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include all permanent states of emotions.
The thz'tnii school led by Anandvardhans (9" ¢) developed Bharat’s dramatic theory into a complex form

literally tone of voice, as the most importa

Alankara led by Bhamah, Dandin and Kuntaka
Bhamaha in © kavyalankara’ and Dandin in ‘kaavyadarsa’( both of 7" C. AD) have dwelt on alankara( imagery) and
marga(diction) Dandin’s marga becomes riti(excellence. of word order) in Vamana’s hands. Vakroti literally means
crooked or indirect speech. In its dislocation of meaning it can be a form of irony, hyperbole, pun or ambiguity.
Dandin defines vakroti as all expressions except svabhavokti. Kuntaka ( 9 C. )perfected the concept of Vakroti (
obliqueness) as “an obligue expression peculiar to poetry. It is a clever turn of speech, witty and startling.”
(Metaphysical conceits)

Alamkara is also the oblique expression but it is more dramatic. This theory says that all poetic language is
metaphoric. A reader has to look at the roots and the context to find the hidden meanings. To understand poetry a
reader has to assimilate sabda, artha, abhida and tatparya.

Finally there is the Auchitya school led by Ksmendra. ‘Auchitya’ literally means propriety. In this sense
poetry has to be true to its milieu. A poet cannot deviate from social norms without losing his charm. Secondly
‘auchitya’ also means the use of proper imagery and emotions according to the theme. There has to be a concord of
though and style to attain propriety.

According to Bharata’s “Natyahastra” the formula for the production of Rasa lies in comingling of the
“Vibhavas”(the causes) the anubhavas™ (the effects) and the “vyabyicharis’(the transitories). mag has stated
emphatically that the “sthayi” becomes Rasa when it gets worthy of being relished. That is, Rasa is the enjoyment of a
permanent emotion which is evoked in the heart of the reader so as to overtake his entire psyche as a result of the
poet’s skillful delineations. This state is called “Rasanubhuti”(realization of ‘Rasa’) which is characterized by the
essence of any other knowledge, and is integrated with “Anand”(Transcendental Pleasure) which is fraternally related

With the spiritual relish of Communion with * Brahman’ the Ultimate Reality. This realization of ‘Rasa’ has been said
10 partake of nature of a ‘Chamatkara’ or thrill.

How is rasa (aesthetic pleasure) awakened? As Professor C.D. Narasimhaiah has rightly suggested that “the
mind of the responsive reader is attuned to the emotional situation as portrayed in the work of art (hrdvava samvada)
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