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ABSTRACT: The plots in Kalidasa’s plays are driven by the relationship between constraint and
freedom. According to Bharata Muni’s Natyasastra, the ultimate goal of Sanskrit drama is to produce an
aesthetic experience in the form of rasa. “Rasa” has been explained extensively in Natyasastra. It has
been broadly translated as “sentiment,” but the literal translation of the word is “flavour. According to
the Natyasastra, there are eight sentiments recognized in drama. Arousing these sentiments in the minds
of the spectators is the goal of an ideal Sanskrit drama. The transformation of the psychological states
(sthayi bhavas) into sentiments (rasas) in the minds of the spectators marks the success of drama. Just as
a tree grows from a seed and flowers and fruits from a tree, the sentiments are the source of all the
psychological states, and likewise, the psychological states exist as the source of all the sentiments. The
treatment of rasa by Kalidasa in his works has been highly appreciated by all his readers. Also, it cannot
be denied that his works are of high quality. Kalidasa’s works are remarkable for their poetic excellence.
But Malavikagnimitram is more prosaic. In this essay, I'm trying to discuss how Kdalidasa implements
the all rasa in his marvellous work Malavikdagnimitram in a fluent way.

KEYWORD: Srigara Rasa, Vira Rasa, Santa Rasa, Adbhuta Rasa, Raudra Rasa, Bhayanaka Rasa,
Bibhatsa Rasa, Hasya Rasa, Karuna Rasa.

Introduction:

Rasa means enjoyed, tested, and relished'. Rasa is the emotional content that makes literary and
theatrical works enjoyable. Rasa is a reader’s or viewer’s aesthetic delight of a moving emotional
experience. According to Natyasastra, author of Bharata muni, speech without sentiment is
meaningless. Rasa is a reader’s or viewer’s aesthetic delight of a moving experience of emotion. He
states that the sentiment is a consequence of vibhava (decision), anubhdava (consequences), and
vybhicaribhava (transitory states)’. Rasa gets its name from the fact that it can be tasted. In addition to
Bharata, other rhetoricians like Bhamaha® and Dandin® included rasa in the figure of speech rasavat. In
his Kavydlamkarasitravrtti’, Vamana identified Kanti as an element within the arthaguna. According
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to Bhojaraja in Sarasvatikanthabharanam, a poem with rasa brings reputation and joy to the poet.®
Abhinavagupta argues in his well-known commentary Locana on Dhvanyadloka of Anandavardhana
that rasadhvani is the essential form of poetry.” According to Mammatabhatta, the causes,
consequences, and auxiliaries of latent emotions like love are referred to as vibhava, anubhava, and
vyabhicaribhava in drama, and the resulting emotion is called rasa. His claim is that Rasa melts
mentally®. According to Abhinavabharati, a rasa is a thread in a dramatic portrayal®. Visvanatha is right
in stating that rasa (sentiment) is the soul of poetry.'°

Bharata identifies two Rasa’s: union and separation, but Dhananijaya adds privation. He named them
Sambhoga (union), Viprayoga (separation), and ayoga (privation). According to Bharata, Viprayoga
and Ayoga align with the Vipralamba.

Kalidasa used Srigara rasa in his play Malavikagnimitram because he is known as the poet of Syrgara
Rasa. A close examination of Kalidasa’s poetic works reveals that he is a master at incorporating the
Biyoga Rasa into his writings. Furthermore, Kalidasa emphasized Biyoga Rasa more than Sanjoga
Rasa in the true sense of the term. Samjoga and Biyoga Rasa, according to Kaliddsa, are
complementary poles, with sanjoga Rasa being incomplete without biyoga Rasa. Biyoga, or separation,
is depicted more elaborately in both of Kalidasa’s plays than samjoga, or union while achieving
extreme success. Biyoga proceeds towards sanjoga. In Malavikagnimitram ‘Biyoga’ Rasa is depicted
through the character of Agnimitra where he endures the pain of separation from his beloved.

Srrgara Rasa or Erotic Sentiment:

Natyasastra states that the Erotic Sentiment (Syrigdara Rasa) stems from a constant spirit of love. There
are two types of Srigara rasa, namely Sambhoga rasa and Vipralambha rasa'. Sambhoga rasa
implies the union of lovers. It mainly occurs when the lovers enjoy the company of each other,
engaging in various activities such as looking at each other, kissing each other, embracing each other,
and so on. Everything else is pure and fair, including ointments and adornments. On the other hand,
Vipralambha rasa is characterized by separation, where both lovers can’t get united.

