 2012): 

lIley< xinna< x&itStu suiona< iz]a àmÄn&[a< 

s<sariSwitrI†zIit ivritnaRnaivxyaeignam!, 

àIit> kaVyrsa<izna< nvnva kIitR> KvInaimy< 

iv*a naqks<i}ka ÉgvtI ivñaepkar]ma.1.22. 

léleyaà dhaninäà dhåtistu sukhinäà çikñä pramattanåëäà 

saàsärasthitirédåçéti viratirnänävidhayoginäm 

prétiù kävyarasäàçinäà navanavä kértiù kvénämiyaà 

vidyä näöakasaïjïikä bhagavaté viçvopakärakñamä||1||22|| 

 

Meaning: Nāṭya 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. Näöaka 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. 

 


