
CHAPTER - III

In this chapter, I discuss in brief the eighteen minor Upanisack of 
Atharvaveda viz. Atmopanisad’ KsurikopanisadJabala Upanisad,
Kaivalya Upanisad, Dattatreya UpanisadSitopanisad etc. from literary 
point of view.

Every Upanisad has its distinct style of presentation and its unique 
diction. Though the contents, style, presentation etc. of Major as well as 
Minor Upanisack differ from each other, the aim remains the same, i.e. 
discussing metaphysical principles. The Nasadlyasukta (RV-X. 129) 
clearly eulogises the importance of poetics as we see the confluence of 
philosophy and poetry therein :

^FracfcTTfq ter: nm i
■?rcft ■sF^rcrflr irefq^icftszn trNt »

Thus, the Vedic texts are not only the Dharmamulam )»
but also 'Kavyamiilam'. So Dr. V. Raghavan1 opines “The literary 
approach to the Vedas, which has received much attention in the modern 
study of Sanskrit literature is; however, not something new, because 
“Brahma” is regarded as the first poet and the Vedas as the first poetic 
creations” — ^TO TO TO? T Wt ^ .63R II Thus, the

seeds of the Indian Poetry can be traced to the Rgveda. Most of the 
hymns, particularly those addressed to U§as, exhibit fine specimens of 
poetry. For e.g.:

areata TtftT wfcft wf*Prq wvt i
to to) w fr aro: iiw^-^.^^.vsii

IT ^3fT WFU TOTFT I

d41l=h: f^qcf wstostoI srfwrotf^ n

In the above rcas, the distinction between Jlvatma and Paramatma is 
pointed out very nicely, which constitutes of the figure of speech 
Atigayokti (Exaggeration). Moreover, we find Vyatireka in /?F-I.164.11; 
tflesa in ^V^-V.55.5 and Utpreksa in RV-XA46.V, 11.35.13. Similarly we 
also find highly poetic and imaginative dialogues in RV. e.g. (1) 
Vigvamitra and the rivers (i?K-III.33); (2) Yama and Yarn! (i?K-X.10); (3) 
Sarama and pani (/?K-X.108) etc. Examples of Anuprasa are also observed

1 Raghavan V. — Poetic Elements in the Upanisack by Dhavan K. K., Preface, page xiii.
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in JdtV Fo>r e.g. TOTft a# TROT: r*.3.t*ll llcrt TO 3tTT(: I

II and also :

$ faxes4,^ 3>fac^cb<d, ^>fa^ ^FTTPRRc^ I

Trfcifttft Wtft^^f TTW^t VW^-tM.'Xi

Thus P. V. Kane opines : “The word ‘Kavya’ (poem) occurs several times 
in the i?F(III.1.17,18; IV.3.16; VI. 11.3) and also the word Gatha{a verse 
that is sung) - RV (VIII.6.43; X.85.6). These passages show that poems 
with sweet words were highly valued in those very ancient times and 
though no theory of poetics could be stated to have been evolved, the 
germs of it were there.”

The Upanisack also contain highly poetic passages delineating 
philosophical truth. For e.g. we find metaphor in the following verses 
from Katha and Mundaka Upanisack :

3TTc*TFT TfSpf fafe mfc' ^ I

% Tnrfa* farfe wn ^ ii ws-1.3 .311
OTcfr «P£: WTrRT w ciwryezr# I

Further, the brevity of expression is highly noteworthy found in the CM. 
upa. (III.4.1) - TT^ <aRfa<{ d^rtlfafa WTT ‘STfTftw I and in Br. upa. (V.2.3)
- qqTT 4 HI ^4 <'1(1 WdfaoJ ^ ^ ^ ;Tftf ^tT ^P^PTlc! I

There are numerous definitions of Kavya offered by several writers. 
Bhamaha defines it as “TT^fSiF Tfft# l'4»'M'l«J»^K I”, which lay equal

emphasis on word and meaning. Rudrata defines Kavya as “TJ 
4>1°9H, l^n^WfrR-3.T I”. Agni Puraiia defines Kavya as : 4^' *$W4>K 

<{fa4faf<1H. I^.^va.^ll The author mentions some of the established

elements of poetry like Alankara (the figures of speech) and Gun a 
(excellences), which must be there in a Kavya but it must be free from 
Dosas (the poetic flaws). Kuntaka defines poetry in three different ways : 
4^: 4>l°4*f I (i.e. the poets achievement) 44>lfa>-^; TTM^TTFT 4>i°4dl I

(i.e. Kavya consists in ornamentation)
Trfl# W-4Tfa-°4lqRJffl fo-ft I

Mammatacarya defines Kavya as : *3$$ TT^MTO^ffl ^T: mf? I
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Similar definition is given by Hemacandra :
1$ tT ?T^T^F «ti|o4tlv l Otiimi^inR ^ .-^). Vagbhata-II defines it as

defines it as : WTW WTcW I ^.-A)1. It is stated by
Keshav Mishra2 (c. 1600 AD) in his AlaiikaraSekhara : 4>Jo4W
■?Rk^, 3TTcHT T$:, #*rff^TcL ^T: SiHfKl: I

Here, I have discussed the prominent literary aspects like - (1) Gunas (the 
excellences), (2) Rfti (the Style), (3) Alarikaras (the depiction of the 
Figures of speeches), (4) Chandas (the Metres) (5) Rasa (the sentiment) 
and (6) Subhasitas (the Epigrams), of these minor Upanisack of A V, 
according to Visvanatha as given in his Sahityadarpana.

The term Kavya literally means the work of a poet. Kavya is sravya or 
drsya, audible or visible; these are respectively poems or plays. “In the 
narrower sense the term Kavya is used as an equivalent to poem (prose or 
verse) and the term Rupaka denotes a play.”, opines K. 
Krishnamachariar.3 Viswanatha in his SD4 refers to two types of Sravya- 
Kavya : 3TO cTcWTWf HttT > There are
five forms of poetry according to Visvanatha : (1) Muktaka, (2) Yugmaka, 
(3) Sandanitaka, (4) Kalapaka and (5) Kulaka.

mflfnrflfcA'rfM'lfrrt IMIVI
WTW Wf I

(1) Muktaka is a stanza, the meaning of which is complete in itself. It 
is defined as : :lfn( |5
Dr. Uma Deshpande6 states : “Each stanza stands by itself not being 
connected thematically with other verses. Like a pearl every single 
stanza shines with a particular message and appears beautiful”.

Some examples from the minor Upanisack of A Fare as follows :

X) % fSR*T ^ ^TTfq^T ^ tTc( I

1 Kane P. V. — Sahityadarpana — page 5.
2 Mishra Keshav — AlahkaraSekhara, page 20
3 K. Krishnamachariar - History of Classical Sanskrit Literature, page 79.
4 Sahityadarpana - VI.313. page 546.
5 Agnipuranam — AnandaSrama Mudranalaya, 1987 (page 539)
6 Deshpande Uma S. — £adbodha£atakam - Introduction page xvii.
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3) W few W fefe?Tf:
fenqwrewr

$) W mfw fe«FTPJ?R I
^TTr^WR few lW#st w£ef <Pf ||%^>qfeq«*-^ ||

Other such examples are also found in these eighteen minor Upanisach of 
A V Some of their numbers are : Annapurnopanisad (1.38; 2.27; 4.92); 
Ksurikopanisad (21); Sandilyopanisad (1.41); Atmopanisad (30); 
Parabrahmopanisad (8); Krsnopanisad (12); Tejabindupanisad (5); 
Sandilya (1.55); Atharvasikhopanisad etc.

(2) Yugmaka is couple of verses highlighting the common subject, e.g.: 

5») Ai W I

IK I

fewud: TOrtnfrrefe ii ^

R) HlRn*4fe A I
At IRAK

^FiwT#if TFrcNr ^ *pf«rT i
fe^oit -q: ^5W3> ^fe ^JcT: IRA II appgaifqfe'^

3) wm w fefesnr iim wro^rcraprof i 
£Vtbt ^ -HifT^ch) Mt£ wnfe uwfe ii* ii 
tIFRft TTFTI t*n ^ctffdl 1
3r£4T '4w|cft TJT4T ^ ■pt !IHII^p#ffe^

Other Yugmakas found in these Upanisach are : Tejabindupanisad (1,2); 
Atmopanisad (4,5); Annapurnopanisad (11.10, 11; 111.2,3; IV.21,22; 
IV.49,50); Kaivalyopanisad (13,14); Ksurikopanisad (10,11) etc.

(3) Sandanitaka is a group of three verses describing the same subject 
matter:

\) £ ferarcj$pr i
T-rqj feM €S^|cH( IhW II

TTJWt TTSf I
tali wiwl iiv.^ii 

«hls WmrftFRH II'*.*} B3?sP£#qfe^
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r) wmm: fire: ^ wi
wwn¥ir ¥f<mret ns a
'^RiSjia^if^RS^nthr ‘srfcjwt i 
fwsfasirM^ *rreisqreri^gcr: a^n

¥#4 -$*m Igg tfrer^ft 113 n^IcH)MfH^

Another such example is found in Annapurnopanisad (1.13-15).

(4) Kalapaka is group of four verses together highlighting the same 
topic. For e.g.:

%) F41 ft fefatf TIW ^ =4Pp;4ci xr |
31^5 TOFf IIKII
*r ire ir^furi wrof ^Rretereb i

f^mraw Fi£M irh

Pf®mww wrti i
3Tcft i^Mw* t%c4 Wfi H3 »

■JFTl ff^ I
■k • • iv K

4^T55<nwrr44l 4R cf^F IcMTH W( ll'rf 

3) f^T# 4T fcrfft: ^n«l^i€IH, I
^rwch^'fi ^racjN^pwr ir.^ii 

iftgi ^Tcft : ir.^b

3TFFT ^TkreRasTRlf fMtf H I
sn^^RftecWI^rFF^ W: 

sm^isi^^RTRfhRa^sfr ft i

Two such examples are also found in Kaivalyopanisad (7) and 
Sandilyopanisad (1.59).

(5) Kulaka is a group of five verses, which discuss the same subject 
matter.

\) I

f^4R«n feikT WcJcfkT Wf*?RRT I 
feTftpft ^8ff WI5RRT ^^Tfr*T4iI IIH.4^ II
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^ ^ *re1t \tei i 
s4H^«SF11'«RI ^*$*RTC?ftfl*tfite IIH.4^B 
^Nf^WRfT ^T ft i 
toit WE®?rr #rt wft *rt^ hh.^h aaiw^piW^

Two more such examples are found in Annapurnopanisad (V. 107-111) and 
Ksurikopanisad (13-17).
Kavya is classified into four eatagories by Ksemendra1, in the third 
chapter of Suvrttatilakam : Science, Poetry, Poetry in Science and Science 
in Poetry.