In this play, Malavikdagnimitram, various types of Syiigara rasa are found. The speeches of different
characters in this play describe vipralambha rasa.
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Similarly, in the play Malavikagnimitram, Kalabibhdga’s Sloka depicts Malavika’s dancing sequence,
which brings joy to Agnimitra and is an example of Sriigara Rasa'’. As a result, Malavika’s dancing
mudras are also an example of Srrigara Rasa.

Saritbhoga Srngara, or Love in Union:

The fourth act of the play Malavikagnimitram portrays Sarmbhoga Srigara. The king Agnimitra visits
Garbhagrha where Malavika was captured; the soliloquy of Agnimitra is worth mentioning over here.
He says that “Malavika’s movement of the hand stops the moving fingers of him around her griddle,
and she endeavors to cover her breasts when he intends to embrace her. She doesn’t look into
Agnimitra’s eyes but rather turns her face to the other side with her eyes bearing beautiful eyelashes, as
he tends to raise them so that he may sip.” Consequently, he asks her if she will allow him to rejoice in
enjoying the fulfillment of his desire'®. Similarly, in the third act, a fine example of Saribhoga Srigara
can be exhibited when the king urges to see Malavika, hence says: On learning the fact that his beloved
(Malavikad) was very close to his heart, he felt like that of a thirsty traveler, while the cry of Sarasa
signifies some rivers might be there, surrounded by trees very close to him.

Kalidasa, while portraying Syrigara rasa, takes an example from Agnimitra’s speech; he considers her
to be a mango tree and himself to be a creeper who embraces Malavika with utter serenity. At the outset
of the second act of the play, when the dance teacher Ganadasa brings Agnimitra to see the
performance of Malavika, Agnimitra describes her beauty and says, She is the moon of the autumn
season; her arms are sloping at the shoulders; her feet have beautiful curved trees; her compact bosom
has tender breasts. Her entire body is perfectly structured to suit the fancy of her dancing teacher. In the
fifth act of the play, Kaliddsa exhibited a fine example of Syiigara Rasa through the beauty of Malavika
via Agnimitra’s speech. The king thinks in his mind that Malavika appears to be a night of Caitra,
while she wears very little amount of ornaments when the moonlight sparkles on her, along with the
cluster of stars free from mists. Similarly, in the third Act also, the king has described the beauty of
Malavika her red-colored toes like young foliage; she deserved to smite two things: the long desire of
Asoka for the fulfillment of its longing before it could blossom and the lover who stands with a bowed
head. Engrossed in dancing, Malavika seems even more charming. Along with Agnimitra’s description
of her beauty in the second act, like a creeper called syama, she left her right hand hanging loosely
downward, wearing a bracelet on her left wrist, put her hand on her hips, and the flowers were pressed
under her feet. Her entire posture makes her dancing more attractive and beautiful. With such a
description, Kalidasa has employed the elements of Sarmbhoga Srigara rasa in a very vivid style.

Vipralarinbha Srigara, or Love in Separation:

In the play Malavikagnimitram, Kaliddsa has given an exquisite picture of Vipralambha Srigara as
well as its different stages. In the 2" Act of the play, the expression of King Agnimitra just a few
moments before Malavika’s dance performance bears a fine example of Vipralambha Srigara rasa.
Agnimitra expresses his thoughts to Vidiisaka after he sees Malavika. He says that he considers her
disappearance like the obstruction of the prosperity of his eyes or like the closing of the portals of his
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joy'*. Towards the end of the 2" Act, the audience gets an example of Vipralarmbha rasa, where the
love and desire of Agnimitra for Malavika get more intense and reaches its peak point where he forgets
other queens of the harem. He forgot about other earthly things that exist. The king says to Vidiisaka:
charming, fawn-eyed beauty has turned into the center of attraction in his mind and heart. She is the
only reason he lost all interest in the ladies of the harem. One more instance of such Syrigdra is found in
the 3 Act. Agnimitra is carried away by the charm and love of Malavika, and he consoles his heart.
The absence of the pleasure of the beloved’s embrace may result in emaciating, as they do not get even
a moment of her glimpse, but his heart, never art thou severed from that fawn-eyed one, how can dost
thou suffer agony even thou gettest the highest bliss? At the outset of the 4™ Act of the play, one can
see how Agnimitra sank in sorrow in the absence of Malavika. Thus, he consoles his heart by saying
these lines: The lady is the tree of true love, along with its loving objects, about which he had heard,
and struck its roots when he felt interested in her. As he touched her hands, it bloomed, and his hair
stood erect out of joy and happiness, perhaps with the same flavor of its fruits. Similarly, in the fifth act
of the play, the audience gets such examples of Vipralambha Srigara. Despite being in a close state, he
could not meet Malavika. Thus he utters—he is like that of the Cakravaka birds, and his lover seems to
be its companion or mate, whereas Dharini is a night who does not allow their union.

