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      In India, art is never practiced in isolation from other important aspects of 
life such as spiritual, religious and ethical. Art is closely related to human life. 
It is a part of Indian culture. Art is not something divorced from the realities of 
life. Therefore other aspects of life are not ignored. A great evidence of this is 
the concept of Rasa. There are two types of rasa- Spiritual and Aesthetic. 
Spiritual rasa is born out Yogic contemplation. Aesthetic rasa too springs from 
contemplation. It is an experience which differs from ordinary experience 
because it is created by poet’s inner reality. This enables him to communicate 
the joy he felt in himself to his readers. This is what is called Rasa in Indian 
Aesthetic and beauty in European thought.  
      Bharata, the author of Nātyasāstra is considered as the founder of Rasa 
School. He may be indebted to earlier Āchāryas. We do not know the name 
Bharata is a person or a common name. In the sixth chapter of Nātyasāstra in 
the context of dramatic representation, Bharata explained the theory of Rasa 
thus- 

 

िवभावानभुाव िभचा रसयंोगात ्रसिन पि ः।(N.S.) 
 
 

     This famous rasa sutra was later on universally accepted as the formula 
explaining the aesthetics experience generated by art. It is on this that the later 
aestheticians built their own theories of Rasa nishpathi. The importance that 
Bharata gave to Rasa is clear from his statement- 
 

न िह रसादतृ ेकि दथः व त।े(N.S) 
 

      He regarded every constituent element of Nātya as an aid for the principal 
purpose of evoking the rasa. 
      The greatest merit of rasa system consists in the fact that it was built on the 
solid foundation of the common feelings and emotions of people. These 
emotions called Bhāvas. Bhāvas have been classified in to two broad 
categories designated as sthayis or permanent and vyabhichāris or transitory.  
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This sthāyis are those emotions which have been 
regarded as dominant in human emotional life as 
compared with vyabhichāris. Which are considered 
as of a transient nature rising and disappearing on 
the service of dominant emotions. Bharata has 
described the relationship between the two sets of 
emotions thus- just as a king enjoys a permanent 
supremacy among his subjects and preceptor 
among disciples, so also the sthāyis are supreme 
and vyabhichāris are for the service of sthāyis 
prosperity. Bharatha has enumerated eight sthāyis 
and thirty three vyabhichāris. In addition to these 
two classes he has also described a third category 
called sāthvika, which are more appropriately 
temperamental reactions or responses to the rise of 
permanent emotion. In this way a total of forty 
nine Bhāvas including eight sthāyis, thirty three 
vyabhichāris and eight sāthvikas, have enumerated 
by him. Rasa concept revolves rounded these 
emotions, feelings or physical reactions. Bharata 
refuses to recognise any poetic or dramatic 
meaning without rasa and states that it is the sthāyi, 
which attains the complexion of rasa being 
relished. 
 

Rasa Sutra – Meaning and significance 
 

    Rasa is produced by the combination of 
vibhāvās, anubhāvās and vyabhichāri bhāvās 
which may respectively said to be cause or 
determinacies,  consequents, transistorise or 
assistants. Just as a mixture of materials like 
edibles, this produces a combination of poetic rasa 
also produced from the combination of vibhāvā 
etc. Rasa is so called that it is capable of being 
tasted or relished- 
 

रसः इित कः पदाथः? अ  उ यते  आ वा वाद।् 

र यते आ वा त ेइित रसः।(N.S) 
 

     Vibhavas are the causes for the ripe of an 
emotion. They are divided into two Alambana and 
Udhipana. They are stimulating causes which 
provided a stimulus to the awakening of that 
emotion. The visible effects following the rise of 

an emotion are called Anubhavas and vyabhicharis.     
They are the transitory emotions which accompany 
the rise of the main emotions, the sthayi and help 
in its manifestation. As for the sathvikas though 
not included in rasa sutra, they are recognised as 
necessary accompaniments of the rise of an 
emotion in an individual. In any dramatic 
representation the contribution of these elements to 
the evocation of permanent emotion can be easily 
noticed and appreciated. In poetry also poets have 
often describe these elements in poems designated 
to evoke emotional response. The number of rasas 
correspondence to number of sthayis. 
    Dandin also accepted eight rasas. Udbhada 
accepted a ninth one as santha and has been 
followed by Abhinavaguptha and cited sama as its 
sthayi. This sama denotes as mental tranquillity 
born of detachment from mundane pleasures of the 
principal eight rasas. Srngara, vira, raudra and 
bhibatsa have been regarded as primary rasas and 
the remaining four as secondary derived from the 
former. 
    Since it is the sthayi which is transformed into 
rasa becoming relish a natural question arises 
whose sthayi becomes rasa. Bharata has not 
furnished any straight answer to this question. He 
has quoted the analogy of the tasting of meals in 
this context.  This suggests that Bharata considers 
sthayi as belonging to somebody else than the 
spectators. In a different context he had 
stated.कवेर तगतं भावं भावयन् भाव उ यते। Here the 
bhava is in the poet य तु ौ तुि मायाित-shows that 
Bharata considers a close correspondence between 
the emotions of the poet and of the hero. That is 
the hero’s emotion becomes the poet’s emotion 
during the moments of creation i.e., to say Rasa is 
generated on the stage in virtue of the concerned 
sthayi being evocated and developed on the stage. 
There are mainly four vadas related to Rasasutra. 
They are: 
 

1. Bhattalollata’s Utpatthivada 
2. Bhattanayaka’s Bhukthivada 
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3. Srisankuka’s Anumithivada 
4. Abhinavaguptha’s Abhivyakthivada 
 

Conclusion 

      Along with the study of the nature of Rasa 
these naturally developed investigations about 
number of Rasa. Natyasastra laid down eight rasas 
only. Abhinavagupta added ninth one Santha rasa. 
Bhoja accepted twelve rasas. Bhanudatta proposed 
another rasa i.e. Maya. According to Bhavabhuthi 
there is only one rasa that is karuna. The dramatist 
Bodhayana mentions that comic is best rasa. 
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