TO ^rsf TOcftlsq TOSTO ^ *fccl: I 

-g^iR: Wt: WT UKWdl "Rtf:

to "4»r6zifir<*: 3n^:

TORJP5ZT f «cffii3«l'K I

TO1TO II3.*11

The Upanisads fall under the category of Sastra - Kavya as they expouse 
the science of Metaphysics (Vedanta-Sastra). Ksemendra rightly points out 
that in a poetry admitting science, very long metres are of no use — 
"TO^sINWwf cfWFrf 1" We find, therefore, the use of

Anustup prominently in most of the Upanisads. Hardly ten verses are 
found in Upajati metre and two verses in Sardula vikridita metre in the 
eighteen minor Upanisads of A V, taken up for study. According to Uma 
Deshpande2 : “Kavya imparts advice as well as instructions to all the 
aspirants of Moksa. Hence, it will be a matter of pity and human indignity 
if literature does not rise beyond the level of mere entertainment and 
gaiety. Poetry and play have to cater to the needs of different types of 
people endowed with various interests and inclinations as observed by 
Bharat - Muni in his Natya$astra :

tlW: ^ f^«IT: WnM I 
fall Pi u];

1 Jha Vrajmohan — Suvrttatilakam with a comm. ‘PrakaSa' in Hindi
2 Deshpande Uma S. — Paper presented at National Conference on Abhinavagupta held at 

'Indian Institute of Advanced Studies, Shimla’.
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Just as the goals like Dhaima, Artha and Kama are delineated in poetry, 
similarly moksa is principally depicted in several literary forms like 
Bhagavadglta, Bhagavatapuranam, Vivekacudmani etc. This view is 
advocated by Abhinavagupta in his Abhinavabharati (a commentary on 
Natyasastra) (327) : W W I

Visvanatha quotes Bhamaha highlighting the importance of the four goals 
of human life :

_____P_C_ V -A—• „ , , , _

dftff dtfd ^ *RII

Some verses pertaining to Moksa or Mukti are cited below :
*) dTfd I

dTd$ fdc=Td dlt #ddWff3rR|t *.*o II

R) wnt faWdd: I
dT$d: w£HI#T II HA3H

Other such verses are found in Annapumopanisad (11.15; 11.23).

Prose or ‘gadya’ is classified into four categories by Visvanatha in his 
Sahityadarpana : (i) Muktaka, (ii) Vrttagandbi, (iii) Utkalikapraya, and 
(iv) Curnaka.

cf *p6d> <pprf^r ^ 115.330 II

£ xj 1
Sira wmfld ^rTdFFJd 115.33* II
3RnO'ifcl*mUtfa| "dTvWTRT^ I

Characteristics of Muktaka variety of prose viz. having no compounds, are 
found in the 18 minor Upanisad of A V:

*)
W■'M'4W *PTT *l~«PFd' d^fd1d:^cdTSdd dxT: Ipf I ..

3II

3) dH ¥ W44RW ¥HT d*4 # ddt dd: 11*11

dt t ¥ dddFf d*T # ddt dd; IR II
----------------- ii^rsqcff^R^ 3^ 11

3) #4 dm ftfdd - dUrnTdR 3fd I dd mw\ 1 4R: I
dd«n?dfalldl<d«m, ll7TTf^5ed ddfdW^ *.* II



50

There are illustrations of Vrttagandhi type of prose where fragments of 
verse either in Vedic or classical metres are found scattered here and there 
in the text. Some examples are as follows :-

1. In the Aruneyl Upanisad (which is in prose) we find one Vedic hymn 
(metrical) and a mantra from Baudbayana Dharmasutra (11.10.17-32; 
III.2.7)

(a) cTfeWh Wf W I t-^»*
(b) WTTTT <fcn4fct: I

2. Similarly in Jabala Upanisad (in prose) we find a mantra from VS III. 14 
& A VIII. 20-1 in the prose text

3PT t srcmm: i <r ^fpraw srrctfPTT epfa i

3. In Mahavakyopanisad, there is a Rk :

a) WPRnl %1T: I *prff^T 3T«PTRrra^ I
t ¥ W wftTRPT: i -m TTP^TT: TTfitT ^T: B^5^-^.WAo||

The Utkalikapraya variety of prose marked by big compounded words is 
also found in these 18 minor Upamsads of A V. Some examples are as 
follows :

X) “cPT mnww HH'
5W®fPTfr aro*|tfMRI STJ^TtTT iW

RHdl WtWPf yRc'M'-^lcHIHHp^^c^ II ^fSIT
ftsNft fn«?^ftppt: •gTTOwmf

l^craiFRPP# frfa:

^c4PI Tf w?¥# Tl4f<T II^ II” n

r) “------ 41 s^rosFdf Rtfer^l^fr ezptR 4ls4 fwrPrwl ^raisf^r
^ITT? Wf ¥T3^r: yril^hs-f ^f^TT^T 3T*T*iM> w f^?r*r

^TFTWf ^TTf^rf

%vtsw ^ftglswwftsi ^litswwsitewsrtw w 'jwi?

M ^ ^ TT^f^r 4^P€T^Rfq ^ir w4*r*ri 7r
sp^i^nr ^rctr *rctf wf cpfaifn fNrcn n x n” sispflwT^

3qPiN^ n
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Thus it is clear that these Minor Upanisack of A V are replete with various 
forms of poetry as well as prose. Even in one work, both the verse and 
prose are used as evinced from the chart given below.

CHART

Sr.
No. Upanisad Prose Verses Metres

1 Sarvasara Four Paragraphs —
2 Mahavakya One Paragraph 1
3 Aruneyl Five Paragraphs —
4 Jabala Six Paragraphs - 

known as Khandas —
5 Atharvaiiras Seven Paragraphs —
6 Atharvasikha Two Paragraphs 1 Anustubh

7 Dattatreya Three Paragraphs 
known as Khandas —

8 Stta Eight Paragraphs

9 Annapurna —
57+44+24+92+

120 = 337 verses

Anuspibh-mostly 
all; Vasantatilaka 

(one) - IV .24
10 Amftabindu — 22 Anusjubh-all
11 Tejabindu — 13 Anu§tubh-all
12 Ksurika — 25 Anuspibh-all
13 Atma Three Paragraphs 31 Anu?tubh-all
14 Surya One Paragraph 1 Gayatri - 1

15 Saiidilya

Three Adhyay as
I Adhyaya

1-3, 14-18, 35, 54, 
60, 62, 69-72 
Paragraphs

II - a Paragraph
III - a Paragraph

I Adhyaya 
4-13,19-30, 32- 
34, 36-53, 55- 
59, 61, 63-68;

III - 1-4

Anu§tubh - 4-13, 
19-30, 34, 36-53, 
55-59, 61, 63-68; 
Sardulavikrldita - 

32, 33.

16 Parabrahma 1 Praragraph 16 Anustubh-all

17 Kaivalya

I Khanda - A 
Prose statement
II Khanda - A 

Paragraph

I Khanda - 23
verses

II Khanda - 1
verse

Anustubh -1 - 8- 
11, 15-19. 

Upajati - 3, 5, 6, 
12-14, 20-23

18 Krsna A Paragraph 24 Anustubh-all

These eighteen minor Upanisack of A V can be divided into three viz., 
Prose Upanisack, Metrical Upanisack and Upanisack containing both prose 
and poetry. Among these, the prose Upanisack are eight viz.,
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Sarvopanisad, Mahavakyopanisad, AruneyT Upanisad, Jabalopanisad, 
A tharvasirasopanisad, A tharvasikhopanisad, Dattatreyopani§ad and ST 
topanisad. The metrical Upanisack are four viz., Annapurnopanisad\ 
Amrtabindupanisad’ Tejabindupanisad' and Ksurikopanisad. The
Upanisack comprising both prose and poetry are six viz., Atmopanisad, 
Sarvopanisad, Sandilyopanisad, Parabrahmopanisad,, Kaivalyopanisad and 
Krsnopanisad.

There are some common features in them :

1. As shown in the table attached herewith, all the prose Upanisack do 
not consist of more than 7 paragraphs. More or less the number 
varies from 1 to 3 paragraphs.

2. The metrical Upanisack comprise of verses between 13 to 31 except 
Annapurnopanisad which is pretty large in comparison to other 
minor Upanisack (i.e. more than 300 verses)

Moreover unlike the names of major Upanisack like Isa, Kena, Katha, 
Prasna etc, many of the these minor Upanisack are named after some 
renowned sages or scholars like Jabala, AruneyT, Dattatreya, STta and 
other Upanisack are termed after the philosophical concepts they dealt in 
them like Atmopanisad, Amrtabindupanisad, Tejabindupanisad, 
Parabrahmopanisad, Kaivalyopanisad etc.

The Jabalopanisad, the Dattatreyopanisad and the Kaivalyopanisad are 
divided into six, three and two Khandas (divisions) respectively. While 
the sections in Annapurna and Sandilya Upanisack are termed as 
Adhyayas which are respectively five and three in numbers.

In case of major Upanisack divided into Khandas, we find that in Aitareya 
Upanisad {RV) there are at least 4-7 paragraphs in each Khanda, each 
Khanda comprising of 21-22 lines approximately. Similarly Kenopanisad 
(SV) comprises of 5-12 paragraphs or verses in every Khanda. 
Mundakopanisad (A V) consists of 9-22 verses approximately in each 
khanda. Thus, if we look at the approximate number of paragraphs or 
verses in each Khanda, it is found that each Khanda comprises 5-22 verses 
at least. In the minor Upanisack like Jabala, Kaivalya or Dattatreya where 
sections are divided into khandas. But in the Jabalopanisad, the khanda-3 
comprises of only 4-5 lines approximately. The rest two i.e. Dattatreya 
and Kaivalya comprise of a very small portions of prose which are divided 
in khandas. In the Dattatreya Upanisad we find a paragraph of 35, 13 and 
10 lines in the three khanclas respectively. While Kaivalyopanisad begins 
with a paragraph followed by 23 verses in the first khanda and the second
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khanda comprises of a small paragraph with a verse at the end.

If we consider the Annapurna and Sandilya Upanisads where the divisions 
are known as Adhyayas, then again comparing them with some major 
Upanisads, it is found that : (a) TaittirTya Upanisad (KY) comprises of 
three Adhyayas each Adhyaya consisting of 12, 9 and 10 Anuvakas 
(divisions) respectively; (b) Svetasvataropanisad (K YV) comprises of six 
Adhyayas,

Annapurnopanisad contains five Adhyayas each having 57, 44, 24, 92, 
120 = 337 verses respectively, while Sandilya Upanisad comprises of 
three Adhyayas. First adhyaya comprise of 16 paragraphs (paragraph 
numbers are : 1-3, 14-18, 31, 35, 54, 60, 62, 69-72) and 56 verses. The 
second adhyaya comprise of a small paragraph and the third adhyaya 
consists of a paragraph and four verses.