Ayoga Srigara rasa:

In Ayoga Srigara, the hero and heroine are completely in love with each other, but due to unforeseen
circumstances, such as the death of the hero’s mother, father, or other loved ones, both the lover and the
beloved are separated'”. Finally, the union and lovers appear to be a complete impossibility. Malavika
was unable to meet Agnimitra in ‘Malavikagnimitram’ due to Paricaratra.

Avilasa, Chintana, Smrti, Gunakathda, Udvega, Pralapa, Unmada, Sanjwara, Jadata, and Marana are
ten types of Ayoga Srrgara. Avilasa is one of these types of Ayoga Srrgaras, in which the heroine
expresses certain inner desires to the hero. This desire can be expressed in his presence or by looking at
a hero’s picture. Similarly, in Malavikagnimitram, the king desires to meet the queen Malavika as soon
as he sees her portrait; however, when the two of them meet physically, his desire for Agnimitra to have
Malavika grows even stronger.

Vira Rasa or the Heroic Sentiment:

Vira Rasa (The Heroic Sentiment) can be seen as synonymous with Utsaha, or energy, and it is the
superior type of Rasa. Various determinants or vibhavas of Vira rasa are aggression, might proper
discipline, perseverance, etc., whereas anubhdavas of this rasa consist of qualities like charity, firmness,
diplomacy, and so on, and Vyabhicaribhavas constitutes of ferocity, agitation, satisfaction, etc.'®

Kalidasa has set forth the examples of Vira Rasa in the 2™ Act of the play Malavikagnimitram through
the praise of Baitalika by the King. He compares the heroism of the king with that of the swans, with
shut eyes snuggling under the silhouette of lotus leaves, whereas the pigeon’s feet are reluctant to move
to the roof top because of the extreme dazzle warmth of the sun. The peacocks tend to move to the
moving water to taste the whirling water drops. The way the sun is furnished with all its might of rays,
as a king, he too excels luminously with all the regal virtues'’. In the 2™ verse of the 5™ Act, King
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Baitalika eulogized the heroic qualities of the king lucidly. Here, he refers to the king as God-like, i.c.,
God Srikrsna, who by his forelimb as doughty as iron compulsorily took away Rukmini. This is how
Kalidasa compared the king with Lord Srikrsna and showed a fine example of Vira rasa.

Similarly, in the same Act itself, Kalidasa has given an outstanding example of Vira rasa while
describing the militaristic qualities of Puspamitra, the son of a commander of the king. Puspamitra, the
robust archer, on repelling the enemies, rescued all the extraordinary powerful horses that were being
violently taken away by them. Moreover, in the next verse, Dharini was considered a great mother and
the king a great father, as per the statement of the Parivrajika. Kalidasa expresses that Dharini has
been established in an admirable position by her husband, but her son has given her the title of the
mother of all the heroes. Whereas, in the next verse, the reference to Rsi Aurava corresponds to Vira
Rasa.

Santa Rasa or Quietism Sentiment:

Kalidasa did not make extensive use of Santa Rasa in the play Malavikagnimitram except in a few
places. In the 5™ Act of the play, Kalidasa made use of Santa Rasa, where he writes about the way the
sun and the moon divide their tasks and rule separately, just like day and night, the north and south
banks of Varada shall do the same'®. The second example of Santa Rasa is as follows: like the horses
of a chariot are divided by their fortune, the two kings too shall not indulge in their internal conflict.

Adbhuta Rasa, or the Marvelous Sentiment:

According to the Bharata, Adbhuta rasa springs from Sthayibhava, or permanent mood wonder
(Utsaha). Adbhuta rasa has different kinds of determinants, like accomplishing the desired object,
entering an upgraded villa, wide opening of eyes, staring with a fixed gaze, presenting gifts, etc. On the
other hand, crying, paralyzing, decay, death, etc. are Vyabhicaribhavas of this Rasa."