Some Upanisads among the remaining thirteen Upanisads viz. 
Sarvopanisad (9-15 lines in each paragraph), Mahavakyopanisad (19 
lines), AmpeyT Upanisad (5-8 lines), Atharvafirasopanisad (9-24 lines), 
A tharvafikhopanisad (11-14 lines) and Sltopanisad (5-12 lines) contains 
four, one, five, seven, two and eight paragraphs respectively, i.e. not 
containing more than 5-24 lines in each paragraph. There are no divisions 
found in the above-mentioned thirteen Upanisads.

The metrical Upanisads among the eighteen minor Upanisads of A V taken 
up for study are four, viz. AnnapSrnopanisad, Amrtabindupanisad, 
Tejabindupanisad and Ksurikopanisad.

Among these, Amrtabindn, Tejabindn and Ksurika Upanisads comprise of 
twenty-two, thirteen and twenty-five verses respectively, while 
AnnapOrna Upanisad consists of five Adhyayas as mentioned above. 
Mostly all the verses are in Anusfup metre. Among them, one verse of 
Annapurnopanisad is in Vasantatilaka metre and Suryopanisad consists of 
the holy Savitn mantra quoted from RV, which is in Gayatn metre. We 
find tfardulavikndita metre in two verses (1.32, 33) of Sandilyopanisad 
and ten verses in Upajati metre are found in the Kaivalyopanisad (3, 5, 6, 
12-14, 20-23).

Upanisads comprising both prose and poetry are six viz. Atmopanisad, 
Suryopanisad, Sandilyopanisad, Parabrahmopanisad, Kaivalyopanisad and 
Krsnopanisad out of which Sandilya and Kaivalya Upanisads are 
discussed above. Atmopanisad comprises of three paragraphs and thirty- 
one verses. There are two editions of Atmopanisad: (1) In the edition of
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Swami Madhavananda1 there are three paragraphs which are about 5-10 
lines each and (2) In the second edition published by Nirnayasagara 
Press,2 Mumbai, there are thirtyone verses in addition to the above 
mentioned prose text. Suryopanisad is a short Upanisad with a 
combination of Prose and Poetry. There is a prose paragraph followed by 
15 verses in the Parabrahma Upanisad. Krsnopanisad begins with a small 
prose passage and concludes with 24 verses.

The linguistic style of Aruneyl, Jabala, Atharvaslras, Atharvaslkha, 
Dattatreya, Sandilya, Parabrahma, Kaivalya and Krsna Upanisad? is 
catechismal like that of the Katha and Praspopanisatk. Very few 
compounds are found scattered in these Upanisad?.

Among the prose Upanisad?, we find dialogues in Aruneyl, Jabala, 
Atharvasiras, Atharva&kha, Dattatreya and SIta Upanisad?,. In Aruneyl 
Upanisad we find dialogue between sage Aruneya and Lord Brahma. In 
Jabalopanisad there are dialogues between different erudite personages 
like God Brhaspati & Sage Yajnavalkya in Khanda one, sages Atri and 
Yajfiavalkya in Khandas two and five, Brahmacan and sage Yajnavalkya 
in Khanda three and King Janaka and Sage Yajnavalkya in Khanda four. 
A tharvaJirasopanisad consists of dialogue between the Gods and Rudra. 
A tharvaJirasopanisad comprises of dialogues between Pippalada, Angira 
and Sanatkumara with Lord Atharvana. In Dattatreya Upanisad. there is a 
dialogue between Lord Brahma and Narayana. SIta Upanipad comprises of 
a dialogue between Gods and Lord Prajapatl.

It is observed that there are no dialogues in all the four metrical minor 
Upanisad of A V taken up for study. They directly begin with the subject 
matter. Among the Upanisad having prose and poetry both we find 
dialogues in Sandilya, Parabrahma, Kaivalya and Krsnopanisad’?. In 
Sandilya Upanisad there is a dialogue between Sages Sandilya and 
Atharvana. In Parabrahmopanisad there is dialogue between Sages 
Angirasa, Pippalada and £aunaka. Kaivalyopanisad comprise of a 
dialogue between sage Asvalayana and Brahma. In Krsnopanisad we find 
a dialogue between Rudras (Sages & Foresters) and God Rama.
M. Winteraitz3 calls these Upanigads, as Non- Vedic and the philosophy of 
AV as pseudo-philosophy but we cannot call them as Non-Vedic 
Upanisads as they contain within them the citations from Vedic texts,

1 Swami Madhavananda — Minor Upanigads, Adwaita Ashrama : 1927
2 l&diviihlottara £atopani$ad — Nirnayasagar press, Bombay-19
3 Ketkar S. — A History of Indian Literature - vo.I, Part I, by M. Winteraitz, page 210 

(Translator)
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some topics of which are also discussed therein. So Dr. Belvalkar and Dr. 
Ranade1 have rightly called these Upanisads as Neo- Upanisads. ‘Neo’ 
means those Upanisads,, which belong to a later date. The dates of these 
Upanisads, is already discussed in chapter-I.

The word Pseudo means ’false’ or 'not genuine* or 'fake' or 'insincere'.2 It 
is difficult to call the Philosophy of AV as Pseudo as we find in the AV 
many of the Gods of RV and their characters as not so distinct. The Sun 
becomes Rohita - the ruddy-one. A few Gods are exalted to the position of 
Prajapati, Dhatr (Establisher), Vidhatr (arranger) or Paramesthin (He that 
is in the highest). These are references to Kala or time as the first cause of 
all existence. All these references are also found in the major as well as 
minor Upanisads of AV like Prasna, Mundaka, Surya, Aruneyi, Kaivalya 
Sita etc. We find in the AV, Kama or desire as the force behind the 
evolution of the universe, Skambha or support who is conceived as the 
principle on which everything rests. There are theories tracing the world 
to water or to air as the most subtle of the physical elements.

Thus the philosophy of AV is based on RV. Radhakrishnan3 opines "We 
see in it strong evidence of the vitality of the prevedic animist religion 
and its fusion with Vedic beliefs. All objects and creatures are either 
spirits or are animated by spirits. While the gods of the RV are mostly 
friendly ones; we find in the AV dark and demonical powers, which bring 
disease and misfortune on mankind. We have to win them by flattering 
petitions and magical rites. ”

One of the reasons why Winternitz calls the Philosophy of AV as Pseudo 
might be due to the fact that AV contains both the holy and black magic 
spells. There are spells for the healing of diseases - bhaisajyanr, for life 
and healing: ayusyani suktani etc, which might be said to be the beginning 
of medical Science. Just as we find certain therapeutic methods for curing 
diseases,4 attaining good health5, long life6 etc., similarly there are spells 
for Subjugation (oRrfaiPT)7, destruction of enemies8 also in the AV.

According to N. J. Shende9, “The AV contains some portion which may be

1 Belvalkar and Ranade - History of Indian Philosophy-Vol.II, The Creative Period, page 123.
2 Vide Compact Oxford Dictionary, page 672, Oxford University Press, 2001
3 Radhakrishnan S. — The Principal Upanisads, page 45.
4 AV-I.2.23-25; IV.13; V.5,22; VI.45; XII.12.
5 AV-XIX.44
6 AV-I.30,35; 11.4,9,13,28,29; HI. 11; V.28, 30; XIX.61,63.64,67.
7 AV-I.16; III. 1,2; XII.4.
8 AV-I.19, 21,28; 11.12,18-24,27; III.6.27; IV.3.40; V.8,29 etc.
9 Shende N. J. — Religion and Philosophy of Atharvaveda, page 227
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even older than the RV. The Atharvanic tradition, thus, is as old as that of 
the RV, if not older. The main reason of its late admission in to the sacred 
literature seems to be that the hierarchy which dominated Rgvedic 
religion was not prepared to allow it a respectable place in the sacred 
dogma on account of its secular nature.

The titles of the 18 minor Upanisack of A V are discussed below according 
to their thematic classification.

Atmopanisad

As the title suggests, the Upanisad deals with Atman which is defined in 
Sandilya Upanisad as : WTTcS^TF^fci

twf^S^r ll Angirasa, the preceptor of this Upanisad classifies
the Atma-tattva into three categories, Bahyatma (External self), 
Antaratma (Inner Self) and Paramatma (Supreme Soul), a novel concept 
which is not found in major Upanisack. It describes, defines and discusses 
peculiar characteristics of all the three types of Atman.

Sarvopanisad

Sarvopanisad alias Sarvopanisatsara or Sarvasaropanisad which is a brief 
Upanisad presents the definitions of terms dealt with by several older 
Major Upanisack, viz. Brhadaranyaka (S. YV), Chandogya (SV), Mundaka 
(A V) etc. The text begins with twenty-three fundamental questions arising 
in our minds regarding bondage, liberation etc. This Upanisad furnishes 
answers to these questions in a highly charming as well as simple manner. 
This Upanisad briefly offers the gist of the prominent major Upanisack, 
the title Sarvopanisad ox Sarvopanisatsara i.e. the essence of all Upanisack 
is justified. Hence Osho Rajnish1 rightly calls it ‘The Most Foundational 
Esoteric Knowledge’ or the ‘The Secret of the Secrets’.

Suryopanisad

According to Yaska (800 BC to 500 BC), Surya is derived from VSr (to 
move) or from VSu (to stimulate) or from VSvir (to promote well) :

As the name suggests, the Upanisad discusses in detail about the greatness 
of God Surya, the Sun God. We mainly find the glorification of “Sun” as a 
luminous Solar Deity whose anthropomorphic traits are also depicted 
here. God Surya is previously worshipped as a giver of light and hence the

1 Bhagavan Shri Rajnish — Sarvasara Upanisad (Hindi)



57

sustainer of the world. In this Upanisad we find the glorification of Sun as 
Brahman - Supreme Reality, who is the creator, sustainer and destroyer of 
this world.

Annapurnopanisad
The term Annapurna can be explained as : 1t£0rf ^TT UT I Anna

means food. Purna means ‘full of, possessed of, accomplished with, filled 
with’ etc. So Annapurna means Goddess who is full of or accomplished 
with Food, i.e. one who is the nourisher. “She is a form of Durga (the 
Goddess of plenty) as stated by Apte.1 As the name suggests, this 
Upanisad eulogizes goddess Annnapurna as the MahalaksmI with big eyes 
and smiling face. B She is
invoked to distribute food to her devotees

cTcT: !
am era: wit 1%*pr ■ *.**

Sankaracarya has composed two Annapurna stotras glorifying and 
eulogizing the deity :

"3wF TfTTtT ^rqRTFRt

firm 3% iivsii

irra#TFqftns5isf fro’ m nub

In Maharashtra, there is tradition of carrying the small idol of Goddess 
Annapurna to the place of in-laws on the wedding day by the newly 
wedded wife. It is a symbol of prosperity for the new couple. So 
Annapurna symbolizes GrhinI i.e. a housewife. She is depicted as a 
mother (wnrSFpft) feeding her children. Just as it is stated in Pralna
Upanisad: WPT TO m f^fl m R.*3 B

1 Gode P. K. and Karve C. G. — Apte’s Sanskrit TEnglish Dictionary, Part I, page 129,
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Ksurikopanisad

This Upanisad is based on philosophy of Yoga propounded by Patanjali 
(150 BC to 100 AD). This concept is borrowed from Kathopanisad 
(I.iii. 14) where in it is stated: *mT ftfsrai

l”. “It is pointed out that the mystic way may be as difficult to tread
at the edge of a razor, and yet glory would consist in having walked on it. 
Ancient poets have said that it is a very difficult path to pursue; states Dr. 
Belvalkar and Ranade.”1 MlrabU also expresses the same view saying 

(3H* 4HU*l dl H* - H*l d Tild SU5.”

The entire Upanisad deals with Yogic concepts. The title Ksurika is 
justified by its contents viz. that when one’s mind, like a razor will cut 
away i.e. detach the external objects as well as the influence of the parts 
of the body on oneself, then one will attain liberation (Moksa) through 
Yogic process of Pranayama.

Wg ^ || ^ !i

Therefore by this title the author wants to point out that like a razor the 
intellect of a person should be sharp and bright so as to perform Yoga.

Through the terse and epigrammatic verses, this Upanisad highlights on 
the unity of JIva and Brahman, to be achieved by the path of Astanga 
Yoga as specified by Patanjali in his Yogasutras. The term Amrtabindu 
can be explained as : appnRI - A drop of nectar or 3Ppr ^
1%^ — The nectar itself is the dot or point (on which one can

meditate). This Upanisad serves as a drop of nectar to the thirsty people 
aspiring for knowledge i.e. desirous of liberation or immortality (Amrta) 
as already stated in Br. Upanisad: sranat "HT tWrit "HT

I?.3.II Though small in bulk, it is a drop from the fountain of
Eternal life itself, capable of curing the manifold ills of Samsara, or the 
endless rotation of birth and death. Amrta also means the imperishable 
state or immortality — H H crff - -*o.m.3,

3 3-4k. It also means final beatitude, absolution : tPTHT

1 Belvalkar and Ranade — History of Indian Philosophy, volume II (The Creative Period), 
page 267-268.

Amrtabindu Upanisad

I *4^liftT-^3.^o'tf. Here it means that the preaching of this
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Upanisad is like nectar, which is capable of leading a person towards 
immortality.

The term bindu is quite significant. It does not mean only ‘ a drop’ but it 
means a point, which symbolizes the potentiality of the universe within 
itself. According to' Swami Tapasyananda,1 “the writers of the Tantra 
often compare it to a grain of gram (canaka), which within its husk 
contains a double seed in undivided union, from which the sprout will rise 
and grow into a plant. The seeds are of course Siva and Sakti. The 
original Bindu, called Parabindu or MahSbindu, becomes differentiated 
into three - the Svetabindu, the point of pure thought; the raktabindu or 
the point of activity which acts as a reflector and the misrabindu, the point 
of the return of thought through action, resulting in the union of both 
under the principle of individuality. The three differentiated bindus are 
sometimes represented by a triangle. This threefold aspect of Bindu is 
also spoken of as Jnanasakti, KrTyasakti and Icchasakti, and figuratively 
described as Tripura - Sundari.”

Amrtabindu Upanisad is also called as Brabmabindupanisad according to 
commentator Sankarananda. Ramachandra Mishra2 opines “To me it 
seems that the name Brahmabindu is more appropriate to the text than the 
Amrtabindu. The text repeatedly emphasizes Brahman as the Supreme 
Principle and elucidates the Vedanta philosophy. Perhaps at an earlier 
stage due to scribal error the name was changed to Amrtabindu in the 
Paippalada recension.”

Tejabindu Upanisad

The title ‘Tejabindu’ is significant showing the most subtle center of 
effulgence as Supreme Atman, revealed only to Yogis by meditation.

The term ‘Teja’ means ‘light’, effulgence or lustre’. Bindu means a point 
or centre. So Tejabindu jointly means a point or epi-centre of effulgence 
i.e. Supreme Atman. It deals with Brahman i.e. Supreme Reality, its 
nature and how it is difficult to attain and what should a person do to 
attain Him. Teja can be explained as : ‘iNpqrfif cfT | f?R fiRTFl I

I” There are different denotations of the word ‘cN'U,’3: (1) The sharp
edge of a knife, (2) The point or top of a flame, (3) Lustre, light, 
brilliance, splendour, (4) Fire of energy, (5) Spirit, energy, (6) Essence, 
quintessence etc.

1 Swami Tapasyananda — Sri Lalita Sahasranama pg. 24,
2 Mi£hra Ramchandra (Ph.D.Thesis) — Some Unpublished Atharvanic Upanisaeh,
3 Gode P. K.and Karve G. C. — Apte’s Sanskrit-English Dictionary, part II, page 784-785 t,
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Bindu means a dot or a point. In philosophy it is a condition c f “fa^frb:;

According to Sadhu Santideva,1 2 “Bindu is represented as a dot. In Tantra, 
this dot or Bindu is considered as Siva, which symbolically represents the 
source of creation. Siva, according to the Tantric tradition is one 
existence,the timeless in its perfect state. Creation begins with this un­
extended point known as Siva Bindu appears in the eternal embrace of its 
feminine side, the Sakti. The expansion of Bindu takes the form of 
triangle, Trikona, which according to the Yantra symbolism represents 
Sakti. Bindu is Siva and Trikona is Sakti. In Tantra, both these are 
considered as identical.”

This Upanisad after praising the practice of Dhyana, explains some of the 
chief features of Vedanta such as the nature of the Supreme Being, the 
nature of the Universe, the means of attaining salvation etc.

Sandilyopanisad

In the Sandilya Upanisad there is a dialogue between sages Sandilya and 
Atharvana, out of which the reference of the latter is found since the 
period of Rgveda. According to Mupdakopanisad (1.1.1,2), He is the 
eldest son of God Brahma. Sandilya is a Sage who is referred as an 
authority in rituals. He is number of times referred in Br. Upanisad as a 
disciple of Sage Vatsya (Br. Upa. VI.5.4). He belongs to the family of 
Sandila and hence came to be known as Sandilya. Sandilya in this 
Upanisad asks Atharvana to give him the knowledge of Astanga Yoga 
useful for the self and asks him the way to pure the Nadls (nerves) Ida, 
Pingala, Susumna and the way to realise the Supreme Reality. Sage 
Atharvana answers all the questions of Sage Sandilya, hence this 
Upanisad is known as Sandilya Upanisad.

Mahavakya Upanisad

This Upanisad states the philosophy of Yoga propounded by Patanjali in 
his Yogasutras, therefore it is classified under the Yoga category. 
Mahavakya Upanisad deals with subject matter or secret knowledge 
through which one directly perceives Brahman and also different aspects 
like bondage and freedom. It discusses the form of Tamas or Avidya and 
also tells the way to be free from it. It establishes the importance of Yajna 
and the way by which one attains Proximity to Lord Mahavisnu. We also

1 Ibid—page 1166
2 Encyclopaedia of Tantra, volume II, page 192, Cosmo publications, New Delhi, 1999
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find the glorification of Aditya - ¥1T t

Although the four Mahavakyas, ( Vedic dictums) of the four Vedas, are not 
mentioned in this Upanisad (viz. Wl - Aita. Upanisad (V.3), C#V); 
3Tf - Br. Upanisad(S. YV) -1.4.10; - Cha. Upanisad {SV) -
VI.8.7; 5RTcm ■¥!( - Man. Upanisad {A V) - 2), the Upanisad contains
other statements depicting the metaphysical principles as per the 
etymology of the term Mahavakya, i.e. Wftf 3T4>l*i4 <*144 H, I1. Such

examples found in this Upanisad are as follows :

1)
2)
3) mtwR'U ft i

Amarakola defines Vakya as : 1 I =bK<*)iP4dI f*<m I” In
Tarkabhasa2 Vakya is defined as: “4144 I”
Annambhatta (c. 1425 AD) in his Tarkasamgraha3 defines Vakya as: “W 

HdKPti?: 11 ^ According to Viswanatha (1300-1380 AD) Vakya is :

4PF#srat cipr fs«rr 'vmzjR a

Thus, giving this two fold division, Viswanatha supports it with the 
authority of kumarilabhatta the author of Tantravartika (Pg. 339):

€*TOrHWfl(f^qQ^IT I 

'4l44H|i|4>4l44c4 ^T: II
*1%

Vakyapadlya of Bharthari (7 century AD) states comprehensive 
definition of Vakya and its various aspects:

mwmwmTmthrift:
7T^:

I
II7 AII

WIRl I
4FF? Trit* *rftrf*far 11^.711

1 Radbakantadeva Bahadur — Sabdakalpadruma
2Paranjape — Tarkabhisa, 1909.
3 Mchendale K. C. — Tarkasartigraha of Annambhatta
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Jabalopanisa d

The title ‘Jabala’ refers to the sage Jabala i.e. the son of maid-servant 
Jabala mentioned in Br. Upanisad (II.4.5) i.e.: 3R?4 I 3Ttr^ |
He is referred to as (a particular sage) in the
Brahmavaivartapurana (1.16.14) :

^ B*.*$.** II

He is several times referred in the major Upanisads like Chandogya 
(IV.4.1,2,4; VI. 10.1) and Brhadaranyaka (IV.1.6; VI.3.11,12) as 
Satyakama Jabala. As he spoke the truth about his birth to his preceptor, 
he came to be known as Satyakama.

The Upanisad discusses the terms related to Sannyasins, Paramahamsas 
like Samvartaka, Arum, Dattatreya, etc. There is no reference to the sage 
Jabala in this Upanisad, hence it seems to be a tribute to the sage Jabala.

Aruneyl / Aruneya Upanisad

This Upanisad is variously known as Aruneya by scholars like Paul 
Deussen, Dr. Farquhar and N. D. Mehta,' as Arunika by A. N. 
Bhattacharya, J. L. Shastrl, Narayan Ramacarya, W. L. S. Pansikar and A. 
Weber; as Aruneyi by V. G. Apte and Swami Madhavananda, as pointed 
out in Chart I and II of Chapter-I.

Aran! means — ffct 3TRfw: | i.e. son of sage Arunl.