In Malavikagnimitram, Kalidasa beautifully used Adbhuta rasa. In the first act of the play, Ganadasa
was impressed by the dance of his disciple, i.e., Malavika, which can be seen as a fine example of
Adbhuta rasa. Ganaddsa says that the way the water of a cloud becomes a pearl in a seashell, similarly,
the teaching skill of a teacher attains excellence when he imparts his teaching to a worthy pupil.*°

The 5™ Act of the play depicts another instance of Adbhuta Rasa, where queen Dharint tells Malavika
to stand because of the King’s absence. On this sight, Vidiisaka wonders and soliloquies—the queen
raises to great me respectfully, attended by my beloved, as the Earth waited upon by royal Glory, who
has forgotten to hold a flower in her hand.

Raudra Rasa, or the Furious Sentiment:

Raudra Rasa, or furious sentiment, takes birth from the mood of anger, or Krodha. Raudra rasa draws
its origin from devils (Raksasas), haughty men (Danavas), and krodha, which result from a fight.
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Various physical movements exhibit the example of Raudra rasa. These are extreme anger, being
envious of someone, choking of voice, feeling of vengeance, retaliation, etc.?!

Although, in the play Malavikagnimitram, Kalidasa’s portrayal of Raudra rasa is not very extensive, in
a few verses of some acts it is evident. No other poet could give such a beautiful delineation of Raudra
rasa as Kalidasa has presented it in his play Malavikagnimitram. Iravati refers to the king as cunning,
which can be seen as an example of Raudra rasa. By using the word “traitor,” Dharini expresses her
anger toward the king.?? Here, Kaliddsa has shown his dexterity in employing the Raudra rasa. In the
same act, /ravati, out of her rage, wanted to hit the king with a tumbler. This lady, shedding streams of
tears, is ready to hit him mercilessly by using the cord of her golden griddle, which slipped accidentally
from her ample hips, as the row of clouds full of showers of water strikes the Vindhya Mountain with a
streak of lightning. In the next verse, Kalidasa also made use of Raudra rasa while presenting the
speech of the king. King says, ‘With my mind drawn to the loved one, I consider it a favor that she
overlooked my prostration. Nonetheless, I should not ignore her, even though she is very angry with me
because she is very attached to me.’

Bhayanaka Rasa, or the Terrible Sentiment:

The Bhayanaka rasa, or terrible sentiment, refers to fear and anxiety about one’s mental state. There
are many determinants of Bhayanaka rasa, such as witnessing any spirit, any gothic appearance, a
haunted house or villa, the screaming of jackals, owls, etc. When an individual meets any fearful
circumstance, his entire body starts to shiver and tremble out of fear.?®

In the ancient era, bandits used to roam in the forest to loot people. This speech of the Parivrajika
regarding the bandits is also a fine example of Bhayanaka rasa. The Parivrdjika says that a group of
rowdy bandits turned up along with bows and arrows dressed up in a tuft of peacock-tail down to their
heels with their uncountable intention of killing and looting the passerby.?* The Parivrajika added that
her brother, who loved his king so well, paid with his dear life his debt to his king. This is how
Kalidasa made use of Bhayanaka rasa very skillfully in the drama ‘Malavikagnimitram’.

Bibhatsa Rasa, or the Odious Sentiment:

Bibhatsa rasa indicates a permanent mood or state of disgust. It mainly comes into existence due to
various things, such as listening to undesirable or any unpleasant, disgusting phenomena. To present
the odious sentiment on the stage, one must stop the movements of body parts, narrow down the mouth,

vomit, and move the limbs to show an utter sense of disgust.?

In ‘Malavikagnimitram’, Kalidasa’s employment of Bibhatsa rasa is an ultimate example of his
excellence in being a dramatist. The moment when the king explained the event of the serpent bite to
queen Dharini and showed the mark of the snake bite could be seen as an example of Bibhatsa rasa. In
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this incident, the traveler uttered how to find out the remedy for it. Parivrajika says the resection of the
bitten part, burning the bitten part, or bringing the blood out of the wounded bitten part could be the
remedies to save someone from the snake bite at that moment whenever he is bitten.?® Thus, the entire
episode of Snake Bites is a fine example of Bibhatsa rasa as portrayed by Kalidasa.