Aruneya is a family name of Uddalaka Aruni, the son of Svetaketu in the 
race of Aupavesi. (Sat. Br. V.3.4.1; Ch. Upanisad-lV3.I.). Aruni is a 
popular name found in many of Vedic texts. This name is found in the 
Gopatha Brahmana also (before 700 BC). In this Upanisad, there is a 
dialogue between Aruneya and Lord Brahma, hence it s proper to call this 
Upanisad as ‘Aruiieya’. Aruneya, the son of Aruna approaches Brahma in 
order to know the way which will relinquish work altogether. As an 
answer to Aruneya’s question, Brahma imparted the knowledge regarding 
the duties of a Samnyasin and how the Brahman is realised through total 
renunciation and contemplation. According to Ramchandra Misra1 for the 
first time the four ASramas, though not yet systematized are mentioned 
here. In place of the word Samnyasin the words like Paramahartisa and 
Parivrajaka are stated.

1 Misra Ramchandra (Ph. D. Thesis) — Some Unpublished Atharvanic Upani$ads.
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Parabrahma Upanisad

As the prominent features depicted in this Upanisad pertain to the 
Supreme Reality (Para-Brahma) it is known as Parabrahma Upanisad. 1 It 
refers to the topics like the abode of Supreme Reality, His glory etc. along 
with terms like Sikha (the hair-tuft), Sutra (Sacred thread) etc. related 
with the Samnyasins. Hence it is categorized under the division of 
Samnyasa Upanisad. The Samnyasa (stage of life) is praised and the 
Samnyasins mentioned are Ekadandins (holding one staff). There is no 
explicit reference to Samnyasa’ in earlier major Upani§ads but in 
Brhadaranyaka Upanisad IV.4.21, 22, we find references to the terms like 
Bhiksa and Pravrajin.

Kaivalyopanisad

Kaivalya is specified as : ffci I Kaivalya means
Mukti (liberation) according to Amarakosa : 3»3<r4-PNfu|-^iI-

It is stated in Kaivalyapada of Yogasutras of Patanjali 
(200 AD) : TJCTPftpiFli '5nTFlf I

1! In this upanisad, Sage ASvalayana approaches Lord Brahma to
know about Brahman. God Brahma imparts him the knowledge that by 
renunciation, immortality can be attained: IhsHki^i-
\o.\, I In the second part (Khanda) the importance of the
Satarudnya Japa (recitation of hundred names of Rudra) found in the 
Vajasaneyi Samhita of YV(XVI chapter) is stated.

AtbarvaSiras Upanisad
AtharvaSiras Upanisad contains glorification of Rudra. The term Atharvan 
is explained as : ^ I = to: (ffii f§fa>PR??N:)1 2 Hence

Atharvasiras means chief or prominent portion of the teaching of 
Atharvana - 3ppfr^ sratfftn: I The term means -

nmRt f$p\ i i.e. apr&TOTOra or : i
(ff% ^R-il) Here it is pointed out that Atharvan i.e. Atharvanic knowledge

is the well-protected divine treasure. “And as Atharvan is resorted to the 
head and heart of Rudra, it is named as AtharvaSiraS', opines, Dr. N. J. 
Shende.”3 We find a reference to Atharvasiras in AtharvaSiras Upa. (7) : ^ 
SWpfW wfis ... I

1 Parabrahmopanisad is an enlarged verson of Brahmopanisad with some addition of 
paragraphs and verses.

2 ^fo/akalpadruma — page 32, First Kanda - 1961
3 Shende N. I. — The Religion and Philosophy of Atbarva Veda, page 234
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Atbarvakikha Upanis id

Atharvana was a celebrated scholarly sage. The term AtharvaMkha can be 
explained as : 31?^^ I The term Sikha generally means ‘A lock
of hair left on the crown of the head’, which is the distinguishing mark of 
a Brahmacari. ftrarf STPlflr IW1HFTW <n. $.$o, t*R£.
* A®, TO. ?o.^l Therefore Dr. N. J. Shende rightly points out that this
Upanisad is named as Atharvafikha as it is the tuft of Atharvan or ‘the 
most prominent teaching of Atharvan (i.e. the Atharva&kha).

This Upanisad highlights the importance of Omkara, Gayatrl, types of 
Agni and the means to get rid of different miseries in this world. It points 
out Siva as the only God, hence it is classified under the category of Saiva 
Upanisad.

As the name signifies, this text begins with the description of Lord Krsna 
as Brahma : 1 In Bhagavata-Mahapurana also it is stated :

The term. Krsna has been explained as :

1) I” One who mesmerizes the enemies due to 
the influence of his great powers.

qRu|44tflfcl 'rRt fRl I

2) Another way of interpreting this word is :

I or

^rsofr TPTt B^TFHT^ I ^ I

3) Sridharaswami ( a commentator on Mahabharata) explains the term 
Krsna as a Parabrahma, Supreme Reality :

We find m this upanisad allegorical description of the persons associated 
with Krsna like YaSoda, DevaJa, Nanda etc.

Lord Sri Krsna is also glorified as Yogesvara or Supreme Being in BG:
%f J ^ .....

1*6.041

Krsn opanisa d
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fWlfa ofcSFT W*I*FT c-^FJ I
^ r^r«^3^r£r«i^rif>: m.'rfSB

Dattatreya Upanisad

As this text depicts the divine personality of Guru Dattatreya it is rightly 
called Dattatreya Upanisad. This Upanisad comprises of six different 
Mantras (chants) pertaining to Guru Dattatreya viz. six-syllabled, eight- 
syllabled, twelve-syllabled mantras etc. for the spiritual progress of the 
devotee of Dattatreya. The last khanda of this Upanisad containing 12 
printed lines comprises of the rewards of worshipping the Deity 
(Phalasruti). It is stated that a person gets rid of the five great sins (Panca- 
maha-Patakas), etc. by chanting the above-mentioned mantras.

Guru Dattatreya was the son of sage Atri and Anasuya. Datta, Soma and 
Durvasa were the three sons of sage Atri. Among them Datta was the 
incarnation of Visnu, Soma of Brahma and Durvasa of Rudra i.e. Siva 
according to Bhag. Purana.

Sltopani$ad

In STtopanisad different aspects of Goddess Sita are discussed. It 
highlights Sita not just as a mere woman but a personality endowed with 
divine powers. The word Sita is explained in this text as follows :

*rhrr fflt frErafrn
1%^: ^ f^FT* TOt I

to*: *Tc*pppf Trfh *fPr*r
^ to*: ■rip: 11*11

Sita is associated with Omkara - *fhTT I She is
Trivarnatma i. e. the soul of the three syllable, 3T, "5 and 1fT. She is endowed 
with the divine power Maya.

Sita also means furrow, track or line of ploughshare, hence a tilled or 
furrow ground, ploughed land. She was so called because she was 
supposed to have sprung from a furrow made by King Janaka while 
ploughing the ground to prepare it for a sacrifice (Yajna) to obtain 
progeny; and hence also her epithets, “Ayonija” and “Dharaputrf’.1

1 Gode P. K. and Karve C. G. — V. S. Apte’s Sanskrit-English Dictionary, part III, page 1683,
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In the Bala-kanda of Valimki Ramayana1 her origin is mentioned :

iftwm w u.v\.v# ii

\clrtl^TmlT HT <| o2Rf%fW WR^T I 
3 «F*IT WfqtWttf^T

In Ayodhyakanda it is stated that SIta means furrow land
^ ^ n* «v A. .. .. r

Wl*Jrtlmmid«il'U «H«w HIR I

^TPTcT: Wf^cT ll^.Uo.^i

tTFt ^FTcT: I
SW fteT -oRcff D3.Uo.3V91

GUtfAS, RITI, ALANKARAS AND PROSODY : 

Bharata enumerates the ten Gunas :
*^T: UK: ^RcfRI^W^r: I
3i8fFjca|f®fKRil ^ lHI<^!l^-^3A° II

Bharata, Bhamaha, Dandi and Kuntaka do not specify the characteristics 
of Gum. Dandi gives the same Gunas as mentioned above, but their 
characteristics are different (Kavyadarsa~1.41). Vamana opines : 

tprf T^n: II. He says that the Gunas

are those elements of poetry, which serve to embellish it. Rudrata, taking 
into consideration the beauty of words in a sentence, states about the 
Gunas : ’?T^WT: I ^FS9Tr5fK-3.S<> II
Anandavardhana defines Gujpa as :

a fs. » \ . _______

^5t^T t Y»IT: T^tTT: I

Mammata divides the Gunas into three broad categories, viz. Ojas 
(Energy), Prasada (Lucidity) and Madhurya (Sweetness). Following 
Mammata, ViSvanatha, the author of Sahityadarpana also enumerates 
three Gunas : R*fEf#sftS8T WIK ffil f ^NT I II

In the Minor Upanisads taken up for study, along with the figures of 
speech (Alankaras), we also find the excellences (Gunas), which 
essentially form the genre of poetry.

1 Valnuki Ramayana (Critical Edition) — Oriental Institute, Vadodara, First Edition, 1992.
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Madhurya is defined by Bharata as :
■y • ♦ - r«fc. ___"4pii ^T^tT WRPT^W wl ^T: I

Wflfe n^IRSPmW-^Vs.^oo ||

“The melodious composition devoid of cerebrals, preceded by nasals 
paucity of compounds is the best example of Madhurya Guna”, states 
Visbvanath.

ftrfgeftaRWql IR3T.^.-£.^ II

dsprt$ ^rf: «Mw<ri w: i\mz-6311

The following examples contain Madhurya Guna :
X RcMlRct ■RwmpTRfwi ^insf^r ft 1¥Rt^ i

3 5ZFSPF RrjTif ^csfH Hf*TR| I

ffnf^fcbc-H ^ ftwm ii^-^R^mR^ii

3

*

cRpf iw I
- . _______ ___ - * *V .. _ „^¥HI?THtcf HT^sr ¥H ^EPlWa 116-

cTdt Rf^rRfxr^ ^TRlf^ra: t

Wf^FdT H ¥^FcRl^FFr I
^Fqi^rwrl «PT II x .^V3-II

Upanisack being Sastra-kavya, the examples of Ojas-Guna are not found 
in this philosophical literature.