Hasya Rasa, or Comic Sentiment:

The word ‘Hasya’ simply signifies laughter. Generally, it springs out of certain comic sentiments or out
of certain trivial matters. To enact the Hasya Rasa, one must laugh by opening the eyes wide, which
might result in revealing one’s teeth, throbbing lips, nose, check, etc. Hasya rasa has six types: smita,
hasita, vihasita, upahasita, asahasita, and atihasita.*’

In Act II of Malavikdagnimitram, after the dance sequence of Malavika, Vidiusaka opines that she must
offer a prayer to Brahmana before the dance performance, which she might have forgotten perhaps. In
this opinion of the king, the Parivrajika says if this question is from a dance performance. On hearing
the Parivrajika, everybody burst into laughter along with Malavika in such a way Hdasya rasa is used in
the play.”8

Karuna Rasa, or the Pathetic Sentiment:

The term Karuna is synonymous with the English term ‘sorrow’. It denotes the mood of agony or
pathos. Karuna rasa generally evolves from various reasons, like the separation of lover and beloved or
any near or dear one, and results in tears, lamentation, agony, etc.?’ Kalidasa used the sentiment of
Pathos almost in all the acts of the play Malavikagnimitram. Being a well-versed poet and dramatist, he
portrayed the sentiment of sorrow as a subordinate sentiment.

The episode of ‘serpent bite’ of Vidiisaka creates a sense of pathos in the mind of queen Dharini when
Vidiisaka attempts to bring a flower for queen Dhdarini but unfortunately is bitten by a serpent. On the
other hand, queen DharinT’s act of sending Malavika and Bakulavalika into jail gave rise to a sense of
pathos inside the heart and mind of the king and Vidiisaka. An unreasonable shower preceded by a
strong gale has driven the sweet-voiced cuckoo and the bee clinging to the opened mango blossom to
seek a hallow.* This is another instance of Karuna rasa. In the 4™ Act of the play, when the king pays
a visit to see the bedridden queen Dharini, she strangles to push herself up from the bed. This scene
gave rise to a sense of pathos in the mind of the king. He says, It is not proper to bother your aching
foot, which is unaccustomed to the removal of anklets and resting on the golden foot stool and causes
me much pain.

In the 5™ act of the play, Agnimitra sinks in the ocean of Karuna rasa. The king sank in sorrow for not
being able to meet his beloved. On the other hand, the victory of King Vidarbha is a source of joy for
him. As he ponders over how difficult it was to behold his beloved and he listens to the victory of
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SRy e faférargt o waafdgRiaw Il Sahityadarpana, 111.200

28 gd Ul | ATAeT T F<f@Id BRI | Malavikagnimitra of Kalidasa by C.R. Devdhar, Act.ll, P.44

29 31y HBUN AT MBHRITRAHTIHTE: | T 7 AT fafufadze s fyaaayss fgdivyra s fifdve-aquemad |
TRTYUTAUR I TERNYYT dqURe Tl YR aTa iR HTd I3 Taaaed: | o

fAderaf Ry s HafTE IR A TG TR AR AR URG™AUYd quafsRaRyaled: | Natyasastra, V1.p.317
30 eRRaT WRYfaesT YRt = fagemaatg=a

HICRASTATEAT YSAGRIATGA T | Malavikdgnimitra, Act IV.2
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Vidarbhas, his heart experiences happiness and sadness at the same time, just like that of a lotus struck
by streams.?!

A very fine example of Karuna rasa is found in the play when the king explores a certain situation with
a heavy heart after listening to the speech of the Parivrajika regarding Malavika. The Parivrajika utters
that Malavika is the daughter of King Vidarbha and princes of the kingdom, but she is being treated as
a slave. This utterance of the Parivrdjikd gave rise to a sense of pathos in the mind of the king. The
king says this beautiful lady, who has the right to reign like a princess, is being treated as a slave, the
way a silk garment is used for bathing. All the depictions regarding Malavikd create a poignant picture
of Karuna Rasa.

Conclusion:

In conclusion, Kalidasa’s Malavikagnimitramdoes a fantastic job of capturing all the emotions that a
person may experience in life. In this Nataka, Kaliddasa has aptly depicted all the essential aspects of
human existence, including love, peace, wonder, anger, and tragedy. Kalidasa has adhered to the
Bharata’s established literary canons in his plays. His plays’ use of rasa enhanced the dramas, which
are thought to be the play’s essential element. In this play, Kalidasa made great use of the srrngara rasa;
the other eight rasas — Vira, Karuna, Raudra, Bhayanaka, Bibhatsa, Hasya, Adbhuta, and Santa—
further enhanced the beauty of his dramas.
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