Bharata defines Prasada as :

II^T55RnW-^.^ll

According to Vishvanath, Prasada is that, which existing in all the 
flavours and the four styles of composition pervades the heart as fire 
spread itself through dry fuel.

fepcT oqrjAR ^T: fsre
¥ MR: <xH[^ tT i
?KI*d&*l*4«W apfsftTO: Sjf^TOW: \\m%.-6.6 II
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The following examples contain the Prasada Ouna :
% R.f^rtifraPRftlcl Wl I

wTRpfmrf w wft h

. 3 wrfq toltur #cRT: fws: I
■q^ui ^rcfr ^=f tmtf w*fu u^^oifqPtq^-^.^ n

3 W fg: WJ pf™ f^ra: I
frsf^sfq iri ^3w*fw4) n

* IT ^UT ^ fTOI: #5^: TO: l
WO* ‘HOT: ^ mit^Si#: ^ ’ERRT: ll^c^MpR^-d II

H w Ptef<wi<3 ^ <(Hr w&n wi i
vim ^reffw m^rffsi %ft ?rc u

The term Rlti is known by the English word ‘style’, by which it is often 
rendered but in which there is always a distinct subjective valuation. The 
meaning of the term Rlti according to the root VTl^vtl means ‘path’, way’.

Bharata is the first ancient historician who has used the terms like 
Vaidarbha and Gauda: Vamana names it as ‘Rlti’ and he popularises it 
adding the third ‘Pancall’ to the above two. In this manner he became the 
propounder of ‘Rlti’ school. He opines: 'Ofckicm mrszTR, faRi&i Ttfvh,

i frr ^ i 11

Vamana lays down in clear terms “The Rlti is the soul of poetry” (1.2.6), 
and working out this figurative description he points out (on 1.1.1) that the 
word (Sabda) and its sense (Artba) constitute the ‘body’ of which the soul 
is the Rlti. He defines the Rlti as VLiistapadaracana or particular 
arrangement of words.

The names of the different Rltis are derived from those of particular 
countries, and Vamana expressly says in this connection (1.2.10) that the 
names are due to the fact of particular excellence of diction being 
prevalent in the writings of particular countries.

misziHP^ I

Rudrata acknowledges it as ‘ Vrttf and adds the fourth ‘LatJya’ to it. So 
by the time of Jayadeva (c. 1200-1250 AD) there were already four paths. 
According to him :
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■qrejfcft ^ ^ w jm, i
^ ■zrsira^r ’em# Thre: **pih ii

Anandavardhana (c. 860 AD) recognizes it by the term ‘IW(«3Rllftlm- 
SAR)

Kuntaka (c. after 925 AD) introduces it with two ways of *Sukumara\ 
‘Madhyamamarga' and ‘ VicJtramarga’. %%). Bhoja
divides it into six types, which includes Vaidarbhi\ Pancall, GaudI, LatT, 
MagadbJ and A vantika (Sarasvati Kanthabharanam-page 228). Mammata 
enunciates thus : t^TT: fcT# ^FPTf^rf flcPft
W: I WtA-VA II ViSvanatha difines Rfti as : T3#srffTl I
v-iHch^T I % AII He classifies it into four categories :

^=T: WSfijRfaT lim^. X.X II

^t«t ^ TTT^T?ft ci«rr i ^tt i

Vaidarbhi is defined by Visvanatha as :

Some examples of Vaidarbhi style found in these eighteen minor 
Upanisads of AV are as follows :

3. R»RraTW«flR to i
W ^F«pf^R W ^rft W**!^ II

3. t^nr Tyrtfesj xi# i

mi Rcikw i itwR'^qR'^-x.hh ii

x. ^ifecjf^i mfecifPi ^ i
^etsi^cr xr it^rfaRq^ii

H. 1^? Pp*brt w RRN»<r9 I
rf^l^nifd w^n w II^cTR^mR^-C u

Visvanatha defines Gaufias : «re»r<: ^T: IITTT.^. %A II
I i.e. GaudI is marked by long compounds and letters

suggesting the quality of Ojas, which lend to the structure of composition 
gaudiness or grandiloquence, viz. :
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wnwff wpwraf ii

afRiRr^ni^rscFi# qgRiwf^^^ifrtdRiTirtcti sprf% n^#111?^.^ 11

Pancall, propounded by Vamana, is defined by Visvanatha as composed of 
letters other than those used in VaidarbhT and Gaud! RTtis and compounds 
of some five or six words :

^pf: *p£4h I
«F®T: Tf^flfrtdil W BWT.^. %x0

Few examples of Pancall style found in these 18 minor Upanisads of A V 
are as follows :
X. '3R2JT (bfim$u| qfrerftT I

B

3. oA|cf^Rfif«rT I

t TOnWc} WfdT: B%c^4pi‘Kv-'SI

ipn?M WIT «*fw4: n%cj<r4lMfitj^-^V3R

H. IFIFTFTgrft^T ^rarnitw I
1TOT cF^* B

Different Acaiyas define the term Alankara differently. They believe that 
Alankara has not just the power to ornament or decorate but it is the inner 
sight of poetry.1

The word 4Alankara’ is derived by the sutra xj ^!«*<*»<«i4lBharata 
mentions four Alankaras in his Natyafastra:

wb ^tw wm w# cr«rr 1
Uc7fTCr*Tc®rR: qMKfctl: B^.*3 B

Bhamaha mentions Alankara as the beauty of poetry. According to him, T 
^5RWfq fa’Trfit dfTdl^H, Dandi defines as :

1 Avasthi Brahmamitra — AlafikarakoSa, page 24, Second Edition, 1986,
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According to ViSvanatha :
•\ _____r «s. .rs. rs

: m w: W’TnlWFR: I
<«im£c)ii-eiflc^for-to^B

Here an attempt is made to study some prominent Alankaras found in the 
18 Minor Upanisads studied by me :

Sabdalahkara :

Anuprasa (Alliteration! :

A similarity of sounds, not withstanding a difference in the vowels is 
called Alliteration. 3T$smn ^ rar.t^o.3 n

Anuprasa has 5 varieties as given below :

(1) Cekanuprasa is found in the frequent similar repetition of the 
letters. ^rsFRTfFT Wf cei«w33W ll^fT.^.-^o^ || e.g.

Other such examples are -found in Kaivaiyopanisad (23), 
Parabrahmopanisad (2) and Annapurnopanisad (IX. 8).

(2) Vrtyanuprasa contains frequent repetition of letters and words.

*<> ii e.g.

^mdftPi^Tb w w n
Other such examples are found in Sandilyopanisad (36), 
Parabrahmopanisad {7) and Annapurnopanisad (3.6; 5.20,21).

(3) Srutyanuprasa is due to the repeated occurrence of the dental and 
palatal sound.

oqsSH^cf flJrEtpTO '3^1 ll^T.^.-^o.^ || e.g.

1 Vamana defines it in Kavyalankara Sutravrtti-1.1.2; Anandavardhana defines it in 
Dhvanyaloka-II.16 and Acarya Mammata relates it to Rasa in Kavyaprakafia-381
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tajpf -grffaf ^ iFfffton^ nt^f%=^ri^-^ u

Other such examples are found in Tejabindupanisad (3,6,10), 
Kaivaiyopanisad (8) and Atmopanisad (30).

Arthalankaras :

Upama (Simile) : Visvanatha defines Upama as : ¥F*T <=u«t4«rt

H Simile or Upama is divided into two varieties : (1) 
Puma and (2) Lupta. W ^ ^ ^ ^ WTFf

raT.c^o.^ ii Examples of Pumopama found in some Minor 
Upanisads of A V are as follows :

%) W W W$t frff?T|F: I
OT cR# V -^o It

w Ptafwr+itf -m i
«rar Traffor ^fP*! <R®crr ere »

3)

Some more examples are also found in Ksurikopanisadi.e. verses 2 and 8. 

*) ^So^FI ¥fc5c* W i

Luptopama:
cTST ^ cfT ir?IT.«J. Xo.i'a ||
Wfi tn^MKrt sftrersff i

H) ^icq^oHcf^nf^ wuifa c%qr^ i

q wsr: w4i wrfcr uarspjyifqPre^-^ h

Here in this example, all the elements (Sarvabhutani) and others’ wealth 
(Paradravyani) are compared to Atman and Losta respectively. ‘ Vat’ is the 
word implying comparison. Here the common property is absent, hence 
this is an example of Luptopama and as ‘vat’ is the Upamavacaka fabda, it 
suggests the Arthi variety. Hence this is an example of ArthI Luptopama 
variety.

*0
uft feyf-R^ w ^r«u
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Upamevopama (Reciprocal Comparison):

ViSvanatha defines Upameyopamaas : *TcfT RTT.cf.-^o n

e.g.
X) ^T: STOlHHlR&Slft TRT: |

^fTO: II are ^if lift ^-3.^ a

m IRcPTcT II3-UH

Rupaka (Metaphor) :

ViSvanatha defines Rupaka as : ^f4di<lm<^f^T<7f% PETT.^o.^il

e.g.
%) arom^r y*pt #tiiRto, »

5jJHpjH«f4l^raic4l4 II^Mr^Mpf^-U H

X) 3n?4mrfW ^rr 3to *ftrRrcfti^ i
^Hftptoiwrrai^* h

Ullekhah (Representation) :

Visvanatha defines Ullekhah as :

X) 35N^Icf 1#^TT toTOT WTT I

3) H W TET to: #SSR TO: I
IT ^ toj: ¥ TO: ^ ^Tc5t3^r-?T’ETTOT: lltoc^lf^^-^ fl

Tulvavogita (Equal pairing) :

Visvanatha defines it as :
- ______f ♦ — ______ ..-...............-*■ ♦ - - ____ - ’N- ,

40*11-11 ^RfT ’TqTf I
^TOftoFTO: WrRT ^v^Rlrtw lim^.-^o.^B e.g.

X) w totor& tott m' 9f^ i
cr«n wtffo ^rff«T %ft tott -m v#cf it

Prativastupama (Typical comparison) : 

It is defined as :
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*pf: WHI^ft rn IPHT.S-*o.H° || e.g.

X)
FWlfibf*Rlf4<V. IISW^iMhN^.^II

Yaska derives the etymology from - to cover, “3KI*fiii wepTFf”
(.Nirukta VII. 12) and Chandas is so called because it is the covering of the 
Vedic texts. Another etymology possible is - “w^lci WW Sbfils ff%
i” i.e. from !”.

In both the Vedic and classical literatures, Prosody (chandas) has played a 
prominent role, hence the Vedic texts are preserved till date without 
corruption due to the fact that they are in fixed metrical form.

Ksemendra (c. 1100 AD), a scholar of Prosody (Chanda) writes :
^pRT *fTit W*«rFr MfWct: I 

r: L-3.U

w^i^Tir xr i

For the classification of metres, I have followed Ksemendra, who states 
that one who knows the difference (in various metres) should make use of 
all the metres according to the sentiment or the theme of description 
(Suvrttatilakam-III.7,8,12).

GavatrT:

Suryopanisad consists of Savitrl mantra composed in Gayatrl metre. This 
is the only Vedic metre found in this minor Upanisad of A V undertaken 
for study.

afib dctffc^cfiuq

*Fif
fSpft ^ s: n

Gayatff metre is of 24 letters with three feet (Carana) of eight syllables. 
Yaskacarya in his Nirukta (VII. 12) gives the etymology of the word 
Gayatrl as such : “TTFFft TTPnl: I” i.e. 3TW fftf
STS# I” or “?1PF<T SFit ifiT SFFft I”



75

Anustup :

Anustup metre is defined by Ksemendra in his Suvfttatilakam as follows :

Regarding the use of Anustup, Ksemendra states :
TO ^prfc^t^r 3reWT«f*!^pT I

Out of the eighteen minor Upanisads taken up for study, nine Upanisads 
consists of verses i.e. poetry. Majority of the verses are written in 
Anustup metre.
X. -srfthTRii I

B^.<U

3. 3TFN M-Wftd I
Wf llt*rf^#Pl^ 6 II

H. Bc^j* 1%f^r ^ 1*np?: I
^ f^r: T%q|cR: IPrW#TpPf^ 3 II

^■FTFSTRlt 3TTofr WU ^ I

VS. TTRT m f^SfT YNCT ^RFSRTcfFmt I
itm ^ UlR***l ^ wf^TTTW#

Upaiati:

Upajati is defined by Ksemendra as :
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Anushp:

Anustup metre is defined by Ksemendra in his Suvrttatilakam as follows : 

^ ^TT3cT^<#TTFT II5>.UII

Regarding the use of Anustup, Ksemendra states :
W ^Tff^Tr^T WsfTsfa^&’TT I

^fWTFT "21# H

H^qPRR*f^ I

IIII

3TR^ •*pfsRR*T I
■Smfa^FJrTRl **RT: TOR^I^g*!^ II3.^ II

Out of the eighteen minor Upanisads taken up for study, nine Upanisads 
consists of verses i.e. poetry. Majority of the verses are written in 
Anustup metre.

¥#* ^5*? f^iwt <sw5#i ii3Tic#qf=pr<f 3 11

RfXc«rr*ft fft ^?r; isisngiifqfcr^

3. 3TFF^' H^'dldld I

%iPr*fp5*n^JT 
%%T5tW tfk: TTOlR? w*ffi

H. f^f % ir ^ i 
IT IT 1%w: trffqm: 3 ||

RTPFTT«SFITl ¥Flt *R: ^ff^nf^r ^ I 

m cfT^TRrtR: Tjfqwt fwsJFT *TTftwt tAh II

V9. 1TFTT TTT itf%m Utm €f*RMUdl*T-Ul I
¥tWT ^ TTlRM^l ^ *T% TTSRft * II

Upaiati:

Upajati is defined by Ksemendra as :
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Conclusion :

On the basis of above study, it can be concluded that all the three Gupas 
(Excellences) as well as RTtis (style of writing) are accepted by prominent 
Rhetoricians. Moreover, “Vishvanath is the only post-dhvani writer who 
has given a systematic treatment to the RTtis in relation to Rasa and Guna 
and in doing so he is evidently indebted to Mammata and Candldasa 
(author of Dilika commentary of the ifa vpa-Prakasa). Visvanatha admitted 
RTti as a separate poetic element, he could conceive of it from a much 
broader point of view, including therein everything, that can be meant by 
the expression ‘Structure of Words’, viz. the arrangement of letters, the 
use of compounds and the total effect which these impart to the structure 
as a whole”, states P. C. Lahiri1. We imAVaidarbhi style in majority of 
these Upanisads, though some examples of Gaudi and Pancall style are 
found.

Moreover, we do not find only philosophical concepts depicted in these 
Upanisads but also poetic beauty. Alahkaras (Figures of speech) like 
Anuprasa with all its varieties among the Sabdalankaras and Upama, 
Upameyopama, Rupaka, Ullekhah, Tulyayogita and Prativsstupama 
among the Arthalankaras also enhance the beauty as well as significance 
of these Upanisadic texts.

Most of the Upanisadic writers have accepted Anustup as the prominent 
metre, excluding one or two variations where the metres like Upajati, 
Vasantatilaka, and Sardulavikndita are also used. Through the usage of 
different metres the authors of the Upanisads, have tried to convey some 
particular message as already pointed out earlier. Just as we find the use 
of Anustup metre mostly in Bhagavadglta as well as the major Upanisads 
like Ha, Katha, Mundaka and Svetafvatara, we can state that as the above 
mentioned philosophical texts preach various topics related to Jlva, Jagat 
and Brahman, so these minor Upanisads, also follow similar trend. 
Through the terse and epigrammatic verses these minor Upanisads have 
highlighted various features of human life enhancing the importance of 
metaphysical principle in the life of an individual.

RASA

The Rasa is an important element in the Sanskrit poetic literature. 
Etymologically Rasa means what is relished, tasted and enjoyed. (cf-NS. 
VI - GOS ed. P-288..’: TH fftl W: I - 3nF=fl€|c3i< | In this sense

1 Lahiri P. C. — Concept of RTti and Gupa in Sanskrit Poetics (in their Historical 
Development), page 238-39, V. K. Publishing House, Delhi, First Edition, 1987.
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Rasa is the emotional content of literary and dramatic art, which leads to 
relish. According to G. K. Bhatl “From the view-point of a reader or 
spectator, rasa is actual relish or aesthetic enjoyment of a moving 
emotional experience.” As it is stated by Visvanatha in SD I - TFT# ifrf
FT: . Rasa is derived from the root -/FT - ‘to taste or relish and means 
what is tasted or relished’. There are five schools of poetics in Sanskrit 
literature : ^asa-school of Bharata; Alankara-school of Bhamaha. Rlti- 
school of Vamana; Vakrokti-school of Kuntaka and the Dhvani-school, of 
Anandavardhanacarya. “The importance of Rasa is clearly expressed in 
the works of the Alankara sastra, by calling it the Atman (the Soul), 
‘Angin’ (the principal element), ‘Pradhana-Pratipadya’ (a thing to be 
mainly conveyed), ‘Svarupadhlyaka’ (that which makes a composition ‘a 
Kavya’), and Alahkarya (a thing to be embellished) etc.” opines Prof. B. 
M. Chaturvedi.1 2 3 The discussion on the Rasa is found for the first time in 
the Natya Sastra of Bharata (300 AD). Bharata’s Rasasutra is as follows :

RT.WT - ! Bharata states the names and
the number of Rasas in the sixth chapter of Natyafastra :

Hldi) FTT: FpFT: II
FT# FTT:

Therein is a discussion on Santa Rasa as the ninth Rasa, which leads to 
moksa (Salvation) with £ama as its Sthayi-bhava. The Santa Rasa is 
considered to be the fundamental Rasa out of which all the other Rasas 
spring up : *TraT i^RiRT TFTTUT: I ^fT.^lT. I

According to P. V. Kane “Santa Rasa was recognised in the MSS of the 
Natyasastra at some time after 400 AD and before 750 AD.” The Santa is 
accepted by a majority of writers. The earliest writer known to mention it 
is Udbhata (c. 750-850 A.D.), who simply mentions it is his K.A.S.S. 
(4>l©4lrt4>K*dFHie ). Rudrata (c. 850 AD) recognises Santa and gives
samyagjnana or Tattvajnana as its PrakrtT or sthyayin (Ch. VII-3).

Anandavardhana (c. 860 AD) accepts the Santa Rasa and gives 
Trsnaksayasukha as its sthayin. He states :

1 Bhat G. K. — Rasa Theory and Allied Problems, page 18, Pub - M. S. University of Baroda, 
1984
2 Some unexplored aspects of the Rasa Theory by Prof. B. M. Chaturvedi, page 15;

Translated by Prof. P. Sri Ramachandrudu, published by Vidyanidhi Prakashan, Delhi, First 
Edition, 1996.

3 Kane P. V. — History of Sanskrit Poetics, page 13
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W *T: Wff VS: 9dT-4d ^ I W 'sfrrPt, -

‘*T5? <#£ W&I l^sq -q^ |

dTffd: %5?ff dK^ II” III. Ud. page 176, N. S. Edn.

Anandavardhana states : (1) The Rasa is not confined to th Natya only; it 
has a important place in the Sravya-kavyas like Ramayana and 
Mahabharata also : Trf^sftl W*rHT l«3T.-3.3*31,^, n

did^if^^ op f^r^Nwfrf^T^d Tm BqPtatafsa i1 
W9Kt5fq . . . TFTteRW'ir: Tjwaf: VS*T ^WRRT ^ftcT:

i%*Mirii<i>-^ a
Abhinava (c. 1030-1070 AD) states : dh-WK'liAII^’T^t TST: l
(3Tf^FR’TRdt-^[. RWs). He states that literature, poetry and drama, cannot

restrict themselves to the Trivarga (Dharma, Artha and Kama) only but 
must get ennobled by embracing the fourth and the greatest Purus artha 
also, Moksa. The attitude to Moksa is Sama and Santa is the Rasa of the 
drama which depicts the endeavour to attain that. Abhinava comments that 
Santa should definitely be accepted as a Rasa. He2 holds that Tattvajnana 
or Atmasvarupa itself is the Sthayin of Santa. He briefly states it in his 
Abhinavabharati. Tattvajnana or knowledge of Atman is the direct cause 
or is itself Moksa. Therefore Atmajnana or the very nature of the soul or 
self which is itself of the form of knowledge and Bliss — Jnana and 
Ananda is the Sthayin. Abhinavagupta (1030-1070) in his 
Abhinavabharati (VI.333)3 states that wherever there is Rasanubhuti, 
Atmanubhuti will be there invariably. Only the Nirveda produced by the 
Atmabodha (knowledge of the Atman) attains the state of Sant-Rasa. 
Therefore as Abhinava opines the experience of every Rasa ends in Santa 
when a man feels aversion to the worldly objects. This (Santa-Rasa) is at 
the background of the experience of any other Rasa; and this is the reason 
for calling it the Mula-prakfti (the fundamental material cause) of all the 
Rasas and the king among them (Rasaraja). Ksemendra (1030-1070 AD) 
accepts nine Rasas as evinced from his Aucityavicaracarca, Pp-130-1, 
Bauddhavadanakalapata and Darpadalana etc. Following Abhinava & 
Ananda, he considers Santa as the Rasa of the Bharata. Among the later

1 Nandi Tapasvi S. — Dhvanyaloka with commentary ‘Locana’ of Abhinavagupta, page 272,

2 swewfa tr#* ^ i ttwan ^ i

3 iN Tim tot: 11 ^ i argtWtt m vsf% i . . . mfm<h
T?TRf: . . . TR5RIH# MifoTO TOflft pjg-WB TTPcft TO: I ^ n^TOHf TTRUmt

ISMR^wn ... rjg-Mij h
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rhetoricians Mammafa has accepted the Santa-Rasa
Wcfrsft '=T^TRt T¥f: I 350.--'* II As an example he quotes from the Vairagya 

Satakam of Bhartrhari:
3T ^ qTT ^WF^IT 3T

1*13T ^nr ^nf^r f&m:
to to toft wra: n^ii

Mammata (1050-1100 AD) accepts eight Rasas in drama and nine in 
poetry. He mentions Nirveda as the Sthayin of Santa. Mammat states that 
Santa also can be accepted as a Rasa but its place is only in the 
Sravyakavyas but not in the Rupakas (K.P.-IV.34).

Viswanatha (1300-1380 AD) primarily admits eight basic Rasas but adds 
the ninth Santa.

It# WT: 'WRTFcTSTr 33: B3T.1.-}II

Thus following on the footsteps of later rhetoricians and accepting Santa 
as a Rasa, some examples of Santa Rasa found among these eighteen 
minor Upanlfads of A V, undertaken for study, are given below :
K) ^ryrefRt 33t i

MR: ifttot II^TfS^tof^-^.^ll

iuftT 3ifrtciito

3) m irir ?rftoft*l 33TO, i
tffSSFTSR sqj%Rh#^lftolPR:

*) 3 ’FT 3 W WHTI#:

iw cT?wf

Many such examples are found in the above mentioned minor Upanisads 
of AV like Kaivalyopanisad (3, 4, 10, 16); Ksurikopanisad (20-23); 
Sandilyopanisad (1.37, 38, 40, 42, 43); Annapurnopanisad (1.20-23, 25, 
27-30, 38, 40, 48-53, II.9, 15-17, 23-26, 23, 39, III. 10, IV. 15, 16, 22, 31, 
32, 52, 54, 71, 72, 89, 90-92, V.14, 92, 93, 113); Atmopanisad (9, 17, 18);



81

Amrtabindupanisad(3, 4, 8, 11, 15, 16, 21).

Conclusion :

The word Bhakti is derived from the root 4~Bhaj + 4.Ktin, which is used in 
different senses like to serve, to honour, to love, to adore etc. The earliest 
reference of Bbakti can be traced back to Rgveda - ‘‘Although it is not 
fully developed in RV, as it is found in the BG, Purina literature and the 
Sutras of Sandilya and Narada. But R V contains some rudimentary traces 
of Bhakti or devotion to a number of Divinities like Agni, Indra, Vanina, 
the to ASvins & the Goddess Usas-Dawn”, opines Uma Deshpande1. In the 
seventh Mandala of RV, the poet approaches Varuna with absolute 
modesty and servility, calling himself Dasa : 3R 41# 4 <<414
*t^S4FIT: II4$ASH

There are many such Rks where Bhakti has its seeds in the different 
Mandalas, of RV.2 3 4 5 Among the major Upanisads there is a reference to the 
feeling of devotion expressed towards Supreme Reality in personal and 
imporsonal forms in the Upanisads like Brhadarapyaki, Chandogya\ 
Tarttinyi, I£a6 7 *, Katb£ and Mundakas. While the SvetaSvatara9 Upanisad 
teaches a full-fledged devotional attitude and discipline, along with the 
conception of a Deity (Mahesvara) who can be communed with and 
prayed to and who responds to such prayers of the votary :

44 TO TOM4T q4 cf«TT I

iref: -jrerot *t*r*r: n
We find various similar references to Bhakti in Bhagavadglta10 also. There 
are several such references to the feeling of Bhakti in the minor Upanisads 
also like Kaivalya (2,5); Vasudeva (3,4); Atharvaiiras (4); Krsna (26); 
Ramottaratapim (4) and Mutika (1.4, 14, 16, 48). According to 
RupagoswamI (1492-1591 A.D.), a well known Vaisnava-saint the

1 Deshpande Uma S. — “The Concept of Bbakti in the Seventh Magdala of RV\ Our Eternal 
Heritage, page 1, pub.: The M. S. University of Baroda

2 £V-I.1.1; 12.8; 22.7; 27.13; 44.11; 58.7; 84.5; 89.2; 101.5; 127.1; 154.1; 156.2,3,5; II.38.9; 
III.2.8; 17.4; 59.4,5; 62.10; IV.17.9: V.1.7; 8.4; VI.15.8; 16.22; 51.8; 57.1; VII.15.7; 100.4; 
VIII.22.13; 36.5; 62.5; X.23.7; 121; 165.4; 190

3 Brhad-I.2.1; III.8.9; V.14.7; V.15.1; VI. 1.15
4 Cha.-III.12.6; III. 14.3; VII. 19.1
5 Taitt.-VIII. 1
6 Ha-4, 8, 18
7 Katba-I.l.Z; 1.3.2,15; H.2.2,15; IV.8
* Mundaka-1.2.11; II. 1.7
9 gvet.-III.20; VI.11.18.21
,0Bg-VI.18; VIII. 10.22; IX.14,26,29; XI.54; XII.17,19; XIII.10; XIV.20; XVIII.54,55,68 etc.



82

Madhura-rati-bbava (the emotion, sweet love) existing in the hearts of the 
devotees permanently is called StbayTbhava and when it is associated with 
the Vibbavas etc., it is enjoyed by the Bhakta as the Bbakti-rasa. His 
Bhaktirasamrtasindhu (III-5) states that the emotion Madhura-rati (sweet- 
love) for the Lord which exists in he pure hearts, of he devotees turn into 
Madbrna bbakti when it is develoedthrough the presentation of proper 
Vibbavas, Anubbavas and vyabhicSrlbhavas. According to his Ujjvalal 
lamanl (1-3) the Rati for the Lord which always exiss in the hearts of the 
devotees becomes relishablewhen it is associated with the Vibhavas etc. 
and at that state it is called Madhurabhakti:

twdf ifcr: i
HkT ■‘Tfr^ra: fl

Hence RupagoswamI (BRS III-5-2), calls Bbakti as *Rasa-Raja\ 
According to Madhusudana SaraswatT (c-1550 AD) Bbakti is Citta taking 
the form of the Lord. ’trfw:

II (Banares edition - 1927).

The first work we know mentioning Bbakti as the tenth Rasa is the 
Kavyalahkara (XII-3) of Rudrata (C.850 AD.) All other writers explains 
Bbakti as Rati for God. The Rasa-Siddhantim like Dhanahjaya (c.974-976 
AD), Abhinava gupta (c-1000-1070 AD), Mammata (C.1050-1100AD), 
Hemacandra (C.1143 AD), Bhoja (c.1005-1050 AD), Vi^wanatha (1300- 
1384 AD) Jagannatha (c. 100 AD) consider Bbakti towards God as a 
Bbava.

Bbava is defined by Mammata in his KavyapxakMa.: ©4PHI-fl
^ran^RTt rg.^MTO: I i.e. when the Stbaylbbavas such as love have
for their objects God, king, son etc. (and not lovers); when the Sthayl 
bbavas, love etc. are not well nourished so as to reach the condition of 
Rasa or when the Vyabhicarl bhavas such as asuya are manifested as the 
principal centiments in a composition, there is Bbava.

ViSwanatha states in his Sahityadarpana :
WarftW: '5**FTTf% TfcT : l^.^ei

Thus though the later writers like RupagoswamI and Madhusudana 
Saraswati have evolved Bhakti as a Rasa from the Bbava in their Poetic 
works full of devotion, Bbakti was recognized by the Rasasiddantim as a 
Bbava and not as a Rasa, as it is unjustified and unacceptable from the
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standpoint of the principles of the Rasa-siddhanta as stated by Bharata in 
the Natyasastra.

Similar such examples are also found in the minor Upanisads of AV, 
where devotion or love towards God is expressed.

\) erf -aptm -gi%tfrt<iRfcnr: i

3) t^T T?# i

wrf RtfKlrf 1 Iiwfe‘5c%rf%^-*.<A II

3) [qfo|et>3$ ^ ^1%: :7l^k: I
3T^T*Wf«r: y^R^lfui t^wr mm W£? WR II

V) eFnf^T«ZTTtif^rfrffrf^ I

WWTrf ¥*£ fortHrf 3fef®3 I

mm \?pfrfrf wmmfqi wm: Amm, ii%^vrfrfrfrf^-v3 n
H) *rfw: f^tT ^fe: 1

eTFTIsr 1%* ^rfwrrf^rNrft A 4 f%*j: ll'J.^MPiN^-^k II

Many such examples of the feeling devotion towards God' are found in 
these eighteen minor Upanisads, of A V like Atharva&ras (4); Kaivalyo- 
panisad (2.6, 8.9); Annapurnopanisad (1.2,3,4,5,6,8; V.21,72) etc.

Conclusion :

Rasa is the fundamental element (Svarupadhayaka) of the Kavya as it is 
supported to be present in almost all the poetic elements like Guna, 
Alamkara, Dhvani, Vakrokti etc.

The importance of Rasa in the sastra-Kavyas like Upanisads lie in the fact 
that the difficult gastric topics presented in the Kavya are appreciated 
after tasting the Rasa just like the pungent medicine after tasting the 
honey or the jaggery. Thus the Rasanubhuti is also a means of making the 
difficult sastric topics easily understandable.

Bharata advocates the number of Rasa as eight (N.S. VI-15,16,83) in the 
sixth chapter of NS. But in this sixth adhyaya itself Santarasa is also 
mentioned as the ninth Rasa which leads to Moksa (salvation) : m T¥T
IgT W3Tih#$f»Ilf^dl IWIW-l 33H I It is also stated in this context that
the Santarasa is the fundamental Rasa as all the other Rasas and Bhavas 
are the modifications of the same : *IT3T WtFRj, I
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^.^1.-^. n The view of Santa being the ninth Rasa is also advocated
by Udbhata, Rudrata, Abhinavagupta, Anandavardhana, Mammata, 
ViSvanatha and Jagannatha; while eight Rasas are considered by 
rhetoricians like Dandin, Dhannjaya, Dhanika and Bhoja.

RupagosvamI, the chief desciple of Caitanyamahaprabhu establishes and 
discusses the Bhakti-Rasa in detail in his two works - 
Bhaktirasamrtasindhu and Ujjvalamlamani. According to him Rati that 
exists in the hearts of many devotees assumes the form of Bhakti-Rasa.

While Madhusudana Sarasvati also establishes Bhakti as Rasa calling it as 
Bhagavadakarta in his work Bhagavadbhaktirasayana. among the earlier 
writers, it is only Rudrata (c. 850 AD) who mentions Bhakti as the tenth 
Rasa (Kavyalankara-XII.3).

But the earlier writers like Dhananjaya, Abhinavagupta, Mammata, 
Hemacandra, Bhoja, Visvanatha and Jagannatha have considered Bhakti 
as a Bhava.

Thus, as evinced above the Upanisads on the whole advocate mainly the 
Santa Rasa and the Bhava of Bhakti to present their preachings, as the 
sole aim of both these is Moksa i.e. final Beatitude.


